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Ynueiouo Tov ApyYiGLVIAKTN

I'evvarod wpiao, Atdroyog kar AArayn

INopyog Toipng

«H yevvarodopia apyilel oto xalwodpioua: puo.
QA o&evio. TOL TPOGPEPEL  OTIONTOTE €YEL O
01K0deomOTNG T0 omoio Ba avtamoxpdel oV
avaykr tov erio&evoopevou» (Frank 2004: 2).

Yog kodwoopilw 610 véo tevyog Tov Approaches.
Ipapovtog to mapoév onuelopo — HOAG TPELg
efdoudoeg petd to Iaykosuo Xvvédpio Movoiko-
Oepaneiog (7-12 IovAiov 2014, Avotpia) — Ppickm
TOL TEPLEYOLUEVO AVTOV TOV TEVYOVG VAL OVTNYOVV UE
ovo Bépata TOL YOPOKTAPICOV TO GLVESPLO: TN
YEVVaLOOWPI0, KOL TO JLAA0Y0.

Y710 Piprio Tov, The Renewal of Generosity, o
Kowvwviohdyog Arthur Frank ypaoeet yia to poro g
YEVVOI00®PIaG OTN UETOUOPO®OT NG «olepbap-
HEVNC LOTPIKNG» OE GYECELS PPOVTIONG KOl OLIAOGYOL
peTalld  emOyyEAUOTIOV  («OKOOESTOTAOVY) Kot
aclevadv («prho&evodpevavy). XTov KOGUO LG,
o6mov 1 yevvolodwpio €yel mapapopewbel amd pio
N0 oyxéon oe éva JYEPIOTIKO TPOPANUa, o
Frank mpoteivel pior eVOAMOKTIKY TPOOTTIKY® 10
TPOOTTIKN OOV 1 PIAOEEVT KOl SIHAEKTIKY QOGN
mG  yevvawodmpiog yivetor  ydpog  apoiPoiog
oAloyNG TOGO TV OIKOOECTOTAOV OCO KOl TMV
QIAOEEVOVEVMV.

«H yevvoiodwpia [...] apyilel mdvta oto didioyo:
povtog  pe  kdmolov, Oyt Yo owtdv-
ELOYOPOVTOG GE EVa YDPO HETOED TOL €YD Kot
TOV €0V, OTOV OmMOoi0 TOPOUEVOLUE  GAAOL,
oAoyuévor, 0Ald otov omoio o kaBévac pag
TPOCPEPEL TOV €0TO TOL VA 0AAGEEL Omd TOV
éAro» (Frank 2004: 126).

[opdro mov 10 TAiclo avapopdg tov Frank sivon
0 KOGUOG TNG 0TPIkng mePiBoiyne, ot 106eC TOL
elvar xoipteg kot yoo GAAOLG  ETOYYEAUOATIKOVG
Y®OPOVG OOV 10€€G, 0&ieg KOl TPOKTIKEG OVATTOC-
ocovtal, avtaAldocoovtal, obrodvtal, eEetdlovtan,
mpokoAoUVTOL Kol eviote  oamoppimtovrolr.  H
yvevvaiodmpio (1 Tpoopopd yevvaiov dmpwv, PA.
®dpovddakn 2012: 47) oamotelel mphyuott pio
yevvaia, mepumetelmodn npdén. Avo EEvol embupody
VO, YVOPIOTOLV KoL OVTH 1 yvopluio evéyet
TPOKANGELS Ol OTOiEG UTOPEL Vo, 0dNyoOVY aKOUN

Kol 68 «mapeENyNon» Tov evog amd Tov GAAo. g
yvevvaio Tpaén Opme, T0 KAEWL TNg yEVVaL0dmpiog
glvan ) amouyn g ano&évoong N “yketomoinong’
TOU GAAOL KOl 1] TOPAUOVH TV 000 og didAoyo
(Ansdell 2001- Tsiris 2013).

Ynd avtd to mpiopa, kol Pe @ilolevoduevong
amd Opopeg yopes, 1o llaykdopo XZvvédpro
TPOCPEPE 0L YEVVOLOOWPN  TAATQOPHO  Yio
AVTOALOYT] KO ETOIKOSOUNTIKO O1GA0Y0, Kot EATTIC®
TG ot10 TEAOG @Uyope OAol £€0T® Kot Alyo
aAdaypévot.

Ouoiwg, avtd 1o TELYOG TOL Approaches
TPOCPEPEL U0 TAATOOPUA OOV CLYYPOPEIS Omd
ETEPOYEV]  KOWMVIKO-TOAITIGUIKA  TAOIGLO KoL
OepnTIKoOE TPOGUVOUTOMGUOVE EMKOVOVODV £V,
€0pog OePAmELTIKMOV KOl EKTOIOEVTIKMOV LOVGIKOV
npotofovldv. Tlapd v mouwcthopopeio Tovg, ot
10£€G KO Ol TPOAKTIKEG 7TOV KOTOYPAPOVIUL GE AVTO
TO TELYOC OAVTOVOKAODV TIC 7TPoomibeleg TV
«OIKOJEOTIOTMVY (CLYYPUPEDV: ETUYYELUATIOV KO
EPELVNTAOV) VO OKOVCOVV KOl VO OVTOTOKpliovy
OTIG OVAYKES TOV «PIAOEEVOVUEVDVY TOVC (TEAUTOV
povoikofeponeiog, LoONTOV, TOV OIKOYEVELDY TOVG
Kol o0To KoBeENG).

To tebyog apyilel pe pia cuvévievén g Avong
AypOTOv — HOC CNUAVTIKNG TPOCOTIKOTNTOG GTNV
avantuén g povowobepaneiog oty Kompo.
Epotodpuevn amd ™ Adpa ITavridov, 1 Aypdtov
apnysitar  t0  wpoocwmkd TG Tagidt ot
povoikoBeponeion — éva tagidt mov amewcovilel 1o
TG M woTople Ko To €pyo €vOg atopov eivan
GUVUQPOCUEVO UE TIG EVPVTEPES 1OTOPIKES Kot
KOW®MVIKO-TOMTIKEG oLVONKEG €VIOG TV OMOiV
evepyeli. H Melita Belgrave ypdapet ywoo v
avamTuén evoc HOVGIKOD TPOYPAUUATOS Old Piov
udonong v nikiopévooug otic HITA, ev o Bo
Nilsson mapovotdlel po epevvnTIKy HEAETN M
omoiar  Selybn o Zovndia pe okomd T
SlEPELVNON TOV TPUKTIKOV HOVGIKNG EKTOIOEVONG
oV €QOPUOLovTaL 6T TANIGIO YNOIOKNG LOVGIKNAG
dnuovpyiog pe véovug pe edkég avaykes. H épevva
¢ Margaret Broad e&etaletl tov duvauel poro g
povoikofeponeiog pe yoveic mov mevBovv voTeEpPa
amod amoPfoin N Ovnoryévewn. EmumAéov, avtd to
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TeEVY0C mephapPdvel v avtamokpion tov Niall
Mc Guigan om6 710 owvédplo «Rethinking
Interdisciplinary Collaboration: Towards New
Ethical Paradigms in Music and Health Research»,
Kobdg ko mévte Piflokpriikég omd v Tamsin
Dives, wqv Carol Chambers, v Evoayyeia
Apaywpitn, tov Bob Heath ko ) Xtédda KoivPo-
TOVAOL avTioTOLY.

Kietvovtag avtd 10 onueiopa, Ba 1fera va
popactd poll oag oplopéveg Tpoceateg eEeitelc,
0AAG Kol PEALOVTIKEG KATELOVVOELS TOL TEPLODL-
KOV:

o To Approaches eionyaye v evoémro I[pot
Mot 1 omoia TapEyel TPOKATABOAIKT S10d1K-
TVOKN TPOGPoon oe Keipeva mPwV amd TNV
évtaEn  toug og  éva mEPLOOIKO  TEVYOG.
Behtidvoviog MV OmOTEAECUOATIKOTNTO TOV
dtdtkactmv a&loAdynong Kot dnuocieuong tov
nepodkov, n Lpodtn Martid gloyiotomolel To

xpovikd  Sbotnua  peta&hd  vmofoAng kot
ONUOGIELONC TOV KEWEVDV.
e To Approaches £yer  avakowdost 600

npooeyn €wikd Bepatikd tedyn. To mpdTo,
«H Movocwkofeparncia. otnv Evporn: Ilopeisc
Enayyeluatiknig Avamtoéne», givor o kopmog
g ovvepyooiag peta&d tov Approaches kot tng
Evponaikng Zvvopoomovdioag MovoikoBepa-
neiog (EMTC). To devtepo edkd tev)o0g,
«MovowobBepaneia, Apopatobeponeio, Xopo-
Oegpaneio ko Fikootikn Ogpoameio: AlemoTnuo-
vikoil AdAoyor», avTovakAd To eVOlPEPOV TOV
TEPLOOIKOD Yoo TNV TTPOodONon ¢ OlEmoT-
HOVIKTG cvvepyaoiog kot avtoiloyng. ITibavoi
oLYYpaelg evBapphvVoVTaLl VO ETIKOVOVI|GOVV
LE TIG OVTIOTOLYEG TPOCKEKANUEVES GUVTAKTPIEG
Kot Vo, cL{NTAGOLY TIG GLYYPUPIKES TOVG 1OEEC,

e Kotd m ddpkewn tov Ilaykdopov Xvvedpiov,
10 Approaches coppeteiye 6tn cvovavinon tv
ouVTOKTOV  Olebvev  mEPLOdIKAOV  LOVGLKO-
Oepaneiog. Metalhd dAlwv, glyaue v evkopia
va. ou{NTGOLUE Yo TIC O10pOopES TPoUmobEsELg
nOwmng deovtoloylag o€ ouvdpnon pHe TIg
dwdkaciec opotung  a&oAdynong Kot Ty
TOALTIKT] OVOIKTNC TPOGPOOTG TMV TEPLOOIKMV.

e H ovomtucoopevn oOLVIOKTIKY HoG  Opdoo
koAwoopilet dvo  véa péAn: 1  Mitov
Axoylobvoylov-Xpnotov  (EAAGOe) ol T
Melanie Voigt (I'eppavia).

e Q¢ ‘ayyehagopog’, o Epunc — 10 emionuo

adnhoypagiag’. H Kavdia Mrovliht nysiton
™m¢ avantuéng tov Epun, Kou pmopeite va
popaocteite poli e o KA Gog vVEX OO TOV
guPOTEPO YDPO TNG HOLGIKNG Kot Tng eveiag:
approaches.hermes@gmail.com

210 vedua oUTOV TOV eEeMEEMV, 1 GLVTOKTIKN
oudda tov Approaches 6o cuvavinbel otnv Adnva
tov ZemtéuPpro tov 2014. Xxomog eivor 1 kpirikn
Bedpnon TV TPEYOLCOV EPYACLOV, ALY KOl TOV
UEAALOVTIKOV  KOTELOOVOEMY  TOL  TEPLOSIKOV.
Q¢ yevvaiodwpor  oikodeonotes  (TOL  OLOPKDG
npoorafovpe va eipoote!) poag evolapépel va
KOTOVOOULE KOl VO OVTOTOKPIVOLAOTE OTIC OVAYKES
kol T embopieg TV @irloevovuevov oG,
ONA. og €GAGC. GLYYPOPELS KOl OVAYVMDOTEG. X0G
TPOCKOA® Aowmdv va emkowvovioete poll pog
(approaches.editor@gmail.com) kot va polpocteite
TIG 106G KOl TIS TPOTAGCELS GOG OYETIKA UE TIG
odhayés mov mBavov embopeite va dgite 610
Approaches.
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Editorial

Generosity, Dialogue and Change

Giorgos Tsiris

“Generosity begins in welcome: a hospitality that
offers whatever the host has that would meet the
need of the guest” (Frank 2004: 2).

I welcome you to this new issue of Approaches.
Writing this editorial — only three weeks after the
World Congress of Music Therapy (7-12 July 2014,
Austria) — | find that this issue’s contents resonate
with two themes that characterised the congress:
generosity and dialogue.

In his book, The Renewal of Generosity,
sociologist Arthur Frank writes about the role of
generosity in transforming “demoralised medicine”
into relationships of care and dialogue between
professionals (“hosts”) and patients (“guests”). In
our world, where generosity has been distorted
from a moral relationship to an administrative
problem, Frank offers an alternative perspective; a
perspective where the hospitable and dialectical
nature of generosity becomes a space for mutual
change of both hosts and guests.

“Generosity [...] always begins in dialogue:
speaking with someone, not about them; entering
a space between | and you, in which we remain
other, alter, but in which we each offer ourselves
to be changed by the other” (Frank 2004: 126).

Although Frank’s context of reference is the world
of medical care, his ideas are also key for other
professional fields where ideas, values and
practices are developed, exchanged, refracted,
examined, challenged and sometimes discarded.
Generosity (which in Greek means the offering of
“brave gifts”, see Froudaki 2012: 51) is indeed a
brave, adventurous practice. Two strangers wish to
meet and this meeting poses challenges which can
even lead to “misunderstanding” by one of the
other. As a brave act however, the key of
generosity is to avoid the estrangement or ‘ghetto-
isation’ of the other and to both remain in dialogue
(Ansdell 2001; Tsiris 2013).

Through this prism, and with guests from
various countries, the World Congress offered a
generous platform for exchange and constructive
dialogue, and | hope that in the end we all left
changed — even if just a little.

Likewise, this issue of Approaches offers a
platform upon which authors from heterogeneous
socio-cultural contexts and theoretical orientations
communicate a range of music therapeutic and
educational initiatives. Despite their diversity, the
ideas and practices documented in this issue reflect
the endeavours of ‘hosts’ (authors: practitioners and
researchers) to listen and respond to the needs of
their ‘guests’ (music therapy clients, students, their
families and so on).

The issue begins with an interview with Anthi
Agrotou — a significant personality in the
development of music therapy in Cyprus.
Interviewed by Dora Pavlidou, Agrotou narrates her
personal journey in music therapy — a journey that
portrays how an individual’s story and work is
interwoven with the wider historical and socio-
political circumstances within which they act.
Melita Belgrave writes about the development of a
music-based lifelong learning programme for older
people in the USA, while Bo Nilsson presents a
research study which was conducted in Sweden
with the aim to explore the music education
practices applied within the context of digitally-
based music making with young people with
special needs. Margaret Broad’s study explores the
potential role of music therapy with bereaved
parents following miscarriage or stillbirth.
Moreover, this issue includes Niall Mc Guigan’s
report from the conference “Rethinking Interdis-
ciplinary Collaboration: Towards New Ethical
Paradigms in Music and Health Research”, as well
as five book reviews by Tamsin Dives, Carol
Chambers, Evangelia Arachoviti, Bob Heath and
Stella Kolyvopoulou respectively.

© Approaches / GAPMET 2014
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In closing this editorial, | would like to share
with  you some of the journal’s recent
developments, as well as its future directions:

e Approaches introduced the First View section
which provides advance online access to papers
prior to their assignment to a journal issue.
Enhancing the efficiency of the journal’s review
and publication procedures, First View minimi-
ses the time gap between submission and
publication of texts.

e Approaches has announced two forth-
coming special thematic issues. The first one,
“Music Therapy in Europe: Paths of
Professional Development”, is the fruit of a
partnership between Approaches and the
European  Music  Therapy  Confederation
(EMTC). The second one, “Music, Drama
Dance  Movement and Art  Therapy:
Interdisciplinary  Dialogues”, reflects the
journal’s interest in promoting interdisciplinary
collaboration and exchange. Potential authors
are encouraged to contact the respective guest
editors and discuss their writing ideas.

e During the World Congress, Approaches took
part in a meeting of international music therapy
journal editors. Among other topics, we had the
opportunity to discuss the wvarious ethical
requirements in connection with journals’ peer
review procedures and open access policy.

e Our growing editorial team welcomes two new

ideas and suggestions regarding the changes you
may wish to see in Approaches.
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e As a ‘messenger’, Hermes - the official
newsletter of Approaches — has become
an important means of communicating national
and international news, currently counting
more than 1100 mailing list members®,
Kandia Bouzioti spearheads the development of
Hermes, and you can share with her your news
from the wider field of music and wellbeing:
approaches.hermes@gmail.com

http://approaches.primarymusic.gr

In line with these developments, the editorial team
of Approaches will meet in Athens in September
2014. The purpose is to critically review the
journal’s current work and future directions. As
generous hosts (that we are constantly trying to
be!), we are interested to understand and respond to
the needs and wishes of our guests, i.e. you: writers
and readers. Therefore, | invite you to contact us
(approaches.editor@gmail.com) and share your

! To subscribe to the mailing list, send an email:
approaches.adml@gmail.com
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To IIpocomko Taior Tng Avoc Aypotov
Méoa amo v AvéméEn ™ MovoikoOgpaneiog

otnv Kvrpo

AvOn Aypotov

Mia suvévtevén and ) Adpa ITavAidov

Hepiinqyn

Avtny 1 oOVEVTEDEH ETIKEVIPWVETOL OTO TPOCWTIKO
talior g Ap. AvOng Ayporov, n omoia Cedimimver
TIG EUTEIPIES OV ExEl PLdoel o€ pia EmOYN OTOv 1
novawxoleporeio oty Kompo Ppioxotav oe apyikd.
otadio g eCélicng . Ilepiypdper mwg n idia
kKotédnée oaro yawpo s povoikobBspameiog Kol
OVOPEPEL TNUAVTIKODS OTAOUODS TNV EXAYYELUATIKY
¢ mopeia. Topdiinia onuotodotel 1o, epddia mov
EYel  YPNOIUOTOUNOEL KOI OTOKTHOEL KOTC, THV
EMOYYEAUOTIKY] THG OTOOLO0POULR, EVE TPOTPEPEL
ovufoviéc  yia
novaixoBeporeios arnv Kompo.

A&Earg kKhewdra: Kompog yuyodvvopiky Hovciko-
Oepamneio- eumelpieg avéMén

myv  mepoutép  avamtoén TS

H Ap. AvOil Aypdétov mpe 10 TPAOTO NG TTVYiO
omv Apyaic EAAnvikn ®@iloloyion omd 1O
[Movemomuo tov Aovdivov kot  aKolovBmg
onovdace Movcikobepaneion oto [lavemoro
tov  Roehampton  Surrey. Azmékinoe  TO
dwaktopkd g Oimhoua ond o Ilavemorto
tov Sheffield g Ayyhiag, kon eivor eyyeypoppévn
emomTplo. povowkobepaneiog and To European
Music  Therapy Confederation. To 2002
KukAo@Opnoe viokuavtép pe titho Group Music

Adpa: Oo 10eha vo GE EVYOPIOTICM TOL OEYTNKES
TV TPOCKANGH HOL Yl VTN TN OLVEVTEVLEN.
Apywucd Bo 0o vou Lov mEPLYPAYELS €V GLVTOUIN
70 10&id1 6oV 61O YDOPO TNG Hovctkobepameiog.

AvO: To to&ior pov Eexivnoe otav ékovo, pio
épeuva ylo TNV apyoio EAANVIKY HOLGIKN UE TO
[ovemomuo tov Aovdivov. Exel yvopioo pio
eoutnTpla.  povotkobepomeiog mov omovdule oTo
Guildhall School of Music. H povoikoBepaneio

Therapy with People with Profound Learning
Disabilities and their Carers. Epydomke o¢
KpatiKd oyoleio Kot WOpOUATO 0T0 eEMTEPIKO Ko
omv Kompo. Aida&e povoikobepaneion o710
KaBoiko IMavemotuo g Lueven, Béiylo, oto
[Mavemomuo  Kbdmpov ko  topo oty
TprrofaBuia Movoikry Akadnpio Arte.

Email: anthiagr@spidernet.com.cy

H A@pa Mevridov eitvor povoikobepamedtpio kot
gpyaletaw  otv  Kompo.  Eivar  xdroyog
petamtoylakod  povowkobepameiog  (Nordoff-
Robbins) kot mroyiov povoiwkng.  Xnuepo
ekmondevetal ot péBodo  Benenzon.  Eivan
GUVTOVIGTPLO TOV GUVOEGUMY Kol TOV OPDOUEVOV
Tov  Approaches: MovoikoOsparncio. & Eidikn
Movaixn Hoidaywyixn.

Email: dorapavlidou@gmail.com

Inpeioon: H ocvvévtevén avth mpaypatomomdnke otig
12 YemtepPpiov 2013 oy Kovmnpo, oto omitt tng AvOng
Aypotov. H ouvévievuén petaypdonke Kotd AEEN omd to
apyikd  Myoypaenuévo apyelo Kol ot GLVEXEW
empuerOnke ovtwg mote vo omodobei Eexdbapa To
TEPLEXOUEVO TNG.

pov xivinoe to evolapépov. ‘Hrtav kdtt moAd mio
TPOGITO KOl GUEGO OMO OUTO OV UEAETOVGH KO
€101, oV To fyaEo TMEPOUITEP®, OMOPACIoO OTL
avtd TO Opouo Mbeho va  akoAovBnow Kot
amoTAONKo OTIG OyyMKEG  EKTOOEVLOELS  TOL
Aovoivov. Metd amd po 6e1pd S1adtKoodV Y10, ThV
ETOOCI0 HOVGIKMOV KOUUATIOV Yo TV aKpOOoN
KOl TO. AOITA TOV AOITOOVTOV Y0l TIG EIGOYOYIKES
efetdoelg, teMkd to 1985  ¢@oitmoa  oto
Roehampton Institute of Higher Education,
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University of Surrey. Béfoia, n 6An ekmaidevon
KOl gUmEpion NTOV TOAD  SLOLPOPETIKY Mo  TI
TPOGOOKIEG LOV.

Aopa: T'vopleg Mo yoo TV ekmaidogvon oty
YUYOSVVOUIKY] TPOGEYYIOT TG LovaikoBepameiog;

AvON: Oy, oev MEepa oLyKEKPUEVE YlO. TNV
YUYOSUVOUIKY] TPOGEYYIOT), OAAL TO évoTiKTO LoV
pe odnyovce mPoG T EKEL — AVTOG NTAV O YDPOG
OV OVNKO, 100G eMEdN €Yo KAVEL TO TPAOTO OV
ntoyio ota apyoic EAAnviké oto Aovdivo kot t0
eMAEYOUEVO POV paBnua Moy 1 erocoeia, €va
OVTIKEIUEVO TOL €Yel UEGO TOL TO OVOAVLTIKO
otoeio g depedvnong. 'Etol amd évetuicto avt
NTav 1 GXOAN Kol 1 TPOGEYYIoN oV Hov Taiplale
TEMKAL.

Aopa: Otav  OMOKANP®OEG TIG ONMOVOEG GOV
TOPEUEIVEG OTO EMTEPIKO 1| EMECTPEYES OAUECHG
otnv Konpo;

AvO: 'Epewva yu éva dudotmuo oto e&mteptkd
KOl UETO EMECTPEYQ, EMELDN TOTE OEV VINPYE TO
emdyyeAua TG Movoikobepaneiog oty Kozmpo.
I'vopioa kdmoovg Komprovg yovelg, ot omoiot
NnBehav mhpo mOAD vo evtdEovv To Toudld TOVG GE
povaikobepamevtiky dtadikacio. ‘Etol opyavdcape
éva mepopatikd  otddlo loayoyng NG
povowobepaneiog otv Kompo, ot 2wy Néo
Eleovoa. Mov édmcav éva dwoudtio, t0 0moio
Slopudpemco  OmOG KoAVTEPO umopovca. Omwmg
Bopduor, MTav o adsto amobnkn oty omoia
UopovGo Vo, PAA® KATOW, LOVCIKE Opyava. XTnV
apyn evolkidoape £vo Tdvo Kol ayopAcape KOmTolo
opyava kol Eekwvnoope  €TOL MEPOUOTIKA.
Ontkoypapodoa TG cvvedpie Kor Votepa omd
TOVG TPMTOVG dVO UVEC TAPOVGINGH OTOCTAGLOTOL
LOVGIKODEPATEVTIKMY GUVOVTHGE®V Kol TNV Topeia
TV Oepaneidv. Bdogl avtdv TV 0mocTacHATOV,
£0TM KoL oV E0ELvVOV SOVAELL LOVO SVO UNVAV, IOV
Moav va mopoueivo oe pio mo uoéviun Paon.
'Etol &exivnoe m mpodTn pov dovAgio oty 2Téyn
Néo. EAeodoa. Mmop®d va o 61t ftav €va oyoAeio
{ong, OwTL Ogv vanpyov TOTE TOAAEG GAAEC
Oepamevtikég otnpiéelg mpog TO MO TTOL
KOTOWKOVoMV OtV 2Téyn, OGE OTOUIKO EemMinedo.
Extog amd tn @uokobepomeio, oev vanpyov yio
mapadetypo Aoyobepamevtéc. O Wuyoldyoc MoV
Yo OAa Ta Toudld, OmOTE Ogv TO. TApaKoAovBovoE
atopkd oe otabepn Pdorm. Akdun vmnpyxe 1
YuylaTPOg OV TOPELYE POPLOKEVTIKY] AYWOYT, EVAD
1 devboivTpla 1 omoia Nty YuYoAdYOg Eiye TOALY
OOIKNTIKG KOONKOVIA. XUVET®MS, Omol Olopopd
éPAemal GTOVG KOTOTKOVG péoa oTIg
LOVGKODEPATEVTIKEG GUVOVTIOELG TOV KOTA KOPLO
AOY0o omotélecpo NG HOVOIKODEPOTELTIKNG
dtadkaciog. AVt Hov £dmae mhpo TOAD VAKO Y

vo KotoAdPo TU cvpPaivel kol TG Agitovpyei M
povowkoBepaneio. Kot emeidon siyo v evuyépeia vo
Bvteoypopd Kol ©C €K TOLTOL Va, AVOAD® KEOE
ouvedpla AemTod TPog AemTo, Epafo Tapa TOAAG amd
mv gpyacio pov ekel. Avtd €ywve 1o 1987 petd
ocuvéyloo o mwo poviun Paon omn 2Téyn, evod
TAVTOYPOVA GPYLoa SOVAELL KOl GE AAAOLG YDPOLG,
omwg 10 Eidiko Xyoleio Evoyyeliouog xor n Zyoln
Topiwv. To mhovol0 VAIKO mov dnuovpynOnke
péca amd ovtég TIC OOVLAEEG, HOL €0MCE TNV
gukaipio. vo  EPELVIC®  OAPOPEG TTVYES NG
yuyodvuvapukng povotkofepomeiog Kot apyoco vo
EMKOWVOVD aLTEC TIG épevveg o€ Oldpopa
gupOTAiKd Kot Taykoco cuvédpla. To 1992, ya
Tapadeypa, mopovcioca oto Bpetavikd Xuvvédpilo
MovoikoBepaneiog to mhG ol TEAETOVPYiEG TOV
mooldV mov gival oe cofapr) AmOUOVMOOT LOg
Stvouv VAIKO Yo TEAETOLPYIKO TOLY VIOl UEGO aTtd
t povowobBepaneic. Tov emduevo ypoévo, o©10
Agbvtepo Tlaykocuo Xuvvédpio MovacikoBepameiog
omv Iomavia, mapovcioca — wTuKég NG
YOYOSUVOUIKNG povotkoBepameiog e 0 coPapd
OTOUOVOUEVO GTOUO OV VTOPEPEL OO TOAAATALS
avormpiec (PA. Agrotou 1994). Q¢ omotélecpo
VTG ™mg TOPOVGIOoNG GLVAdEAPOL
povoikofepomevtég and 1o Békylo pe kdieoav og
EMOKENTPLO-KAONYNTPLO. GTO TPOYPALUE TOVG, GTO
Lemmens Instituut, Lueven. Epydotnka exel yio
éva €10C.

Aopa: Oo pmopoLCES VO AVAPEPELS OPIGUEVEC
gumelpiec mov viMp&av 6TabUdg oV TTopEion Gov
oG emoyyeluatio;

AvOi: Nou, oiyovpa... H gumepia pov ot 2zeyy
Néog Eleovoog Mrav évag otabupog, 1dwitepa
emedn ekel eiyo TNV gukopio vo €PYNOTA Yo
TOALG xpOVIOL PE TOVG d10Vg avOpdTOvg KoL Vo,
oo 11 pokpoypdvieg  emOPAcEC NG
Yuxoduvapukng povoikobepaneiog ce avOpdmovg
ue moAhamAéc avamnpies. Eiya axoua v evkopia
va avalnmo® vEoug TpOTOVS epyaciag LEGa GE Eval
neplpdAlov  moAhamimv otepnoewv. ‘Etol, oe
KGmTO  OTAd0  amOPAcIce Vo, ONUIOVPYNOM
otabepég OUGOES KOTOIK®MV KOl PPOVIIOTAOV, DGTE
Vo unv vidbBouvv ot povTioTéG OTL 01 KATOUKOL Elvat
pali pov 6”7 éva KAEIGTO dMUATIO Kol avTol givon
on’ ¢Ew. E@doov ol ppovtiotég NTov €Keivol Tov
glyav KoTd KOpo Adyo v gvdovn epovtidag TV
Katoikwv, MOeho  va  ypnoomomcw N
povoikofepomeion ¢ €vav TPOTO TOL VO TOLG
guooOnTomolovce Y. TOV YuylKO KOGUO TMV
katoikov. Eiyo dnpovpynoet po pébodo o6mov ot
PPOVTIOTEG YivovTay o1yd oryd ouv-0epamentés, Oyt
péco amd po. OOKTIKY, OAAG péco amd MV
MPOKTIKY] EUMEPIO. TNG GULUUETOYNG TOVS OTI
CUVOVTNGES MG OEVKOALVTEG  GUYKEKPIUEVOV
KOTOIK®V. XTO POAO TOVG ®C OlEVKOALVTEG,
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ouvOEINKaY cLVOICONUATIKA pHE TOV EKAGTOTE
KATOKO, Ko 1M 101 1 GUVOESH TOLG WEC® TG
HOVGIKNG MTOV Kol TO KIVNTpo NG omoOKTINoMg
deClotrov.  'Etol dpyloav  otadakd  va
avTIAappavovtol Kot vo Piovouy Tpdyroto Tov oV
elyav vidoel mptv, kot dpyloav va PAETOLY TOLG
KOTOIKOVG HE OPOPETIKO TPOTO — Yo €KEIVOLG
nrav éva eoPepd avorypa. Tovto pov £édmoe kal 1o
évauouo Vo E0TII0M TNV €PELVA HOL — 1) omola
TEMKO KOTEANEE OTN O00KTOPIK oL OtatpiPn
(Agrotou 1998) — og o uébodo ElGOyOYNS
(QPOVTICTAV LEGO OTO YMOPO TNG WLYOOLVOIKNG
povowobepaneiag, yopis Ouwg T YpNon g
dwaktikng. H OAn dwdikacio g épevvag, OToL
avéALGO  AEMTO  TPOC  AEMTO  EKOTOVIAOEC
OTTIKOYPAPNUEVEG LOVGIKOOEPATEVTIKEG GLVAVTH-
oelg, vIpEe KaBOPIOTIKN GTNV TUGTY LoV TPOS TO
emdyyeipa. H avaivorn amodeikvve Eexdbapa OTL
ogv VTNpYe MYOG, Kivnom, €Kepacn HETAEL T®V
GUUUETEYXOVT®OV, TOL VO PNV NTOV ETKOVMOVIOKT).
Kot avapépouon og avBpmdmovg mov eiyoav otepnOei
OAOKANPOTIKA TIG GYECELG EXKOVAOVIOG.

M dAAN epmepio 6Ttabpog nTov 1 idpucn Tov
TPMOTOL  KOWOTIKOD OmTo0 Yoo &VAAMKEG E
pobnotlokég duokodieg. Avtd MTav TO OTOTEAEGHO
™G OOVLAEWIG €VOC  OLVOECUOVL  TOV  OToio
cuvonuovpynca, pe tnv ovopacio Elikag, péca
ond tov omoio «kotagépape TO0 1992 va
ONUIOVPYNCOVUE TO TPAOTO KOWOTIKO OTITL GTNV
Kompo. Me Pdon 1o poviého tov Elika,
akoloOOnoav To KPOATIKG KOWOTIKG OTiti ue
TPMTOVE EVOIKOLS KOl PPOVTIOTES TIC OUGOES TNG
povowobepaneiag otn 2éyy Néo Eleovoa. 'Etot, n
oxéom 7oL T TG ElyoV SNUIOVPYNOEL LE TOVG
QPOVTIOTEG TOVG HECO Oamd TIG UOKPOYPOVIEG
povowofepanevtikég dadwkacieg katéAnéav oe

oyéoeig Long.

Adpa: E&axolovbel va vrapyst o Elikag uéypt
ofiuepa;

AvO: Nat, o Elikog vrdpyet axoun, péoa and
ouveyn aPocimoT TG cuVIdpLTPLG Tov Elika, TNG
Avvag Aptepidn. Eyo opwmg dev eipon mAéov eket,
anoympnoo 1o 1999.

Aopa: Xvvdéovtag T0 TPOCHOTIKO GOV
emoyyeApoatikd  talidlr pe v avéMEn g
povowkobepamneiog oty Kodmpo, Oa pmopovoeg va
WANCELS Ayo TePIOCOTEPO Y10 TNV EUREPICL GOV
otav Tpmtonpbeg otnv Kbdmpo;

AvO: Hrtav wépo moAd dvckora. Kotapydg m
povowobepaneic Oempodviav ®¢ O HOVGIKN
dtaokEdaoT. YAPpyay To ATOUA TOV OyKAALOGY TN
povckofepameio Kol To ATOUE, TTOL TNV TOAEUNCAV,
glmav 011 NTOv  «ooteloy, «mO0G TO Taipvel
coPapd;» o owTd el KAvel Tapa TOAAT SOVAELL

otov Topéd NG evnuépmonc. Omola  peAétn
nopovoialo oto eEmteptkd, TV moapovsiolo Kot
otmv Kompo. 'Exova mdpo moAréc perétec ue
OTLTIKOYPUPTUEVO DAKO.

H mpodt™ otpoen mpog pia kémme mo emionun
aVOYVOPIOT TOL EMOYYEAROTOS amd TAELPAS TOL
KPATOug MNTOV O Ooplopds LoV o€ O1GPOopES
EMOTNUOVIKES EMTPOTES, OGS OVTIV TOV ETOILACE
t vopobBecio yio v éviaén tov podntov pe
pofnotlokés OvokoAleg otov KOPLO KOPUO TNG
ekmaidevong. ¢ amOTEAEGHO  OLTAG NG
vopobeciag, ewonybnke opyavikd mwAgov M
povoikobeparneio ota €101ka oxoreio (PA. Agrotou
1993).

Adpa: T alrayés mapatnpelg 6Tov YOPO oNUEpP
G€ OGLYKPION HE TIS UéPEG MOV TP®TONPHeg otV
Kompo; ‘Exeic et kdmoieg  olhayég  va
£3paLOVOVTAL;

AvON: Eivol dvekoro tdpa pe v kpior. Ziyovpa
ota oyoieio,  povoikobepaneio edpaidbnke. ZTig
VINPEGIEG YLYIKNG LYElNG TPOGPEPETAL LOVO HEGO
amd v ayopd vrnpecidv. H kpatikn avayvopion
amotelel GOUPOAD TNG KOW®MVIKAG OVAYVAOPLONC
TOV EMAYYEALOTOC. X€ ALTO TOV TOUEN EIPACTE TOCW
5101t KotahaPaivo 6t otnv Evponn ot Oepameieg
Hécm TEYV®V OgV etvar TAEOV TEPLOMPLOKEC.

Adpa: Xlyovpa, ol Bepomeieg péocw teEXVOV €YOVV
evtoyOel oe mOALODG dAAovg Topeic mEpOV TOL
EKTAOEVTIKOD. Apa. G ovt TV avéMEN NG
povoikofepoaneiog otnv Kompo cuvavinoeg moAlég
OVOKOMEC ®C TPOC TNV AVOYVAOPION Kol TNV
Katavonon amd Tovg GAAOLS Yo TO TL akpPdg
glvar. Tt vidbBeig OTL OmOKOUIOEG GE TPOCWOTIKO
eMimed0 PESA OO VTNV TNV TOPELQ;

AvON: To 611 vipyav dtopa — Wiaitepa KAmolot
YOVELG — TOV TPAYLOTIKA AYKOAOoHY TO ETAyyELLOL
g novoikofepameiog Nrav tepdctia Ponbeta. To
MO ONUAVTIKO OU®MG \TOv TO TU eKAGuUPava omd
Toug 1dovg Tovg Bepamevoduevovs: M mopeio, ot
OAAOYEG KOU Ol OTIYHEG «UETOUOPO®ONGY, OTMG
ATOKOAOVVTOL GTNV YLY0dLVOULKT Oepameia, 6mOL
ONAadn KATL YoyKd OVGLOCTIKO ETUKOVOVEITOL
peta&d Bepoamevdpevou kat Bepamevty.

Aopa: Apo UTOpPOVUE VO TOVUE OGS OVTO TTOL
KEPOLOEG MTAV 1) OVAYVOPICT) OO TOVS YOVELG OAAG
Kot 0o Tovg OepamevopevolC. . .

AvO: Kvupimg and toug Bepamevdpevouc.

Adpo: Me moleg opddeg aobevav acyoleican
oNuepas
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AvO: Kvpiowg pe moudid  pe  padnoloxég
dvokohieg, pe avtiopd, pe ASperger kot pe
cuvalcOnuaTIKéG dtatapayEc. AovAeya Yoo OPKETA
xpOVIe, pe evilkeg HE HaONolokég SVGKOAIES,
KoODC Kol PE EVAMKEG HE WOYIKEG OlOTOPO)ES.
Méoca ota ypdvie SovAeyo LE OPKETEC Kol
SPOPETIKEG OUAOES.

Aapa: [log motedelg 6TL n povskobepaneio otnv
Kompo pmopel va avamtuyBel nepartépm otig pépeg
Hogc;

AvO: ®o  Mrav  Ponbntkd  vouilo  av
dlopyavavovTaY GUVESPLL UE TPOCKEKATLEVOLC
Olpopovg  EmayyEAUATIEG OMO TO YDOPO TOV
YOYIKAOV VANPECIOV. X ovTd TO cLVESpL Ba
pumopohoov ot povotkoBepamevtés va meicovv yo
TN ONUAVTIKOTNTO TNG OOLAEWNC TOLG UECH OTO
TOPOVGIACELS LELETMV OO TEPIOTATIKA.

Adpo: Efuepa  ooyoieioor Oyt poOvo pe  TOV
OepamenTikd Topéa, OAAG KOl PE TO EKTOIOEVTIKO
KOUUATL, COOTA;

AvO: Acyoloduor pe tpion Tpdypota Pacikd.
210V ekmadeLTIKO Topén, epydlopon otn Movaikn
Axaonuio  Arte, mov eivar Tprrofabue  oyoAn
MOVGIKNG, Kol €KEl O10G0K® TNV El60Y®YH OTNV
YUYOSUVOUIKY] LovGtkoBepameio Kot TV yuyohoyio
™G ektédeong  povowolL  opydvov.  Emiong
epydlopar WIOTIKE ©TO KEVIPO WUYOOLVOUIKNG
povowkobepameiag to omoio £y OMUIOVPYNOEL
Emmiéov kGve emomteieg povoikofepamevtadv Kot
npdseaTo &ywa EYYEYPOUUET enémTpLOL
povoikoBepamneiog amd o European Music Therapy
Confederation.

Adpa: [Totevelg 6TL oty Kdnpo o pmopovoe va,
vap&el avamtuén g povoikobepaneiog Kol o€
EMINEDO TMOVEMIGTNUMOKNG KATAPTIONG;

AvO: Befoaiong umopei va vmdpéel, 1dwitepa av
okePTel KAvElG KoL TNV €UPVTEPT] TEPLOYN OTNV
010l CVIKOVLLE YEOYPOPLKA.

Adpa: Av Katavo® cmotd, motevelg 6Tt o fTav
KOAOTEPO TPAOTO Vo edpotmbel 1 povoucobeparneio
®¢ emdyyelpo Ko petémelto, va dnpovpynbodv
EKTOOEVTIKOL TOUEIS;

AvO: Nat, 1 vokn kotoybdpwon Oo amoteléoel
ONUOVTIKO PAua, 0AAG aKOMO 7O onuoavtiky Oa
NTAV 1] EXMOTNUOVIKT ovTOAAayN peta&d pog.

Aapo: TTow Bo frov 1 Sk 6ov GVUPOLA ®C
OepamedTplog Kol ©G EMOMIPWG TPOG  TOVG
Konpiovg povoikofepamneutés;

AvO: Nopile 6Tt éva onuavtikd otoyyeio sivol
VO, VTAPYEL O YDPOG OMOV KAMO0G Vo UTOpel val
OKEPTETAL YlOL TN OOVLAEWL TOL Kol Vo AouPdver

avatpoeodotnon. H  povowobepameio  eivan
e dovAeld mov evéyel oe  peyaio  Pabud
T0  opnpnuévo  otoygeio.  AxOpa, oty

Kompo vmdpyovv moAAEG  HOLGIKOOEPUTEVTIKEG
TPOoEYYIGELG, UE EMAYYEAUOTIEC MOV  £YOuV
ekmadevTel og dapopeTikég xopec. 'Etot Ba ftav
TOAD  YXPNOIUO VO LRAPYEL &VOGC EMOTNUOVIKOG
YDPOG Y10 VO, AVTOAAAGSOVTOL CKEYELS.

Adpa: Avoeépeoor oe  éva YOPO OTOL VA
GLVOAVTIOVVTOL LOVGIKOOEPATEVTES omnd
SLOPOPETIKEG TTPOGEYYIGELS;

AvOll: Noi, oov  gpyaotniplo Yoo LLOLGIKO-
Oepomentéc SLOPOPETIKMOV Kol OUOI®V
mpooeyyicewv, OmMOL KAMOWG Vo UTopeEl  va

avoAoYIoTEL KOl v TpoPANUaTioTel yuo T dovAeld
TOV.

Adpa: Avto givor pio 10Mynon Yo To LEAAOV oTa
mhoiclo TG omoiag pmopel vo, yivel duvorth Kot M
avtodhoyn HETOED VEOTEP®V KOl YNPOLOTEP®V
povoikofeponevtdv. Méoa amd v eumeipio Ko
Ta Propatd cov, Tt givarl owtd mov Ba cvpPovieveg
£€va LovctkobepamenT;

AvO: Ziyovpa m emomteio Pondd mdvta. Emiong,
N mpoconikn Oepameio kKabdg Kot n yoypdenon M
Bwteoypaenon TtV cuvedpidv sivor mwhpo TOAD
ONUOVTIKY OKPPADG EMEWN TO HECO TNG OOLAELAG
UG — 1 HovGikn — givorl adpioTo.

Adpa: Tloigg givar o1 TpocomKEC G0V TPOGdOKiES;

AvO: Oo noelo va Eypago TEPLGGOTEPO. XTO.
TPATA XPOVID, TNG KOPLEPAS HOL EYPOpO OPKETE
ovyva. Tehevtaio cuvelcEPepa UePIKOVS OPIGUOLG
oto International Dictionary of Music Therapy
(Kirkland 2013). To ovyypagikd £pyo pod &xet
Aetyel.

Adpo: Tloieg eivor ol mpocdokiec Gov Yy 1O
enayyeipa pog otnv Kompo;

AvON: Onog  avépepa  TPONYOLUEVEG: n
dnuovpyio opadmv perétng. Kartt peyodmvel mpog
ta €Em, Otov peyoaAmoel mpog ta péca. Otav
OPUACEL ECMTEPIKE, Pyaivel kol o ONUOVPYIKE.
mPog T, €.

Aopa: Evvoeic mwog mphta  ypeidletar  va
gvduvapmbet m opddo TV povcikobepamevTOY
otv Kbmpo kot émetta va avamtuyBel mpog ta £Em;
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AvO: Not, vo duvoumoel amd v amoyn Tnv
EMGTNHOVIKT, OYL LOVO TNV OPYOVOTIKY.

Aopa: Oao fbereg va Tpochéceic KAt GALO;

AvO: Koitoge, 10 yeyovog o1t vmhpyovv mToAEG
dlapopeTikég mpooeyyioelg oty Kdnpo pmopet va
€xel Lo, SLOKOAT, OAAG pmopel va. eivor kot oA
EMOKOSOUNTIKO KoL OPEALLLO.

Aopo: Noi, pmopel va evduvapmbel cov évag
mop1vag mov yrileTat.

AvOn: Nat, cootd.

Adpa: Qpaio. Xe evyaplotd Tépo ToAD!
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The Piano Wizard™ Project:
Developing a Music-Based Lifelong Learning
Programme for Older Adults

Melita Belgrave

Abstract

As the ageing population continues to grow there
is an increase in the need for wellness-based
music therapy programmes and interventions.
Programmatic outcomes such as fostering
opportunities for older adults to: 1) learn a new
skill, 2) make decisions, 3) structure time through
development of musical skills, and 4) socially
interact with others should be addressed when
developing  wellness-based  music  therapy
programmes. This paper shares a music therapist’s
development of a wellness-based programme that
addresses the above programmatic outcomes while
enhancing older adults’ cognitive, psychosocial,
and physical functioning.

Keywords: ageing; wellness programmes; music
therapy

This paper begins with a literature review related to
goals and outcomes of music programmes for older
adults. The remainder of the paper shares how the
Piano Wizard™ Project (a wellness-music therapy
programme developed by the author) meets
programmatic outcomes for wellness-based music
therapy programme while addressing older adults’
cognitive, psychosocial, and physical functioning.

Across the world the ageing population is
rapidly growing. Many countries have over five
million older adults that comprise their population.
The growth rate for this population worldwide is
expected to continue to grow rapidly through to
2045 (World Health Organization 2012). Some of
the contributing factors to the rapid growth are
increased life expectancy and an increase in the
number of people turning 60 years old each day. As
this number increases it is important to provide a
variety of services to engage older adults within
their community.

Melita Belgrave received her bachelor’s degree in
music therapy from Michigan State University. She
also earned her master’s in music therapy, a
certification in ageing studies, and a PhD in music
education with an emphasis in music therapy at
Florida State University. She has worked as a music
therapist in special education, mental health,
rehabilitation, hospice, geriatric, and
intergenerational settings. Her research interests are
music therapy with older adults, wellness and
intergenerational settings. She has presented at
regional, national, and international conferences
and her research has been published in national and
international journals.

Email: belgravem@umkc.edu

Music-based lifelong learning programmes have
been a successful way to engage seniors in their
community (Alfano 2008; Bugos & High 2009;
Coffman & Adamek 1999; Conway & Hodgman
2008; Taylor 2011). Programmes often exist as part
of the community through universities, music
centres, and senior centres. Active music making
experiences occur in small or large group settings
such as band, choral, or orchestra ensembles or
individually such as private piano lessons. The
complexity of music fosters engagements of
multiple skills such as attention, memory, and fine
and gross motor movement during active music
making experiences. Additionally, participation in
music lifelong learning programmes fosters
positive non-familial peer interactions
(Administration on Aging 2010; Bittman et al.
2001; Coffman 2002; Coffman & Adamak 1999;
Frego 1995).

Cohen et al. (2006) conducted a multi-site
research study that examined older adults’ general
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health, mental health, and well-being after active
participation in a variety of arts-based (music,
visual, and literary arts) community programmes.
Results revealed improvements in older adults’
general health, mental health and well-being after
active participation in the arts-based programmes
for two years. Similarly Hallman et al. (2011)
explored how active music making experiences
contributed to older adults’ quality of life. The
researchers found that older adults engaged in
active music making experiences had higher ratings
of well-being than older adults that did not
participate in active music making experiences.
Older adults also reported benefits across their
cognitive, psychosocial, and physical domains as a
result of participation in the active music making
experiences. Finally, Solé, Mercadal-Brotons,
Gallego and Riera (2010) explored the effect of
participation in three music programmes on older
adults’ quality of life. The three programmes were a
choir, music appreciation course, and a series of
preventive music therapy sessions. Results revealed
that participation in all music experiences impacted
older adults’ quality of life. However, participation
in the preventive music therapy sessions
significantly impacted older adults’ quality of life
more than participation in choir and the music
appreciation course.

As the population of older adults continues to
grow it is important for music therapists to develop
and offer wellness-based music  therapy
programmes and interventions to engage older
adults in the community. Wellness-based music
therapy programmes are successful because one
programme can be designed to address many goals
related to programmatic outcomes, such as
fostering opportunities for older adults to: 1) learn a
new skill, 2) make decisions, 3) structure time
through development of musical skills, and 4)
socially interact with others. A wellness-based
music therapy programme can also address older
adults” cognitive, psychosocial, and physical
domains, as ageing is often associated with declines
across these three domains (Clair & Memmott
2008; Belgrave, Darrow, Walworth & WIlodarczyk
2011).

Description of the Piano Wizard ™ Project

The Piano Wizard™ Project is a ten-week
programme that teaches older adults to read music
and play the piano. In January 2011 the author
created a research project with African American
older adults at an urban senior community centre,
to explore the use of music technology, Piano
Wizard™ (2005, Allegro Multimedia) in a music
therapy-based lifelong learning programme. The
positive results of that study (see Belgrave 2012),

the request of the research participants to continue
learning to read music and play the piano, and the
request of other seniors at the community centre to
participate in the programme caused the author to
expand the project into a community-university
partnership between the senior centre and the
author’s institution. The author has created a
clinical practicum class in which student music
therapists attend a weekly lecture related to theories
and practices of working with older adults in a
wellness-based music therapy setting. The student
music therapists apply knowledge from readings
and classroom lectures to the weekly sessions with
the older adults at the community centre. The
project has maintained consistent enrollment with
7-15 new and returning older adults every fall and
spring semester.

Piano Wizard™ technology

Piano lessons are taught using the Piano Wizard™
methodology, a technology-based instructional
method that utilises sensory learning. Don and
Delayna Beattie, created Piano Wizard™ in
conjunction with Allegro Multimedia. Piano
Wizard™ instruction is provided to older adult
participants through a desktop computer and midi
keyboard. The Piano Wizard™ program displays a
moving image of sheet music on the computer
screen. Notes appear on the screen and scroll across
the screen from right to left on a staff. When the
music note reaches a specific point on the left side
of the screen, the participant plays the
corresponding note on the keyboard. A background
accompaniment track that provides additional
harmony and instrumentation to the song is played
at all times. Piano Wizard™ contains four levels.
Level | and Il of Piano Wizard™ use a variety of
shapes guided towards a coloured keyboard at the
top of the screen instead of music notes on a staff to
simulate pre-music reading; and therefore is not
used in the project. Level Ill and 1V are utilised in
the project as both levels use music notes. Level 11l
uses coloured notes on the computer screen that
correspond to coloured strips that are placed on the
midi keyboard (Figure 1). Level IV contains the
music notes without colour (Figure 2).

The Piano Wizard™ programme is comprised of
the software and five method books (Book 1 —
Book 5). Each method book contains ten songs,
teaching notes, and sheet music that correspond to
the music displayed on the computer. The software
also has five additional series of digital method
books (Book 6 — Book 10). At this time print
method books do not exist for Book 6 — Book 10.
The program also has two display modes, 1)
easy mode and 2) premier mode. Easy mode
consists of the ten method books, whereas premier
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mode contains the ten method books as well as
other popular, classical, holiday, and folk music.

Figure 1: Level Il in the Piano Wizard™
programme
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Figure 2: Level IV in the Piano Wizard™
programme

Each method book contains ten songs that utilise
the right hand and left hand to play a variety of
familiar and unfamiliar songs. Throughout each
method book, the songs progress in difficulty with
an increase in measure numbers, the number of
notes, note values, and rhythms. Book 1 contains
songs played with the black keys. In Book 1 the
note names are not introduced, just their location on
the keyboard and the corresponding note on the
staff both for the sheet music and computer. Book 2
contains songs played with the white keys and
focuses on learning the note names. Students are
also introduced to the concept of sharps and scales
with C major and G major. Book 3 contains
simplified versions of hymns and classical music
such as Fur Elise in which the melody of the song
is divided over both hands (collaboration of hands
for the melodies). This book also continues with
scales and introduces the concept of flats with F
major. The developers of the programme believed
that it was important to connect the music concepts
learned with familiar songs to assist the student in
connecting new material with familiar material.
Book 4 contains music that utilises both hands
playing in contrasting motion. The left hand also
begins to play chords to accompany the right hand
melody. The book continues to offer new scales
and key signatures such as D major and A major.

Book 5 contains advanced time signatures (7/8),
minor keys (a minor and d minor), and a
continuation of alternating movements between
hands, chords, and various rhythms with notes and
rests.

dTM

Piano Wizar sessions

The sessions consist of an assessment session,
followed by 9 weeks of lessons. The older adult
participant is assessed for their current cognitive
and physical functioning, psychosocial well-being,
music preference, music ability, and personal goals
related to playing the piano and reading music.

Goals and objectives related to cognitive,
psychosocial, and physical domains are created and
shared with the older adult participant.

Additionally, the older adults’ personal goals
related to playing the piano and reading music are
shaped into goals that will be met within ten weeks
based on their current music ability, cognitive
functioning (visual-spatial skills, encoding and
retrieval of newly learned material), and physical
functioning (fine motor skills and bimanual
coordination). After the 10 weekly sessions are
completed, the older adults and student music
therapists participate in a music-sharing concert at
the senior centre with friends and family. As stated
earlier the Piano Wizard™ Project is structured to
meet four programmatic outcomes related to music
therapy wellness programmes. The project is also
structured to promote maintenance of older adults’
cognitive functioning, physical functioning, and
psychosocial well-being.

Programmatic outcome 1: Opportunity to learn
a new skill

Two types of older adults join the Piano Wizard™

Project, beginners and returners. Beginners are
older adults who have never played piano before,
and returners are either returning to the piano after
years of not playing or continuing from a previous
semester of the Piano Wizard™ Project. Regardless
of beginner or returner classification there is always
the opportunity to learn something new pertaining
to music reading and playing the piano, since music
learning is progressive and continual.

Music therapy goal:
cognitive skills

Maintain and develop

Cognitive skills such as divided and sustained
attention, encoding and retrieval of new
information, and visual-spatial skills are all
involved in the task of learning to play the piano
and read music. Older adult participants use
sustained attention skills when they play through an
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entire piece on the piano, and divided attention
skills when they read both clefs on sheet music and
play both hands together. The piano sessions are
progressive across the ten weeks, requiring older
adult learners to encode and retrieve new
information related to music concepts such as note
values, time signatures, key signatures, hand
positions, and note names related to the treble and
bass clefs. Older adults utilise their visual-spatial
skills to read sheet music and play the
corresponding notes on the piano.

The Piano Wizard™ technology supports
cognitive skills such as attention and the memory
process of encoding and retrieving new
information. The continual scroll of the music notes
from right to left across the computer screen and
background accompaniment track assists with
engagement and focus of attention for older adult
participants. It is common for new participants to
stop and start whenever they make a mistake or are
unsure of what to do next. However, as the older
adults become familiar with the Piano Wizard™
programme and continue playing without stopping
for errors, they demonstrate sustained attention and
continual playing for the entire song.

The premier mode of Piano Wizard ™ contains a
challenge setting entitled ‘loop’, which allows the
music therapist to select a portion of the song
(hands separate or together) to repeat. This assists
the older adult participants with encoding of a new
phrase that may provide difficulty; perhaps it is a
measure with difficult rhythms or finger patterns.
The loop allows for repetitive practice with the
accompaniment track. There is also a challenge
setting entitled ‘visibility’, which engages cognitive
skills such as retrieval of information and
memorisation. Circular shapes randomly cover the
music notes that scroll across the screen from right
to left (Figure 3).

dTM

Figure 3: Challenge: d™

programme

Visibility in Piano Wizar

Programmatic outcome 2: Opportunity to make
decisions

The Piano Wizard™ software has options for music
display and tempo adjustment; these options allow
the older adults to make decisions in regards to
their learning. The Piano Wizard™ software has
several options for displaying music notes on the
screen. Participants select whether they prefer to
use Level 3, which uses coloured notes that
correspond to a colour sticker on the midi keyboard
or Level 4, which uses black notes similar to
printed sheet music. Participants also select
whether they want additional display assistance
with the note name or finger number associated
with the notes. When either of these options is
selected, the note name or finger number is
displayed in the middle of the note. The sheet
music for each song has a tempo marking that
corresponds with the background. However, the
tempo is adjustable before and during each song to
match the participant’s ability and comfort level.

The structure of the Piano Wizard™ Project
allows the older adults to make decisions as it
relates to setting their musical goals. Some older
adults want to learn a specific song or genre, while
other participants want to focus on learning scales,
chords, music theory, or improving finger dexterity.
The use of participant preferred music in music
therapy settings is important when working with
individuals, and is necessary in this setting.
Participants’ level of familiarity affects their
enjoyment with each song. Older adult participants
respond well to songs they knew, whereas for many
participants it is harder to maintain motivation to
play songs that they do not know. For example,
participants that use Book 3 recognise all the songs
they work on, because Book 3 is comprised
completely of hymns and classical music. Therefore
they are able to put new musical concepts into
practice rather quickly. However, advanced players
that use Book 5 do not recognise many of the songs
in Book 5 and find it more difficult to put new
musical concepts into practice due to unfamiliarity.

The Piano Wizard™ software allows for the
addition of music since any midi file can be
inserted into the programme. This allows the
therapist to add music related to the older adults’
musical goals and preference. As a homework
assignment for the clinical class, the student music
therapists are required to adapt the older adults’
preferred song to their current playing level.
Students utilise Sibelius or Finale music notation
software to create a midi file to upload into the
premier mode of Piano Wizard™ and sheet music
for the older adults to rehearse with at home.
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Programmatic outcome 3: Structure time
through development of musical skills

Older adults have shared that participating in the
Piano Wizard™ Project helps them structure their
time due to practice required outside of the weekly
sessions. During the ten-week sessions, older adults
are sent home with practice logs to record their
practice habits that include the specific concepts
and songs, as well as the amount of time spent
practising at home. Sending older adults home with
the practice logs assists in structuring and fostering
their practice opportunities. It also provides
opportunities for communication about their at-
home practice and provides the music therapist and
student music therapists with a realistic picture of
time spent practising outside of the sessions, which
then relates to the participants’ progress through the
programme. Upon completion of the ten-week
sessions the older adults are sent home with a
practice packet that contains materials to continue
the music learning during breaks between the
semesters. Older adults who return to the Piano
Wizard™ Project are often excited to share their
continued engagement with piano playing through
maintained skills or progress with new material.
Engagement is sometimes represented by purchases
of materials such as new piano music or a keyboard
for their at-home practice.

Programmatic outcome 4: Socially interact with
others

The Piano Wizard™ Project concludes with a
concert and share time at the senior centre. During
this time the student music therapists introduce
their older adult participants. The introductions are
sometimes a verbal summary of the work
completed in the ten-week sessions, and others are
musical. One student music therapist rewrote the
lyrics to the song Jamaican Farewell to include
information about the older adult participant
gathered during the assessment session. The older
adult participants also play the adapted song that
was created by the student music therapist. The
student music therapist accompanies the older adult
on the keyboard or another accompaniment
instrument. One student and older adult participant
played a duet in which the student music therapist
provided an accompaniment on the ukulele.
Another student music therapist and an advanced
older adult participant rewrote the lyrics to a song
and sang in harmony while the older adult played
the music selection on the piano. The concert and
share time allows older adult participants to interact
with their peers and provides an additional focus
point and a goal to work towards throughout the
semester.

As the Piano Wizard™ Project has grown
sessions have included dyads where two older
adults are learning together in one session. Older
adults are placed in dyads according to their
experience level; two beginners are placed together
or two intermediate players are placed together.
This brings another type of social interaction during
the sessions as opposed to only at the end of the ten
weeks. Participants often encourage their peer in
the session. Additionally, they learn the music
concepts and demonstrate skills by playing together
throughout the sessions.

Music therapy goal: Psychosocial well-being

Participating in the Piano Wizard™ Project requires
older adults to attend weekly music therapy
sessions and practice at home during the week.
Both of these weekly activities provide the
participants with new leisure skills and meaningful
activities, which contribute to the older adults’
psychosocial well-being. Learning something new
and tracking one’s progress can contribute to
enhanced well-being for older adults leading to
increased or improved feelings of usefulness,
accomplishment, satisfaction, and success. At the
concert and share time older adults are able to
demonstrate their progress and feelings of
accomplishment and success. One older adult
participant shared her excitement about playing the
piano for her family and friends out-of-state over
the phone. Another participant shared that he could
play songs with other musical family members.

The Piano Wizard™ software also allows
participants to monitor their progress due to the
accuracy feedback provided throughout the song.
Participants receive continuous visual and auditory
feedback while playing songs through Piano
Wizard™. Visual feedback is provided through the
display of an eagle’s wings spreading when the
correct note is played in the song. When the correct
key on the keyboard is played the music note
sounds, thus providing auditory feedback to the
older adult. Due to the visual and auditory feedback
immediately given within the programme, many
participants are able to identify when they make a
mistake. Additionally, participants receive an
accuracy score at the end of each repetition of a
song ranging from 0%-100%. This score allows the
older adults to compare their performance across
repetitions. Older adults are often eager to repeat
the condition (hands separate or hands together) to
reach an accuracy score of 100%. An increase in
the older adults’ accuracy scores contributes to their
feelings of success, which they often demonstrate
verbally and nonverbally.
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Music therapy goal: Physical functioning

The process of playing the piano utilises fine motor
skills such as finger dexterity and muscle strength
to depress individual keys on the piano and bi-
manual movement such as playing the piano with
both hands. As participants progress through the
project more attention is given to increasing finger
strength and dexterity. The Piano Wizard™
software includes etudes for each method book that
can be used for finger dexterity exercises. For
example an etude for method Book 1 includes only
the black notes, as that is what is presented in Book
1, while an etude for Book 2 will include the white
notes, as that is what is presented in Book 2. Songs
are also played in the challenge mode entitled
‘legato’ located in the premier mode section of
Piano Wizard™, which assists participants with
their finger strength. Legato play uses a shape to
represent the note value, which encourages an
individual to hold a note for the entire note value.
This is represented on screen through a shape that
moves across the screen similarly to the notes (see
Figure 4).
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Figure 4: Challenge: Legato in Piano Wizard™

programme

Conclusions and suggestions for future research

The Piano Wizard™ Project has been a successful
music-based lifelong learning programme as
evidenced by the growth of the programme from
2011-2013. The structure of the Piano Wizard™
technology and the focus on music therapy goals
related to cognitive, psychosocial, and physical
functioning, have contributed to older adults’
success and progress in learning to read music and
play the piano. One of the unique aspects about
Piano Wizard™ is the developmental nature across
the ten method books within the series. For
example in Book 1 the students learn note rhythms,
corresponding finger placement and keyboard keys
for the black notes and sheet music, but do not
focus on the note names. This structure allows for

older adults to have immediate success with
reading music notation while playing the piano.
The series also starts with the black keys which
allow the music therapist and student music
therapist to adapt hymns and spirituals, a preferred
genre for many of the participants in the project,
built upon a pentatonic scale for the beginning
older adult participants’ level. Additionally, the
Piano Wizard™ technology is adaptable in the
session and can be used in a variety of ways to
enhance older adults learning experience and music
therapy goals. Creating cognitive, psychosocial,
and physical goals functioning and informing the
older adult participants of the goals and their
progress towards the goals throughout the project
empowers the older adult learner and makes them
an active participant in the music therapy
programme. The steady growth of the project
demonstrates the quest that older adults have for
lifelong learning programmes in music.

To date only two studies have been conducted
with Piano Wizard™ and older adults (Belgrave
2012; Mitak 2012). Both studies found that Piano
Wizard™ was an  appropriate  teaching
methodology for older adults based on the rate of
music learning and the older adults’ perceived
benefits from using the technology. Future studies
could explore how using Piano Wizard™ affects
older adults’ cognitive skills. It is common practice
to explore the older adult participants’ experiences
before, during, and after a wellness-based music
therapy programme. However, it would be
interesting to explore the experiences through the
lens of staff and family members to determine how
others view older adults’ experiences in wellness
programmes.

Another interesting area of research to explore is
older adults’ original motivation factors for joining
the programme and the contributing factors for
continued motivation. Findings could be compared
and contrasted for similarities and differences, and
used to influence future practice and organisation of
wellness-based music therapy programmes. This
information could also be used to recruit older adult
participants for music therapy programmes.
Another area of exploration pertains to the student
music therapists.

This project contains a student component by
training students to work in wellness-based music
therapy programmes. Therefore, it would be
interesting to explore students’ perceptions of their
experiences and their willingness to work in and
create wellness-based music therapy programmes.
Continual research and creativity in wellness-based
music therapy programmes and interventions will
be needed as the ageing population continues to
grow.
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Performance and Participation:

A Qualitative Study of Music Education
Practices in Digitally-Based Musicking with
Young People with Physical Impairments

Bo Nilsson

Abstract

This article highlights results from a research study
of ‘Music Week’; a one-week Swedish music project
performed at a Swedish folk high school, a Nordic-
style residential adult education college. The aim of
the Music Week project was to enable young people
with physical impairments to take part in musical
activities. Digitally-based musical settings were
used in order to provide tools for both performing
and creating music. The Music Week project was
part of a larger 3-year music project.

The main purpose of the present research study
was both to explore the interaction and the music
education practices applied during the Music Week
project as well as to explore the musical settings
used within the project. The research method was
partially inspired by ethnographical methods. In
the study, two main variations of teaching music in
groups were identified: i) Performance-oriented,
with a clear goal of performing songs for an
audience and ii) Participatory-oriented, where the
participants were able to explore their potential to
play and create music. Furthermore, the results
suggest that musical settings should be regarded in
a holistic way to include all kinds of resources:
musical, technical, physical, psychological and
personal.

Introduction

Research on music and physical impairments is
often performed within the area of music therapy,
typically defined as a profession and practice
concerned with therapeutic ends (Ruud 2008).
Bonde (2011) maintains that individuals will
establish a physical, psychological or spiritual
relationship with music regardless of the presence
of, for example, a music therapist, community
musician or music educator. Ruud argues that
music therapy is often recognised as a practice

Keywords: musicking;  music  education;
accessibility; digital music instruments;
impairment; health promotion; interaction; cultural
awareness; young people
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associated with interventions, and governed by
biological and neuropsychological explanations of
human behaviour in relation to music. This is about
to change, according to Ruud, who maintains that
music therapy has become a field in which we can
study how music can be used to promote health and
well-being. Ruud concludes that “music therapy
takes part in reclaiming some of the original
functions of music in our culture” (Ruud 2008: 58).

The purpose of the Music Week project was to
improve the potential for young people with
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physical impairments to engage in everyday
musical activities but with no aim to be a music
therapy project. Nevertheless, with support from
Ruud (2008) and Bonde (2011) above, it could be
argued that music making and music creation will
promote health even where they do not have this
specific aim. Consequently, the Music Week
project may be regarded as fulfilling some of the
properties of music therapy described above; it is
situated somewhere between music therapy, as
described by Ruud (2008) and Bonde (2011), music
pedagogy and health care.

The present research project, however, was
performed from a mainly educational perspective.

Theoretical considerations

In order to understand the multifaceted character of
musicking and musical learning, an ecocultural
framework, developed by the author (Nilsson 2002,
2003, 2007; Nilsson & Folkestad 2005), was
applied. This theoretical framework concerns
learning and creative activities in everyday
situations where physical and psychological tools
mediate the world to the individual. In this
perspective theories of play and flow are other
important points of departure.

The concept of musicking was developed by
Christopher Small in order to deal with what he
calls the “trap of reification”. Music is not a thing,
he argues, but “something that people do” (Small
1998: 2). Small’s definition of musicking is:

“To music is to take part, in any capacity, in a
musical performance, whether by performing, by
listening, by rehearsing or practicing, by
providing material for performance (what is
called composing) or by dancing” (Small 1998:
9).

Using Small’s definition above it is obvious that
musicking not only takes place when an individual
plays a musical instrument or sings a song.
Musicking also takes place when a personal
assistant takes part in a musical situation for
example, by managing computer software or
interacting with his or her user.

Musical tools

From an eco-cultural perspective, musicking and
musical learning are considered to be cultural
practices where physical and psychological tools
mediate the world to individuals who are engaged
in practical activities (Vygotsky 1978). Musical
instruments are obviously examples of such
mediating tools. According to Blumer (1986), the

meaning of an object is created by the way in which
the individual is prepared to act in relation to the
object. Consequently, objects other than musical
instruments are able to mediate music if that is the
user’s intention. A switch for example can be used
for many purposes; to close a door, turn on the light
or trigger a sound on a computer (Figure 1).

In the present study, physical tools mainly took
the form of musical instruments and technological

artefacts designed to control musical events,
including switches, computers or head-mouse
equipment, whereas psychological tools were

related to language, musical patterns and symbols
such as a colour system indicating chord changes.
The individual and the tool together constitute a
system that is able to think, act and learn.

9?

Figure 1: Switches can be used to trigger sounds on a
computer or a sound module. The colour coding can,
for example, symbolise different notes or chords

Figure 2: Different kinds of musical tools: A bunch of
keys, a head-mouse connected to a computer and an
acoustic guitar

Figure 2 shows the instruments actually played in a
small improvised orchestra during a demonstration
for parents to young people with impairments:

e Head mouse in combination with a computer
and music software: a hi-tech artefact that can
be played with a minimum of physical ability
but still requires considerable training.

e Acoustic guitar: a traditional music instrument
that requires a great deal of motor skill and
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practice.

e Keys on a keychain: an improvised rhythm
instrument created on the fly by using a utility
article. This requires motor skill and some
practice.

During the Music Week project, various musical
instruments were used, some digitally-based and
others more traditional.

Play and flow

Play is considered an important cultural practice
and a way to create meaning in musical activities
(Nilsson, 2003; 2005). It is, according to Huizinga
(1955) and Caillois (1961), something we do for its
own sake. An important component of
Csikszentmihalyi’s  (1990;1994) flow concept
concerns the balance between abilities and
challenge, where the individual experiences a sense
of control. Csikszentmihalyi calls this balance a
flow channel. Play always includes uncertainty, as
is pointed out by Huizinga (1955) and Caillois
(1961). It seems reasonable to conclude that
unpredictable events may play an important role in
such creative processes as performing music,
composing or improvisation.

Music and health

The Sense of Coherence framework (SOC) was
developed by Antonovsky (1979, 1987) when
applying a salutogenic approach to health research
(Antonovsky 1996). Antonovsky describes an
individual with a strong SOC as a person who
experiences the world as: a) comprehensible, b)
manageable, and c) meaningful. He proposes the
SOC framework as a theoretical guide that can be
used both for research as well as for intervention in
health promotion. Antonovsky regards SOC as a
dependent variable that can be manipulated as a
means to “push people toward health” (Antonovsky
1996: 15).

Music therapy, as described by Ruud (2008),
forms a link between musicking and health.
Kaikkonen and Ala-Harja (2012) found in their
study of the musical activities of 5 students with
special needs a connection between musical
activities and social interaction. They also found a
connection to what they call control over life,
which can be compared to Antonovsky’s (1979,
1996) factors: comprehensible, manageable and
meaningful.

The above described ecocultural perspective and
the SOC framework may be used as a basis for
discussion when considering music, impairments
and health.

Musicking, disability and health

Active involvement in the culture of a society, such
as musicking, is seen in the Music Week project as
a form of freedom of speech and expression and
may thus be regarded as a significant part of a
democratic society.

Accordingly, our diverse aesthetic forms of
expression are not to be regarded merely as some
kind of extra ‘silver lining’ in our lives. The
aesthetic dimension is important for us in many
different ways, a standpoint recognised by the
European Union, which in 2006 recommended 8
key competences for lifelong learning (European
Union 2006). The 8™ and final key competence
entitled Cultural awareness and expression is
described as:

Appreciation of the importance of the creative
expression of ideas, experiences and emotions in
a range of media, including music, performing
arts, literature, and the visual arts. (European
Union 2006:18).

Essential knowledge, skills and attitudes related to
this competence are defined in the recommendation
as follows:

“- Cultural knowledge includes an awareness of
local, national and European cultural heritage
and their place in the world.

- Skills relate to both appreciation and
expression: the appreciation and enjoyment of
works of art and performances as well as self-
expression through a variety of media using
one’s innate capacities.

- A solid understanding of one’s own culture and
a sense of identity can be the basis of an open
attitude towards and respect for diversity of
cultural expression. A positive attitude also
includes creativity, the willingness to cultivate
aesthetic capacity through artistic self-expression
and participation in cultural life” (European
Union 2006: 18).

Understanding and appreciating cultural
expressions are primary in the 8th key competence;
interestingly, however, this also stresses the
importance of self-expression and participation in
cultural life. This is even more clearly expressed in
Chapter 9 of The International Classification of
Functioning, Disability and Health — ICF (WHO
2001), which discusses the actions and tasks
required to engage in organised social life outside
the family. Article d 9202 describes explicitly the
following activities: “engaging in, or appreciating,
fine arts or cultural events, such as going to the
theatre, cinema, museum or art gallery, or acting in
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a play, reading for enjoyment or playing a musical
instrument” (WHO 2001: 169).

However, the right to participate in cultural
events is also a question of inclusion in a wider
sense. The Music Week project, as mentioned
above, is a part of a larger music project, whose
purpose is to develop musical platforms and events
where people both with and without disabilities can
make music together. Similar ideas are found in the
choir Voices, which is a part of the German
DOMO: Musik project (Merkt 2012).

In the Music Week project, experiencing,
performing and creating music was considered
basic human functions. Furthermore, the right to
participate in different kinds of cultural and musical
events, both as consumer and performer, was vital.
The research study as a consequence adopted a
salutogenic  (Antonovsky 1996) rather than
pathogenic approach.

Methodology and procedure

The research project was explorative in nature,
aiming to explore the music teaching practices
applied during the Music Week project, with
special focus on the interaction between music
educators and participants. A second aim was to
explore the musical settings used in the project. The
research method was partially inspired by
ethnographical methods where the author
participated as a researcher through participant
observations (Geertz 1973; Hammersley &
Atkinson 2003). Data were collected through video
observations, interviews, digital photographs,
conversation notes and fieldnotes.

During the Music Week project a total of 37
young people, 18-30 years of age from all over
Sweden participated. All participants had some
kind of physical impairments, some multiple. They
were organised into different music groups, each
with 5-8 participants and 1-3 teachers. The majority
of participants were male. At the end of the week
all groups gave a concert where the audience
mostly consisted of friends and parents.

The music education staff consisted of 9
teachers, all experienced in playing music with
students who have different kinds of impairments.
Most of the teachers were familiar with such digital
music tools as switches, head-mouse and computer
applications (Figure 1 and 2). Also, some of the
personal assistants actively participated in the
musicking during the Music Week project.

The collected data were analysed together using
a qualitative methodology. Passages of audio- and
video-recordings relating to the research questions
were transcribed and coded. All different kinds of

data were treated as documents that had been
indexed and summarised. There is always a risk
that relevant material will be overlooked; this has to
be weighed against general problems regarding
managing large data collections (Hammersley &
Atkinson 2003).

All participants, or in some cases their
guardians, signed a consent form before
participating in the project. No sensitive or personal
data were collected or stored. The research data are
protected under the Swedish Personal Data Act
(SFS 1998: 204). The participants’ anonymity and
privacy were preserved and their names were
changed to new aliases. It should also be noted that
the name ‘Music Week’ is an alias.

Results

Two main variations in the music educators’
musical practices were identified, one performance-
oriented and the other participatory-oriented. The
two identified variations of music education
practices should not be regarded as mutually
exclusive: it was shown that one musical situation
often had qualities that applied to more than one
practice. Also, the musical experience and
competence of the tutor/teacher affected the
collaborative music making.

a) Performance-oriented: The goal is to perform
popular songs for an intended audience. The
participants rehearse and practise before a
concert.

b) Participatory-oriented: Involves the participants
in musicking and music creation. The
participants explore the potential of musical
instruments as well as their own ability to create
music.

The descriptions of the two main identified
practices are further developed and expanded in the
following and illustrated with excerpts from two
transcribed video observations.

a) Performance-oriented

Within this practice, the primary goal of musical
activity is normally to play ‘well-known songs’ that
are familiar to both educators and participants.
Examples from such a repertoire are songs from
popular music genres such as rock, pop, Swedish
dance band music or Eurovision Song Contest
songs. The following is an excerpt from a
transcribed episode where one teacher (Henry)
instructs a group of participants in how to play
Rock Around the Clock.
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Scenario

When we enter the room, the participants have been
waiting for more than half an hour, during which
time the teachers have rigged all the necessary
equipment, speakers, amplifiers, synthesizers and
drums. Cords are everywhere in the room. The
teachers Henry and Brian play steel stringed
acoustic guitars that are plugged into the speaker
system. Henry takes the initiative and has a headset
with a microphone. The group of 9 participants
play various instruments, some using colour
symbols taped on the keys. The lyrics and the
colour coding for different chords are displayed on
a large TV-screen and are controlled by Henry
using foot switches: Red for the A-major chord,
blue for D-major and green for E-major.

Many of the participants have personal
assistants sitting at the back of the room who are
not participating actively in the musicking.

Participant Instrument Cok_)ur
coding
Torsten  acoustic drum kit no
foot pedal keyboard connected
Ken - yes
to a synthesizer module.
. electronic drum pad, kazoo and
Martin - no
microphone
Anita singer with a microphone no
Charlie  ©°N€ switch placed on each side es
of his head y
Fredrik  synthesizer yes
Hannah head-mouse controls chords on es
her computer screen y
Hudo switch controlling three no
9 different sound effects
Oscar synthesizer yes

Table 1: The first band participants and their
instruments (with or no colour coding)

Henry takes a few chords on his guitar and
begins to instruct:

- In the beginning, it's red, then it is A [plays A
major chord].
Sings and plays:

- One, two, three o'clock, four o'clock rock. Five,
six, seven o'clock, eight o'clock rock. Nine, ten
eleven o'clock, twelve o'clock rock. We're
gonna...

Henry stops:

- And then it is blue... [plays A chord again].
(His instructions were not right here, the correct

instruction should have been to continue with
"red" throughout the break.) Henry continues to
sing and play:

-... rock around the clock tonight. Put your...
then it becomes red again. Continues to sing:

- Put your glad rags on and join me hun’, we'll
have some fun ‘til the clock strikes one.

Torsten plays a few notes on his snare drum.

Ken plays a D note (correct) on his keyboard in
bar 5.

Henry’s attention was directed towards performing
the song and the colour coding. He did not interact
with Torsten or Ken or recognise that they had
managed to join in at their own initiative. The other
members of the group did not participate.

Henry: We're gonna... and now it is green (plays
a D-chord on his guitar) around the clock
tonight... back to red... [plays A chord] ... rock
rock rock 'til broad daylight, we're gonna... blue
(plays E chord)... gonna... and then green
again... round the clock tonight. Henry ends with
an A6 major chord.

Oscar plays a few notes on his synth.

Henry: This really is your kind of song (turns to
Brian).

Henry performed the song on his own, and made
eye contact only with his co-teacher Brian and did
not interact with Oscar.

Henry now plays the entire song through, turned
towards Brian: We're gonna rock around the
clock tonight, rock, rock, rock 'til broad daylight.
We're gonna rock, gonna rock around the clock
tonight...

Ken joins with bass note D in bar 5, and then
plays his bass part almost correctly for the
remainder of the verse.

Torsten joins in on his drums in the very last bars
of the song.

The other participants have been listening and
did not participate.

Henry stops at the end of the verse.

Henry performed the song from the top on his own.
He made no comment on the fact that Torsten and
Ken had joined him at the end.

The musical activities in this practise could be
described as preparation and rehearsal for a
performance for the general public or, for example,
friends, other music groups or family. The teacher,
in this case Henry, took on the role of a bandleader,
instructing, rehearsing and warming up the band for
a concert. The participants tried to follow chord
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diagrams or other kinds of structured information
such as colour coding. The lyrics become an
important part of the performance as they held the
structure together. The teacher dominated with
his/her instrument and by singing through the
speaker system. Almost all information went in one
direction, from teacher to participant, with very
little dialogue, as demonstrated in the excerpt from
the transcribed video observation above.

When this practice is applied, the participants
are almost totally relying on the teacher’s initiative
and very little is left for the participant to influence
the musicking. The individual participant may have
a feeling of importance when the rehearsed songs
are performed for an audience and through the
response from the audience.

b) Participatory-oriented

In the participatory-oriented practice, the
participants were directly involved in musicking.
Songs and structures may emerge during the
process. The teachers try to adapt the various
participants’ roles in order to find a balance
between challenge and capacity, thereby facilitating
an experience of flow (Csikszentmihalyi 1990,
1994). Pulse, rhythm and structure may be included
but are not always the most important values in the
musicking. Singing may be improvisational and
various kinds of additional technical voice systems
could be applied. Some significant properties of a
participatory-oriented practice are demonstrated in
the following three short episodes.

Scenario

When we enter the room, the participants have
tested their instruments and the teachers have made
a sound-check. The two teachers, Johan and Gabor,
play guitar and clarinet. Johan wears a wireless
head microphone that allows him to move about in
the room. His guitar is plugged into the speaker
system. The musical material consists of the chorus
from Bob Dylan's Knockin’ on Heaven’s Door,
with the lyrics translated roughly into Swedish:
“Knock, knock, knockin’ on Rocking Hill” (chord
progression: G — D — Am7 — Am7). Johan keeps to
this chord sequence, which makes it possible to
delimit the notes for a participant to two, i.e. D and
C.

The participants are placed in a semi-circle, with
their personal assistant seated close by. The
assistants participate actively in the band.

Colour

Participant Instrument - Assistants
coding
keyboard and
N two female
Adam  singing into a yes .
- assistants
microphone
Bill singing into a yes
microphone
Claus  synth drums no _
three switches,
two placed on
either side of
David David’s headrest. os  ON€ male
A third could be y assistant
controlled by his
knee, but was not
used
harmonica that one female
assistant
Evan Evan holds by no
. holds a
himself .
microphone
one female
Gene one switch yes assistant
plays a

second switch

Table 2: The second band participants, their
instruments (with or no colour coding) and their
assistants

Johan plays the chord progression on his guitar
and takes up the song:

- Knock, knock, knock on Rocking Hill. This
phrase is repeated over and over.

The same chord progression being repeated
throughout the whole session: G-D-Am-Am

Johan: Here we go, just Adam and me now.

Adam was sitting in his wheel chair with one
assistant on either side. His assistant to the right
holds a microphone next to his mouth. The
assistant to the left uses Adam’s left hand to
press the ‘correct’ keys in accordance with the
colour coding. Adam hums into the microphone.
The assistant to the right wipes Adam’s mouth
with a red towel. Adam looks at the microphone,
hums, and pays no attention to his left hand and
the assistant holds his hand, pressing keys on the
keyboard.

- Great! says Johan.

Adam participated in the musical interaction by
singing into the microphone and humming in phase
with Johan's guitar accompaniment. The fragile
moment of musical interaction was interrupted
when one of Adam’s assistants wiped Adam’s
mouth, thereby signalling, perhaps unconsciously
or unintentionally, that the music was the secondary
and social care the primary focus. Adam’s other
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assistant seemed quite keen to follow the colour
coding so that the correct notes could be played on
the synth. Johan's immediate verbal response was
"Great, Adam!" confirming that the short solo
sequence was a collective action.

- Bill! Tt is now Bill’s turn to play a solo with
Johan.

- Knock, knock, knock on Rocking Hill, he sings
into the microphone. - Knock, knock, knock on
Rocking Hill.

- Good!

Bill and Johan maintained steady eye contact,
ensuring musical interaction. Johan's “good™ was at
the same time both a musical and a verbal
response. Bill's solo terminated when Johan gave a
positive response.

- And now David and me, Johan continues.

David turns his head and plays with his two head
switches. His assistant sits close to him, holds
two drumsticks in his right hand and places them
on David’s right arm. The assistant plays the
rhythm on David’s armrests. David plays his two
switches to change notes.

- Red — blue, Johan instructs David, red — blue.
David turns his head and plays his two switches
in accordance with Johan’s coaching.

- Very good, David, says Johan.

This last short episode demonstrates how Johan,
David and his assistant interacted in a small
improvised trio. The assistant participated by
keeping the pulse on David's arm rest. He then left
the room for the musical interaction between David
and Johan. Johan’s “great David” confirmed their
musical interaction and showed that David had
managed to control his switches.

During the rest of the session all the participants
got their chance to play a solo with Johan. The last
one out was the assistant teacher Gabor, who
played a solo on his clarinet with his eyes closed.

In the above described musical activities,
participants explore and discover musical
instruments and their possibilities, timbre, loco-
motor, rhythm, etc. as well as their own ability to
express themselves in music. Musicking takes place
in communication between participants and
teachers. This is a casual way to play music, where
pulse and structure may not always be placed in the
forefront of the music making process. Repetitive
patterns, like an ostinato, such as the chord
sequence from Knockin’ On Heavens Door,
provide opportunities for improvisations, turn

taking and other such activities. The use of ostinati
also helps the teacher to prevent the music from
losing its form. It is often a challenge for the
teacher to strike the right balance between freedom
and structure. One of the teachers in the project
stated that “it is quite fun to play the same chorus
for forty-five minutes!”

The individual participant may have a feeling of
belonging, experience his or her own significance
for the group, and sense what it is like to be a co-
creator of music.

Conclusion

The two identified main variations of working with
music in groups seem indeed almost archetypal: i)
Performance-oriented, with a clear goal of
performing songs for an audience and ii)
Participatory-oriented, where the participants were
able to explore their potential to play and create
music. The results suggest also that musical settings
should be regarded in a holistic way to include all
kinds of resources — musical, technical, physical,
psychological and personal.

Creative processes are often hampered when
participants interpret a situation as controlled
(Nilsson 2002, 2003; Ericsson, Lindgren & Nilsson
2011). Extensive verbal instructions and a too rigid
goal such as rehearsing popular songs for a concert
may be conceived as restraining. The results of the
present study suggest that a performance-oriented
practice may fulfil the teacher’s intentions at the
cost of interaction, inclusion and creativity. The
idea of making a concert might nevertheless be
quite exciting even if the musicking rather tends to
put the teacher in centre of the activity.

When musicking takes place in active
interaction between teacher and participant this
might create a balance between abilities and
challenge. As the present article indicates,
participatory-oriented musicking may improve
creativity and improvisation. The use of ostinati
prolongs musical activities, enabling participants to
continue without interruption and contribute to
balance in the flow channel (Csikszentmihalyi
1990, 1994).

Colour coding was used during all the above
described musical episodes and appears to be a
system that ‘came along’ with both identified
practices, although stronger in the performance-
oriented variation. The use of colour coding seemed
to have little effect on the musicking. Using
teaching methods based on playing by ear, which is
to be seen as a quite powerful psychological
musical tool, might further enhance the musicking.
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Musical accessibility

In the process of musicking the individual interacts
with different kinds of musical, physical,
psychological and personal resources. Also, factors
such as plans, guidelines and principles of the
surrounding society and environment may impact
on accessibility in general, as discussed by Hedvall
(2009). The way these suggestions of acting,
affordances (Gibson 1979), offered by the
environment are perceived and put into practice by
the performer, defines musical accessibility.

From an eco-cultural perspective as described
above, a musical instrument, is a system where the
performer interacts with physical and psychological
tools, forming a capable musical tool. The
performer’s memories, notions, knowledge and
expectations interact with physical artefacts such as
the digital setting, computer software, graphical
interface, physical interface (e.g. head mouse) and
other devices. The musical content can very briefly
be described as a combination of musical ideas
behind the setting; the musical adaptations and the
interpretations of these in computer software or
adapted devices.

This study demonstrates how personal
assistants, technicians (behind the technical
applications) and music educators collectively
contribute to the enhancement of participants’
musical activities. Some personal assistants
participated actively in the musicking, others were
passive. As demonstrated, the attitude and musical
experience of the personal assistant may be one
important factor in determining a positive musical
outcome for the participant, making the training
and education of personal assistants in handling the
computerised musical instruments and adapted
devices of great importance.

The musical material used, i.e. songs, was often
presupposed to be based on the participants’
everyday culture. However, many of the songs used
during the Music Week project tended to suit the
teacher’s preferences rather than those of the
participants. A similar pattern has been found in
Swedish compulsory schools (Sandberg, Heiling &
Modin 2005).

Finally

In a new postmodern paradigm of disability, a
holistic view of the individual and a focus on
function rather than impairment have emerged
(Simeonsson 2009). Music can be used in order to
promote health and to increase the Sense of
Coherence, which according to Antonovsky (1987,
1996) is a dependent variable. It is important to
investigate further how musical activities, i.e.
musicking, can support and promote health and

create an inclusive musical accessibility. This kind
of inclusive approach places great demands on
accessibility in the aesthetic fields in our society
and in all types of school and education facilities.

References

Antonovsky, A. (1979). Health, Stress and Coping.
San Francisco: Jossey-Bass.

Antonovsky, A. (1987). Unraveling The Mystery of
Health — How People Manage Stress and Stay
Well. San Francisco: Jossey-Bass.

Antonovsky, A. (1996). The salutogenic model as a

theory to guide health promotion. Health
Promotion International, 11(1), 11-18.
Blumer, H. (1986). Symbolic Interaction:

Perspective and Method. London: University of
California Press.

Bonde, L. O. (2011). Health musicing-music
therapy or music and health? A model, empirical
examples and personal reflections. Music & Arts
in Action, 3(2), 120-140. Retrieved from:
http://musicandartsinaction.net/index.php/maia/a
rticle/viewArticle/healthmusicingmodel

Caillois, R. (1961). Man, Play and Games. New
York: The Free Press.

Csikszentmihalyi, M. (1990). Flow: The
Psychology of Optimal Experience. New York:
Harper & Row.

Csikszentmihalyi, M. (1994). The Evolving Self: A
Psychology for the Third Millennium. New
York: HarperCollinsRow.

Ericsson, C., Lindgren, M., & Nilsson, B. (2011).
The music classroom in focus: Everyday
culture, identity, governance and knowledge
formation. Nordic Research in Music Education.
Yearbook, 12, 135-150.

European  Union  (2006). Recommendation
2006/962/EC of the European Parliament and of
the Council of 18 December 2006 on key
competences for lifelong learning. Official
Journal L 394 of 30.12.2006.

Folkestad, G. (1996). Computer Based Creative
Music Making: Young People’s Music in the

Digital Age. Goteborg: Acta Universitatis
Gothoburgensis.
Geertz, C. (1973). Thick Description: The

Interpretation of Cultures. London: Fontana
Press.

Gibson, J. J. (1979). The Ecological Approach to
Visual Perception. Boston: Houghton Mifflin.

© Approaches / GAPMET 2014
ISSN: 1791-9622

26


http://approaches.primarymusic.gr/
http://musicandartsinaction.net/index.php/maia/article/viewArticle/healthmusicingmodel
http://musicandartsinaction.net/index.php/maia/article/viewArticle/healthmusicingmodel

Approaches: Music Therapy & Special Music Education | 6 (1) 2014 | http://approaches.primarymusic.gr

Hammersley, M., & Atkinson, P.
Ethnography, Principles in Practice
Edition). London: Routledge.

Hedvall, P. O. (2009). The Activity Diamond —
Modeling an Enhanced Accessibility. Lund:
Lund University.

Huizinga, J. (1955). Homo Ludens. USA: Beacon
Press.

Kaikkonen, M., & Ala-Harja, A. (2012). Effects
and meanings of musical activities from the
point of view of control over life of students
with special needs. In L.E. Schraer-Joiner (Ed.),
Proceedings of the 18" International Seminar of
the Commission on Music in Special Education,
Music Therapy, and Music Medicine. Nedlands,
WA: International Society for Music Education.

Merkt, 1. (2012). Voices: An
in Dortmund, Germany.  Approaches:
Music Therapy & Special Music
Education, 4(2), 93-100. Retrieved from:
http://approaches.primarymusic.gr/approaches/j
ournal/Approaches 4(2) 2012/Approaches 4(2)
2012 Merkt Article.pdf

Nilsson, B. (2002). "Jag kan goéra hundra latar".
Barns musikskapande med digitala verktyg. [“I
can make a hundred songs”: Children’s creative
music making with digital tools]. Malmo:
Malmé Academy of Music.

Nilsson, B. (2003). “I Can Always Make Another
One!” Young Musicians Creating Music with
Digital Tools. In S. Leong (Ed.), Musicianship
in the 21% Century: Issues, Trends and
Possibilities (pp. 204-217). Sydney: Australian
Music Centre.

Nilsson, B. (2007). Barns  Musikaliska
Laroprocesser - En Studie av Barns Musikaliska
Larande i Praktiken. In O. Eskilsson & A.
Redfors (Ed.), Amnesdidaktik ur ett Nationellt
och Internationellt Perspektiv. Rikskonferensen i
Amnesdidaktik 2006 (pp. 185-194). Kristianstad:
Kristianstad University Press.

Nilsson, B., & Folkestad, G. (2005). Children’s
practice of computer-based composition. Music
Education Research, 7(1), 21-37.

Ong, W. J. (1982). Orality and Literacy: The
Technologizing of the Word. London:
Routledge.

(2003).
(3rd

inclusive choir

Ruud, E. (2008). Music in therapy: Increasing
possibilities for action. Music & Arts in
Action,  1(1), 46-60. Retrieved from:
www.musicandartsinaction.net/index.php/maia/
article/view/musicintherapy

Sandberg, R, Heiling, G., & Modin, C. (2005).
Nationella Utvarderingen av Grundskolan 2003
(NU-03): Musik. Stockholm: Skolverket.

SFS (1998) Swedish Personal Data Act.
Stockholm: Justitiedepartementet (Ministry of
Justice).

Simeonsson, R. J. (2009). ICF-CY: A universal tool
for documentation of disability. Journal of
Policy and Practice in Intellectual Disabilities,
6(2), 70-72.

Small, C. (1998). Musicking. The Meanings of
Performing and Listening. Hanover, NH:
University Press of New England.

Vygotsky, L. S. (1978). Mind in Society. London:
Harvard University Press.

World Health Organization (WHO) (2001).
International Classification of Functioning,
Disability and Health. Geneva: WHO.

Suggested citation:

Nilsson, B. (2014). Performance and participation: A
qualitative study of music education practices in
digitally-based musicking with young people with
physical impairments. Approaches: Music Therapy &
Special Music Education, 6(1), 19-27. Retrieved from
http://approaches.primarymusic.qgr

© Approaches / GAPMET 2014
ISSN: 1791-9622

27


http://approaches.primarymusic.gr/
http://approaches.primarymusic.gr/approaches/journal/Approaches_4(2)_2012/Approaches_4(2)2012_Merkt_Article.pdf
http://approaches.primarymusic.gr/approaches/journal/Approaches_4(2)_2012/Approaches_4(2)2012_Merkt_Article.pdf
http://approaches.primarymusic.gr/approaches/journal/Approaches_4(2)_2012/Approaches_4(2)2012_Merkt_Article.pdf
http://www.musicandartsinaction.net/index.php/maia/article/view/musicintherapy
http://www.musicandartsinaction.net/index.php/maia/article/view/musicintherapy
http://approaches.primarymusic.gr/

Approaches: Music Therapy & Special Music Education | 6 (1) 2014 | http://approaches.primarymusic.gr

Shadow Grief: Exploring Bereaved Mothers’
Receptivity to Music Therapy Following
Miscarriage or Stillbirth

Margaret Broad

Abstract

Bereavement following miscarriage or stillbirth can
be a traumatic experience. Each day in the United
Kingdom seventeen babies die as a result of
stillbirth or neonatal death while approximately
one in four pregnancies ends in miscarriage. This
particular type of loss differs from other forms of
bereavement in that grief is for a life unlived. There
are no shared experiences or memories. Shadow
grief may linger for many years, yet despite recent
improvements in health policy, bereaved parents
are not always adequately supported in their grief.
A literature review has revealed a dearth of music
therapy in this area.

As a precursor to the implementation of clinical
work, the main objectives of this qualitative
feasibility study was to investigate the bereavement
experiences of mothers who have suffered loss
through stillbirth or miscarriage, and to consider
their receptivity towards music therapy as a
potential  bereavement  intervention.  Semi-
structured interviews were conducted with
befrienders from an organisation supporting
bereaved parents. Findings suggest there is scope
for music therapy to support newly bereaved
parents, those undergoing a subsequent pregnancy,

Introduction

This article is based on a clinical research project
dissertation submitted in 2010 towards completion
of the MSc Music Therapy at Queen Margaret
University in Edinburgh, supported by the Music
Therapy Charity. The dissertation was also
presented at the World Congress of Music Therapy
in South Korea (Broad 2011). As a precursor to the
implementation of future clinical work with
bereaved parents, the main objectives of this
gualitative study were to investigate the
bereavement experiences of mothers who have
suffered loss through stillbirth or miscarriage and to

for shadow grief with the long-ago bereaved, to
interact with current support services and to
facilitate the support and supervision needs of
befrienders.

Keywords: music therapy; miscarriage; stillbirth;
bereavement; grief; parent; remembrance; support;
qualitative
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consider their receptivity towards music therapy as
a potential bereavement intervention.

Figures published in The Lancet indicate that on
a global scale there are 3.2 million stillbirths per
annum or 8700 stillbirths per day (Flenady et al.
2011). In the UK one in four pregnancies results in
miscarriage (NHS 2009) and 17 babies die each day
as the result of stillbirth or neonatal death (Why17
2010). Over 70% of stillbirths occur in women with
no significant medical condition. Stillbirth is ten
times more common than cot death. According to
Gordon Smith, professor of obstetrics and
gynaecology at Cambridge University, stillbirth is a
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forgotten problem which gets little attention and is
ignored in funding for research (Smith 2011).

As Aslam (2004) points out, although we have
words to describe all kinds of bereaved people such
as widow, widower and orphan, even language
cannot bear to contemplate the fate of a parent who
has lost a child. While the manifestations of grief
following miscarriage or stillbirth may follow
common grief reactions (Bowlby 2005; Kiibler-
Ross 2009; Parkes 1996; Worden 1991), it is
important to acknowledge other issues specific to
this type of bereavement. Pregnancy is normally
expected to result in the birth of a healthy baby.
Bereavement following miscarriage or stillbirth can
be a very traumatic experience. According to the
Miscarriage Association (2009) this type of
bereavement creates a particular kind of loss
involving grief for an unlived life and the loss of
the future as the parent of the baby who has died.
As Hockey (1990: 40-41) says “[a] stillborn is
someone who did not exist, a nonperson with no
name. It is an empty tragedy and a painful
emptiness difficult to talk about [...]”.

One of the key difficulties may relate to grieving
without memories. According to Peppers and
Knapp (1980) bereaved mothers carry the burden of
grief for the rest of their lives experiencing an
ongoing ‘shadow grief” that stems from their desire
never to forget the loss or from lack of support and
understanding from others:

“Unable to find legitimate avenues of expression,
the need to remember becomes paramount. The
mothers believe that if they do not remember, no
one else will; the memory of their child must be
kept alive at all costs” (Peppers & Knapp 1980:
49).

As a result of such experiences or unmet needs,
parents may need to call on support from beyond
their family and friends.

Support organisations

Support for bereaved parents has increased
significantly in the last three decades with the
advent and development of self-help organisations
such as the Miscarriage Association (2009). As a
result of successful campaigning by SANDS (2009)
the legal age of foetal viability was reduced in 1992
from 28 weeks to 24 weeks gestation®.

1In the UK miscarriage is defined as the loss of a
pregnancy before 24 weeks gestation (NHS 2009).
Stillbirth is pregnancy loss after 24 weeks gestation.
Neonatal death occurs in the period from birth to 28 days
(SANDS 2009).

A stillborn baby is now legally recognised as an
individual whose death must be registered and the
baby buried or cremated.

Policy change has also led to the adoption of
guidelines for professionals in supporting bereaved
parents. Indeed the role of health professionals and
others can be vital in confirming the reality of
parenthood (Riches & Dawson 2000). Training and
support are essential for staff to be able to
effectively carry out their work in this very
demanding area (Schott, Henley & Kohner 2007).

A search of the music therapy literature
revealed there are papers relating to music therapy
and maternity care (Allison 1991; Browning 2000;
Chang & Chen 2004; Kaiming, Shuping & Xiaofen
1997) and many examples of music therapy as a
means of bereavement support in general (Aldridge
2003; Bright 2007; Krout 2005; Lindenfelser,
Grocke & McFerran 2008; O’Callaghan 2004;
Smeijsters 1999). There appears however to be a
gap in the literature relating to examples of music
therapy work following miscarriage and stillbirth.
After reading an article in the APMT/BSMT News
(Bruce 2009) concerning the personal experiences
of three music therapists on losing a baby and their
struggles to cope with their grief, | realised that
despite improvements in healthcare support in
recent years, the loss of a baby is today still a
personal tragedy for bereaved parents.

And so the focal point of and motivation for this
study were conceived from personal interest in this
area, having myself experienced the loss of a baby
through miscarriage over twenty years ago, coupled
with the discovery that there appears to be a lack of
music therapy literature relating to stillbirth or
miscarriage.

Research aims and methods

Aims

The main objective of this research was to
investigate the bereavement experiences of mothers
who have suffered loss through stillbirth or
miscarriage, to examine the role music played in
their grief process and from their narratives to
consider their receptivity towards music therapy as
a potential bereavement intervention. The findings
from the study may serve as a foundation for
planning and implementing clinical work with
bereaved parents who have experienced this type of
loss.
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Methodology

Qualitative rather than quantitative exploration was
chosen for this research as the emphasis was on
exploring the lived experience of support workers
who are bereaved parents. It may be difficult to
measure the feelings and meanings associated with
the birth or death of a child therefore a quantitative
approach seemed less appropriate given the
sensitive nature of this subject area. Qualitative
studies in the area of bereavement have been
carried out by Magill (2009a, 2009b), Klingler
(2000), McFerran-Skewes and Erdonmez-Grocke
(2000). Lauterbach (1992) investigated mothers’
experience of perinatal death of a wished-for baby.

A phenomenological-orientated approach was
adopted. Phenomenology is concerned with
examining life experience as it is lived in order to
provide deeper understanding of the experience.
The theoretical perspective of phenomenology was
developed by philosophers Hegel, Husserl and
Heidegger (Sim & Wright 2000). Forinash (1995:
368) states “[phenomenology] is not a search for
truth, but rather for meaning and relevance”. It is a
relational form of research concerned with unique
and multifaceted human experience (Sim & Wright
2000). This makes it very suitable for investigating
different grief responses. The research and the
researcher are not separated (Forinash 1995). Finlay
(2008: 5) notes “[the] researcher’s aim is to
empathise with the participant’s situation and offer
further prompts geared to exploring existential
dimensions of that situation”. Methodological
approaches based on phenomenology have been
employed a range of music therapists (e.g.
Trondalen 2003) and in a bereavement study by
Skewes (2001).

Sampling

Purposive sampling (Miles & Huberman 1994,
Robson 2002) was necessary as it was essential that
participants met the criterion of having experienced
miscarriage or stillbirth. In order to identify the
feasibility of recruiting potential participants,
preliminary e-mail enquiries were made via
organisations supporting bereaved parents. Two
organisations were approached. One declined to
participate as it mainly provides telephone support
and deemed it unlikely that music therapy could be
incorporated within its current support network.
The second organisation indicated its interest in
the study. A face to face meeting was then arranged
with three representatives from the organisation. A
broad outline of the study was given and
opportunity provided for the representatives to ask
any questions about the study and to express any

concerns. This was particularly important, given the
sensitive nature of this study. Detailed information
about the study was then sent by email to one
representative of the support organisation, who
acted as contact liaison between the researcher and
potential participants. Four participants were
recruited who were themselves bereaved mothers
and who had acted as a support worker for a
miscarriage and stillbirth support group within the
last five years. Participants A, B and C experienced
loss as a result of stillbirth over fifteen years ago.
Participant D suffered loss through stillbirth within
the last five years. All participants were of white
British origin.

Ethical considerations

Ethical approval was granted in accordance with
the Queen Margaret University ethics procedures.

This study addresses a sensitive topic area.
Although the participants were themselves
bereaved parents, to become befrienders they had
undergone training in dealing with bereavement.
For this reason re-traumatisation resulting from the
research was likely to be minimal however they
were provided with a resource sheet of information
about organisations offering counselling and
support services.

Since it was possible that difficult or sensitive
issues might potentially arise for me as a result of
the study, | also had access to support.

Interviews

Data was generated from semi-structured
interviews (see below) which were audio recorded.
Individual interviews were carried out in the
participant’s home or in an office belonging to the
support organisation. The same interview schedule
was followed with each participant to increase the
validity and reliability of data. As researcher | tried
to be impartial to the views of participants differing
from my own experience. Sim and Wright (2000)
suggest rapport between researcher and participant
is essential to gain insight into the participant’s
lived experience. In order to maximise the integrity
of the study and minimise researcher bias, | kept a
reflexive journal (Bruscia 1995) recording my own
perspectives and acknowledging possible blind
spots and biases (Aigen 1995).

Participants were asked to view two brief clips
of video footage available in the public domain.
The purpose of this was to identify and/or raise
their awareness of music therapy and to stimulate
response about the use of music as an intervention
in bereavement. The first clip, specific to music
therapy, was a publicity video available on the
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Nordoff Robbins website? showing extracts of case
study material. It proved difficult however to find a
suitable music therapy clip relating specifically to
bereavement within the public domain. The second
clip® showed a discussion with a hospital chaplain
describing the sensitive use of music to match the
feeling state of a bereaved mother in an approach
resembling that of music therapy.

As the main focus of the study centred on
Nordoff-Robbins music therapy, an outline of the
Nordoff-Robbins approach was given. Using
improvised music the therapist seeks to engage
creatively with the client, adapting the musical
experience to meet individual need, in the belief
that everyone can respond to music despite illness,
disability or trauma (Nordoff & Robbins 1983;
Nordoff-Robbins Music Therapy in Scotland 2013;
Robbins 2005). Participants were also given a book
to read Every Note Counts (Simpson 2007)
containing a range of photographic material and
further  background information about this
approach.

Below, the interview schedule is provided. The
purpose of each question is provided in italics,
whereas probes and prompts are indicated in
brackets.

1) When and how did you become a befriender for a
miscarriage and stillbirth support group?

Simple opening question to put participant at ease
and gain insight into background and motivation for
becoming a befriender.

2) Who attends a support group? (couples, bereaved
mothers/fathers, others?)
Identify population attending support groups.

3) How soon after their bereavement do they come
for support? (weeks, months, years?)
Identify stage of grief process.

4) How long do they attend? (weeks, months, years,
intermittently, continuously?)
Gain insight into the duration and frequency of
attendance at groups by bereaved parents.

5) Would you tell me what types of support you offer
in your role as a befriender? (verbal, listening,
creating memories, other)

Gain insight into the experience of being a
befriender. Identify types of support offered.

2 Video file ‘An Introduction’. Retrieved from:

www.nordoff-robbins.org.uk

® Video file ‘Reverie harp story 1°. Retrieved from:
www.youtube.com/watch?v=ejQLvtzOu U

6) In what ways do you think these types of support
help bereaved parents?

Identify how support may facilitate mourning
process.

7) In a support group have you ever used music in
any way to help bereaved parents? (If yes — how?
If no — are there any reasons why not?)

Identify role of music within support groups up to the
present time.

8) What is your personal interest in music? (playing
an instrument, singing, listening or does it not
interest you?)

Gain insight into participant’s personal experience
of music as this might influence his/her receptivity to
music therapy as an intervention.

9) In your own personal experience of bereavement
have you found music helpful in expressing
difficult feelings?

If yes — how? (listening, playing, singing; sadness,
anger, frustration, loneliness?)

If no — are there any reasons why not?

Gain insight into the participant’s personal
experience of music for bereavement to provide a
rich source of data. Hopefully participant would feel
relaxed by this point in the interview to talk about
personal experience.

10) What do you know about music therapy? (Have
you heard of it? Do you know anyone who has had
any involvement with music therapy?) [Before
viewing DVD footage]

Identify participant’s current level of awareness
about music therapy.

11) Are there any ways in which you think music
therapy might help parents who have lost a baby
through miscarriage or stillbirth?

If yes — how? (expression of grief, sharing with
others in a group, one-to-one support, song,
instrumental playing?)

Identify possible areas in which music therapy might
act as an intervention.
If no — for what reasons?

Identify potential barriers to the use of music therapy
as an intervention.

12) When do you think music therapy might be the
most helpful for bereaved parents? At which stage
of their grief? (early, later, does it not matter?)

Identify stage(s) of grief when music therapy might
act as an intervention.
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Content analysis

Interviews were transcribed verbatim. Content
analysis was used to organise data from interview
transcripts into categories and subcategories to
discern emerging themes (Aigen 1995; Miles &
Huberman 1994; Simpson 2000). The categories
and subcategories were coded manually. A copy of
transcripts was sent to participants for verification
of accuracy. Peer debriefing took place with a
fellow student who acted as co-researcher to check
the organisation of categories of data and emerging
themes for triangulating the dependability of data.

Findings

The content analysis coding split into five data
categories: 1) organisational context, 2) feeling
states, 3) support, 4) music, and 5) potential for
music therapy.

1) Organisational context

The support network holds an inclusive open door
policy. Support network information is made
available to bereaved parents in the hospitals by
health professionals or via its website. The
organisation does not approach bereaved parents
directly neither does it involve itself in legal issues
between parents and health services.

The policy for befriender recruitment is intended
to safeguard the wellbeing of the befriender, as well
as the client, in what can be a very demanding role.
It is essential that prospective befrienders have
worked through their own grief sufficiently to
enable them to support bereaved parents. A
minimum period of one year after bereavement
must elapse before a bereaved parent can be
eligible to train as a befriender. The role of the
befriender involves collaborative working with
health professionals, liaising between parents and
health professionals and providing peer support to
other befrienders. Each befriender expressed her
motivation for taking up this role as a desire to use
her own experience of loss to support other
bereaved parents thereby turning a negative
experience into something positive.

Regional variations in support exist within the
network. Three participants are involved in
meetings which take place in hospitals. The fourth
works within a community centre. Meetings have
an open, informal format. Specific meetings are
held to support parents in subsequent preghancy
and for ‘long-ago’ bereaved parents experiencing
shadow grief and most recently for grandparents.

Historically, support meetings have been
attended mainly by bereaved mothers. In recent
years more couples have begun to attend. Family

members, friends or health professionals may
accompany parents who feel unable to come alone.

Patterns of attendance at meetings vary
considerably. Factors which influence attendance
include time of year and location of meeting;
parental expectation of support; initial apprehension
about support meetings; parental need for support
particularly around significant milestones such as
the first anniversary of the baby’s death. Parents
who attend regularly may eventually go on to
become befrienders themselves. Others attend
sporadically. Some newly bereaved parents attend
immediately after their loss while others do not
come until the birth of a grandchild, when
unresolved feeling states associated with shadow
grief are triggered (Schott, Henley & Kohner 2007).
Others may stop coming after the birth of a
subsequent baby. With such variable patterns of
attendance it is therefore not surprising that group
size also varies widely, ranging from one to twenty.

2) Feeling states

Within this second category the feeling states of
bereaved parents were identified both generally and
at particular stages of grief, including
manifestations of complicated or shadow grief.
Further reference will be made to this category
during the discussion of the potential for music
therapy.

Feeling states

Codes with

sub-codes Transcript extract

Bereaved parent

feeling states:
- Sadness

- Isolation

- Anger

- Jealousy

- Disbelief

- Anxiety

- Fear

- Helplessness
- Yearning

Well, there’s obviously a lot of
tears, a lot of sadness, a lot of anger.
Em... very mixed... It’s quite
amazing the full spectrum of
emotions that can be around at a
meeting. But, but, yes, a lot of tears
and a lot of emotional depth and
they’re difficult. They’re very
draining (Participant C 5: 19-29).

Newly bereaved
parent feeling
state:

- Numbness

- Shock

- Self absorption
with grief

In that initial three month period
your emotions are so raw and real
and at the front of your every
waking thought (Participant D 27:
41-44).

Bereaved parent
feeling states in
later stages of
grief:

- Laughter

- Comedy

- Joy

Sometimes actually there’s

laughter. Especially if we’ve not got
anybody who’s newly bereaved.
And if we’ve maybe got a group of
people that are maybe trying again
for another baby (Participant D 26:
60-65).

Table 1: Feeling states

© Approaches / GAPMET 2014
ISSN: 1791-9622



http://approaches.primarymusic.gr/

Approaches: Music Therapy & Special Music Education | 6 (1) 2014 | http://approaches.primarymusic.gr

3) Support

3.1) Parental need for support

Four main areas of need for
identified:

3.1.1) The need for expression of feeling states was
stressed by all the befrienders.

support were

Sometimes you can have people that come in are
very aggressive and sometimes you can have
people that just want to be quiet and only want to
speak when they feel ready (Participant D 26:
77-81).

3.1.2) Need for social inclusion was particularly
important with regard to acknowledgment of loss
and the need to identify with others with a similar
experience.

I think they feel supported because a lot of
people, up until they come along, feel that it’s
just them. They are on their own. Nobody else
knows how, how it feels (Participant B 4: 4-7).

Eh, when they come in to meet other bereaved
parents they realise that there’s other people
going on the journey as well, be it a different
journey from the one they are on. That just to
know that there are other people know how they
feel or can imagine how they feel, makes it a bit
less lonely for them (Participant B 4: 7-11).

3.1.3) The need for strategies to cope with the
intensity of grief and for holding on to a sense of
self were reported.

I lived for that meeting every month. It was like a
pressure cooker building up and then you had
your meeting and you got a chance to talk and
you know, you sort of simmered down again for
another month (Participant C 7: 14-19)

A strong need for narrative emerged when the most
recently bereaved participant told me the ‘story’ of
her loss in fine detail during the interview process,
which took place the day before the anniversary of
her loss. As Peppers and Knapp (1980) point out,
the interview process itself can cause shadow grief
to re-emerge.

3.1.4) The intrinsic need for remembrance was
identified as the fourth main need for support.

And even if it has been well spoken about and
grief has been worked through, as it is more so
nowadays, it still doesn’t go away but hopefully
you do, you are able to integrate it and move on.
But you wouldn’t ever want to forget

(Participant C 4: 49-55).

| don’t think I could have kept them out of my
mind, the memories any way, whether | wanted
to or not. It’s just part of you. I think at the
beginning | was worried | would forget. That
was a fear. | think a lot of people have the fear of
forgetting. But | know now, that you don 't forget
(Participant B 6: 82-91).

Each befriender referred to ways in which it can be
helpful to create memories for the future.
(References in brackets show where findings
concur with the literature review). Parents are
offered memory boxes where they may store
mementoes such as scan photographs, photos of the
dead baby, scrapbooks, certificates of birth and
hospital appointment cards (Schott, Henley &
Kohner 2007). The baby’s identity can be affirmed
in a naming ceremony (Jenkins & Merry 2005). A
funeral may help to express loss, confirm the
baby’s existence and give opportunity for family
and others to offer sympathy. Books of
remembrance, memorial services, tree planting,
stories and poems published by SANDS and other
organisations are ways in which parents try to come
to terms with their loss (Schott, Henley & Kohner
2007). Collaboration between support organisations
has resulted in October 15th being marked as
International Pregnancy and Infant Loss Awareness
Day when bereaved parents world-wide
acknowledge their loss with events such as ‘Wave
of Light’ services and balloon releases (Babyloss
2010). Web-pages such as the ‘Forget-me-not
Meadow’ and ‘Lights of Love Tree’ (Miscarriage
Association 2010) provide opportunity for bereaved
parents to post on-line messages expressing their
loss.

Body art, in the form of tattoos of the baby’s
name or footprint, was stated to be the most recent
trend amongst bereaved parents in creating
memories.

3.2) Facilitation of support

Current facilitation of support by befrienders is
mainly through talking, listening and offering
practical advice. The befrienders stated that parents
find benefit from relationships formed within the
support groups and from the acceptability of being
able to acknowledge their feeling states openly and
honestly with others. Support groups can be a
bereavement lifeline particularly for parents lacking
adequate support from family and friends.

The befrienders all spoke of their anxiety about
gauging the level of support to meet the needs of
bereaved parents, particularly with regard to
individual needs within the group framework
(Hindmarch 1993).
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Sometimes you can get the anger and we've got
to be careful cos people are allowed to feel
angry but we’ve got to be then careful that it
doesn’t spill over to everybody else in the group
cos people are at different stages of grieving
(Participant D 26: 52-57).

One befriender is able to refer parents to a
bereavement counsellor who works in tandem with
that particular support group. The counsellor also
acts in a supervisory capacity supporting the
befrienders within that group. This facility appeared
to vary regionally within the organisation.

Findings relating to perspectives on befriending
were not covered in the earlier literature review.
This may warrant more detailed examination with
particular regard to the potential for music therapy
to facilitate befriender support and supervision
needs.

3.3) Support inhibitors

Many of the support inhibitors identified tie in with
previous findings. In terms of cultural differences,
it was interesting to note that of those bereaved
parents who attend meetings, there are very few
from different ethnic backgrounds. It was suggested
that they perhaps find support from within their
own families and communities.

Support inhibitors

Code Transcript extract

In a way he never, my husband
wouldn’t bring the subject up. But
whether it’s a man thing, he never
felt the need to talk about it. Or
whether he couldn’t. I don’t know.
Maybe he couldn’t talk about it and
that was mainly the reason why |
went to the (organisation) group,
was because there was no one else
that I could speak to (Participant B
8: 33-41).

Gender
differences in
grieving

We don’t often get a lot of ethnic
communities coming. We’ve got
quite large pockets of ethnic
communities in (city). And we often
wonder why that is and should we be
doing more about it? So really |
don’t know whether it’s a cultural
thing that they want to keep it
private or what (Participant D 15:
88-95).

Cultural
differences in
grieving

But | think the biggest thing for them
is that they know that it’s the one
place that they can come, talk about
their baby and nobody is going to
think “Well why are you still talking
about that?” ...after a certain time
span (Participant A 5: 8-12).

Social
restriction on
timescale for
grieving

It’s also a place that they can offload
anything that has upset them or
made them angry, that people have
said — and it’s usually close family —
and you know. They are maybe not
able to express that within their
family (Participant A 5: 12-17).

Family
restraints on
expression of
grief

People still perceive it, especially if
the baby is a stillborn baby, it hasn’t
lived in this world and that it’s really
not worth remembering. And it’s
easy for other people to forget that
that was a person and part of that
family unit. Em, so I think that’s
probably a really big issue for a lot
of families and a lot of parents

(Participant A 6: 60-66).
I think it’s quite isolating the death

of a baby that no one else knows
(Participant B 16: 191-2).

Lack of social
awareness and
acknowledge
ment of
bereavement

And there’s also the dilemma for
where it’s their first baby for parents
when they’re asked by Joe Public
“Oh do you have any children?”
They’re in a dilemma as to whether
they say “Well yes I have but my
baby died” or “Well, no” and then
they are denying it themselves that
this happened (Participant A 6: 67-
73).

Dilemma for
parents in
acknowledging
bereavement

And often people do get pregnant
again within three months. | mean it
can happen very quickly because
there’s just a huge urge to be
pregnant again. Then the subsequent
baby is due round about the first
anniversary of the baby’s death so
that obviously is very difficult. And
we have had people actually let out
of the maternity hospital to go to the
grave on a first anniversary
(Participant C 7: 41-52).

Unresolved
grief in
subsequent
pregnancy

Table 2: Support inhibitors

4) Music

Music was regarded by all the befrienders as being
of utmost value in their remembrance services,
which take place annually or bi-annually. The
measure of need for this type of support is indicated
by the large volume of parents and family and
friends attending these collective opportunities for
remembrance (over 1000 people). All four
befrienders described the care with which music is
consciously chosen to relate to alternating themes
and to underpin symbolic gestures within the
service. Reference was made to active song-writing
by a bereaved parent. Musical contributions
provided by external groups and choirs are highly
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valued by bereaved parents and befrienders alike. It
is interesting to note the passive appreciation of
music in this context. Although none of the
befrienders  described themselves as being
particularly musical, they nevertheless seemed to
find a sense of musical identity via family
members. No one spoke of active music making to
assist their own mourning other than listening.

A recurring theme was the need for musical
flexibility in services to meet parental need:

I think our music changes throughout the service
as well because we always go out on something
that’s kind of powerful and uplifting for them
leaving the service. Whereas when they come in

it’s very quiet and subdued (Participant A 13:
27-32).

We sometimes ask parents for music that really
means a lot to them. You know, a favourite song
or a favourite track and we’ve played that at
these services and it can be really, really moving
(Participant C 3: 11-15).

Music was seen as a key to unlocking suppressed
grief, as a unique avenue for expression of feelings
and a means of bringing hope for the future with
song lyrics being important for remembrance and
expression of feelings.

Music listening was important and beneficial
during the befrienders’ own bereavement.
Contrasting opinions emerged about the conscious
and unconscious choice of music listening. One
person consciously listened to particular songs to
evoke tears. Another was uncertain in hindsight
whether this was an un/conscious decision. This
area of un/conscious song recall may warrant
further research.

Music does not currently play a part in support
meetings but participation in the study stimulated
reflection of the potential to introduce background
music to enhance their ethos of creating a
comforting meeting environment.

5) Potential for music therapy

5.1 Receptivity of befrienders

The befrienders expressed their lack of awareness
about music therapy and its availability. This may
reflect the gap in music therapy literature relating to
this population. With regard to her own
bereavement, one participant said:

If there was another channel in which they could
have said — ‘Look, there’s some music therapy
open to you here’ - | absolutely would have taken
it but there wasn’t (Participant D 23: 20-24).

All four were receptive to the concept of music
therapy as a support intervention to assist bereaved
parents. Due to their lack of knowledge, none were
sure how to implement music therapy with
bereaved parents. One in particular was
apprehensive of the new concept:

I don’t know what I would have done if I was
confronted with maybe someone wanting me to
take part in music therapy. But never having
experienced music therapy 1 don’t know if
whether maybe that would have been a good
thing. I don’t know. It’s probably something I
that I don’t really know enough about it to say
(Participant B 12: 19-27).

Anxiety about music therapy was possibly
congruent with her perception of her own
musicality and with befriender anxiety in general
about gauging the level of support.

5.2 Potential strategies for implementing music
therapy

Befrienders suggested that music therapy might be
potentially beneficial for bereaved parents as a non-
verbal intervention for grief, to open up channels of
communication, to match the intensity of grief and
for empathic attunement.

Suggestions were made for music therapy to
potentially collaborate with counselling, to interact
with current support services and for referral by
midwives in the hospitals.

CDs of remembrance services are made
available for bereaved parents. In line with this, one
person thought a DVD/CD might be a useful tool to
introduce newly bereaved parents to the concept of
music therapy. It was suggested that group music
therapy sessions might be initiated with bereaved
parents who have attended support meetings for
some time. All the befrienders felt that this should
be offered as an optional addition to their regular
support meetings. Individual rather than group
sessions would be essential for newly bereaved
parents. Drumming was suggested by participants
as a potential outlet for anger in music therapy
sessions with bereaved parents.

5.3 Music therapy and stage of grief

Befrienders envisaged potential benefits from
music therapy at all stages of grief but the recurring
theme was the necessity for music to attune
sensitively to the differing needs of parents during
those various stages:

| think it just depends on the individual. | think,
you know, it’s like grief is different for every
individual and how they react it’s different.
...and I think it would mean different things at
different times as well (Participant A 13: 7-11).
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In response to the video clips, one befriender
reflected most carefully about the potential for
music therapy as an intervention with the newly
bereaved. Again this would tie in with their need to
gauge the level of support. From the examples in
the video clips the participants envisaged that
music therapy may be potentially beneficial for
reduction of anxiety and relaxation in subsequent
pregnancy. In the later stages of grief it was
considered to be appropriate to support parents
trying to conceive another baby and for shadow
grief.

Music therapy and stage of grief

Stage of Feeling Potential for
grief state music therapy
Numbness For comfort
Newly Shock To trigger em_o_tlon
bereaved Self To offer sensitive
absorption support without
with grief words
Anxious
Subsequent  Preoccupation  For relaxation
pregnancy Stress To induce calmness
Guilt
Laughter
Later stages To_support pargnts
. Comedy trying to conceive
of grief
Joy another baby
Re-emergence
Sh_adow of unresolved Toopena channel
grief for grieving

feeling states

Table 3: Music therapy and stage of grief

Reflections and conclusions

This was a small scale study. In future research a
larger sample might be selected from a wider
geographical area and from several support
organisations. Participants were made aware of the
study but it was left to them to make direct contact
with me. Because of this, it was not possible to
select participants as purposefully as intended
therefore this sample is representative of parents
who have experienced loss through stillbirth but not
through miscarriage. Nevertheless despite these
limitations, this preliminary study offers insights
which may serve as a foundation for planning and
implementing a pilot study of music therapy
clinical work with this population. It may also serve
as a means of providing evidence to assist in
attracting funding for such a pilot study.

A possible way forward to introduce music
therapy would be to offer taster sessions for
befrienders with the rationale that experiencing
music therapy themselves might inform them about
music therapy and allay any anxiety about gauging

the level of support to meet the needs of bereaved
parents. Parents might subsequently be offered
taster workshops with follow-up sessions on a time-
limited basis.

Given the variable patterns of attendance at
support meetings, consideration needs to be given
to the format of music therapy sessions, whether
these  would be  open/closed  sessions;
individual/group work; for couples or for specific
stages of grief. The findings suggest there is
potential to implement music therapy particularly
with newly bereaved parents, those undergoing a
subsequent pregnancy or for shadow grief with the
long-ago bereaved. The recurring theme is the need
for sensitive facilitation of support at each stage of
grief. Patterns of attendance in support groups
might also indicate that bereaved parents, who feel
apprehensive about attending on their own, may
wish to be accompanied in music therapy by
family, friends or health professionals.

Future studies might examine the effects of
specific music therapeutic strategies such as
drumming, song-writing, listening and
improvisation on the conscious and unconscious
mourning processes of this population. Further
research might also consider the relationship
between music therapy and gender differences in
grieving, grandparents’ grief and bereavement
within multicultural groups.

One participant experienced post-traumatic
stress disorder as a result of stillbirth. In subsequent
pregnancy approximately 20% of mothers
experience PTSD related to the stillbirth experience
(Hughes & Cockburn 2007). As music therapy has
assisted PTSD in other areas (Bensimon, Amir &
Wolf 2008), further investigation may be warranted
with bereaved parents. Fostering collaborative
working with health professionals may assist the
mourning of this population. Changes in
professional practice might allow the distribution of
information leaflets about music therapy to
bereaved parents by health professionals,
particularly by midwives in hospitals.

As the music therapy profession seeks to
embrace new areas of clinical work, the challenge
to the profession is there to take up this highly
sensitive area of bereavement. Is it not time for
music therapy to acknowledge and support this
forgotten area?
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BY CHAVA SEKELES

Tamsin Dives trained at the Guildhall School of Music and Drama, gaining the AGSM in 1982. For twenty-
two years she pursued a diverse career as an opera and concert singer. In 2005 she returned to the Guildhall
to retrain as a music therapist. Since qualifying she has worked with adults with severe learning difficulties
and challenging behaviour and brain injury. She served on the British Society for Music Therapy committee
and she was a ‘buddy’ for the Terence Higgins Trust. She has also been, for many years, a proactive member
of her local community using Music and the Arts as a collaborative tool to bring different groups together.
She now works as a music therapist at St Christopher’s Hospice in South East London.

Email: t.dives@stchristophers.org.uk

Dr Chava Sekeles’ book Music Therapy: Death and
Grief is a frank and open hearted book. She draws
from a wealth of over forty years’ experience as a
music therapist working in Israel and abroad.

This book offers a rich mix of chapters covering
a broad range of work. Her seven case studies show
how she uses music therapy to address the complex
and very different ways her clients are affected by
death and the consequences of grief. Together with
these is a chapter in which she explores Israeli
music and its role in managing collective and
personal grief. Chapter 5 looks at how ‘art music’
can be used therapeutically and in the final chapter
Sekeles looks at how she manages her own grieving
processes.

The author lies very much at the heart of her
writing. She has a readable, approachable style. She
looks at the individual, the individual within the

family unit, and the social and cultural context. She
acknowledges the values and attitudes of society,
and how these affect the way that people grieve.

Grief is complex, by its very nature, and
everyone responds to loss differently. The case
studies illustrate that Sekeles works in a variety of
ways. She has developed her own tool in managing
her work, the “Developmental — Integrative Model”
(p. 2) and this is central to her therapeutic approach.
Alongside this she embraces other artistic
processes, encouraging clients to draw and write,
when and where appropriate. Narrative emerges as
an important aspect of the grieving process.

At times Sekeles relies on intuition, and at times
she is self-questioning. She has the confidence to
include in this book work which is incomplete:
cases where family members or the client have
decided to discontinue. Therapy is a journey, and it
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is the case for all practitioners that work sometimes
does not end as we would wish. | find it refreshing
to see this included.

War, as well as the terror and violence that war
brings to a nation, are the shadow central to much
of her work. It is a daily reality. In Chapter 1 the
case study of Miri is presented: a young girl who
witnessed the death of her mother and brother in a
suicide bomb attack. There is a real sense that
Sekeles” work provides a space for Miri to grow
and develop as she processes these devastating
losses. The songs of Israel play a vital role in
connecting Miri to her dead mother and helping her
to mourn. During this work Miri is also sensitively
supported by loving family and community.

There are other cases involving children where
family dynamics impact in a way which is not so
helpful. Avi (Chapter 7), a severely handicapped
child struggles to feel brave on his long daily bus
ride to a special school. Bobby (Chapter 6) is not
allowed to process the death of a favourite
grandfather and this is a direct consequence of his
parent’s wishes. It is only when he begins therapy
with Sekeles that he is given the space to explore
his feelings. Unfortunately this work is abruptly
brought to an end by the parents.

Listening and an open outlook are the
foundations to Sekeles’ approach. Grieving and loss
do not just affect the individual. It can extend to
close family members and carers, and Sekeles often
works with them too, inviting parents into their
child’s session, or working with the child of a dying
parent. This is the case in Chapter 3 where an
account of work with a father who has terminal
cancer is presented.

Chapter 2 explores the ‘particular-ness’ of
‘song’ in modern Israel. Israel post world war is a
country made up of many immigrants from across
the world. ‘Song’ helps develop society; it is a
valuable tool in bringing disparate groups together.
It plays a vital role in the faiths and rituals of
different cultures and also helps to revive the
Modern Hebrew language. In war torn countries it
is a cultural reference point, a way of surviving, a
place of affirmation, a way to celebrate what it is to
be human.

Chapter 5, The Relationship between Art Music,
Death and Grief, seems to me slightly out of place
in this book. This is a huge subject matter — where
to start? Perhaps this is a separate book in its own
right. However it is good to be reminded that not all
clients can easily access their emotional responses
and receptive listening can be a useful starting point
which might then lead to creative music making.
Sekeles regularly introduces pre-composed music

and widow. Again the reader is required to reflect
on the psychological implications of random
terrorism. The mother’s son had been killed by
friendly fire and not long after, her husband died
after a short illness. The mother has ‘locked in’
emotionally. Music therapy offers her a place to
‘unpack’ her grief. She is able to revisit her
relationship with her deceased husband and to
invite her surviving son to therapy where they work
through some painful and difficult issues together.

In Chapter 8 Jonas is presented: a young man
with borderline personality disorder who has
struggled to come to terms with the death of his
mother. Musical processes illustrate a strict and
overbearing mother. Whilst the work in this course
of therapy was never completed, Jonas left with a
greater insight.

Chapter 9 looks at some very interesting work in
a Psychiatric Unit. Here the work focuses on an
individual; however, much of the work takes place
within a group. Songs are shared and play a
valuable role in celebrating the individuality of
group members. Their work develops into group
composition and they work on a ‘Musicals’ format
to express their psychological states. In this
scenario public performance plays an important
role in giving patients a sense of belonging and
‘being heard’.

Chapter 10 is a personal examination of the
emotional impact of working in this territory for the
therapist. This aspect of music therapy work is not
often written about. Music therapy can end in a
variety of ways and we will always have an
emotional response, sometimes straightforward,
sometimes complex .We have a responsibility as
therapists to look after ourselves (Tasker & Hartley
2014).

It is often the case that books about music
therapy are a collection of contributions from
different authors. It is good to immerse oneself in
the practice of one writer. There is a great amount
of detail about the musical processes during
sessions in which she integrates theory and
practice. Each case study is unique. Using a variety
of methods Sekeles offers a relationship which
requires a creative response and draws out the
essential humanity of those with whom she is
working. Attitudes and values of society provide
direction for how illness and health are understood,
and the impact of death and grief upon wellbeing.
Sekeles embraces the community, the family life of
the individual she is working with, how they define
their purpose and place in the world, both how and
where they fit in.

I would recommend this book to anyone who is

into her sessions. This is the case in Chapter 4. working in the field of death, dying and
Sekeles shares her work with a bereaved mother bereavement.
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In the past few decades there has been a steadily
increasing stream of articles, presentations and
book chapters concerning music therapy in secure
settings (e.g. Boone 1991; Chambers 2013;
Compton Dickinson & Souflas 2012; Hoskyns
1995; Loth 1996; Sloboda & Bolton 2002; Thaut
1987). Now, at last, we have a much needed
complete book, compiled by editors who are all
experienced practitioners. Compton Dickinson and
Odell-Miller are both music therapists with
specialist backgrounds in forensic or mental health
practice as well as research and international
presentations, and Adlam is a consultant adult
forensic psychotherapist.

There is a certain clarity in the editors’
descriptive title and in their introduction, which

states that the book is about “music therapy with
mentally disordered patients in secure hospital
settings” (p. 14). At first glance, | began to feel a
little uneasy, with the use of the term ‘patients’
instead of ‘clients’, with the word ‘treatment’
appearing in the subtitle on the front cover and, on
opening the book, the discovery of a large heading,
‘Part 1: The Institutional Setting’ (p. 23). However,
I soon found that this is far from being a traditional
medical textbook with descriptive case studies: it
has a clear statement of purpose, setting out to
present and examine the contexts and challenges
relevant to a range of forensic practices, including
high, medium and low secure hospitals. ‘Part 2:
Clinical’ follows with in-depth casework based on
strong theoretical foundations and ‘Part 3:
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Research’ aims to demonstrate outcomes and
provide guidelines for further service and clinical
development. Within these three parts, twelve
individual chapters include contributions from a
multi-disciplinary field, including not only music
therapists (Petra Hervey, Sarah Hill, Philip Hughes,
Alex Maguire, Rebecca Roberts, Victoria Sleight)
but also psychologists (Phyllis Annesley, Lindsay
Jones, Rebecca Lawday), a psychotherapist (Estela
V. Welldon), psychiatrists (Irene Cormac, Manjit
Gahir) and an occupational therapist (lan Merrick).

My initial trepidation about an overtly medical
approach does, of course, mirror a very real
consideration in building therapeutic relationships
in secure hospitals, for patients, therapists, other
staff and, if 1 may anthropomorphise, the hospital
system itself. In the first chapter, ‘Care and
Control’ (p. 25), psychologists Annesley and Jones
tackle such issues head-on and unapologetically,
giving a clear account of the challenges and
dilemmas facing therapists as they try to identify
the risks involving high-secure offenders, manage
their experiences and ambiguities and engage them
through a complex process towards rehabilitation. |
was reminded of the difficulties | once faced when
working as a sessional therapist in medium-secure
units, feeling that perhaps | would have made more
progress if | had worked with the unit staff rather
than the women referred for therapy. If | had read
this chapter at that time 1 could have been
reassured, for it makes a concise yet powerful
argument that therapists are indeed in an influential
position, having the empathetic skills to stimulate
change at an organisational level, and the functional
experience to manage it through multi-disciplinary
teamwork, supervision and reflective practice. But
this refreshingly honest account also serves to
debunk any myths about mystical powers of
therapists and to point out the potential pitfalls
inherent in forensic work. Indirectly, it begs the
guestion of exactly what it is that music therapists
have to contribute and how our work should be
approached. It is, therefore, placed where it should
be, at the start of the book, so that the reader
approaches the more detailed accounts of music
therapy which follow with greater awareness of the
intricate processes inherent in the work, a
guestioning attitude and a thirst for theoretical and
philosophical underpinning.

Chapters two, three and four continue to expand
on multi-layered management issues with detailed
discussions of the roles of clinical teams, managers
and supervision. In chapter two, Odell-Miller
provides an interesting insight into the dynamics of
“context-based music therapy supervision” (p. 45)
when an ‘outsider’ has to work with material from
‘inside’ the secure unit. Although clearly of prime
importance in forensic therapy | feel to some extent

that this holds relevance in many other situations
too. Freelance or sessional therapists may
experience similar challenges when infiltrating
potentially closed organisations, be they schools,
nursing homes or day centres, so the ability to
manage such context could be seen as vital in all
music therapy practice.

The relevance of institutional context is
amplified in chapter four. Sarah Hill describes the
need for managers to take on a “buffering role”
(p. 76) when supporting staff in managing their
anxieties of perceived or actual threats caused by
pressure from NHS cost-effectiveness drives and
other system changes. Two aspects of this chapter
caught my attention: firstly, the description of the
institution as an open system viewed as a “living
organism” (p. 78), which reinforced my initial and
ongoing feelings of a tendency towards anthropo-
morphism throughout the book. This is not a
negative comment but an interesting analogy which
Hill expands on in case vignettes showing arts
therapists working more generically outside of their
traditional professional roles. She explores the
changing boundaries as the institutional organism
operates within its  forensic  environment,
boundaries which protect and define the role of the
music therapist yet allow it to connect and operate
within the demands of the organisation. Secondly,
she talks of the need for a “translating role” when
“management language [...] outcome and action
orientated [...] can conflict with a psychotherapy-
based language [...] driven by process and
dynamics” (p. 79). | experienced a similar conflict
reading through the book thus far: it seems heavily
weighted towards a psychodynamic service model
and a certain level of understanding of this
terminology is prerequisite. Hill at least offers
explanation of such terms as “splitting” and
“projection” (pp. 75-76), explanations which are
absent in other chapters. But | found the singularity
of a psychodynamic approach and its unspoken yet
implied necessity, both here and, at times,
throughout the book, slightly at odds with the need
for flexibility which the author so richly propounds.
From my own behaviourist perspective, even an
early disclaimer that other types of practice also
exist would have been welcome.

Of course, one of the points made by this book
is that the strength of music therapy is in its multi-
layered complexity and this in turn enables
interpretation. The reader is free to interpret
according to his or her own epistemological beliefs.
‘Part 1I: Clinical’ affords ample opportunity for
this as it includes five detailed chapters of clinical
practice. Here, case studies provide descriptive
accounts of behaviour and experience liberally
laced with therapists’ reflections and a slightly
greater variety of theoretical frameworks. Compton
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Dickinson refers to British object relations theorists
in her account of individual sessions with a young
man during early onset psychosis. She shows how
musical interaction and integration assisted in his
progress from a non-verbal state through pre-verbal
to verbal. For me, one small but striking perception
was significant: that the meaning of ‘secure’,
usually applied in terms of hospital confinement,
can also become ‘safe’ (p. 101), a place of positive
containment and integration. Words, therefore, are
not the issue here, instead it is the non-verbal
musical communications and processes which take
precedence.

In the next few chapters, there is a strong focus
on common themes such as power and control, loss
and mourning in patients’ journeys to rehabilitation.
One highlight, in addressing societal and
institutional issues of control, was chapter six
where Maguire and Merrick describe an intriguing
recovery approach with an exchange of roles. Here
leadership of a group passes to a patient who
assumes responsibility for organising a band to
rehearse and record his own songs. Achievement is
defined by the user rather than by conformity to any
prescribed medical assessment. Such a democratic
and empowering approach takes courage on the part
of the therapist to relinquish and negotiate new
boundaries but it offers exciting possibilities in
facilitating more normal social experiences for
patients.

Rebecca Roberts, in chapter eight, depicts the
process of loss particularly well in presenting a
group in which one member died. Her work is
informed by a strong theoretical underpinning of
cognitive analysis, however, | was left slightly
confused at a seeming discrepancy between her
clear accounts of the importance of musical
improvisation in communication and expression of
emotion and the statement that “without some
verbal reflection [...] feeling states may remain
repressed in the unconscious” (p. 140). Perhaps this
depends wupon one’s own definition of
consciousness: throughout the book there seems to
be an assumption of mind-body dualism whereas if
considered from a more holistic viewpoint of bodily
consciousness' then verbal expression might

1| write from a position which does not support a
dualistic split between mind and matter but from a
perspective where thoughts are understood as mental
phenomena arising from physiological experiences
within the brain, or processed through the brain in
response to activity elsewhere in the body. This is an
enactive view of consciousness where bodily action
rather than thought is central. The physical or sensory act
of involvement in musical activity is then not simply
symbolic but may be a reconstruction of an experience
or feeling at a deep physiological level. As therapeutic
progress can be made through the repetition,

become less central in defining and expressing a
patient’s awareness.

My questioning of descriptions of consciousness
continued on into the following chapters when
introduced to Compton Dickinson’s development of
cognitive analytical music therapy (CAMT)
(p. 154). This chapter gave an informative historical
and theoretical background to the approach, with
both musical and verbal interaction used to assist
one man towards integration of dissociated states.
As, for me, this was a first introduction to these
techniques | would have welcomed more
comprehensive  descriptions of the visual
diagrammatic mapping of states and patterns which
were referred to (p. 164) as it was not clear if this
was an essential part of the CAMT approach or an
addition. Either way, an analogy with mapping
raised interesting possibilities for me to consider
“dissociative states” (p. 156) not as disconnected
states of being but, from my own viewpoint, as part
of a shifting personal narrative in a consciousness
where “multiple drafts” are constantly being edited
(Dennett 1993: 135).

Perhaps there is an underlying theme around
personal narratives and issues of consciousness for
these are mentioned again in chapter ten where
Sleight and Compton Dickinson (pp. 170-171) put
forward the need to stem extended improvisations,
explaining that these can become unhealthy
narratives which may not take into account the
expressions of other people in a group. Instead they
promote the creation of musical dialogues and
reciprocal relational roles. This chapter is at the
start of ‘Part III: Research’, which aims to
demonstrate the importance of research in service
development. Chapters ten and eleven both present
further examples of group cognitive analytic music
therapy (G-CAMT) from inception of the model to
its exploration in practice. In chapter eleven
Lawday and Compton Dickinson detail the
structured staged interventions of a time-limited
controlled pilot study through to the gquantitative
and qualitative outcomes for service evaluation. If
one begins to flinch, as | did, at the mention of
“adhering to a treatment manual” (p. 184) then read
on, for there follows a well-presented rationale
which shows that this follows guidelines from the
Medical  Research  Council.  Clearly the
development of G-CAMT has huge benefits in
terms of structured assessment and demonstrable
outcomes, necessary for a clinical evidence base

reinforcement and reintegration of bodily experiences,
leading to new modes of behaving and responding, then
the necessity for verbal reference is negated: conscious
awareness (that is, the conscious experience of events)
can be sustained by the body rather than developed
through thought.
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and the continuing development of service
provision. But one can only hope that less
experienced therapists will use the intended future
publication of a treatment manual as a source of
information and knowledge yet have the strength to
retain their own individuality and flexibility within
such a formalised approach. Departmental require-
ments should not legitimise the enforced adoption
of too set a prescriptive model. As this book
stresses, context-specific practice in meeting the
needs of patients is paramount and this must remain
open to negotiation.

In chapter twelve, Hervey and Odell Miller
provide specific recommendations for working
within a multi-disciplinary team in the forensic
context. They give a detailed account of a
qualitative research project which evaluated team
members’ perceptions about music therapy and its
relevance in working with patients with severe
personality disorder. This chapter has much to
recommend, not only for its contribution to the
sociopolitical debate on the provision of mental
healthcare in forensic contexts, but also for the
description of small scale social research design
which could be usefully applied in many other
situations. In particular, I commend the authors for
being brave enough to put themselves in the firing
line and ask for staff opinions about the
introduction and use of music therapy. It needs to
be done if the profession is to continue to develop
and this study provides a constructive starting point
on which future research could build.

It is this willingness to debate and
determinedness to address issues in practice which |
found most useful in this book. Although the book
proclaims to be context-specific, | found much of it
to be relevant in the wider field of music therapy.
Issues around developing a service within
institutional and organisational priorities and the
need to build a multi-disciplinary approach
resonated strongly with my own experience across
a range of organisations both in and out of forensic
practice. This book does not pretend that everything
is easy; it sets out the risks and challenges that have
to be faced and then it gives clear practical advice
on how to do it. It is both informative and thought-
provoking and for this reason | thoroughly
recommend it. Like the organisations it depicts, the
book is multi-layered in structure and content. It
can be dipped into for specific interests or, at a
deeper level, read from cover to cover, building up
understanding progressively, as it is meaningfully
constructed for this purpose. Either way, all of the
short and highly readable chapters have a wealth of
knowledge and experience built into them and are
fully referenced, providing guidance for further
reading and research.

To whom would | recommend this book? It is a
fantastic resource for all music therapists, as well as
students and clinicians from related disciplines.
Without doubt the detailed presentation of clinical
forensic work will be immensely valuable for
anyone working in, or moving into, this field. But
most of all I recommend it to managers and
commissioners, those who need to decide on and
prioritise funding and drive policy forward, for this
book tells us not only what music therapy offers to
patients but also how and why it is important for
the whole hospital. This is also valuable for all
therapists, whether or not they work in forensic
settings, and so | heartily endorse it for those who
are trying to promote and build new avenues of
work in any contexts. This book is about the nature
of music therapy as much as it is about forensic
practice.
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pov Tpdfnée apéowg to evilapépov. Me dEova tnv
TPOCOTIKN MOV eumelpic. — omd GLVOLALEC pam
HOVGIKNG KOl GIAOVG OV EUTAEKOVTOL EVEPYH GTN
YU XOT KOLATOVPO, KOl OO TNV €KTOIOEVOT LoV
OTI MOVGIKOKEVTIPIKY povoikobepaneior (Aigen
2005) — avtd moL pE EVILRMOGINGE NTOV TO TAG
umopohyv awtoi ot 0o Koécpol, 1 Bepameia ko 1 (It
YO KOLATOUpPQ, vao ouvdefovv. Amd mpoocwmikd
Buopata and v eenPikny pov {on uéxpt onuepa,
TOPOINPO OTL Ol AOYEIS Yo TN POT SUCTOVTOL.
Avto emPefordveror ko amd kdmolo Gpbpa 6TO
BiPrio, avodeikvoovtag TEMKA OTL  VTAPYOLV
SLOPOPETIKEG OMOYELS OYETIKG UE TNV TOVTOTNTA,
TNV aodnTikn Kot Ty amodoyn TG Pam Kot TOV Yt
yom. Kdamowot tn ocuvvdéovv pe 1o mepimpilo, v
gykinuotikétra, ™ Pio, T VOPKOTIKE, TO
WGOYLUVIGHO, TV amoioon Kot To  undevioud
nfwav o&idv, ™V avTICLUPATIKOTNTO KOl TOV

AVTIKOUQOPHIGHO.  AAlol, ovvlbwg vemTepOol,
avTIAaUPAavovTor Tn Y XOm KOLATOLPA OL0pO-
petwkcd. Bpiokovuv éva dnuovpywd 61€Eo0d0 mov
mepAauPavel T pamT UOVOIKT, TO YKPADITL, TO
break dance, v moinomn. Bpickovv o kowvn
YADOOO Y10 VO dAANAETOpAoOVY, VO GLVLTTAPEOLY
KOl vo ekepacTtolv avbeviikd, m omoia, OmmG
avadelkviel katl To BipAio, amoteAel pio ToykOGUIO,
YADGGO.

To Pprio avtd OBswpd OTL givor pia apketd
cuyypovn PipAloypaikn mpoomddeila KoTavonong
KOl OVOADONG UG TOAD  1010iTEPNC  HOVGIKNG
YyAoooag. [lopdéio mov m  ekmaidevon  TOL
HOVOIKODEPOTEVT]  CUVEMAYETOL  EMOQEN, Ko
EUTAOKT] € OLOPOPETIKA LOVOIKA €idN, N evooyd-
ANomn HE TN pAm HOVCIKN YIVETOL EMLPAVEINKA 1
umopel vo exAEinEl EVIEAMG AmO TNV EKTAIOEVOT).
AVTO  amOdEIKVOETAL KoL OmO TG EAAYLOTEG
Biproypaeikés mpoomdbeleg mov eivol Katayey-
POUUEVEG GTO LOVGIKOOEPUTEVTIKO YMPO. 26TOGO,
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TeAeVTOlOL TapoTNPEiTol o onuavTiky emBopio
eufabuvong otn HOVLOIKY] KOLATOLPO, TNG POT
HOVCIKNG Kol Olepeuvdrtal 10 TMG UTOpPEl va
alomombel amd TOVC HOVLOIKOOEPUTEVTEG OE
SLPOPETIKE KAVIKA TAaiG1o, MOTE VO TPOAYETAL 1|
Bepamevtikn mopeio. Avtd OV eKPPALETAL KOl GTO
BPrio eivor 6T M avaykn wPOCEYYONG Kol
avAALONG TNG PO HOVOIKNG TPOEKLYE HECH Mo
mv 010t Begpamevtikn Tpdén- eite, avbopunra,
00 TEAGTEG TOL TPOEPYOVIOV OO OLOPOPETIKG.
TOMTIGUIKA  TepPaiiovta (Kupiog AQPIKAVIK®OY
katafoldv), eite amd véovg acBevelc yin TOLG
0TO10VG M YT XOT KOVATOLPA OmOTEAEL HEPOGC TNG
KaOnuepvoTTdg TOovg. AAlEC QOPES, ®OTOCO,
vioBetnOnke og BepamevTikd gpyaieio Kol amd ToVG
dovg  ToLG  povowkoBepamevtéc o mOwKiAa
Oepamevtikd TAaioto.

To BipAio kdvel pa cuvolikr| Bedpnon tov Y
YOT KOl TNG PO LOVGIKNG GTO KAWVIKO-0EpATELTIKO
xopo. Kevipiko epdmuo tov Bipiiov eivor to Tt
glval avTd OV €YEL VO TPOGPEPEL TO YT OT KoL 1
POT LLOVGIKT KOl TAOS ITOPOVV Vo 1PN GLLoTotnfovy
®¢ Oepamevtikd  epyareia. I[Ipdkertar yoo  pia
cvppoaPn Apbpav and avBpm®TOVE AmTd SOPOPETIKG.
exTandevTIKd VIOPabpa, OT®S LoVGIKOBEPATEVTES,
KOW®VIKOUG Agttovpyone, yuyoBepamentéc,
KAVIKOUG WuyoAOYoLs, Kol Kobnyntég eriocopiog.
H doun tov Pipriov oamoteleiton omd  Tpelg
Bepatikovg a&oveg mov mePAAUPEVOUV GULYKEKPL-
pévo apbpo Kou €pgvuvec To. Omolo, TEPLYPAP®
GUVOTTIKA TOPOKAT®.

O mpdtog Bepatikds AEovog avagépetol of
1OTOPIKEG Ko BE@PNTIKEG TPOOTTIKEG GYETIKA LE TN
YPNOM NG POT KOl TOV YT YO TN Oepamevtiky
TPAEN. ZT0 TPATO KEPAANLO 1] LovcikodepamedTpLa
Adrea Frisch Hara xdver pio oOvioun oAld
TMEPIEKTIKN 1GTOPIKN avadpoun otig pilec e pan
kot otV e&EMEN ™. Méca amd TV TEPLYpaen
IOTOPIKDV, OVOPOTOLOYIKOV Kol HOVGIKOAOYIK®OV
TOPAUETPOV €0TIALEL GTO LOVGIKA oTotYElo 7OV
ovvbétouy T pom povoikr. Me d&ova ta otoyygio
avtd, e&etdlel To yoti n pom pmopel ko ayyilet
TOVG VEOLG KOl MO GUYKEKPUYLEVO TOVG VEOUG LE
ocuvouoOnuatikég  dlatapoyéc Kol mPoPAnuaTa
CLUTEPLPOPAG EVICYLOVTOG TN OUOPO®ON NG
TOVTOTNTAG TOVG KOt EVOG VYL0VG «Eyd».

To dgvtepo kepdloto givar mOAD evilOPEPOV,
kobdg o Don Elligan (Elligan 2004), xAwvikog
YOYOAOYOG, TEPLYPAPEL T 01K TOL TPOGEYYIoN,
wov v ovoudlelt Rap Therapy. Tlpokettat yio
YPAON POT HOVOIKNG ¢ OeKTIKO gpyoreio ot
Aektikn] yoyoBepomeioo pe dropo pe ocvvooOn-
LOTIKES SLOTOPOYES Kol TPOPANLOTA GUUTEPLPOPAS,.
[leprypdper pe Aemtopépelo. T0.  OTAOIL  TNG
OepumeVTIKNG TPOGEYYIONG TOV, OELYVOVTIOC TOV
TPOTO e TOV OTOi0 1 YPNOM TNG POT LOVCIKNG Kol
Tov  Adyov umopei  va  Ponbncovv  omnv

euPfabovvon kol ocvvewdntomoinom, otV £KEPOom
amOKpLE®V cuvalsOnudTey, oty Swyelplon TG
GUUTEPLPOPES, OTO UETACYNUOTIOUO YVOOTIKOV
AETOVPYIDY  KOL  OTNV  YuYOoLUVOICHHOTIKN
«k@Bapon». Xt10 1pito  KepdAowo o Aaron
Lightstone e&etdlel Ta aobnTd yopoKTNPIoTIKA
TOL YUT XOT KOl TO TG AVTA YPNCLOTOLOVVTOL GTN|
povoikofepomeion Kol TO GLYKEKPUEVO GE Ui
HOVGIKOBEPOUTEVTIKN TTPOGEYYIoN OmOv Kvplapyel
TOo groove, évag ouveyOuevog &vtovog pubuoc.
Emiong, Oswpei 6Tt m Hip-Hop Music Therapy,
Omm¢ NV TEPLypdipel o 1d10g, €lvar 0 cLVOETIKOG
Kpikog METOED TNG LOLGIKOKEVIPIKNG LOVGIKO-
Oepameiog Kot TG LOVGIKNG Yuyobepameiog, kabmg
ouvoLALeL TN ¥PNON TNG LOVGIKNG KOl TN XPT O™ TOV
Abyov.

270 TETOPTO KEQOANIO YIVETOL TEPLYPOPT] EVOG
wobov, «To talior tov Hpwoy, pe avoeopd oto
apyétoma tov Jung. O povoikoBepamnevtig Michael
Vega ¢&fetaler 10 7w m  povoikobepomeio
GUVEICQEPEL EVEPYH GTO OTASI0 TNG «TPOETOL-
Hooiogy, Tov «Ta&ldtod» Kol TG ETGTPOPTS» KoL
TO TAG M POT HOLGIKN LITOPEl Vo OVTIKOTONTTPIGEL
Kot vo. avaPidcel Tov Tpocomikd pobo mov (el o
KaBévag poc.

To méumto  KepdAowo  mapovctaler
GUVEPYATIKT OOVAELA TNG LOLGIKODEPATEVTPLAG KOt
KOWOVIKNG Agtovpyod Vanessa Veltre wor ng
povoikobepanevtplag Susan Hadley. Ot ovyypa-
Qgic  meplypdeovy TN OIKA  TOUG  QEUVIGTIKN
MPOGEYYIoN HECH® TNG XPNONS TNG POT KO YUT YOT
e pe opddo evidkov yovoik®v. H  povokn
aAAnAemidopacT Kol cvvepyacio €yl WG oTOYO £0M
TNV EVOUVAUMGN TOV YUVOIKOV WHEGO omd TNV
gvioyvon 1ng oavtomemoifnong Tovg Kol NG
YOVOIKEIDG TOVG TOVTOTNTOG KOl TN GUVELONTO-
TOINGN NG ONUOVTIKOTNTAG TOV YLVOIKEIOV (VUAOV
kot g Béomng TOL GTOV KOW@VIKO 16T0. XTO
KepdAoo mapatiBevionr Kor  mopadsiypoto  pe
GTIYOVG TOV AVOUSEIKVIOVY Ta TAPOTAV® OEpaTa.

Y10 ékt0 KeQAhlowo Tapovoldletal pio mTOAD
EVOIPEPOVGO. CGUVEPYATIKY] GVAALGT KOl EPELVA
mhvo ota Kupiopya BEpate Tov amoTVTOVOVTOL GE
YVOOTE YT YOT KOl PO LOVOIKE KOUUATIOL. 2T
oLVEKELD YIVETOL [0 KOTNYOPLOmoinen OAmv Tmv
Oepdrov mov cuAiéymrkav. Ot Bactkég katnyopieg
dwokpivouoy T OéuaTo GE KOWMVIKGA, TOATIKA,
EKTTALOEVTIKG,  TOdAY®YIKE,  OIKOVOMIKG Ko
TOATIGUIKA, EVO VTAPYOLV KOl VLIOKOTNYOpieg LE
GUYKEKPIUEVO TITAO KOl KOAAMTEYVN, GOOTE VO
umopel va avatpélel Kavelg o€ aLTEG Yoo Lol O
EKTETAWEVT] OLEPEVVT|ON.

O debvtepog Oepatikdg d&ovag Tov  Pifiiov
nepthapupaver Gpbpa oL aEOPOLY TNV KAWIKN
¥PNON TNC POT KOL TOL YUT YOT UE ToudLd Kot
€pnPovg. Yrdpyovv mowilo KAVIKG TopadeiyoTa
mov  mepypapovy €15 Pabog ™ Oepamevtikng
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dtdtKacio Kot oTioAoyovy To AGY0 Yl TOV 07010 1)
pom HOLCIKN Mmopel vo yivel 1 Bgpamevtikn
561000¢g° 611 oYéom BepamenTn KO TEAATN.

¥10 £Bdouo KePAAMIO TOPOLGIALETOL 1 KAVIKY|
YPNON TNG PAT KOL YUT YOT UE EYYPMUOVS £PTPOVG.
[Ipdkertar yio €va KoOvotOHO HOVTEAO KAWVIKYG
dOVAELAG, TO 0010 0 KOW®VIKOG Agrtovpydg Tomas
Alvarez ovopdler «Beats, Rhymes and Life»,
oniadn «lloduog, Piues kor Zon». X10x0¢ glivan
HEGO OO OVTO TO MOVTEAO Vo, avadvBodv ot
wpoPAnuaticpol tov gpnpov kol va dobel gTovg
épnPovg 0 KATtdAANAOG YDPOG VO EKGPAGTOVV Ko
VO 0KOVGTOOV OVTL VO TAYIOEVTOVV GE EVOL GUGTI O
moforoyiog.

To 6ydoo kepdroo amotelel o SLOPOPETIKN
napovciaorn KAWIKNG dovAelds. [lpdkertan yio ™)
xpnon tov breakdancing, mov givol 10 avTITPOC®-
TEVTIKO €100G Yopolh MOV KLPLAPYEL GTNV YUT XOT
KOVATOUPO, KOl GUVOJSEVETAL OO pam LovGikY. To
breakdancing  ypnowonolgitor  ®g  epyaAeio
TPOGEYYIoNE TV PPV aALL Kot OAOKANPNG TNG
KOWOTNTAG TOVG GE L0 OTOUAKPLGUEVT] TTEPLOYN
tov Kavadd.

270 €VOTO KEQOAUIO TEPLYPAPETAL £VO, KAIVIKO
project mov Pociletar ot ovvbeorn Tpayovdov
parn. To ocvykekpyévo pHoviélo TOPOTPOHVEL TOLG
£pnPovg va TAPOVY GLYKEKPIUEVOLG POAOVE KOTE
T onovpyikn dwdikacior g cvvBeong poAovG
OM®G AVTOC TOV EKTEAECTH], TOL HOVLGIKOV, TOL
OTLYOVPYOL, TOL TOPOYMOYOL, TOV KIVILOTOYPO.-
(QLOT KOL TOV KOAATEYVT.

210 KeQdAono Ofka, pécH amd TN UHEAETN
nepintwong wog EpnPng pe vevpikn avope&io kot
evog eQnPov pe TPOPAUATO GYOAKNG CLUTEPL-
(OPAC, ATOTVTIMVETUL 1| GYECT TV €PNPoV UE TO
OUYKEKPIUEVO €100G HOVOIKNG, Ol TPOKANCELS TOL
eppaviCovral katd ™ Oepamevtikny dStodikacio kot
TO TMOC M pPAT UIOPEl VO GLVEICQEPEL OTN
SlUOPE®ON MG VYWODG TOVTOTNTOS YO TOLG
épnpovc.

310 &vOékaTO KEQPAAMIO mapovclaleTal M
KAMVIKT] 00vAgld S0 povcikoBepanevT®dv g pia
kowotta 1Mg Notiov A@pwng pe woyvpd
KOTOAOUTO, PUTOIGHOD, KOTOTIEONG KOl PTMYELNC.
210x0¢ G Oepamevtikng mapéuPaong MTav va
katafEcouy o1 VEOL TIC 10TOPIEG TOVG Kot TO. OVELPE
TOVG Yo TOo UEALOV TOVG pe T Ponbdeta tng por.

210 KEQOAOO0 OMOEKD, O UOVGIKOOEPAUTEVLTNG
Aaron Lightstone powpdaleton «démoa omd To
EPELVNTIKG TOPICHOTO TNG HUETOMTLYLOKNG TOL
dwtpipnig mov oyetilovroar pe TIc Ogpoamentikég
duvatotnteg mov umopel va €xel M OladIKooio
TOPAYMYNG KOU  EYYPOUPNG TNG POT  HOVGIKNG.
Emiong, yivetor pio mpoomddeio, KoToypapng Kot
KOTNYOPLOTTOINGNG POT TPAYOLIIDV OVAAOYQ LE TO
vonua  mov  mepwcheiovy  oe  po.  Tpoomdfeln
KaTavOnong e oxéone tov epnpwov Kol TG por
LLOVGIKNG.

210 O0ékato TPito KEPHAOO TTOPOVOIAlETUL EVal
MAOTIKO  VIOGTNPIKTIKO  TPOYPOLUN  LOVGIKO-
Oepamneiog Odpkelag Oféka ePfdopddmv oe  €va
kévipo  kpammong eonPov. To  mpdypauuo
mePMAUPave T xpron paT LOVGIKNG, TN cvvbeon
pOT  TPAYOLOIDY KOl TN YPNON  OOPLKAVIK®OV
KpovotaVv Kot blues avtooyedlocudv.

210 KePdAao Oekatécoepa mapovcldleTor M
KAvikny dovAdeld pe €onPovg mov  eppavifovv
ototyela ToPOPOTIKNG GLUTEPLPOPAG,. H
Tpocsyylon Tov epnPov Pacictnke otnv emiioyn
KOl  OKPOOOT PO OMOCTOCUATOV KOl  OTNV
euPfabovvon kot ovéilvon tov otiyov. Emiong, n
povotkoBepamedtpia Amy Donnewerth vroypop-
piCer xdmow onuoviikd Oépoto oto omoio Oa
TPETEL VOL EGTIAGOVV 01 LOVGLKODEPATEVTES TTOV OEV
€OV OIKEWOTNTO HE TN YUT YOT KOVLATOVPO Kol

mpoépyovtal  amd  po.  KAOOGGIKY]  HOVLGLKN
EKTAIOEVOT).

To televtaio uépog tov Pifiiov meprapfaver
OUYKEKPIMEVO  KAVIKG — mapodeiypota  omd

SopopeTikd KAMVIKG TAAIoW, Kol OVOQEPETAL OTN
¥XPNON TNG PAT LOVCIKNG UE TEAATEG SLUPOPETIKAOV
NMKIGV. ZTO KEQAAUO OEKATEVTE O KOWMVIKOG
Aertovpyog Edgar Tyson mapovoidler to poviélo
Hip-Hop Therapy (H2T) nov éyet avamtoéet o idtoc.
Méca amd ™ HeAétn mepinTmong evog eprfov pe
TpoPAUaTe  cuuTEPLPOPAg AdOY® Bavdtov Tov
moTéPO  TOV, TAPOLOdlEL TN Agltovpyla  TOL
povtédov tov, To omoio Paciletar €€ oloxAnpov
GTN (PNOT| POT LOVGIKNG Kol EGTIALEL TNV TPOCOYN
TOV OVOYVOOTOV GE KOTOWOLG TEPLOPIGLOVS TOV
pmopel va em@EpPeEL 1 YPNoN NG PO KATE TN
Oepomentikn Slodikacia.

Y10 kepd oo Oekaéll, yivetal avoeopld GE
OUYKEKPIUEVO KAWVIKA Topadelypota omd  €va
VOGOKOUEWKO mAaicto. Edd m ypnion g pom
UOVGIKNC KOl TOV YT XOT £dMGE TNV EVKOIPIN GTOVG
épnPouvg pe mpoPAnpato vysiog vo KOTOVONGOLY
KOL VO EKQPAGOVY TO, TPOPANUATA TOV CVTIUET®-
wilovv ¢ £pnPot Kot Oyl ¢ Tadld, OTmG Teivovy
VO TOVG OVTLUETOTILOVY GTO VOGOKOUELOKO YDPO.

To xepdrao dekaentd eEetdlel T ypron g
pan og éva mAaiclo ameaptnong. Ov povoiko-
OepamenTéG AVOPEPOVTAL GTN GTEVH GYECT TNG POT
HOVGIKNG HE TN YpNon e£0pTNoloydvVmY OVcIOV Kot
SLEPELVOVV TO TAOC TEAIKA UTOPEL 1] POTT LOVGIKT VO
ypnowwomombel ¢ éva kaTdAAnAo Oegpomevtikd
gpyodeio. 10 dékato 6y600 KeEPHLALO divovtar 00
SoQopeTIKG, KAMviKG mopadeiypoata and cuvedpieg
oV wePAauPavay tn cuvleon YT YOI TPAYOLIIDY
He dropa pe KapKivo, To omoio amodekvhovy OTL 1
pPOT HOVLOIKN Umopel va Tpoceyyicel tov Kabéva,
ave&optnTov NAKiog kol Propdtov. X10 TEAEVTOIo
KePAALO TTapovctdletal n pehétn mepintwong evog
VEOPOL EVAAIKO HE TPOPAUOTO GUUTEPIPOPAC,
embeTikoTNTOL  KOU  OKATOAANAN  oeEovahik
GULUTEPLPOPE TTPOS TOVG GALOVG, KOl TEPLYPAPETAL
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TO TMOG M MOKPOYPOVIK BepomevTikny mopeio, Tov
Bonbnoe ot petdPaoct Tov Amd TNV WYLYLOTPIKN
KAWVIKT] 6TNV KOWOTNTO.

To BipAio owtd avVOSEIKVVEL KOl OTOSEIKVOEL TN
OMUOVTIKOTNTA TNG ¥PNONG TNG POT KO TOV (LT XOT
o¢ Bepamevtikdv  epyareiov. Ta apbpa  mov
mephapupdvovioar 6to  PifAio  mpooeépovv  pia
AEMTOLEPELOKT] OVAAVOT] TOV Kuplopy®V oToryeiny
oL GLVOETOLY TNV YT YOm KOLATOVUpPO, evBap-
POVOLV TN ¥PNOT TNG POT GE JUPOPETIKA KAVIKA
TAOIC10, KOl TEPLYPAPOLY TOV TPOTO LE TOV OTOI0
pmopel avtd va yiver epiktd. Emiong, Oempd 611 1
KOTAVONOT KOl 0Tod0y TNG YT YO KOLATOUPOG
OCUVETAYETOL TNV KOTOVONGT Kol 0modoyn Tmv
avOpOTOV TOV EUTAEKOVIOL EVEPYH GE QVLTNV,
oniadn, Katd kvpro Adyo, Tov epnfov. Qotdco,
PO, amd TNV KAVIKT ¥pNoN TNG POT KOl TOL YUT
yom, Oewpd 0Tt 10 PiPAio avtd pmopsl va
AETOVPYNOEL  KOU  ®G WY EUMVELONG KO
kaBodnynong ywo emoyyeApatieg omd SAQOPOLS
EPYOCLOKOVG YDPOVG OTMG LOVGIKOVE, YOYXOAOYOLG,
EKTTOLOEVTIKOVG, ELYVYOTEC, TSy ®youg,
KOAMTEYVEG, Ol OmMOiOl EUTAEKOVIOL KOl GLVOLO-
Aéyovtal pe avOp®ITOLE S10pOPmV NAMKIDV.

Biproypagia
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Book Review

Guitar Skills for Music Therapists
and Music Educators
Peter Meyer, Jessica De Villers & Erin Ebnet

Reviewed by Bob Heath

Guitar Skills for Music Therapists and Music Educators

Peter Meyer, Jessica De Villers & Erin Ebnet

Gilsum, NH: Barcelona Publishers (2010)
148 pp., ISBN: 978-1-8912785-6-3

Bob Heath is a music therapist working predominantly in palliative and bereavement care and community
mental health settings. Since becoming a music therapist in 2003 he has worked extensively in special
education and dementia care and has also lectured in music therapy at the University of the West of England.
Bob currently runs a range of training courses for therapists including Guitar Skills for Non-Guitarists which
focuses on specific approaches to the use of the guitar in therapeutic settings.

E-mail: bob.heath@ouh.nhs.uk

Writing a review of Guitar Skills for Music
Therapists and Music Educators presents me with
an immediate dilemma. It is not really a book about
applying guitar skills specifically to music therapy
or music education at all, but it is an excellent
guitar manual for anyone wishing to learn how to
play and to develop their skills. The book is
accompanied by an excellent DVD which further
supports its strength as a comprehensive tutorial.
The first chapters lead the reader from the very
basics of understanding how the instrument works,
the layout of the finger board, notation and
tablature, through to the construction of chords,
some nice ideas on simple embellishments and
strumming and muting techniques. The lessons and
exercises are laid out well and easy to read and the
DVD presentations to accompany these chapters
are well paced, practical and easy to follow.

Chapters three and four continue in this well-
presented style with good examples of
fingerpicking and flatpicking approaches. Again,
the DVD examples help the reader to work through
the exercises with useful tips on how to overcome
early difficulties.

Chapters five and six continue in the same vein,
introducing the reader to more tricky skills such as
barre chords and power chords. As with the
previous chapters they are well presented and easy
to understand. Chapter seven introduces the reader
to a range of standard blues formats, always an
essential part of any self-respecting guitarist’s
repertoire and finishes with an introduction to
approaches to playing lead guitar solos with some
useful insights into using the pentatonic scale.

It is in chapter eight that the writers begin to
make a more direct link with music therapy by
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discussing modes and laying out some ground rules
for improvisation. They also introduce the reader to
open tunings, concentrating on open D and G, using
a slide and exploring some classic genres with
examples from legends such as Elmore James and
Muddy Waters. The chapter closes with some nice
examples of opening the instrument up a little more
by using both hands, percussion and hammer on
techniques. Again, the layout is good, the examples
are easy to follow and the DVD presentation is
clear and helpful.

The following two chapters concentrate on
developing playing skills with a focus on jazz and
funk techniques. It is nice here to see the
introduction of electric guitar in the DVD and, |
know | am repeating myself, the whole thing is
presented in an easy to follow format. The final
chapter on maintenance is a helpful guide to taking
care of the instrument and changing strings.

So there it is in a nutshell, a well-prepared and
presented guitar manual that | would recommend to
anyone wanting to learn how to play the guitar and
develop an early repertoire. As a tutorial it really is
great.

Now back to my dilemma: I can’t help
wondering why the authors called it a book for
music therapists and educators when it is really a
book for anyone who wants to learn how to play.
The Music Therapy Techniques chapter hints at
improvisation and does introduce the reader to open
tunings but does not really do much to help develop
the reader’s understanding of the more explicit
application of these approaches in music therapy. |
would have expected to see a far wider exploration
of open tunings, (DADGAD is such a useful tuning
in therapy sessions) and the possibilities they offer
to both clients and therapists. | would also have
liked to have seen a much more in-depth
examination of simple one-chord shape approaches
that can enable music therapists to take the focus
off their fingers and apply all their attention to their
clients. A wider discussion of genres, not only on
how to play them but why they are important in
therapy could have helped to embed the book
within @ much more therapeutic context. Some
simple tips on using the guitar to help music
therapy clients begin writing songs would have
been great too.

Guitar Skills for Music Therapists and Music
Educators is not a book about how to apply guitar
skills as a music therapist or an educator. It is
however, an excellent guitar manual and anyone
wishing to learn how to play and develop their
skills should invest in a copy; it’s great.

Suggested citation:

Heath, B. (2014). Book review: “Guitar Skills for Music
Therapists and Music Educators” (Peter Meyer, Jessica
De Villers & Erin Ebnet). Approaches: Music Therapy
& Special Music Education, 6(1), 51-52. Retrieved from
http://approaches.primarymusic.gr
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IHawowa Tov Tomov pag mwov ‘Epyovran
oo To EEva,
Marie Rose Moro

Ao ™ Ztédha KolvBoroviov

Enfants d’Ici venus d ‘ailleurs
Marie Rose Moro
Editions La Decouverte (2002)

EMnvic) Metdopaon: N. Zniikng & X. Kovpevtdkn
Osooalovikn: University Studio Press (2013)
228 oo., ISBN: 978-960-12-2133-5

H Xtédlha KolvBomovriov civalr yuyoldyog HE HETOTTUYNIOKEG GTOVOEG OTIC PuyavoAvTikég ETOVOEC
(Goldsmith’s College, University of London), otnv WPvyobepancio pécom Kivnong (Goldsmith’s College,
University of London), kot dimlopo wive omv EpyoBepamcio. pe xatevBovoern Movcikobepameiog
(University of Middlesex). Exet dovAéyel yio 1€66€p0 XpOVIO, G EKTOOEVOUEVT] WLXOAOYOS Ko
yuyoBepamedTplo HEG® KivNnong oTn YEVIKN Kol €101KN ay®my TpwtoBdiinag ekmaidevons oto Aovdivo kot
o€ yoylaTpiky KAwvikn tov Bpetavikod EBvikod Xvompotog Yyeiog. Ta televtaio eptd ypovia (el kot
gpyaletar oty EALGSa g yuyordyog Ko @¢ yoyobepamedTpla Héow Kivnong pe eviiikeg kot todwd. To
2009 cvpueteiye otn Aemotnuovikn Oudda g Movadog EenpBov, tov IMoavemomuakod Nocokopgiov
AXEIIA, Oecc0lovikng HECH EMOOTOVUEVOL TPOYPAUULATOS TOV [dpdpatog Xtavpog Nidpyoc. And 1o 2010
glval EMOTNUOVIKOG GLUVEPYATNG TNG CLYKEKPIUEVNG Movadac. AlOGCKEL KOl GUUUETEYEL OE GEUVAPLOL TNG
Etoupeiog Apoyng Yoyuxng Yyeiag, Kowavikng XmpiEng, Exmaidevong kot Anpovpyiog “WPoyoroyio —
Téxvn” omn Oeccorovikm.

Email: kolyvopoulou@hotmail.com

«®0 EEKIVIICOLLE LE TNV CQNYNOT OGS VEOG akivintn. Me 7Anowiler, Aéet  kdtL WOV
yovaikag: Eipor €€ ypovav, o motépog pov pe SdwcBdvopor g Piloo’ kdBopor oto mATOLO,
nnyaivel 1o oyoleio. Eival n pdtn pov ypovid, Bopover kot @ovaler dvvatd, mold duvard,
proive oty Tpdtn Taén. Qg 10TE M UNTEPA OV amevBovopevn ota  GAA  moudud... Nidbow
TPOTWOVSE VO HE  KPOTA  KOVTd NG Tamewvopuévn,  mayouévr, Oa  nlelo  va
Katolopaive, de Pl yodllkd, etvar dHoKoA0 e€apavioT®, 1 KOADTEPQ, VO YUPIG® GTO OTiTL
va Byel va kével yovia ond T oTIypr mov dg LoV, KOVTA 0T untépa povy (o. 23).

pkdel yoalkd. Tlpot dpa péso ot tédén: M
daoKGA Ao oNKOVETOL Kol AEEL KATL TOL OEV
katolopaivo. Ola To TOUdLd TPEYOLV TPOG TO
O ovrikeigevo.  AkolovBd  yopic  va
kataAafaive. Aéel kdtt dAro. T kivinon mpog

Awpalo avtéc tig AéEeig, dwopdlm avtd to PiPiio
Houdia tov Tomov pag mov Epyoviar amd to. Zéva,
KOl TOAAEG (POPEC GE GUYKEKPLUEVO orueior TAvo

éva GAAo avtikeipevo. AkolovBd T, alAd o OV €avTd pov vo Kwveiton, va ardaler Oéon.
apyd. Asv  xatahofoivo. H - Sookdda Niobw to chpo pov va un Boievetan ot 0éom TOL
EavapyiCet... Avti ™ @opd mlEL TOAD HEVO T0 £y tomobetnoctl. 'Eneita apyilel va khaiet, petd
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VO, GTOUOTAEL KOl VO GNKAOVETOL... TO GAOUO... VO
eofdtor vo ocvveyioel yiati Ba EgPfoievtel amd
0éon mov 10 €x® TomoBetnoeEl, amd T Ofom mov
Eépel tooa ypovia. «Tu éywve; T pe tpopose; oo
Owd pov woppdtio GyyiEe;» avapotiépol. Atve
YPOVO GTOV E0VTO OV Y10 VO YMVEVLTOVLY QUTH TOV
alcBdvopat. Apyotepa TPOY®PD Kol Ol GEADEG
yopvolhv 1 (ol peTd v GAAN. ITlpoomabd va Bpw
évav tpomo va cuvoed®d e To Pipiio, va Bpm avtdv
TOV €VOLAUESO YMPO OV Oa e PEPEL O KOVTE Kot
0o pe Ponbnoel va dm avtd mov gine 0 HAGKAAOG
™m¢ Moro, o Serge Lebovici: «awtd mov €yxet
onupacio eivor vo eridEovpe évo maryvior poli»
(c. 93). T1 cvpPaivel OP®G OTOV dEV UTOPOVLE V.
nai&oovpe; Tt copPaivel dtav avtd TO INULOVPYIKO
«mayviow, avt) 1 Pacwn popen Long dev €xet
x®po va avartuydei; Tt copPaivel péoa ce ovtn
oxéon; Méoa omn oyéon dSaokdlov Kol Toudlo0
LETAVAGTY, HECGO OTN OYECT YOVE®MV Kol TOOUDV
UETOVOOTOV, UEGO OTn oyéon Oepomevtn Kot
o000 UETAVAGTY, BepamenTn Kat yovéa, LEGO 6N
oyxéon avBpomov pe dvlpomo, pe Evav AAov, pe
évav «EEvow, pe éva Oko pog «EEvo». Avto oL
etvon avoikelo (‘uncanny’ kot tov Freud) o gudc,
avTd OV OV UTOPOVUE Vo EMEEEPYACTOVUE, AVTO
mov dev pmopel va cupetmmbel, avtd to E€vo mov
dgv TPooTaHoDLE VO TO YVOPIGOVUE, TOV TPEYOVUE
kot o Balovpe ota O, OV BvudvovuE KOl TO
Bpifovpe, To yTUMAUE, TO delyvovpe, TO KOLTAUE e
amopio, TO TOPATAME KoL OEv TOL  divovue
onuacio... Mo emifetikdTTa Aowmwov evavtiov g
omoapéng Tov dAAov, TPog TO Un-olkeio, TOL
TPOUOKTIKOD KOl GKOTEWVOU YMPOL, OVTOD TOL
y®@pov 6mov o Freud omodewcvier 611 «o AAAOG
givar 10 dk6 pov acvveidnton (Freud 1919). H
Moro, mapoabétoviag amd 1o £pyo tng Kristeva
Etrangers a nous-mémes, pag Bopilel 61t

«T0 apyaikd, vapKloolotikd Eyd, 1o omoio dev
éxel oaxoun oploBetnbel oe oyéon pe Tov
e&mtepkd kOGO, TPoPariel £® amd TovV €0VTO
TOV €kelvo oV VidBeL Hésa TOL G emKivduvo 1
®¢ dvodpecto  avtd  Kabsowtd, Yo va
dnpovpynoet Eva avtiypago EEvo, avnouynTIKo,
darpovikd. O Evog eppaviletor 10T ©C o
dpuova  evog Eyd og  adiégodo, to omoio
TPOCTOUTEVETAL VTOKADIGTOVTOG TNV EIKOVA, EVOC
KOAOTPOOIPETOL AVTIYPOPOV TTOV GPKOVCE TPV
Y VO TO TPOOTOTEVCEL, HE M0 EWKOVO
KaKOBOAOL OpOIOUATOG, GTO 0Toio Bo amoPdAet
TNV KOTOGTPOPIKY] TAEVPO TOV OV UTOPEL v
ovykpoatnoew (oo. 48-49).

'Etol, avtd 10 «E€voy, To pn-owkeio pével akivnro,
OM®G TO KOPUTOAKL OTO TOPATOAVED — KAIVIKO
mopadelypo mov potalel va, pével axivinto otov
ovvewdntonolel 01t dev  katoloPaivel obte

YADGOGO TOV «£EM» OVTE TN YAMGGO TOL «UECOY,
LTV TNG OIKOYEVELAG TNG, TNV ECMTEPIKELLEVN
YAGGOOW: 1 S0oKAAN «ue TANGLALEL, AEEL KATL TOV
dwcBavopor g Pioato... Niovbo tamewvopévn,
mayouévn, Ba nlela va eEapoviotd, 1 KaldTtepa,
va yoplo® 0TO OTITL OV, KOVTO GTN UNTEPE LLOLY.
Onwg kot 1 dookaro Holdlel va TopouEvel aKiviT
OTIS OMOYELS TNG, OTLS OVIIMYELS 1TNG, OTNnV
KOVATOUpa NG, ot afieg g, ota oA NG
avemeEPYOoTO KOUUATIOL TNG, OT0  «AyveOoTo
KOUUATIO. TG TOL TN OLOKOAEDLOLV VO GLV-
KOTOOKELACEL, VO GLV-ONUOVLPYNCEL  évay
«evdidpeco yopo Prouatoy (Winnicott 1971). Tha
Vo Umopécel OUmG v VITAPEEL AVTOG O SVVITIKOC
YDPOG LE TOVG AAAOVG, OGO APOPE TOVS HETOVAOTEG
«€yel onpoacion vo ovayvopiGOuNE «T0 MG TOVG
PAémovpE KOL TO TOC PTIAYVOVUE HECH LOG TNV
wtopia avtdv Tov oviporov. Ilpwv arn’ OAa,
Aomdv, avtd mov €xel onuacio gival n dKN pHog
€00TEPIKN TOmOBETNON...» (0. 114).

To BPrio avto g Marie Rose Moro pog divet
T duvaTOTNTO. VO OKEQPTOVME, MOTE Vo
dnuovpynBodv okéyelg ol omoiec HmopolV va
001 YNGOLY TOV KoOEVA 0md ELLAC GE EVOV TEPULTEPD
EMOIKOJOUNTIKO TPOPANUATIGUO. QG YLXoAOYOS Kot
g yuyoBepamehtpla pécm kivnong Ppickw avtd To
Bprio eoupetikd kol apkeTd PondnTikd Yoo TOLG
Oepomentéc péow teYVOV (Youyobepamevtéc HECH
Kkivnong, pHovckoBepamentés, JpapaTofepanenTég
Kol €lkooTikovg Oepamevtég). Ov Oepaneiec péow
TEYVAV Elval TPOCEYYIGES TOV EMITPENOVY GTO
dtopo TN ovvasOnUOTIKA  KoTawvonorn 1oV
EOMTEPIKEVUEVOV  oY€cemv  péoca  amd TG
SLOdIKAGIEC KIVNTIKOV GYNUATOV — CTOTIKOV KOl
un - (yoyxoBepameio péow kivnong), HOLOIKNG
(novowobBepaneia), porwv (Spopatobepameio) Kot
EIKOOTIKAOV ~ Topoy®ydv (skaotikn Oepameia).
Méca amd avtéc Tig uebddove To GTopo UETAPEPEL
TOVG OGLVEIONTOVG GLUPOMGHOVS TNG WUYIKNG TOV
katdotaong. Onmg o Oepomevdpevog £tol Kol 0
OepomenTNC LETUPEPEL GTOV EVIIAUEGO YDPO — GTO
petalhd toug — T0 Owd TOL avemeEépyaota
koppdtio. O Money-Kyrle (1956) emonpave 6t 10
VAKO Tov Ogpamevopevoy Oyt uovo mpofdiieTon
o010 Oepamevtn, 0AAd ov o Oepamevtig dev Eyel
SOVAEYEL TIC SIKEG TOV CLYKPOVGELG, TOTE TO VAIKO
Tov Ogpamevduevon emmpedalel o Bepomevtn. [N
tov Money-Kyrle vdpyovv tpeig mopdyovieg mov
mpénel vo, AdPel vwoOYN TOL O OVOALTAG T
cuvaueOnuaTikn Tov avactdtwon, to Pabud otov
omoio TV TpokoAel o Oepamevdpevog Kol TV
enidpaor mov £yl avTOg 0 Paburog avoaoTdTtmong
o710 Ogpamevty. [lap’ 6Aa avtd, avtd TOL €lvan To
onuovTikd cvueova pe tov Searles (1963) sivar 61t
0 aVOALTAG TTPEMEL Vo avoraPet T Sk Tov gvbvvn
OYETIKA He TA OWKA TOL ocuvvoicHnuata Hicovg,
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codiopov’, advvapiag kat 00Te KaBEERS, Kot vaL pn
TO, YPEMCEL GTO BEPUTEVOUEVO 1| GTIV TOVTICT TOV
OepamevOEVOD [LE TOVG «IWKTIKOVG» Yoveig. O
Oepamevtnic  Aowmdv  glval  LIOYPE®UEVOG vV
dovVALYEL Kal VO OVOADCEL GTNV EMOTTEIN KOl OTN
npocomk) Tov OBepameia ta Bépato petafifaong
Kol OvTIHETOPifocng TOv TPOKVTTOUV KATH TN
dlapKelo TV BepamEVTIK®OV GLVESPLOV. [daitepn
onpoacia, Op®e, Tpénel va dMoEL 0 Bepamevtng otV
avtpetoPifaocn mov £€xel MWOAMTIOUIKN OldcGTOON,
avtqv mwov 1 Moro ovagépel oto Pifiio g g
«moMtiopikn avtipetafifoaon» (o. 200). Avti

«...0popd Tov TPOTO e TOoV 0moio 0 BepamevTng
tomobeteitan e oyéon pe TV ETEPOTNTO TOV
acBevn, oe oyéon HE TOVG TPOMOVG WE TOLG
omoiovg gvepyel, oKEPTETAL TNV OPPDTCTIO. TOV, OE
G0N LE OTIONTOTE GLVIGTA TO TOMTIGUIKO €ivot
tov acbevr... H molMtiopuknr petofifoon Kot
avtipetaBifoon daveifovron emiong ototygio amod
v otopia, TNV TOMTIKY, TN Yewypapia... O
acBevig, OmG KAt 0 BepamevTNG, EYOVV TIG JIKEG
TOVG TOMTIICUIKEG Kol GAAeG evidEels kot
EYYPUQES OE OLAAOYIKEG 10TOpiEG, Ol OMOieg
Stomotilovv TIg avTIdPACEL TOVE, KOl TIG OTOIES
TPEMEL VO, GLVELONTOTO0VY. XWpic TV avaivon
aUTNG TG  TOMTISHKNG  avtietafifoong,
KIVOLVEDOVUE VO, TEPAGOVIE GE EKOPAATIOELS
eMOETIKEG, oLVOLCONUATIKEG, PATCIOTIKEG. .. »
(c. 201).

Méoca Aowmdv and to Bempntikd mPOoPANUATIGUO
mov, Om®G olatvmmvel 1 Moro oto Pifiio g,
«IyGLEL amd TV KOOMUEPIVY) TPOKTIKY UITOPOVY
VO TIPOKOYOULV TAOUGIEC ECMTEPIKEG EUTEIPIEC
OYETIKA LE TO TOG UTOPOVUE VO KATUAGBOVLE, Vo
avayvopicovue, va  Ogpomevcovps 1 va
SIS0y YOOV IE TA, TOUOLOL TTOV £PYOVTUL 0T TOL
&va, 10 modd  mov  peydAwoov  M/kon
LETAVAGTEVGOV GTN YOPO «TNG EEVITIAG TOV YOVEDV
TOVG», OAAG KO TNV OWKOYEVELRL TOVG UE GAAQ
TOAMTIGUIKA 0N ko €0a. Avtég eivan eumelpieg
mov  moOAAOL  amd  eudg  €yovue  Puvoet,
TOPOAEITOVTOG OU®G TOAAEC POPEG TIG TOMTICUIKEG
SlPOPEC KO OYVODVTOG TO WUYXIKO TPOVUOTO,
avtdv Tov aviporov. H Moro Aoumdv akolovbei,
VTOoTNPIfEL Kol EVOOUATOVEL TOGO OTNV KAVIKN
G epyacio 660 Kol 6T0 GLYKEKPIUEVO PifAio v
npocéyylon tov Devereux, v ebvowovyavilvon
(ethnopsychanalyse). T v o1

1 r r , r r

Yoyavolotikdc 6poc Tov avapEPETaL 6To TABOG va. £EL
KOVelG amdAuTo Kot ameploploto EAEYXO MAVO OE €va
dropo.

2 H idia avaépeton oty TAodoo KAWVIKH epmetpio e
and T SWMOAMTICUIKY]  WUYLTPIKY] VLANPEGio  TOV
Noocokopeiov Avicenne oo Iapioct.

«n eBvoyvyovdAvon amotedel pio YoyoBepamevTikn
MPOKTIKY HE YOYXOVOALTIKO TPOGOVUTOAMGHO, 7OV
oTNV  KOTOVONON Kol ot ADON TOV  YUYIKOV
GLYKPOVCEMV EVOOUATOVEL TO, OL0UTEP TOALTICUIKA
dedopéva Tov acbevi) pe cvpumAnpopoTikd TpoOTO,
Miodn vmoypeTkd OoAAE  OxL  Tavtdypovo. H
gBvoyvyovdivon  eivor  maveo oan’  OAo  pi
TPOYLLOTOKPATIO TOV SEGHOD, TNG TOAATAOTNTAG Kol
MG TOWKIAOHOPQinG, 7oV QOTIEL HE OLOQOPETIKO
TPOTOo TO. {NTAATO TNG TOVTOTNTOG TO. ooia TiBevTon
OTNV  KOWOVIO HOG KOl KAT  ETEKTOCT GTO OYOAEL0
Kol 6T0 cOGTNHO VYElag. AKPIPds yio va Eepoyouple
amd o Koakdg tomobetnuévn cvinnon méve oty
gBvoyuyavéivon, tpoteivape tov 6po diamoitiouikn
rlwvikdj [clinique transculturelle], o omoiog Sievpiver
TNV TPOOTTIKN TNG KOl TNV EVIACCEL G€ £vav dldAoyo
pe TG GAAeg emoTAMES Kol HE OAOKANPN TNV
Kowoviay (o. 43).

Emumhéov, og Bepamevtéc potaletl kamoleg @opeg va
ayvoobpe OtL 0 avBpdmivog Wouylopdg Exetl o
VIOGTOGCT] «YUYIKNG TOYKOSUIOTNTAG) 1] AAAMMG OTL
VTAPYEL 1o, «OEUEAMDING EVOTNTA GTOV OVOPOTIVO
YuYIoHo», OTmg ovaeépel 1 MOro mopamépmovtig
pog oto épyo tov Devereux Essais d’
ethnopsychiatrie générale (o. 194). Tdéoco 1
TPUYUOTIKY] EYKATAAELYN NG YOPOUS OCO Kol M
GUUPOAIKT «EYKATUAEWYT» TOL SIKOV UG YDPOV,
COUATIKOD Kol Yuylkov, Hotdlovv va €yovv tnv
id10. Yok vVIOGTACN: TOV TPOTO TOL CKEPTETOL O
vBpmmog kol Tov Tpdmo mov (el TOPUPOVO LE TN
Moro:

«OT1 LETAVAGTEVGT TO GMO TPomOEiTaL TPOG TAL
eUnPOG, TPog 0. €M, TPOG TO KOvoVUplo KOGLO,
KoL M Yoy, Tow Tov, oTPLPOYLPVEEL, TPOYWPL
KOl HETE OTOMOTA, HEVEL HETEMPN, OOV VO
@ofdtor TN ouvvavinorn, petd ovveyilet Tov
dpopo G, mPEmEL va AKOAOVONGEL TO GO,
Kdanoweg @opég, 6’ avt v mopeia, ybvetor.
Xmv «ivnon oot €éva  onueio mapopéver
o100epO: TO COO, TO OMOl0 KATOlEG QOPEG
VIOPEPEL Ko ETavactotel» (0. 193).

Onwg AOmmdV VIAPYEL 1| «YVYIKN TOYKOGLLOTITON,
£T01 VILAPYEL KOL 1] TAYKOGHOTNTA TNG EKPPUCNC.
To odpa yivetor to SopecorafnTikd PEGO Yo va
EKPPACEL HECH TNG «TEYVNG» OLTO OV O HAETOL
(unspeakable), to Tpadua ToV AVOPOTOV.

‘Etor, to Pifiio g Moro BonBdet epdg tovg
Oepamentéc PESH TEXVAOV VO fpodLE TPOTOVGS Y10 VO
vapEel 01ahoyog, va VEAPEEL 0L TPOYUOTIKN
ouvlvinon kot gukoupion  vo  aAAGEovv ot
E0MTEPIKEVUEVES OYECELG LEGT OO T1 GLVOLOAOYY
ue tov AAlov. Mzopei va pag Bondnoet «va maue
PO o TIC OIKEC UG OVOPOPES, VO UTOVUE OTN
0éon ovtod MOV WIAG KOl VO OEXTOVUE VO TOV
KOTOVONGOLUE pe Paon TG OKEC TOv AOYIKEG
(MoMTIGUIKEG KO WYoyoAoYKEG), oavtd eivar Ta
GUOTOTIKA TG KOTOOKELNG MOG  KOvoupLlog
E0MTEPIKNG OMOKEVIPOUEVNS otdong» (o. 44). To
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Biprio pwAder axopa yioo CNTRUHOTO TOLTOTNTOG, Yo
TO 0eGUO, YO TIC OYECELS TOV SUOKAA®MY KOl TV
OepoamevT®V pe TO TOUOA KOl TOLG YOVELG TOL
petavactevcay otn [aAdio, ™ OvokoAo TV
LETOVOGTOV HE TO POTCICUO TOV OVTIETORILOVLV
o xopa, Yo ) Prodtnta o Bépata TanTOTNTAG
KO OLPOP@V, Y10, TN OYOAIKN amoTLYio Kot Yio TNV
epnPeia Tov Taddv Miyddwv. Mécsa amd TAoboia
KAMvikd mapodetypota powdler va pog Paler oe
OKEWYELG Y100 TO TG EMeic ol 16101 umopovue va
TPOMOMOW|COVLE TIG OVIIANYELS MHOG KOl TIG
OVOTOPOCTAGELS [oG Yoo va «Bepamedoovpe» e
dpopeTikd  tpomo. ['a va  pmopécovpe  va
avayvmpicovpe Kot vo SOOUE Tr LOVOSIKOTNTO, TOV
To1d100 KoL TOL YOVEQ, Yol VO, UTOPEGOVLE VO GLV-
KOTOGKELAGOVLE KOl VO GLV-OTLLLOVPYNGOLUE OAOL
pali mpémel vo avayvopicovue To TOMTIGUO TOVG,
va gipoote avorytol va dexbovpe tov AAdov, avtov
ToV «EEVO» IOV €pYETaL OO LEGA LOG.
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Conference Report

Rethinking Interdisciplinary Collaboration:
Towards New Ethical Paradigms in
Music and Health Research

Niall Mc Guigan

Rethinking Interdisciplinary Collaboration:

Towards New Ethical Paradigms in Music and Health Research

19 October 2013, Goldsmiths College, London, United Kingdom

Goldsmiths College, University of London
British Forum for Ethnomusicology (BFE)

Society for Education and Music Psychology Research (SEMPRE)

sempre:

Society for Education, Music

and Psychology Research

Niall Mc Guigan is an MA graduate of Ethnomusicology, Goldsmiths University London. He has
previously completed a BA in Applied Music at Dundalk Institute of Technology, Ireland. His recent
research projects, with a special interest in medical ethnomusicology include ethnographic and
phenomenological accounts of sound healing groups in London and neo-shamanic rituals in Europe
involving altered states, music and healing. Currently he is perusing the possibility of completing an MA in
music therapy at Limerick University Ireland with focus on future interdisciplinary research related to music

and healthcare.

Email: mcquiganniall@gmail.com

This report is a summary of the one-day
interdisciplinary conference supported by the
Society for Education, Music, and Psychology
(SEMPRE) and the British Forum for
Ethnomusicology (BFE) which was held at
Goldsmiths University (London, UK) on the 19"
October 2013. The conference programme brought
together a variety of research departments within
Goldsmiths University including the Music, Mind
and Brain Centre, Psychology Department, and the
Music Department. Panels were deliberately
formed of music therapists, music psychologists
and ethnomusicologists to ensure cross-disciplinary
debate. Appropriate themes were selected to
enhance discussion coherence. All speakers and
chairs had been asked in advance to prepare
presentations which were intelligible to non-expert

audiences and to ensure papers addressed the
allocated themes. The embodiment of musical
experience was included through two workshops:
one by Catherine Pestano, Natural Voice
Practitioners’ Network and one by Kate Binnie,
music therapist and yoga practitioner. These
workshops highlighted the practical aspects of
music, health and wellbeing, areas which are
sometimes neglected in the academic setting.

The conference opened with papers relating to
the theme of Music, Stress and Trauma:
Biomedical and Social Approaches to Enquiry.
Martin Greve, an ethnomusicologist by training,
presented a paper on Music in Dersim (East-
Turkey): Research within a Traumatised Society.
This was followed by ethnomusicologist (and
conference chair), Muriel Swijghuisen Reigersberg,
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who described the challenges faced by the global
music and health movement and the possible
methods that can be used to engage with them.
Daisy Fancourt provided insights into the emerging
field of music and psychoneurocimmunology. The
panel discussion then focused on methods of
combining bio-medical research with social
research in which to encourage a more inclusive
attitude.

Inculturation, Enculturation and Musical
Wellbeing highlighted the framework for the next
three papers of the day. Friederike Haslebeck
discussed Music Therapy in Neonatal Care:
Insights into Culturally Appropriate Approaches
and Research. In this presentation, Haslebeck
demonstrated musical entrainment through both
qualitative and quantitative data which suggested
premature babies could be calmed by the effects of
hearing simple melodies in an overstimulated and
noisy hospital environment. The second and third
instalments in this section of the conference were
presentations by Mary Haiping Cui, A Cross
Cultural Study of Music Listening Experience,
Preference and Health between China and Scotland
and by James Kennaway, Medicine, Politics and
Sexuality in the Invention of the Teenage Music
Victim respectively.

The theme for the next three papers was
Experience, Quantifying Outcomes Ethics and
Government Policy/Research  Funding. Kevin
O’Shanahan presented his paper, The Benefit of
Participative Music Making on Personal Recovery
in Mental Health Care Contexts: An Ethnographic
Enquiry. This paper emphasised the difference
between personal and clinical recovery encouraging
a bio-psychosocial approach moving from
pathology to wellbeing. Gwawr Ifan, a lecturer in
music and professional musician, discussed
Developing a Typology of Competencies for
Professional Musicians Involved in  Music
Residency Programmes for People with Dementia.
The research revealed skill sets required of
musicians in these settings including a sense of
empathy,  observation, cultural  sensitivity,
improvisation, and adaptability. The final paper in
this section was presented by Alexis Kirke
regarding the Ethical Issues in Intelligent Directed
Media.

The conference concluded with a panel
discussion involving all key speakers. Music
therapist Gary Ansdell (Nordoff Robbins Music
Therapy) described his collaborative six-year
longitudinal ethnographic research titled Musical
Pathways and Mental Health. Ethnomusicologist
Caroline Bithell (University of Manchester)
discussed the need to convert ethnographic data
into evidence and the ethical imperative to relate

research findings to cross-disciplinary theoretical
paradigms. Music psychologist lan  Cross
(University of Cambridge) followed on a similar
note  discussing the  paradigmatic  and
methodological challenges faced before
reconciliation between ethnomusicologists and
music scientists can occur. In conclusion, music
therapist Giorgos Tsiris (Nordoff Robbins Music
Therapy and St Christopher’s Hospice) posed
questions in relation to collaborative research and
evaluation: what counts as ’evidence’, for whom,
and why? Tsiris discussed the development of a
research culture within music therapy as a means of
enhancing research resources for the profession and
to promote the growth of research ‘users’ and
‘doers’. The plenary discussion was summed up by
ethnomusicologist Kathleen J. VVan Buren.

Having recently completed an MA in
Ethnomusicology, where | developed a key interest
in medical ethnomusicology, | found the conference
underlined the need for further collaboration
between science and the humanities endorsing both
positivist and humanistic/holistic approaches to
music, health, and wellbeing. From an
ethnomusicological perspective | was left with a
sense that there seems to be a positive cultural shift
in the way we perceive music, health and wellbeing
in western society.

Suggested citation:

Mc Guigan, N. (2014). Conference report: “Rethinking
interdisciplinary collaboration: Towards new ethical
paradigms in music and health research”. Approaches:
Music Therapy & Special Music Education, 6(1), 57-58.
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Néeg Anpocievoeis oty EALaoa (2013-2014)

New Publications in Greece (2013-2014)

Suléynkav amd tov IMaopyo Toipn

Compiled by Giorgos Tsiris

H evomta Nésg Anuooicboeic oty EAldda
OTOXEVEL GTNV EVNUEPMOOT TOL OVOYVAOGTIKOD
KOWOoU Yo TNV TpEYOVTa. EAANVIKY PiAloypagia
OYETIKA He 1Tn povowobepameio, TNV €101KN
LOUGIKY  TOWOy®YlKy Kot  OGAADL  GLYYEV
EMOGTNHOVIKA TEDIOL.

H evomto vt mepihapPdvel onpoctedoelg
BPriov, TPAKTIKOV Omd CLVEDPLL, KEPAAMI®MV
Kot apBpwv mov Exovv dnuocievtel oty EALGSQ
K0T TO TPEYOV KOl TO TTPOTYOVLEVO YPOVOAOYIKO
étog. Ilepthapfavovtar keipeva ypoppéva otnv
eMMVIK YA®GGo0, kabBdg emiong Kot oyyAkd
Keieva To.  omoia  €yovv  OMUOCIEVLTEl  oF
eMnvikés  myég  (Ommg  eAAnvika  PipAda,
TPOKTIKG KO TTEPLOSIKCEL).

H evéomra oavt) onupoocledetol  otov
TPOTO aplpd Kabe TEVYOVG TOL TEPLOSIKOV.
Yuyypoaeeic, €peLVNTEG Kol GAAOL EVOLAPEPO-
pevol eivar €umpdcdeKTOl Vo oTEIAOVV  OTOV
Apyovvtaktn  (approaches.editor@gmail.com)
OYETIKEC TOPOATOUTEG ONUOCIELCEDMV (DOTE VO
CLUTEPIANPOOVV GTO EMOUEVO £0PIVO TELYOG TOV
TEPLOOIKOD.

The section New Publications in Greece aims to
raise the readership’s awareness of the current
Greek literature regarding music therapy, special
music education and other related fields.

This section includes publications of books,
conference proceedings, chapters and articles
that have been published in Greece during the
current and previous calendar year. It includes
texts written in Greek language, as well as
English texts which have been published in
Greek sources (e.g., Greek books, proceedings
and journals).

This section is published in the first issue of
each volume of the journal. Authors, researchers
and any interested parties are welcome to send
relevant references to publications to the Editor-
in-Chief (approaches.editor@gmail.com) so that
they can be included in the next journal’s Spring
issue.

Biria
Books

i

ApOpa

i

Articles

Kailpomodrov, E., & Mrardvrive, A. (Em.).
(2014). Ewaywyn omyv  E@vouovoixoloyio.
Abnva: Acivn.

Kapndine, I, & Xraerowomyg, I. (2013). To
Epyaotipr e Movaoixng: Anuiovpyw Movoika.
Opyava, 2ovlétw Movaoika ~ Apoueva.
Abnva: Fagotto.

Kavelhomovdrog, IT. (2013). Avalntdviog to poro
TOV LOVGIKOD OUTOGYEOIOGHOD OTN LOVLGIKY
exnaidevorn: Ot Tadaymylkég duvatoOTNTEG TG
koAMépyewag G (Lovolkng)  edevbepiag.
Movoikomordoywyika, 11, 5-43.

Kessler-Kaxkoviion, L. (2013). Kpitik) DVD: “‘I
Have Become Young Again’. Music, Language,
Movement: Aurtistic and Pedagogical
Opportunities for People in Advanced Age”
(Christine  Schonherr & Coloman Kall6s).

Approaches:  MovoikobOspancioo &  Eidwn
Movaixn Hodaywyixy, Eidiké Tevyog 5(2), 219-
222.
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Hacwein, B. (2013). Bifhoxpirikn: “Developmen-
tal Speech-Language Training through Music
for Children with Autism Spectrum Disorders”
(Hayoung Lim). Approaches: MovoikoOeponeio
& Eidixiy Movoix Ioaudoywyik, 5(1), 62-66.

Salmon, S., & Toipng, I'. (2013). To Orff-
Schulwerk otov 2lo aova: ‘Eva  «dyplo
AOVAOVOW;. Approaches: MovoikoOepansio &

Eidikn Movowky Houdoywyixy, Eioiko Tebyog
5(2), 94-96.

Schumacher, K. (2013). H onpooio tov Orff-
Schulwerk ot povoky] kowwviko-gvtaglok
moday®ykn Kol ot povowofepaneio
(EAAvicn petdopaon: Acmacio Opaykovin).
Approaches:  MovoikoOeporeio. &  Eidikn
Movoikiy [oudaywyixn, Edwo Tevyog 5(2), 106-
112.

Toipng, I'. (2013). Movowkn, vysio kot evelia: H
avéykn  ylo  TOALQOVIKOLS  SlAOYOLG.
Approaches:  MovoikoOspaneio. &  Eidwn
Movaowr Hoidaywyixi, 5(1), 3-4.

Ouvadvov, M., & Taravaxn, E. (2013). 'Eva
TPOYPOUUO HovotkokivnTikng aywyng Carl Orff
yio. pobntég pe mpoPAnuato axong. Approaches:
MovaikoBepareio, & Eidixn Movoikn
Howdaywyiki, Eiowo Tevyog 5(2), 194-206.

®paykovrn, A. (2013). Movoikobepomeio otnv
€N  ayoyn: A&wAdynon ¢ TOLOTNTOC
oxéong. Approaches: MovaikoOsporeio &
Ewoweny Movowey; Towdaywyixn, Eidiko Tevyog
5(2), 138-151.

Yairomovrov, A.,, MixeM, M., & Kafapdivog,
N. (2013). H povowkoBepaneio péco amnd to
Préupo yovéov ApeA: Mo véa 000¢ Tpog
ovolwoTikr]  Peitioon  mowdtmrog  {ong,
Movaikoroudoywya, 11, 91-109.

AyyhMka apOpa og
EMVIKA TTEPLOOIKE

English articles in
Greek journals

Agalianou, O., & Alexiadi, K. (2013). The
Hellenic Orff-Schulwerk Association (ESMA):
Historical review, evolution and prospects.
Approaches: Music Therapy & Special Music
Education, Special Issue 5(2), 207-214.

Akombo, D. (2013). Effects of community African
drumming on generalised anxiety in adolescents.
Approaches: Music Therapy & Special Music
Education, 5(1), 25-33.

Chambers, C. (2013). Music therapy by proxy:
Using humanised images in song. Approaches:
Music Therapy & Special Music Education,
5(1), 18-24.

Colwell, C. (2013). Children’s storybooks in the
elementary music classroom: A description of
their use by  Orff-Schulwerk teachers.
Approaches: Music Therapy & Special Music
Education, Special Issue 5(2), 175-187.

Danuser, E. (2013). DVD Review: “I Have
Become Young Again’. Music, Language,
Movement Acrtistic and Pedagogical
Opportunities for People in Advanced Age”
(Christine  Schonherr & Coloman Kall6s).
Approaches: Music Therapy & Special Music
Education, Special Issue 5(2), 223-224.

Darrow, A. A. (2013). Music therapy and special
music education: Interdisciplinary dialogues (An
interview by G. Tsiris). Approaches: Music
Therapy & Special Music Education, 5(1), 12-
17.

Filianou, M., & Stamatopoulou, A. (2013). Orff-
Schulwerk in special education: A case study.
Approaches: Music Therapy & Special Music
Education, Special Issue 5(2), 125-131.

Fragkouli, A. (2013). Music therapy in special
education: Assessment of the quality of
relationship. Approaches: Music Therapy &
Special Music Education, Special Issue 5(2),
152-165.

Fulford, R. (2013). Conference report: “Society for
Education, Music and Psychology Research
(SEMPRE) 40th Anniversary Conference”.
Approaches: Music Therapy & Special Music
Education, 5(1), 75-78.

Gooding, L., Hudson, M., & Yinger, O. (2013).
Students with special needs in the 21st century
music classroom: Practices and perceptions of
Orff- and non-Orff trained educators.
Approaches: Music Therapy & Special Music
Education, Special Issue 5(2), 166-174.

Graham, J. (2013). A tribute to Robin Howat.
Approaches: Music Therapy & Special Music
Education, 5(1), 8-9.
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Hara, M. (2013). Book review: “Music Therapy: A
Perspective from the Humanities” (Even Ruud).
Approaches: Music Therapy & Special Music
Education, 5(1), 71-74.

Kaikkonen, M., & Kivijarvi, S. (2013).
Interaction creates learning: Engaging learners
with special educational needs through Orff-
Schulwerk. Approaches: Music Therapy &
Special Music Education, Special Issue 5(2),
132-137.

McCord, K. (2013). Universal Design for
Learning: Special educators integrating the Orff
approach into their teaching. Approaches: Music
Therapy & Special Music Education, Special
Issue 5(2), 188-193.

Molyneux, C., & Hoskyns, S. (2013). A tribute to
Robin Howat from the New Zealand music
therapy = community.  Approaches:  Music
Therapy & Special Music Education, 5(1), 10-
11.

Northey, T. (2013). What happens when the
musicians leave? Case study of a Jessie’s Fund
project to develop teachers’ skills and
confidence. Approaches: Music Therapy &
Special Music Education, 5(1), 43-49.

Pasiali, V. (2013). Book review: “Developmental
Speech-Language Training through Music for
Children with Autism Spectrum Disorders”
(Hayoung Lim). Approaches: Music Therapy &
Special Music Education, 5(1), 67-70.

Perakaki, E. (2013). Can a music course on Greek
traditional music change pupils’ dispositions? A
classroom teacher research project. Hellenic
Journal of Music Education, and Culture, 4,
Article 3.

Plahl, C. (2013). Book reviews: “Orff Music
Therapy: Active Furthering of the Development
of the Child” (Gertrud Orff) and “Key Concepts
in the Orff Music Therapy: Definitions and
Examples” (Gertrud Orff). Approaches: Music
Therapy & Special Music Education, Special
Issue 5(2), 215-218.

Salmon, S., & Tsiris, G. (2013). Orff-Schulwerk in
the 21st century: A ‘wild flower’? Approaches:
Music Therapy & Special Music Education,
Special Issue 5(2), 91-93.

Schonherr, C. (2013). Elemental Music and Dance
Pedagogy (EMDP): Artistic and pedagogical
opportunities for people in advanced age.

Approaches: Music Therapy & Special Music
Education, Special Issue 5(2), 119-124.

Schumacher, K. (2013). The importance of Orff-
Schulwerk  for musical social-integrative
pedagogy and music therapy (English
translation: Gloria Litwin). Approaches: Music
Therapy & Special Music Education, Special
Issue 5(2), 113-118.

Tsiris, G. (2013). Music, health and wellbeing: The
need for polyphonic dialogues. Approaches:
Music Therapy & Special Music Education,
5(1), 5-6.

van der Schyff, D. (2013). Emotion, embodied
mind and the therapeutic aspects of musical
experience in everyday life. Approaches: Music
Therapy & Special Music Education, 5(1), 50-
58.

van der Schyff, D. (2013). Music, culture and the
evolution of the human mind: Looking beyond
dichotomies. Hellenic Journal of Music
Education, and Culture, 4, Article 1.

Voigt, M. (2013). Orff Music Therapy: History,
principles and further development.
Approaches: Music Therapy & Special Music
Education, Special Issue 5(2), 97-105.

Wood, S. (2013). Book review: “Invitation to
Community Music Therapy” (Brynjulf Stige &
Leif Edvard Aarg). Approaches: Music Therapy
& Special Music Education, 5(1), 59-61.

Wylie, J., & Foster-Cohen, S. (2013). Musical
play as therapy in an early intervention
programme. Approaches: Music Therapy &
Special Music Education, 5(1), 34-42.
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Ipoceyn Apouseva

Upcoming Events

H evomra Ilpooeyn Apaueve amockomel otnv
EVNUEPMOT TOV OVOYVEOOTIKOD KOWOV Yol TPOGEXN
GUVEDPLOL KO CEUVAPLOL OYETIKA HE TO Tedla NG
povowobfepaneiog kot TG €WKNG  LOVOIKNG
modoyoykne. Iepthopfdvovtor ovakowmoelg yio
ONUOVTIKE cLVESPLE Kot GuUTOGL oL dte&dyovTat
o€ d1ebvég enimedo, evd Waitepn Epeaon divetat 6T0
EAMMNVIKO TPOGKNVIO.

H evomto avt Aettovpyei GUUTANPOUOTIKA
pe v avtiotoyn 1otocehido, tov Approaches
Omov  TpocépeTol  pio  wo  wANPNG  Aota
dpmdpevov: http://approaches.primarymusic.gr. Xystt-
KéC  TWANpoQopieg  mWPog  Onpocigvon 610
Approaches  pmopodv  vo  otéhvoviar  GT0:
approaches.adm2@gmail.com.

The section Upcoming Events aims to raise the
awareness of readership for forthcoming conferences
and seminars related to the fields of music therapy
and special music education. It includes
announcements  of  major  conferences and
symposiums that take place internationally, while
particular emphasis is given to events that take place
in Greece.

This  section  complements the relevant
webpage of  Approaches where a  more
comprehensive  list of upcoming events is

provided at: http://approaches.primarymusic.gr. Rele-
vant information for publication on Approaches can
be sent to: approaches.adm2@gmail.com.

Meeting of the Creative Arts Therapies

- p— Date: 18-20 July 2014
L Place: Aigio, Greece
Organisers:

Information:

Tasos Babalis, Mirto Lykopoulou, Evangelia Arachovitiy & Vicky Karkou
www.facebook.com/artstherapies & foteini_arts_therapies@yahoo.gr

40"™ AMTA National Conference

Title:

Integrate. Celebrate.
Date: 29-30 August 2014
Place: Queensland, Australia
Organisers:

Information:

Musicking: In and Beyond Therapy. Turning 40: Evaluate. Explore.

Australian Music Therapy Association (AMTA)
Www.austmta.org.au/event/amta-national-conference-and-pds-2014

Perspectives on Musical Improvisation 11

Date: 9-12 September 2014
BN Place: Oxford, UK
Fale®  QOrganisers:

Perspectives on Musical Improvisation (PoMI), University of Oxford,

AHRC Research Centre for Musical Performance as Creative Practice

Information:

www.music.ox.ac.uk/pomi/welcome.html
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Recent Advances in the Science of Singing, Wellbeing and Health

A== Date: 10 September 2014

eale= Place: London, UK
Organisers:  RCM London
Information: www.rcm.ac.uk/events/listings/details/?id=387999
AMTA 2014 Conference
Title: Pursue Your Passion for Music Therapy

Eg—  Date: 6-9 November 2014

e Place: Louisville, KY, USA
Organisers:  American Music Therapy Association (AMTA)
Information: www.musictherapy.org/events/amta 2014 conference

pursue_your passion _for music_therapy/

The 10" International Symposium on the Philosophy of Music Education

Date:

Place:
Organisers:
Information:

3-7 June 2015

Frankfurt, Germany

International Society for the Philosophy of Music Education
http://ispme.net/index.php/2015-frankfurt-am-main-germany/

European Consortium for Arts Therapies Education Conference 2015

Date:

Place:
Organisers:
Information:

16-19 September 2015

Palermo, Italy

European Consortium for Arts Therapies Education (Ecarte)
www.ecarte.info/conference/
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Mera@paocpéves Iepuqyerg ApOpav

Translated Abstracts of Articles

The Personal Journey of Anthi Agrotou Through the Development of
Music Therapy in Cyprus

Anthi Agrotou
Interviewed by Dora Pavlidou

Abstract: This interview focuses on the personal journey of Dr Anthi Agrotou which occured at a time when
music therapy in Cyprus was in the early stages of its development. She describes how she came to the field
of music therapy and refers to some milestones in her professional career. At the same time she talks about
the resources that she has used and gained during her career, while she offers some suggestions for music
therapy’s further development in Cyprus.

Keywords: Cyprus; psychodynamic music therapy; experiences; development

Dr Anthi Agrotou received her first degree in Ancient Greek Literature from the University of London and
then studied Music Therapy at the University of Roehampton, Surrey. She obtained her PhD from the
University of Sheffield, and is a registered music therapy supervisor at the European Music Therapy
Confederation. In 2002 she released a documentary entitled Group Music Therapy with People with
Profound Learning Disabilities and their Carers. She has worked in state schools and institutions abroad
and in Cyprus. She taught music therapy at the Catholic University of Lueven, Belgium, at the University of
Cyprus and now teaches in the Arte Music Academy.

Email: anthiagr@spidernet.com.cy

Dora Pavlidou is a music therapist and works in Cyprus. She holds an MA in music therapy (Nordoff-
Robbins) and a degree in music. Today she is a trainee in the Benenzon method. She is the coordinator of
links and upcoming events of Approaches: Music Therapy & Special Music Education.

Email: dorapavlidou@gmail.com

To IHpéypoppe Piano Wizard: Aventvccovras éva Movoiko
Hpoypappa Aré Biov MaOnong yro Hukiopévoug

Melita Belgrave

Hepidnqyn: Kaboc o ynpdokav minbuoudc cvveyiler vo av&davetal, 1 avaykn yuo. LovctkobepamenTikd
npoypappate Kot mopepPaoeic eveliog yivetar oroéva kot peyodvtepn. [lpoypappotikd omoteAéopara,
OGS M TPOGONOT EVKAPLDY Y10 TOVE NAKIMUEVOLG GYETIKA pe: 1) T pnabnon véwv de&lothtav, 2) tn Afym
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amo@dceny, 3) T 60UNCT TOL YPOVOL UECH TNG AVATTLENG HOVGIKAOV Sel0TNTOV, KOl 4) TNV KOWV®VIKY|
oAANAeTiOpaon pe dALOVG, o TPETEL VO AVTILETOMIOTOOV KOTE TNV OVATTLEN €VOG LOVGIKOOEPATEVTIKOD
TPoYpaupaToTog gveiag. Avtd 1o GpBpo kataypdeesl TV e£EMEN evOC TETOOL TTPOYPAUUNTOG TO OTOT0
e€etdlel To ToPAmAVE TPOYPUULOTIKG OTOTEAECUATA EVD TOPAAANAL EVIGYVEL TN YVOOTIKT, WYUYOKOIWVOVIKN
KOl GOUATIKY Agttovpyio TOV NAKIOUEVOY.

A€&Earg KAa1d1G: ynpavon: Tpoypdupota eveélag povotkobepameia

H Melita Belgrave oloxipmce mroylokés omovdég povoikobepameioc oto Michigan State University.
Améxtnoe emiong HETAMTVYIOKO GTN HovolkoBepamein, TOTOTOINGN OTIG UEAETEG TNG YNHPAvVoNS, KaODG Kot
ddaktopikd Titho 0T HOVOIKY ekTaidevon pe Epeacn otn povoikofeponeio oto Florida State University.
‘Exetl epyaotel o¢ povotkobepamedTpla 6Ty €0IKN Oy®YT, GTNV WOUXIKN VYELN, OTNV OTOKATAGTACY, GTNV
OVOKOVQIOTIKY] KOl TOPNYOPNTIKY (@POovTidn, oTn ynpltplkn, Kabmg kot oe dwoyeveakd mAaicwo. Ta
EPELVNTIKA TNG EVOlPEPOVTA GLUTEPIAAUPAVOVY T povokoBepameio pe nAkiopévovg, v gueia Ko To
owyeveakd miaicla. ‘Eyxet mapovoidost oe mepipepetokd, eBvikd kot 61e6viy cuvédpla, Kol ol EPEVLVES TNG
£€YoVV OMUOCIEVTEL 6 €BVIKA KOl O1EOVT| EMLGTNLOVIKA TEPLOJIKA.

Email: belgravem@umkc.edu

Movowki] Exktéleon kot Zoppetoyn): M Ilorvotiki) Merétn Tov
Hpaxktikov Movowkig Exkraiogvonc oty Pnoewukda Bacwopévny
Movoikotpornio pe NEovg pe LOPATIKES Avamnpieg

Bo Nilsson

Hepidnqyn: To dpbpo avtd TapPovcldlel To AMOTEAEGUATO OO UK EPEVVNTIKY UEAETN TG «MOVGIKNG
EBdopadac»: evog efdouadiaion Hoveikol TpoypApIatog Tov TPayUaTotolinke o éva Zoundikd onuocio
oyxoielo devtepofdbinac ekmaidevong — éva owotpopeio ekmaidevong evniikov Xxavéwvapucod otvi. O
o0TOX0C TOV TPOYPauHaTog ¢ Movoiknig Efdopddoc Ntav m evbdppuven g ovupETOoyng VEOV pe
COUOTIKEG avommpieg o€ HOVGIKEG dpaotnplotnTes. Pnelakég povoikég puuicelg ypnoyoromdnkay yio myv
Tapoyn epyoreiwv 1000 Yoo TNV extéAecn, 660 Kol Yo Tr Onovpyio povoikng. To mpdypappo g
Movoikng EBdopddoc nTav pépog vog LeyoAdTEPOL TPLETOVG LOVGLKOD TPOYPAUUATOS.

O K0OPLOg GKOTAC TNG TOPOVGOC EPEVVNTIKNAG UEAETNG TAY TOGO 1) OlEPEDVIION TG AAANAETIOpaoNg Kot
TOV TPOKTIKOV LOVCTKNG EKTOIOELONG TTOL eQapUOSTNKAY KOTa TN dtdpkela g Movotkng EBdouddag, 66o
Kot 1 dlepedivnon TV HOLGIKGV pubpicemv mov ypnoyomodnkay 610 TAAIG0 Tov Tpoypdupatoc. H
epeuvNTIKN uéBodog Ntav v pépetl epumvevouévn and ebvoypaeikég pebddovg. T pelét eviomioTnkay dVO
Boctkég mopoAAayEC TG UOVCIKNG OdackaAiog o€ oudoes: 1) SO0CKOAMO TPOCAVATOMGUEVT TPOG TN
LOVCIKY EKTEAEOT], HE oGP OTOHYO TNV €KTEAEON TPAYOLIIDV Y €va Kowod, Kou ii) oOldackoiio
TPOCAVOTOMGUEVT] TPOG TN HOVGIKY] GUUUETOYN, OTOL Ol GLUUETEYOVTEG &iyov TN dvvatdtnTe Vo
e€epeuviGoLY TO JUVOUIKO TOVG OYeTIKA To moiiwo kol ) Onuovpyio povoikns. EmmAiéov, ta
amoteléopata deiyvouv OTL o1 povoikéc pubuicelg Bo mpémer va eéetdloviol pe €vav OMOTIKO TPOTO
ocoumepapPavovtag dtipopa €101 TOPOV: LOVGIKAV, TEXVIKMV, COUATIKOV, YOXOAOYIKOV KOl TPOCSOTIKOV.

A£Eelg KAEOW0: LOVGIKOTPOTIO: LOVGIKY EKTOIOELOT TPOCPAGIUOTNTO YNELOKE HOVGIKE  Opyava:
avamnpio: TPoaywyn tng vVYelag: CAANAETIOPACT: TOATIGUIKY GLVEIdN oM VEOL

O Bo Nilsson, PhD, givat emikovpog kabnynmg eknaidevong oto Iavemotiuo tov Kristianstad, Zovndio.
Ta epevvnTIKA TOV EVIAPEPOVTO GUUTEPIAAUBAVOVV TN LOVGIKT ONUOVPYIKOTNTO TOV TodlOV, TN LOVGIKN
oTNV €0IKN Ay®YY], TO ONUOPIA TOAMTIGUO, KOl TIG TEYVOAOYIEG OTN HOVGIKN ekmaidgvon kot T Snpocio
vyeia. 'Elafe 10 d1daktopikd tov 611 povotkn ekmaidevon to 2002 amd to Malmé Academy of Music tov
[Movemomuiov Lund. O Bo diddokel ka1 emomtevel oto mpoypoupo Exmaidevong Koabnyntov kot oto
mpoypoppe Anpoociag Yyelog. Aidafe HOVLOIKN KOl EMGTAUN Y. TOAAG YpoOvVio oTo TAQIGLO NG
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VIOYPEDMTIKNG EKTAIOEVOTG TNG XouNdiag Kot NTav LEAOG TNG OLAdNG EUTEIPOYVAOUOVOV TOV GUVETUEE TO VEO
OVOADTIKO TPOYPOLLLLLO, LOVGIKNG Y10 TV DITOYPEMTIKT EKTidELOT 6T Zovndia To 201 1.

Email: bo.nilsson@hkr.se

Yxki0ong Oriyn: E€epeovovrag ™ Aektikotnta Tov Ilevlodvrov
Mntépov Ilpoc ™ MovowoOepoameio Metd amd tnv Amofoin 1 ™
Ovnoryévera

Margaret Broad

Hepidnqyn: To mévBog mov akoiovBel v amoPoin N tn Ovnotyévela pmopel va elvarl po TpPOLUOTIKN
eumeipio. Kabe nuépa oto Hvopévo Baociielo nebBaivouv dexoentd popd oc amotélecpo Bvnotyévelag M
veoyvikol Bavdtov, evd mepimov pio 0TI TEGGEPLS EYKVIOGVVES KATUANYEL GE amofoin. Avtd to 1dt0itepPO
€ldog ammAelog dlapEPeL 0md AAAEG LopPEC TEVOOLG KaBMC 1 OAiym apopd pia (o 1 onoia dev élnce. Agv
VIAPYOLV gUTELPiEG N avapviceLs Tov potpdotnkay. H ‘oxidong OAlyn’ (shadow grief) pmopei va dopkéoet
Y. TOAAG ¥pOViK, OAAG, TOPA TIC TPOCPUTEC PEATIDCEL GTOV TOUEN TNG TWOALTIKNAG Yo TNV VYElR, Ol
mevBoovteg yovelg dgv vmootnpilovtal whvtote emopkdc oto wEVOOC Tovg. Ml EmMGKOTNON NG
Biproypapiog avadekvidel Ty amovsia g povcikodepaneiog 6e avTdV T0 YMOPO.

Q¢ mpdOpoRog Yoo TV VLAOTOINGN KAWVIKOD €pyov, Ot KUPloL GTOYOL OVTNG TNG TOWTIKNAG UEAETNG
EPIKTOTNTOC NTAV M OlEPEVVNOT TOV EUTEIPLOV TEVOOVE TOV UNTEP®Y TOL €YoV PldCEL amMAELD AOY®
Bvnoryévelng 1 omoPoAng, Kot n HEAETN TNG JEKTIKOTNTAS TOLG TPOS TN Hovoikobepameios mg po mbavn
napépPoon ywo to mévBoc. Ipaypatomombnkay n-dounuéveg cuvevteDEELS e HEAN VOGS OPYAVIGLOD TTOL
vroopilel mevbodvteg yoveic. Ta evprjuota deiyvouv 0Tt 1| povoikobepameio xel mOovO TeEdio EPAPUOYNC
ot otpiEn TpdésPate TEVOOIVIOV YOVEDY, OTOU®MY TOV VTOPAALOVTOL GE UI0 EMOUEVT] EYKVHOGVUVT), KOAOMDG
Kot aTOp®V ov Pirdvovy okiddn OAiym votepa amd pakpoypdvio mévBoc, pésa and v aAAnAenidpaon pe
TIC VAGPYOVOES VTOGTNPIKTIKEG VANPECIEC Kol TN OEVKOADVOT TOV  OVOYKOV VTOCTNPIENS Kot
TOPOKOAOVONONG TOV HEADY TOPEUPEPDY OPYUVICUDV.

Aé&Earg Kheod: povoikobeponeios amofoin: Bvnoryévewn: mévBoc OAiyn: yovéag: avdupvnon: vrootnpién:
TOL0TIKY|

H Margaret Broad svtaybnke oto npocwmikd tov Nordoff-Robbins Music Therapy ot Tkwrtio to 2010,
(PO OAOKANPMOOE UETATTVYLOKEG OTTOLOEG Lovaikobepamneiog oto Queen Margaret University. Emiong, etvon
amoéportog Tov pdnv Royal Scottish Academy of Music and Drama kot éyetl eKTEV] EUTEPIO MG LOVOIKOG
oTNV €KKANGIO Kol ®G 1O1TIKN EKTAdeVTIKOS. Me £€dpa to Tayside, epyaletor mg povoikobepanevTpla otV
TOPNYOPNTIKT PPOVTION, KOl e T8 Kol EVAAIKEG UE Eva €0pOG LaONGLOK®OY GVCKOAM®MY, EMIKOVOVIOK®OV
dloTapay®Vv, Kabdg Kol KOWVOVIKOV, GLUVAIGOMUATIKOV Kol GOUTEPIPOPIKDOYV SVGKOAIDV.

Email: mvbroad@talktalk.net
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IIAnpo@opisc Kol TPodSLaypaPES

To Approaches: MovagikoOepomsio & Eidikip Movoikny  Toidoywyikii OmOTEAEL TO TPOTO EAANVIKO
EMIGTNLOVIKO TEPLOOIKO OVOIKTNG TPOSPacng To omoio gival aplepmpévo ot povotkobepomeio, 6TV €101KN
LLOVGIKT OO0 y@YIKY, KOt 6 GAAO GUYYEVT] TESIO TPOKTIKNG

To Approaches gkdidetar dVo Popég TO XPOVO GE NMAEKTPOVIKY HOPPN Kot givorl eElevBepa mposPaotipo oo
Tov k@Pe evolapepouevo. TIpokettal v pio mpotomoplaky dpacn otnv EAAGSa n omoia vrootmpiletat
gvepyd omd v Evoon Exnadevtikdv Moveikng Ayoyng Ipotopaduag Exnaidevong (EEMALIIE).

Opapa tov Approaches givot 1 GLGTNUATIKT OVATTLEN KoL TPO®ONOT TOV ETGTNUOVIKOD S1AAGYOV, 1] YOVIUN
ovvdeon g Bewpiag pe v TPan, Kabmg kol 1 £yKvpn EVNUEPMGN TOL EVPHTEPOV KOOV HECH Amd TN
dnuocicvon apbpwv Kol epguvadv. Méoa amd TOV 10TOYMPO TOL TEPLOOIKOD UmOopel akoOun o Kdabe
EVOLIPEPOLEVOG VO EVIUEPMVETAL Y10 TTPOGEYY] dpdpeva (0T cuvedpla Kol cepuvapia), va avoalntd pio
gVpEin YKApO OXETIKOV GLUVOESHOVY, kKabmg Kot va gyypaesl oto mailing list kot vo Aappdaver tov Epun — to
emionuo newsletter tov Approaches.

Yog mpookoAovpe vo ovuPdiete oty avamtuén tov Approaches amootéivovtag to GpBpo cog TPog
dnpocigvon (ta apbpa pmopoly vo glvar Ypoppévo oty EMANVIKN 1 oyYAKN YAOooW), 1| Hopalovtog Tic
10éec oog poli pog. H amootoln dpbpav mpog dnpocicvon yivetor uéow email otov Apyisuvtdkn: T'dpyog
Toipng, approaches.editor@gmail.com

o mepocodtepec mAnpopopieg GYETIKA pHe TIG TPOdYPoeES LROPOANS Gpbpwv, TV Katoyvpwon
TVELUATIKOV Okalopdtov, kafdg Kot ) erlocoeio. Tov TEPLOOKOD, EMICKEPTEITE TOV 10TOYMPO TOV
Approaches.

Information and guidelines

Approaches: Music Therapy & Special Music Education is the first Greek peer-reviewed, open access
journal which is dedicated to music therapy, special music education and other related fields of practice.

Approaches is a biannual electronic publication and it is accessible to anyone free of charge. It is a pioneer
action in Greece which is actively supported by the Greek Association of Primary Music Education Teachers
(GAPMET).

The vision of Approaches is the systematic development and advance of scientific dialogue, the fertile
connection of theory and practice, as well as the information of the broader audience through the publication
of articles and research. Through the journal’s website everyone can also be informed about upcoming
events (e.g. conferences and seminars), search a range of relevant links, as well as register to the mailing list
and receive Hermes — the official newsletter of Approaches.

We invite you to contribute to the development of Approaches by submitting your article for publication
(articles can be written in Greek or in English), or sharing your ideas with us. Submission of articles should
be made to the Editor-in-Chief by email: Giorgos Tsiris, approaches.editor@gmail.com

For further information regarding the guidelines for submissions, copyrights, as well as the philosophy of the
journal, please visit the website of Approaches.
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