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Inueioua tov Emueinm Xovaénc

Yg Ilegprodovg Kpiong:
Movowki], Ayann kar AvOpomivn Zon

INopyog Toipng

Kotd 1t odpkewn mpoetoyociog avtod  TOv
TEVYOVG TOL Approaches, GNUOVTIKEG KOWOVIKEC,
TOMTIKEG KOl  OLKOVOMUKEG — OoAAOYEG  €yovv
dwdpapotiotel Oyl povo oty EAAGS, aldd Kot o€
GAAEC YDPEG OVA TOV KOGHO, LE CLYVE OLGUEVEIQ
EMATOOES otV kobnuepwvn  dwpPioon Ttov
avlpoOTOV.

Ye meplddovg Kpiong, Om®G 1 ONUEPWV, TO
EPOTNUO  7OL0¢ &ivar 0 &V OVVAUEL POLOS THS
Hovaixng oy ovlpomivy o, omoKtd ioitepn
Kot Koipio onuacio. Tu pmopel va mpooeépetl M
HOVGIKY GTNV TPomOnom oyl LOVO TNG TPOCOTIKNG
evellag, oAAG KOl TNG KOW®MVIKAG OVOVEDCNC Kol
petapdpewong Tu pmopodv va mpocspépovv ot
EMOYYEALATIEG LOVGIKNG (OTTMG LOVOIKODEPUTEVTEG,
dUOKOAOL HOVGIKNAG KOl GAAOL EMAYYEALOTIEC OTO
nedlo NG HOLGIKNG KOl VYEING) OTIG TOMIKEG
KOWOTNTES EVTOG TV omoiwv fovv Kat epydlovto;
Y& TEPLOSOVE TOV Ol VTAPYOVGEC KOWMVIKEG OOUEG
KOTOADOVIOL, 7OV TO TOATIKG KOl OUKOVOULK(
GUGTNOTO OTOTLYYXEVOLVY, TOL M €Amida, M TioTn
KOl Ol  KOw®Vikoi Ogopol  t@v  ovOpdnwmv
e€acbevody, TU  WPOyuaTIKA ~ umopohv  va
TPOCPEPOLVYV O1 ENOYYEALOATIEG LOVGIKNG;

Kobhg ovalntd omavtioelg ot moponivm
EPOTAOTO, 000 AEEELG £pYOVTOL KATE VOU: HOVOIKA
Kot ayomn. Mepwd moapadsiypoto  EUmpoKTng
VONUOTOOOTNONG Kol EQAPUOYNG QVTMV TV AEEE@V
om Cof pmopovv vao avalntnbodv cto £pyo
avBpodTmv pe opapa, 6nmg N Boxill, o Geuter kot o
Robbins.

«H povoixobepomeio sivor ayamn v Opooery.
avtd gival ta Aoy ¢ Edith Boxill (1916-2005),
omoia idpvoe 10 dikTvo MovaoikobBepamevTes yio Ty
Epiivy (Music Therapists for Peace') woté
dekoetio Tov 1980 kol aQEP®CE TO €PYo TNG GTNV
npodbnon g epnivng oe  debvég  emimedo.

' T mepiocdtepec mnpogopiec, BA. Boxill (1997) kot Tov
ax6Aov00 16ToYMpOo: www.musictherapistsforpeace.org

Xopupova pe v dw, ot povoikoBepomevtég
SLBETOVV aVEKTIUNTOVE TOPOVC, Ol OTTOI0L UTOPOVV
va o@erncovy Tig {wég Tov avBpdnwov Tépa and Ta
opwo tov ‘Bepamevtikod dwpatiov’ (Vaillancourt
2011). H Boxill micteve 611 o1 mOHpoL Kot Ot
IKOVOTNTEC TV UOVGIKODEPATELTOV UTOPOVY V.
OEPOLY TNV «ayamn €V OpaceEly EVIOG  TNG
TayKOCHOG  kowotntag, kol Oappd Tog dgv
ovoEEPOTAY OTNV OYATY HE TN POUAVTIKY £VvOold
mg Aééng. H mpoomtikny g Boxill @aivetor va
ouvadel pe avtiqv tov Herbert Geuter’ o omoiog
Osopovoe TNV Ooydmn ®©C WO GUYKEKPLUEVN
mowdtnta avridnwng (Turry 2001). Avti n oot T0
avtiinymg yapaxtmpiletoar and ) BEANoN Tov €vdg
VO KOTOVOTNOEL TIG OVAYKES KO TIG SOLUVUTOTNTES TOL
GArov.

AvoeplOleEVOG 0TIV aydmn Kol To pOAO TNG O
oxéon petald povokobepamevtny Kol TEAATN
(Bepamevdpevov), o Clive Robbins (1927-2011)
elye avapépel ta €ENG:

«[Totevm O6TL N otdon evog [Bepomevtn] Yo TV
ayann mpog Evayv mEAATN ivol TOAD GNUAVTIKY.
Avt dev gival pio popovTIKi 1 CuVoUeONUATIKN
ayann. Eivar avidiotedng 11 Gvev opov oaydm:
Oélw vo cioor mo evtoyiouévos. Xe yvapilw.
Exw 0ebet puoli oov. Ociw va oe vrnpetnow étot
aote 11 {wn cov vo umopel vo, yiver o mlovoia
ka1 oloxAnpwuévy. Ocdm vo oe vnpetow Etol
WOTE VO GPEIS TO. TPAYUOTO TOD KATOGTIPEPOVY TH
uetémerta (w1 oov kot TS oyéoels oov. Ol vo
OV UGOEIS TEPIOOOTEPO. TYETIKG. [UE TO TS EIVAL
va gioal €o0...» (Robbins 2009).

H &%vaun g aydang kot o polog TG HOLGIKNAG
oTNV £KOPAOoT KOl EMKOWV®OVIOL QLTAG TNG dvvauNg
ntav ocuyvo Béua otig Topovcidcel; Tov Robbins.
AlMwoTe dev gival Toyaio mov peTd to BAvoTd Tov
éxel pelvel oty otopioa @G «€vo TopAaderyo

2 O Herbert Geuter fitav o pévtopag tov Paul Nordoff kot tov
Clive Robbins (BA. Simpson 2009).
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ayamng ev opdoeyy (Turry 2012). To épyo tov
Robbins, g Boxill kafdg kot GAAwv avBpdTmv pe
opopa Asttovpyel ¢ Ny éumvevong, Wimg o€
EMOYEC moOL 1 Ohvaun NG ayamng  ouvyva
aviikadiotdtor omd v ‘oydmn’ yio dbvoun 1
e€ovoia.

Me 11¢ mopandve cKEYELS KATA VoL, KOl GE [0l
nepiodo kpiong, cog karwsopilom Bepud oe avtd T0
véo 1ebyog 1oL meprodwoy. Edd Ba  Ppeite
éva. €0pOC OMNUOGIENCEDY GUUTEPIAAUPAVOUEVODY
Tec0apOV  ApOpwv, mEvie PPAOKPITIKAOV, HIOG
OVTOTOKPIONG OO GLVESPLO KABMG Kol oG GEPAG
00 GUUTANPOUATIKO LAIKO: TEPIANYELS amd €va
mpocuvedplokd ocegpvapro g ISME  (2012),
LETAPPUAGUEVES TTEPIANYELS TV ApBpmV, KaOBMG Kot
o Alota pe véeg Oebveic Onuooievcels ko
TPOGEYN OPOUEVQL.

Kobéva amd ta téoocepa dpbpo avtod TOL
TEVYOVG OVTAEL OO TOIKIAOUOPP ETOYYEALATIK
KOl TOMTICMKG 7edios  UOVOIK®DY  TPAKTIKDV,
€0TIOLOVTOC G OLPOPETIKEG TTVYES OVTMOV TMOV
npoktik®v. H Tina Warnock ypaost oyetikd pe
m xpflon g pn-AektkAg  Qovig  oTn
povcikobepameio. AVIAOvTog amd To Ogpamentikd
™G €pyo He pol veapn komého pe pabnotokég
dvokoAieg kot avtiopd, 1 Warnock deiyvel mog 1o
eovNTIKo £pyo (voicework) pmopet va Bondnoet 1o
GTONO GT OMoLVPYio GYECEMY UE TOV E0LTO TOV,
ToUG GAAOLG Ko TO mEPPdAlov TOL — o
dwdkacio amapoitnm Yy v €&EMEN Ko TV
eveia tov atopov otn Lon.

Baivovtog  amd6  éva  mhoiclo  aTOpuKNg
povowobepaneiog  oto  Hvopévo  Booilelo
(Warnock) cg éva ekmondevtikd opodikd mAaiclo
om [I'eppavia, 10 épbpo g Irmgard Merkt
TapovGldlel To £pyo TG Ue TV evtaglokn xopwdio
Voices  omoio amoterel TUAILO TOV TPOYPALUATOC
Dortmunder Modell: Musik ot Xyol Emotnuov
Amoxatdotaong tov [Hoavemommpuiov TU Dortmund.
Ye outd TO TANIG10, 1| GLYYPAPENS TAPOLGIALEL TN
@100l Kot To 100G NG Yopwdiag, Kabdg Kat TIg
EMNTMOCES 1TNG OV OVATTLEN  LOVTEA®V
TOATICUIKNG  GUUUETOYNG 7oL  mpomboldv v
KOW®VIKY €viaén otopmv pe Kol yopig e1dukég
avayKes.

To apBpo g Merkt éxetr éva éupeco ototyeio
KOW®VIKOD OKTIBIGUOD, KATL TOV YIVETOL KON L0
éxdnro 1o dpbpo Twv Hannah Linklater kot Lewis
Forbes o6mov meprypdeovtor 600 SomoMticpkd
KOWOTIKG TTPOYPAUUOTE HOVGIKNG HETOED TToudidY
o Boovia-EpleyoPivn kot ™ Zkotia. To £pyo
tov Linklater ko1 Forbes odeiyver v 1oyxd g
LOVGIKNG MG KOTOADTN Y10l KOWOTIKY] oAAoyn Kot
aVATTLEN KOWOVIKOV deCUOV HETOED Ola-€0VIKOY
ouadwv. H &dvaun g HOLGIKNAG Yol KOWVOTIKY
avamTuén, évtadn kot aAAnlo-omodoyr| eaivetal va
ocvuvnyel pe to opaua ¢ Boxill ko Tov Robbins,
OGS oKy papOnKe TopaTdvo.

To dpapa ko ) TPAKTIKY ®GTOCO, YperdleTon vo
cuvovalovtar pe Kpitikn okéyn, agloloynon kot
GUOTNHOTIKT) GVAAOYT SESOUEVAOV YO TO EPYO TOV
kafevoc. To apBpo tov Martin Lawes @épvel 610
TPOCKNVIO  OUTOV  TOV  GUVOLOOUO ©F  €va
O0VLGLOCTIKO GTOKELD TOCO Y10 TNV OVTATOKPLoT) TV
EMOYYEAUOTIOV OTIG GUYYPOVEC OMALTNOEL Yo
TPOKTIKES Paciopéves og tekpnpila (evidence-based

practices), 0co kot Yy TV  eEacedion
YPMUOTOSOTNONG Y10 TI GUVEYIGT KOl AVATTUEN TV
VANPECI®Y WOV ol 0ot mpoceépovyv. ITo

ovykekpipéva, o Lawes ewsaydyst pio Tpocaproyn
Tov a&loAoynTikov gpyoreiov AQR (Assessment of
the Quality of Relationship), to omoio givor €1d1kd
OYEOOGUEVO Y100 TN HoLGIKOBepameio Kot TOV
avticpd  (Schumacher & Calvet 2007). O
oLYYPAPENS OEiYVEL TG 1 YPNHON TOL EPYUAEiOD
oUTOV OTO YOPO 1TNG ekmoidevons pmopel va
oupfdrier oty avimtuén BepomevtiK®V GYEdi®V,
KaODS Kol OTIG TETPAUNVES KOl ETNOLEG OVOUPOPEG.

Ta apbpa (kebdg Kot TO VAOAOITO VAIKO)
mov  meptopPdavovior  ce  ovtd  TO  TELYOG
ovTiKatonTpilovy Oyt LOVO TO E0POC TV TPUKTIKDYV
povoikng (amd ™ povoikobepaneia, otnv €101k /
€VTOEIOKT LOLOIKN TOdEloL KOl Tn HOVGIKN oTnV
KOWOTNTA), CALA Kol TOV TAOVTO TV TOPMOV TOL Ol
EMOYYEAUOTIEG LOVGIKNG UTOPOVY VO QEPOVV OTIG
Kowavieg péca otig omoieg Lovv kot epydlovtar. Ag
unv mapofrémovpe Aowmdv TIG SLVOTOTNTES OV 1|
HOVLGIKN Kol guels — ¢ HOLoIKA Ovia Kot
EMOYYEAUOTIEG LOVGIKNG — UTOPOVLE VO QEPOVLLE,
10img og TEPLOdoLS Kpionc.

Towe, péow kol evidg TG POVGIKNG, WITOPOVUE
VO (PEPOVUE KOL VO LOIPOGTOVUE 10, OLOLPOPETIKN
mowwTNTa. avtiAnyng. Towg pmopodue vo eépovpe
MV «ayamn ev dpdoely o€ €vav KOGUO Omov M
0éinon yw eéovoia @aivetal vo emikpatel. Towg
umopovLe va d1dayHovpe 0 £vag amd Tov ALV TIHG
elvan va gipoote otn 61kn Tovg B€om Ko vo Bpodpe
EVOALOKTIKODG TPOTOVS GLUVOTTOPENG GTOV KOGHO.

Towc umopovpe va avtooyedidoovue. Mali. Topa.

Biproypagia
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Editorial

In Times of Crisis:
Music, Love and Human Life

Giorgos Tsiris

During the preparation of this issue of Approaches,
major social, political and economic shifts have
taken place not only in Greece, but also in other
countries across the world, often with adverse
consequences on people’s everyday living.

In times of crisis, such as the present one, the
question ‘what is the potential role of music in
human life?’ becomes crucial. What can music
offer to promote not only personal wellbeing, but
also social renewal and transformation? What can
music practitioners (such as music therapists, music
teachers, and other professionals within the field of
music and health) offer to the local communities
within which they live and work? In times when
existing social structures are deconstructed, when
political and economic systems fail, when people’s
hope, faith and social bonds are weakened, what
can music practitioners actually bring?

As I seek answers to the questions above, two
words come to mind: music and love. Some
examples of attributing practical meaning and
applying these words in life can be found in the
work of visionary individuals, such as Boxill,
Geuter and Robbins.

“Music therapy is love in action”: these are the
words of Edith Boxill (1916-2005), who founded
the Music Therapists for Peace' (MTP) network in
the 1980’s and dedicated her work to peace-
building internationally. According to her, music
therapists have invaluable resources which can
benefit people’s lives beyond the limits of the
‘treatment room’ (Vaillancourt 2011). Boxill
believed that music therapists’ resources and skills
can bring “love in action” within the global
community, and I suppose she did not refer to love
in the romantic sense of the word. Boxill’s
perspective appears to resonate with Herbert

! For further information, see Boxill (1997) and the following
website: www.musictherapistsforpeace.org

Geuter’s” view who considered love as a particular
quality of perception (Turry 2001). This quality of
perception is characterised by one’s will to
understand another’s needs and potential.

Commenting on love and its role in the
relationship between music therapist and client,
Clive Robbins (1927-2011) had stated the
following:

“I think one’s [a therapist’s] own attitude of love
for a client is tremendously important. That is
not a romantic or sentimental love. It is selfless
or unconditional love: I want you to be happier. 1
know you. I've become attached to you. I want to
serve you, so that your life can become richer
and more complete. I want to serve you that you
can push aside the things that are destroying
your later life and your relationships. I want you
to teach me more about what it is like to be
you...” (Robbins 2009).

The power of love and music’s role in expressing
and communicating this power was a recurrent
theme in Robbins’ presentations. Indeed, it is not a
coincidence that after his death he is remembered
as “an example of love in action” (Turry 2012). The
work of Robbins, Boxill and other visionary people,
functions as a source of inspiration, especially in
times when the power of love is often replaced by
the ‘love’ for power.

With these thoughts in mind, and in a time of
crisis, I warmly welcome you to this new journal
issue. Here you will find a range of material
including four articles, five book reviews and a
conference report as well as a series of
supplementary  material:  abstracts from a
pre-conference seminar of ISME (2012), translated
abstracts of articles, and a list of new international
publications and upcoming events.

2 Herbert Geuter was Paul Nordoff’s and Clive Robbins’
mentor (see Simpson 2009).
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Each of the four articles in this issue draws from
diverse professional and cultural fields of music
practices, focusing on different aspects of these
practices. Tina Warnock writes about the use of
non-verbal voice in music therapy. Drawing from
her work with a young girl with severe learning
disabilities and autism, Warnock reflects on how
voicework can enable people to build connections
within themselves, with others and with their
environment — an essential process for one’s growth
and wellbeing in life.

Moving from an individual music therapy
setting in the UK (Warnock) to an educational
group setting in Germany, Irmgard Merkt’s article
presents her work with the inclusive choir Voices
which is part of the project Dortmunder Modell:
Musik at the Faculty of Rehabilitation Sciences at
TU Dortmund University. In this context, the
author presents the choir’s philosophy and ethos as
well as its implications on the development of
cultural participation models that promote the
social inclusion of people with and without
disabilities.

Merkt’s article has an implicit element of social
activism, something that becomes more evident in
Hannah Linklater’s and Lewis Forbes’ article
where two cross-cultural community music projects
between children in Bosnia-Herzegovina and
Scotland are described. Linklater’s and Forbes’
work shows the power of music to serve as a
catalyst for communal change and development of
social bonds between inter-ethnic groups of people.
Music’s  potential for community growth,
integration and mutual acceptance resonates with
Boxill’s and Robbins’ vision as outlined above.

Vision and practice however, need to be
combined with critical thinking, evaluation and
systematic evidence gathering for one’s work.
Martin Lawes’ article focuses on this combination
as an essential element, both for responding to the
contemporary demands for evidence-based
practices and for securing funding for the
continuation and development of services. In
particular, Lawes introduces an adaptation of the
AQR (Assessment of the Quality of Relationship)
instrument which is specifically designed for music
therapy and autism (Schumacher & Calvet 2007).
The author shows how the use of this instrument
within the education sector can contribute to the
development of therapeutic plans, as well as to
termly and annual reports.

The articles (as well as the other material)
included in this issue reflect not only the wealth of
music  practices (from music therapy, to
special/inclusive music education and community
music), but also the wealth of the resources that
music practitioners can bring to the societies within
which they live and work. So let's not overlook the

possibilities that music and we — as musical beings
and music practitioners — can bring, especially in
times of crisis.

Perhaps, through and within music, we can bring
and share a different quality of perception. Perhaps
we can bring ‘love in action’ to a world where the
will to power appears to prevail. Perhaps we can
learn from each other how it is to be in another’s
position and find alternative ways of co-living in
the world. Perhaps we can improvise. Together.
Now.
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Vocal Connections: How Voicework in Music
Therapy Helped a Young Girl with Severe
Learning Disabilities and Autism to Engage in
her Learning

Tina Warnock

Abstract

This article examines the use of the non-verbal
voice in music therapy with children with severe
learning disabilities, complex needs and autism.
Recent literature on the use of the voice in music
therapy is summarised and links are made between
the aims of music therapy and those of special
educational establishments. Theories regarding the
voice and the self, and the important connection
between body awareness and emotion as precursors
to learning are referred to, particularly in relation to
learning disability. Through a case study, I
demonstrate how a young girl used voicework to
build connections with herself and the music
therapist, whereby consequently she became more
motivated to interact with her surroundings. I argue
hence that the use of the non-verbal voice in music
therapy, through its intrinsic connection to identity
and internal emotional states can contribute
significantly towards the healthy developments
necessary for a person to be able to learn.
Therefore, by increasing our knowledge about the
actual process of learning, and the significance of
our work within that process, we can move towards
demonstrating clearer outcomes of music therapy in

Introduction

Having entered the music therapy profession as a
vocalist and songwriter twelve years ago, I found
that voicework quickly became integral to my
clinical approach; I noticed stark differences in the
way clients used their voices and found that
changes in their vocal patterns often came
alongside other perceived shifts in their self-
awareness. The process of learning how much and
when to use my voice, and noticing the range of
responses that this elicited from clients has been
endlessly interesting and I have noticed that the
vocal sounds produced by both the therapist and the

the educational context and have a stronger ‘voice’
within the multi-disciplinary teams that serve this
population.

Keywords: voicework, non-verbal voice, autism,
severe learning disability, connections, self-
awareness, body, learning, education
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client frequently serve to enhance the therapeutic
relationship.  Recent publications focusing on
voicework have filled a significant gap in the music
therapy literature, enhancing knowledge and
awareness within the profession of how it can
impact on the quality of treatment. However, few
studies to date have focused specifically on use of
the non-verbal voice, particularly in the field of
learning disability and autism. After twelve years of
working primarily with children and young people'

! Forthwith, children and young people will be referred to as
‘children’.
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on the autistic spectrum and/or with a learning
disability, I have felt compelled to look more
closely at what happens during these vocal
exchanges, which have brought so much meaning
and relevance to this work. My focus for the
purposes of this article is on how connections made
through the voice in music therapy translate into the
children’s learning environment in special schools
and how this fits in with the educational
establishment’s aims. Having noticed
improvements in the overall functioning and
general integration into school life of several
children I have worked with, I am pursuing ways of
identifying and sharing these outcomes more
clearly with the multidisciplinary team.

Review of recent literature on voicework in
music therapy

The following provides a brief overview of recent
literature specifically concerning voicework in
music therapy. A more comprehensive review of
theories relating to the voice can be found in a
previous essay Voice and the Self in Improvised
Music Therapy (Warnock 2011)

The recent publication Voicework in Music
Therapy (Baker & Uhlig 2011) investigates the use
of the voice in a wide range of health care settings
around the world. This book includes both
structured and improvisational models and
acknowledges the connection between voicework
and self-awareness in the foreword: “Singing can
bring us into the present moment where everything
is new and many things are possible [...] something
authentic. Finding one’s voice is finding one’s self”
(Baker & Uhlig 2011: 17). The book covers a wide
range of approaches and techniques, such as
vocalled relaxation for children on the autistic
spectrum, the use of breath and toning in the
treatment of painful medical conditions, and the use
of non-verbal singing to build connections with
new-born infants. However, despite providing
interesting insights into clinical applications of
voicework in music therapy, this book primarily
focuses on the application of techniques which
require verbal processing and the use of words by
the client, with little attention being given to non-
verbal learning disabled clients.

Diane Austin’s book The Theory and Practice of
Vocal Psychotherapy (2011) goes into great depth
and detail about the profound affect that voice
work, both verbal and non-verbal, can have with
verbal clients suffering from trauma and mental
health issues - an advanced method that she has
developed over many years of practice. Austin
states that “music and words are both integral to
vocal psychotherapy” (Austin 2011: 118); her
writing about toning and the non-verbal vocal work

within the case studies, however, acknowledges the
importance of non-verbal vocalising in forming
authentic connections with the self.

The recent publication Music Therapy in
Schools includes references to voicework in several
chapters, embracing a range of music therapy
approaches in this setting (Tomlinson et al. 2011).
For example Strange shares his psycho-
dynamically informed work with teenagers with
severe special needs describing in detail some of
the non-verbal vocalisations which take place in the
group and how they contribute to the therapeutic
process; he also emphasises the importance of the
therapist singing the clients’ names. Harrison
describes how singing is often present in her work,
in the form of structured songs, or as a commentary
on the member’s participation, and Tomlinson
describes how her own use of vocal imitation
encourages her client to “develop and extend her
vocalisations” (Tomlinson et al. 2012: 108). She
uses the twelve-bar blues to provide a secure
rhythmical framework over which they can vocally
explore imitative exchanges. She also describes
how vocal imitation in group work can enhance
communication and develop basic social skills.
However, while some welcome attention is given
here to voicework with verbal and non-verbal
children in special school settings, there is little
mention of what is happening internally for an
individual when they discover and explore their
non-verbal voice with the therapist.

In a previous article on voicework I explored in
some theoretical depth the impact that the voice has
on every individual’s identity from birth, and used
case studies with children in special schools to
illustrate how this functions in the music therapy
context (Warnock 2011). In this article, however, I
would like to focus on how developments in the
voice for children with severe disabilities and
autism can have an impact upon their capacity to
learn. My approach to this work draws on theories
from developmental and humanistic psychology,
but also incorporates psychodynamic theory as a
way of understanding the inner processes taking
place for the child.

Links between music therapy, education and the
learning process

In the introduction to Music Therapy in Schools
Amelia Oldfield provides an interesting overview
into how music therapy has evolved to its current
position within the education system in the UK,
acknowledging the expertise that now exists. Both
she and Tony Wigram have made a prolific and
highly significant contribution to the position of
music therapy in the educational sector by
demonstrating how music therapy positively
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impacts on communication skills and general
developmental milestones in children. Wigram
emphasises the need for the music therapist’s aims
to be linked with the each child’s individual
education program, and how the objectives of a
child’s music therapy are ‘“connected to his/her
specific social or pathological problems” (Wigram
et al. 2002: 34).

Robertson (2000), in his paper comparing music
therapy and music teaching, highlights the need for
both teachers and therapists to understand the actual
process of learning, and touches on the importance
of empathy, relationship building and creativity in
the learning process. He explains that a clinical
need implies the pupil requires assistance in
learning to cope with the environment, whereas a
special educational need implies the pupil needs
help to enable him or her to comtribute to the
environment. Robertson presents a continuum
model to illustrate this and highlights the increasing
overlap in the skills of music teachers and music
therapists. While I agree that this overlap exists, in
terms of teachers now using music more
interactively with students, I feel it is more present
in group work, and work focusing on
communication skills. In the following case study I
advocate that the specialist skills of the music
therapist ~ with  their  understanding  of
psychodynamic processes plays a vital role in the
progress of the child concerned.

It is also relevant here to refer to recent
developments in neuroscience, which demonstrate
how learning takes place. In her book Smart Moves,
Carla Hannaford describes how body, thought and
emotion are intimately bound together through
neural networks and that “emotions are
fundamental to thought” (Hannaford 2005: 56).
From birth, emotions are felt and responses
expressed through the body which then lead to
healthy neural pathways in the brain and effective
learning. Therefore, if a person cannot connect with
their emotions they are unable to learn or think
rationally. She explains that, when a person is
under stress, nerve development tends to focus in
the survival areas of the brain, meaning that neural
connections between the emotional and learning
centres are limited (Hannaford 2005). This has
implications for the learning potential of any child
whose early life involves high levels of stress for
any reason.

In the forthcoming case study, I will refer
specifically to the autistic child who typically
experiences greater stress levels than average
because they face difficulties in integrating their
senses, making the sensory nature of the world over
stimulating and overwhelming from birth. Their
tendency to use one sense at a time makes it harder
for autistic people to form the necessary neural

pathways which allow them to share attention with
another person and to recognise and understand
emotions (Lawson 2011). It follows therefore, that
music therapy should be used to facilitate the
formation of these pathways by capitalising on the
emotional properties of music within a therapeutic
relationship. Lawson who is autistic herself,
explains that sharing attention with another person
is very difficult until something triggers an interest
which will then enable links to be made; it is
necessary to “join the dominant interest of the
(autistic) person and move out from there” (Lawson
2011: 37).

To end this section I would like to link the
above theories with the main principles of the
Foundation Stage curriculum in the UK, which
were so helpfully alluded to in Bruce and High’s
chapter in Music Therapy in Schools (Tomlinson et
al. 2011). Here a teacher shares her perspective of
music therapy as being “about the self-agency of
the children [...] enabling them to become aware
that they can influence their environment and take
positive control of things themselves” (Tomlinson
et al. 2011: 71). She also explains how music
therapy has helped to inform her of a child’s true
capabilities and motivations, and reflects on how
these contributions link to the four Foundation
Stage principles as set by the Department for
Children, Schools and Families (UK) in 2008:

e A unique child: enabling each child to be
resilient, capable, confident and self-assured

e Positive  relationships:  building  stronger
relationships which enable a child to develop
strength and independence

e FEnabling environments:
environments for learning

o Development: acknowledging that children learn
in different ways and responding to each child’s
learning style.
(taken from Tomlinson et al. 2011: 72)

creating  positive

Based on my ten years’ experience as a music
therapist in special schools involving a significant
body of casework with children who have little or
no language, I suggest that music therapy can bring
out improvements in all areas of the Foundation
Stage, but particularly those involving personal,
social and emotional development, and
communication skills. It is also important to note
that several of the Foundation Stage assessment
scale criteria emphasise that children will first
engage in their learning by joining in with rhymes
and songs (Department of Education 2008); it is no
coincidence that singing is the focus of musical
activities at this level as it is such a natural part of
early communication.
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Why focus on the voice?

It is evident from the music therapy literature that
sometimes the voice features little or not at all in
music therapy sessions; the lack of it can be a
welcome relief from a world so full of talking and
recorded voices on the radio and TV. Directing
attention to the instruments allows an open
exploration of sound which is new and different to
the usual domination of human voices. Hence, the
instruments alone can provide a freedom of
expression which is an entirely appropriate way of
working with some clients. For the therapist too, a
focus on the instrumental sounds can be highly
satisfying and connects with their own reasons for
entering the music therapy profession; perhaps they
have found their most meaningful connections
through playing their instrument rather than using
words, and in Western cultures, singing is generally
in the form of songs with words.

However, the lack of vocalisations in a music
therapy session can also be indicative of an active
avoidance of sounds, which may evoke or trigger
feelings which the client finds difficult to accept;
their voice might reveal unwanted feelings or
personality traits which they would rather not
confront or share. As stated above the human body
is intimately connected with the emotional
experience (Hannaford 2005) so this would suggest
that the voice, which is produced by and within our
bodies, has the potential to connect more directly
with our internal feeling states than playing an
external instrument. The absence of a client’s voice
can also be a symptom of low self-worth and lack
of inner motivation; low expectations, which lock
them into a position of silence and passivity. Most
notably perhaps, in the context of this article, the
lack of a voice may be none of these things, which
all suggest a functional ‘hiding’ away of some sort.
It can instead be indicative of a very early stage in
the individuation process’; a stage in which the
emergence into self-awareness has become ‘stuck’
or not yet enabled enough for the person to sense
their separateness and ability to control their
environment. This is particularly relevant to people
who have a severe learning disability and / or
autism. Again, the fact that the voice is produced
within our bodies is significant here. If a client does
not vocalise, it can be tempting for a highly
responsive therapist to also keep their own voice
inside them; after all, music therapists are
encouraged to reflect back what is offered by the
client. However, there are ways that a therapist can
introduce the voice as an instrument in the room in
a way which creates possibility and induces the

2 Individuation is identified by Jung (1964) and Mahler (1975)
as the process of self-discovery which continues throughout
life.

client to produce their own vocal sound when they
are ready. When and how this is done is entirely
down to the individual situation, but when well
placed it can facilitate the beginning of a journey
which brings new experiences of both positive and
painful emotions to the client, impacting on their
whole sense of self (Warnock 2011).

It seems from the literature that, while much
work takes place with children and young people
with learning disabilities and autism around the
country, and voicework is frequently referred to as
part of this work, the area of non-verbal
vocalisations with this client group has not yet been
explored in enough depth.

A case study: Carly

The following case study explores how the act of
vocalising has  contributed to  significant
developments in the emotional awareness of a
young girl with severe learning disabilities, autism
and complex needs, and her consequent ability to
receive and digest information about the world. I
suggest that, by allowing her voice to become part
of our therapeutic relationship, she became able to
connect with as yet undiscovered aspects of her
identity and unprocessed life experiences; through
vocalising she found meaning which consequently
enhanced the quality of her everyday interactions.
This included interactions with other people,
allowing her to experience closer relationships, and
interactions with her surroundings, enabling her to
engage in her learning. My approach draws on
theories from humanistic and developmental
psychology but has a strong psychodynamic
emphasis.

The setting and initial referral

The setting was a fully equipped music therapy
room within a small music therapy centre situated
adjacent to the special school where the author has
been the music therapist since 2003. Carly was
initially referred privately at the age of six by her
grandmother who was her main carer and had been
recently diagnosed with terminal cancer; later on,
the work continued be funded through the school,
with support from social services.

Carly had been born three months premature,
had severely delayed development, a hearing
impairment and was severely autistic. In addition,
she had limited contact with her mother who was
unable to care for her, and there was much
uncertainty about her future. Her grandmother was
looking for a place where Carly could communicate
her feelings non-verbally and experience a sense of
emotional support: a space where she could digest

© Approaches / GAPMET 2012
ISSN: 1791-9622

88



Approaches: Music Therapy & Special Music Education | 4 (2) 2012 | http://approaches.primarymusic.gr

and share her unique experiences in preparation for
the unsettled period to come.

Early sessions

Carly showed little awareness of danger and wanted
to climb or step on objects in her path. Several
instruments needed to be removed from the room to
make it safe for her to explore. She seemed to be
able to hear some sounds better than others but this
was not necessarily related to volume; it may have
been due to certain sounds attracting her attention
more than others, as part of her autism. My voice
was just one of many sounds for her and she
showed little interest in it at this stage. Carly was
constantly on the move, pacing around the room
with an energy and drive which felt like a challenge
for me to meet.

I spent several weeks pacing up and down with
Carly, matching my steps to hers and accentuating
one in every four steps (and sometimes every three)
in an attempt to synchronise our rhythm. She grew
to enjoy this, continuing on her path but sometimes
glancing sideways at me in an interested fashion.
As we paced I began to vocalise, making a sound as
our feet hit the ground. This was undefined at first
and could be described as a gentle but punctuated
‘er’ sound, which included the sound of breath to
reflect the physical effort we were putting into the
pacing. I sometimes alternated the non-verbal
sound with the phrase: with ‘walk..ing, walk..ing up
and down, Carly and Tina walking round’ in a
spoken voice. At this stage, Carly only vocalised to
show when she was upset, crying long high notes
which also had a quality of fear about them. At
other times she was silent but liked to carry a small
plastic object with her to tap at regular intervals
against her teeth — perhaps she enjoyed the
vibration that this created inside her head.
Interestingly, the tempo of her tapping was very
similar to that of her pacing; steady at about
90bpm. By adding my voice in this way, using the
sound ‘er’ that I knew Carly was capable of
reproducing, if she chose to, I was offering her a
possible way for her to connect with me.

As the weeks past, I felt she began to anticipate
this activity, taking my hand and looking at me as
we began, and sometimes smiling as we walked.
She was forming an attachment to me, something
that was very difficult for her in the context of her
everyday life. She could be with me but stay within
her own ‘comfort zone’, outside a verbal context.
This communication between us could be likened
to Stern’s concept of affect attunement which is
when the mother responds to her baby’s actions and
affect in a way that matches them, but using a
different modality. The baby notices that the
mother has responded directly to aspects of himself

and internalises the experience as shared, deepening
the bond between them (Stern 1984).

The time came when I felt I could step away
from Carly and match her rhythm on the piano
instead while still remaining within her awareness.
I used more melody in my voice and played with
different styles, always synchronised with her pace.
I also commented in more detail on her actions and
movements, using her name frequently. I could see
that she noticed the changes in my voice and that it
had become something of interest to her through
her glances, smiles and occasional laughter. The
trust that we had developed allowed her to
approach me and sit on my lap for a few moments
before setting off again on her walk. Then the time
came for her to stop; she made herself comfortable
on my lap, held my gaze for the first time and
vocalised very softly with an ‘er’ sound; she turned
and used a single finger to play notes on the piano,
listening and vocalising in between the notes. The
quietness of her singing and playing, which
matched in pitch, confirmed to me that she could
hear certain sounds very well; this was useful
information at a time when she was being assessed
by the multidisciplinary team in many areas,
including her hearing.

The impact of the non-verbal voice on awareness

So Carly’s voice was in the room; a gentle,
vulnerable sounding voice which was beautiful and
pitch perfect; my countertransference was a strong
maternal feeling and I became highly aware of the
level of trauma and deprivation that she had
suffered as a young baby, alongside the impending
loss that she was soon to experience due to her
grandmother’s illness. While I had been aware of
her history before this point, it was her voice that
enabled me to feel the impact of her emotional
experience. Furthermore, the vibration in her body
seemed to bring her awareness into the here and
now, allowing her to absorb my emotional presence
for the first time and consciously experience our
shared attention; an important milestone in
development. I had met her ‘dominant interest’
through our pacing together, and had attuned to her
physical energy and pace through the modality of
my voice, allowing her the opportunity to notice
and experiment with her own (as also discussed by
Lawson (2011) and Stern (1984)).

I was aware of the potential for me to project my
own sadness and fears for Carly into our exchanges
and was careful to consider this in supervision. I
was also careful not to interpret her sounds verbally
due to the complex nature of her difficulties and
level of understanding, but focused on supporting
her expressions through instrumental and non-
verbal vocal responses. I had to judge whether to
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reflect and support the pain in her voice by using
chords which would allow her a journey through
the feelings, or whether to provide some balance so
that she did not enter a place of such despair that
she would not be able to digest the experience
usefully. This reminds me of Austin’s writings on
re-traumatisation when she highlights the important
difference between “a therapeutic regression which
results in an insight [...] and a regression that
creates an unproductive emotional flood in which
the client (becomes) caught in the undertow”
(Austin 2011: 49). Carly seemed full of fear and
sadness and was emotionally immature so I
responded with a vocal holding technique using
two chords within a regular, rocking rhythm, which
provided a feeling of safety and containment
(Austin 2008). Carly sang phrases, which oscillated
between several notes, often chromatic, and I
played slow, steady intervals on the piano with no
defining thirds, while matching and mirroring her
vocal phrases in response. There was plenty of time
to feel and listen but without seeking an
explanation or resolution.

This experience seemed to have real value for
Carly; a girl who constantly moved from one
distraction to the next, absorbed by her sensory
needs and filtered interests, was able to stop and be
with another person, allowing them to share a
moment of self-realisation. She gave me permission
to nurture her and experience the meaning that had
developed in our relationship.

Over the following weeks and months Carly
became louder, making an impact on her
environment; she sang open vowels regularly with
more clarity and volume and later progressed to
holding on to beaters and playing the drum. The
feeling of fragility and disorientation decreased as
her voice grew stronger and smoother and her
pacing stopped, allowing her to settle for longer at
different instruments and experience a greater sense
of control.

Bunt (1994) has written of the benefits of being
loud and how this allows a child to explore ways of
integrating and balancing aspects of the personality.
Carly’s increased interest in singing and playing
was leading to a discernible increase in her
concentration levels, a calmer disposition and a
clearer understanding of how she could use the
instruments as a means of communicating.

Progress in her engagement at school

Alongside these changes, Carly progressed in
school, becoming more able to communicate
choices through symbols and integrating better into
the class. She seemed more settled and less prone to
long periods of crying. Interestingly, after our
interactions had reached this more sophisticated

level, she began to reject our sessions, resisting the
walk over and wanting to leave as soon as she had
arrived. While I felt saddened by this and did not
understand her reasons, I felt that she had
progressed significantly and had a right to choose,
so after several weeks of this resistance we decided
to have a break from the sessions.

The following year after her grandmother had
passed away, it was felt that Carly might benefit
from another period of music therapy to allow her
the opportunity to process her loss and the
consequent transition into foster care. She
approached the sessions positively and used her
voice again from the outset, vocalising freely and
readily engaging with our relationship again. I felt
the intimacy was still there and was pleased to be
able to support her through this period of
adjustment.

Carly continues to come for regular blocks of
sessions, supported by members of the
multidisciplinary team who have recognised the
significance of the sessions to her emotional
wellbeing. Carly continues to choose singing as her
main form of communication, but she also leads me
to other instruments in the room and guides my
hand to play. Although she can arrive at the session
in a wide range of emotional states, she is flexible
enough now to allow me to reflect her mood
musically and calm her down into a state in which
she can concentrate and interact. Her voice and her
playing now express a wider range of feelings
through deliberate variations in volume, tempo and
tone and she enjoys the overall sense of control that
the sessions provide. Carly’s teacher has explained
that she now sings spontanecously during the day
when she is in a good mood and enjoys holding her
ear close to others while they sing to her; this has
improved her relationships with school staff and
she is now able to initiate contact and join in with
group activities. She is also able to communicate
active choices by leading with her hand, and
generally participates positively and actively in
school life.

Summary of Carly’s music therapy process

Voicework in music therapy has given Carly an
opportunity to build connections with herself. Her
difficult start in life, combined with her learning
disabilities and autism had been holding her in a
state of disorientation and distress; one in which the
world felt overwhelming and frightening much like
with a new-born infant. By allowing herself to hear
and explore her own voice within her body, in
response to my non-verbal vocal offerings and
matching of mood and affect, she became
motivated to listen to her own natural pitches,
melodies and rhythms and noticed her authentic
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self emerging. The presence of her voice in the
sessions also served to strengthen my empathy and
compassion for her and allowed us to communicate
on a new and deeper level. Thankfully Carly now
has a stable home and is progressing at school,
showing remarkable resilience to all the
challenging events she has experienced in her life
so far. While it is unlikely that she will ever use
words to communicate or make concrete
associations in a verbal context, her non-verbal
voice has allowed her to experience a sense of
identity and the opportunity to build on this through
a creative process, essential to the development of
any individual (Winnicott 1971).

I have attempted to describe Carly’s personal
journey in music therapy by linking my clinical
observations to theory and experience, and listening
to feedback from the multidisciplinary team, but it
is important to accept that in the realm of the non-
verbal there is always an element of not knowing.

Concluding thoughts

This article has looked at how voicework is used in
music therapy practice and has identified a gap in
the literature concerning the impact on the
individual of using of the non-verbal voice. I have
explored the common ground between the aims of
music therapy and those of educational
establishments, and have touched on current
theories from neuroscience about the learning
process, particularly in relation to learning
disability and autism. I have proposed that
voicework has a unique part to play in music
therapy with this client group, due to the close
relationship that it has with our identities and the
connections that it forges between the body and
emotions, leading to developments in self-
awareness and an increased capacity to learn. It is
this connection between the voice and the body,
which I feel forms the essence of what I am
exploring here, and there is enormous scope to
examine this relationship further, with the help of
new discoveries in neuroscience, and some deeper
research into the subject.

A case study demonstrated how the non-verbal
voices of the music therapist and the client led to
significant positive changes to her engagement in
the special school environment. In terms of Carly’s
learning within the Foundation Stage, this
contributed to building stronger relationships to
enable her to develop strength and independence,
enabling her to be more resilient, capable, confident
and self-assured, and enabling her creative
development. I would like to further understanding
of these links with the multidisciplinary team and
families by collaborating on outcomes measures
such as the Music Therapy Outcomes Star

(Triangle Consulting Social Enterprise Ltd 2011),
and potentially developing an evaluation tool which
looks specifically at use of the non-verbal voice.

Music therapy has been established in some
special schools for many years, but there are still
many establishments that do not employ a music
therapist, or recognise the significant impact that
music therapy can have on the children and young
people’s ability to engage in their learning. In
addition, it can be very difficult in some areas to
find an educational psychologist who will include
music therapy on a child’s Statement of
Educational Needs. Clearly more work needs to be
done on communicating such positive outcomes to
the parties concerned and further research
undertaken to provide the much needed evidence to
support the future of music therapy practice for
children with learning disabilities, autism and
complex needs.
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Voices: An Inclusive Choir in Dortmund,

Germany

Irmgard Merkt

Abstract

The article describes the concept and work with an
inclusive choir, in which students of the Faculty of
Rehabilitation Sciences at TU Dortmund University
sing together with adult mentally challenged
people. The choir Voices’ was founded in 2010, as
a part of the project Dortmunder Modell: Musik
(DOMO: Musik). The choir and project are
committed to realising the United Nations’
Convention on the Rights of Persons with
Disabilities, particularly in developing models of
cultural participation, relevant both for people with
and without disabilities. After describing the
DOMO: Musik project and its principles, newly
developed ideas for inclusive choir work are
presented, together with imminent difficulties and
positive results. Special attention is drawn to the
selection of the pieces under the aspect of artistic
variety. Five pieces of the artistic interdisciplinary
repertoire are presented. Finally, the student choir
members reflect on their experiences in the
inclusive choir and make clear the importance of
Jjoint activities leading to an inclusive society.

Introduction: About inclusion

The Convention on the Rights of Persons with
Disabilities of the United Nations (2006) defines
and supports the rights of people with disabilities.
The Convention requires a new look at people with
disabilities and a change of every society in the
direction of inclusion.

Inclusion in the field of education means that
“persons with disabilities are not excluded from the
general education system on the basis of disability,
and that children with disabilities are not excluded
from free and compulsory primary education, or
from secondary education, on the basis of
disability” (UN General Assembly 2006: Art.24,
2a) This has as a consequence that children learn to
deal with diversity from an early age in a non-
separating school system.

Keywords: music, culture, inclusion, people with
disabilities, inclusive choir, repertoire, methods
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Dortmunder Modell: Musik and Dean of the
Faculty of Rehabilitation Sciences.

Email: irmgard.merkt@tu-dortmund.de

Inclusion in the context of work and

employment means that:

“[the state’s parties] recognise the right of
persons with disabilities to work, on an equal
basis with others; this includes the right to the
opportunity to gain a living by work freely
chosen or accepted in a labour market and work
environment that is open, inclusive and
accessible to persons with disabilities” (UN
General Assembly 2006: Art. 27,1)

The Convention aims to assist people with
disabilities to get out of the role of a care receiver
and to lead life as self-determined as possible.
Inclusion in the cultural field is defined as
"participation in all aspects of cultural life" as
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outlined in article 30 of the Convention (United
Nations 2006):

Article 30: Participation
recreation, leisure and sport

in cultural life,

1. States Parties recognize the right of persons
with disabilities to take part on an equal basis
with others in cultural life, and shall take all
appropriate measures to ensure that persons with
disabilities:

(a) Enjoy access to cultural materials in
accessible formats; (b) Enjoy access to television
programmes, films, theatre and other cultural
activities, in accessible formats; (c¢) Enjoy access
to places for cultural performances or services,
such as theatres, museums, cinemas, libraries and
tourism services, and, as far as possible, enjoy
access to monuments and sites of national
cultural importance.

2. States Parties shall take appropriate measures
to enable persons with disabilities to have the
opportunity to develop and utilize their creative,
artistic and intellectual potential, not only for
their own benefit, but also for the enrichment of
society.

To enable all of the above to happen, a new way of
delivering systematic education and training in the
arts is needed. Artistic processes are to be
developed and worked out jointly from the
beginning, i.e., in schools, academies and in
cultural life by current and future artists together
with persons with and without disabilities.
Inclusive projects are to be a natural part of cultural
life.

In Germany, the UN Convention was ratified in
2009 and has been shown to be a relatively
powerful instrument. Parents of children with
disabilities can claim their children’s right to
inclusive education. Gifted persons with disabilities
can claim their right to be trained and work as
painters, dancers or musicians. However, few
teachers have experience in supporting students
with disabilities in their artistic development.
Therefore, the state’s parties are asked to support
projects that promote experiences in inclusive
processes on all artistic levels.

The Dortmunder Modell: Musik (abbreviated as
DOMO: Musik) is an example of a publicly
financed project that enables adult persons with
disabilities to develop their musical potential with
the help of experienced teachers.

The project: ‘Dortmunder Modell: Musik’

North Rhine-Westfalia is one of the sixteen federal
states of the Federal Republic of Germany. Its
Ministry for Labour, Integration and Social Affairs,

responsible for supporting inclusive processes
within this federal state, is currently financing the
project DOMO: Musik. This project is committed to
the aims of the UN Convention. It is a three-year
pilot project (from April 2010 to March 2013) run
by the Faculty of Rehabilitation Sciences at TU
Dortmund  University  (www.fk-reha.musik.tu-
dortmund.de).

The project aims to gain experience concerning
educational models, musical-artistic models,
organisational models and models for working
together with professional musicians. Finding out
more about mechanisms that hinder inclusion is as
important as providing examples of good or best
practice. The project team consists of twelve
members: three music teachers, three professional
musicians, three graduate assistants, two research
assistants and the project managers. My role within
DOMO: Musik 1is both project manager and
choirmaster. All the project team members are
musicians and experienced in working with persons
with disabilities.

The people to whom the project team offers
musical education are adults aged 22 to 60, who
work in one of the three Dortmund sheltered
workshops for persons with disabilities. The project
works on three levels: i) general education; ii)
talent development; and iii) semi-
professionalisation.

1) General education means that everybody who
is interested in the musical activity may participate.
There is no entrance examination, just the
necessary ability to react properly to a rhythmical
pattern and to be able to react to the
teacher/conductor. General education refers mainly
to the choir Voices, which is the focus of this
article.

ii) Talent development means that a person is
able and willing to learn an instrument (i.e., coming
to the lessons regularly, showing progress, no
matter how small or slow).

iii) The level of semi-professionalisation is more
demanding. People with disabilities are expected to
make good progress in playing their instrument or
singing, be able and willing to play or sing in
groups with others and to develop their own ideas
in  improvisation. The aim of  semi-
professionalisation is to enable persons with
disabilities to be part of a professional group, to
perform publicly with the professional musicians
and by the end of the project to earn at least a small
part of their living expenses by making music.

The main objectives of DOMO: Musik refer to
the three aspects of the project (i.e., education,
participation, and work) and aim to:

e empower people with disabilities concerning
their musical competences, their autonomy and
participation in cultural life;
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e empower people with disabilities to sing or play
an instrument as a part of their vocational
training and work life;

e train students, music teachers and professional
musicians to work with people with disabilities;

e establish inclusive musical ensembles as a part
of the regional and supra-regional public
musical life;

e contribute to public discussions on how to build
an inclusive society;

o establish an (hopefully international) Academy
or at least an inclusive Master’s level training
course at TU Dortmund, including people with
and without disabilities in professional artistic
training and projects.

The Voices choir

The Voices choir is a subproject of DOMO. Musik.
The choir is, as mentioned above, provided for
everybody working in one of the three Dortmund
sheltered workshops as general musical education
as well as for the students of the Faculty
Rehabilitation Sciences at TU Dortmund. The choir
has been running since October 2010, and takes
place during the fifteen weeks of each winter and
summer semester. Apart from people with
disabilities, there is an open invitation for their
parents, friends and relatives, other students with
disabilities at TU Dortmund from different faculties
and students from the degree programme for senior
citizens to also participate.

As a result, a heterogeneous, multi-cultural and
mixed-age group has come together. During the one
and a half years of its existence, the size of the
choir has levelled off to approximately twenty-five
persons with disabilities and about fifty students
and other interested members. The choir rehearses
once a week, regularly on Tuesday afternoons, for
ninety minutes, including a fifteen-minute break.
Each semester ends with a public performance.

The concept of Voices is described below under
six criteria, which are relevant for most of the
modern non-professional choirs, regardless of
whether they have people with disabilities. These
criteria are: 1) choral sound, 2) vocal and
rhythmical training, 3) body percussion, 4)
movement, 5) sheet music, and last but not least 6)
the repertoire.

1) Choral sound

Anyone who has experience in singing with people
with disabilities is aware that some, but not all, can
sing the right pitch. Today, the modern choral
pedagogy - a pedagogy that strives to gain rather
than to select singers - is open to children as well as
to adults who have difficulties in singing at the

right pitch. In Germany several choirs work
especially with singers singing out of tune (e.g., the
BRUMMER Chor Bochum: www.hustifex-
brummer.de). The choir pedagogy has understood
how important it is to regain tone-deaf people for
the choir in case they want to sing (Biitefisch
2009).

Within Voices it is not realistic to follow the
idea of creating a traditional choral sound, even if a
lot of voice training during the rehearsals is offered.
The question is not how to create a traditional
choral sound. The question is what kind of music
can be produced with the singers given the
condition of having from twelve to fourteen
rehearsals plus one performance per semester. The
music has to follow the singers — not vice versa.
The singer (and not the music) is at the centre of
attention, which is different from the common ideal
of traditional choir music.

It is the choirmaster’s duty to develop musical
ideas according to the singers’ abilities. In Voices’
case, since so many choir members cannot sing at
the right pitch, two directions are followed. The
choir partly sings old and new canons, traditional
and new melodies, and partly it borrows from
modern music, using for example, the so called
clusters.

By using a language which can be easily
understood by all members of the choir, I (being the
choirmaster) avoid using technical terms like
‘cluster’. Instead I try to find poetic terms, leading
to inner pictures. So, for instance, I name a cluster
‘clouds of sound’.

In order to produce a ‘cloud of sound’
everybody is asked to imagine an individual tone
inwardly and then to hum this tone. At first quietly,
then swelling up and going down according to the
choirmaster's gestures. The sounds that arise are
reminiscent of some passages of Ligeti's
composition Lux Aeterna.

The speaking voice is part of the choir sound as
well. An artistic example that uses the speaking
voice is the composition Fuge aus der Geographie
by Ernst Toch, 1930. Apart from composition,
improvised sounds in the form of vowels,
consonants and syllables are used. In addition, the
singer’s voices are used quite normally, i.e, singing
melodies, sometimes in two or three part
harmonies.

2) Vocal and rhythmical training

Although tonal singing is not always in the
foreground, voice training takes place in every
rehearsal. Choir members are supported to improve
the quality of their singing both by listening to, and
performing exercises. Each person with disability is
allocated to a ‘crew’ of three to four students for
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these exercises. When the choir starts the training,
these groups are built quickly, standing in small
circles. The members of a group sing the right pitch
to each other, giving the tone from ear to ear. The
voice training exercises are always associated with
small stories or scenes. At times the whole choir
become members of a (happy) family of bears with
Father Bear, Mother Bear and Child Bear, singing a
major chord. When exercising rhythm patterns, the
choir turn into ghosts, clapping rhythms and
‘frightening’ others; sometimes everyone turns into
children, asking for chocolate while clapping and
stomping.

Presently, after three semesters of vocal and
rhythmical training, singing the correct pitch has
not improved significantly. This is particularly the
case when emotional expression moves into the
foreground and singing and the correct pitch slip
into the background. When singing quietly, the
focus on the sound is more intense, so the song
‘succeeds’ far better. In contrast to correct pitch
however, the rhythmic competences have
noticeably improved. Everybody is able to repeat
rhythms by singing syllables or clapping, while all
are able to remain focused on this exercise for at
least twenty minutes and to keep their concentration
for a performance of about forty-five minutes.
During the period of the choir’s existence, the
rhythmic skills of its members have significantly
improved.

3) Body percussion

Body percussion means using one’s own body as a
musical instrument. By clapping, tapping,
snapping,  slapping, and  stomping, the

‘percussionists’ produce and experience different
kinds of sounds. The choir members use syllables
in combination with body movement to produce
new musical pieces. With "sik” the hands are
snapping above the head, with "sek” tapping at the
height of the larynx, with "fak” clapping at heart
level, with "fok” slapping on the thighs and with
"bum" stomping. This combination of voice and
movement has been shown to be methodologically
helpful in terms of extending the duration of
concentration.

Body percussion is set to become a new acoustic
body-art. The First International Body Music
Festival in San Francisco in December 2008 gave
an important boost to this very special kind of
music that does not require any instrument but the
body. Keith Terry is both the artistic head of this
movement and the founder of the festival'. An
increasing number of choirs include body

!'See: www.crosspulse.com/aboutkt.html

percussion in their repertoire. For example, the
Turkish group KeKe(Ca® is an ensemble of hearing
impaired students performing body percussion. The
two music teachers who founded KeKeCa visited
Dortmund to work with our choir in 2012.

In the Voices choir we use and train body
percussion in every rehearsal, building up
sequences of four bars which we perform later as a
round. We also perform body percussion in all of
our concerts.

4) Movement

The choir rehearsals take place in a room of
approximately one hundred eighty square meters.
The chairs stand aligned along the walls leaving a
large open space in the middle. Generally, the
rehearsals are held in standing position, but it is
possible to sit down at any time for a break.

Each rehearsal begins with a phase of body
awareness exercises. Stretching and breathing
techniques are taught playfully. This first phase is
followed by a phase of body percussion. The
rhythmic body percussion training is also linked to
movement in space: the choir members walk
around the room clapping, tapping, snapping, and
looking at each other. They are always encouraged
to “flirt’ a bit since flirting brings a kind of mutual
awareness.

Different styles of movement are tried out:
“walk proudly like a king”, “sneak like a tiger”,
“trample like an elephant”, “jump like a monkey”,
and so on.

The choir does not stand in the same place all
the time; members change positions continually.
Sometimes the choir works in four groups at the
four corners of the room, sometimes in one group
near the stage, sometimes choir members walk in
pairs, sometimes they walk alone within the space
of the room. The movement provides an experience
of the space, resulting in an improvement of the
body tension. Movement also serves to increase the
perception of the immediate environment, the
perception of the other participants and supports the
contacts between the choir members.

Although movement can be tiring, people rarely
sit down during the rehearsals. However, after
forty-five minutes there is a fifteen-minute break
with coffee, fruit, and biscuits.

5) Sheet music

All the pieces are rehearsed without music scores.
Since many of the people with disabilities in the
choir cannot read, sheet music would not make any
sense. Nevertheless, there are some choir members

2 See: http://kekeca.net
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who wish to have something written to follow.
Therefore, once a semester all the choir members
receive a folder with all the songs and texts.
However, the sheets of paper are not used during
the rehearsals.

Singing without sheets strengthens the
connection between choirmaster and all the
members by constant eye contact. It also demands
and supports the memory. The challenge of singing
by memory gives some satisfaction to choir
members: at the beginning of a rehearsal some
people say proudly and happily, “I still
remember!”

6) Repertoire

In their written reflections regarding the repertoire,
students occasionally raise the question: “Why does
the choir not sing pop songs known by the disabled
participants?” In my opinion, this choir is meant to
provide new musical experiences for everybody,
and not to repeat well known pieces.

The repertoire is a decision made by the
choirmaster: Voices is based on the sounds of
classical music, contemporary music, jazz, body
music and traditional dance-songs. The repertoire is
meant to widen the musical experiences of all
participants.

There are no choir pieces or scores for choirs
with such heterogeneous voices so we have to adapt
pieces and develop new ideas. Below are some
examples of the repertoire that represent the
different styles and demonstrate a part of the artistic
way of dealing with the pieces.

The guiding principle of Voices is that the arts
are meant to serve people. Consequently we change
the pieces, add movement or instruments or
perform them in an ‘unheard’ way. The examples
chosen for this article are examples of dealing with
movement and elegance; melody; singing and
dancing; and artistic interdisciplinarity.

Example 1 : Dealing with movement and elegance:
Belle qui tiens ma vie

In 1589 Arbeau Thoinot published Orchésographie,
a book on the dances of the time. Connected to the
song Belle qui tiens ma vie, the courtly Pavane is
described. In the choir, we talk about how the noble
in former times may have walked and danced. Then
we try walking through the room as a noble couple,
entering a royal festivity. All members of the choir
walk upright and put one hand on the back, with the
other hand touching the partner’'s hand, holding
them at chest height so that the ‘noble’ walk around
the hall, singing slowly and gracefully in a circle.

The melody can be learned easily, even in two-
part harmony’. We do not sing the original French
lyrics, but just sing the melody imitating the courtly
flute by singing “nii mii ni”. During a public
performance the choir was accompanied by two
oboes and two oboe d'amore — deepening the
“noble” atmosphere.

Example 2: Dealing with melody (Robert

Schumann)

Some melodies in classical piano pieces make
people sing their melody spontaneously — for which
the pianist Glenn Gould was famous®. One such
piece with a gentle uplifting melody that the choir
can sing is Robert Schumann’s, Von fremden
Ldndern und Menschen. Kinderszenen op.15, No. 1.
The melody is a melodic arc, starting with a minor
sixth upward and in its immediate turn downward
the interval is filled with the notes of the scale G-
Major. This arc is repeated three times. The second
part begins with melodic steps downward, and
finally the melody is repeated from the beginning.
In the rehearsals we visualise the structure of the
melody with our hands and arms, raising our hands
when the melody goes up, showing the steps
downwards with our hands too.

As the original is in G-Major, which is too high
to sing for our choir, the piano piece was
transposed down a fifth — so that the melody was
easily accessible for everybody.

This small piano piece would have come to the
ears of only a few of the participants, if it had not
been part of the repertoire of our choir. When
singing, all the members were smiling while
following the melody's gentle energy.

Example 3: Dealing with singing and dancing (Skip

to my Lou)

Skip to my Lou is a square-dance that is easy to
learn in text, melody, and dance movement:

Lost my partner, skip to my Lou [repeat 3 times]
skip to my Lou, my darling
Hey hey, skip to my Lou... [refrain]

The verse and refrain, both repeat the melody. The
dance begins with two rows facing each other,
going four steps forward, welcoming the opposite
partner and then walking four steps back. Each of
the figures is danced in eight steps. In the second
figure, couples walk behind each other in a circle.
In the first eight steps they move forward, then

3 See: www.free-
scores.com/partitions telecharger.php?partition=430

4 See: www.good-music-guide.com/articles/glenngould.htm
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members turn around quickly and go all the eight
steps back to the starting point. Gradually, the
following dancing figures become a bit more
difficult. Everybody can sing while dancing.
Looking at the dancers/singers during the
performance one can see everybody smiling. Even
the more corpulent members of the choir do not
stop singing and moving for the entire duration of
the song. As a ‘by-product’ the choir members
learn a bit about the background of square-dance
and square-dancers, while they experience being
accompanied by instruments.

One choir member with Down’s syndrome
accompanies our dance on the violin; another choir
member plays the accordion. Together with a wash
board we get a sound at least reminiscent of the
traditional American square dance.

Example 4: Dealing with artistic interdisciplinarity
(August Macke, Grosser Zoologischer Garten)

During the winter term in 2011/2012 we ran an
interdisciplinary project with the Museum Ostwall
im Dortmunder U. The Museum Ostwall in
Dortmund is known for its collection of both classic
modern art and works from the Fluxus movement.
In 2010 the museum changed into the centre
Dortmunder U, the new international centre for
artworks from the 20™ and 21% centuries. This
centre opened in 2010 as part of the project of the
European Capital of Culture RUHR.2010°.

The Museum Ostwall im Dortmunder U displays
the famous triptych by August Macke Grosser
Zoologischer Garten, which was painted in 1913.
The painting from the era of expressionism is one
of the most popular samples in the museum.

With the permission of the museum's director,
we were able to develop our pieces directly in front
of the artworks. The aim was both to have a closer
look at the painting and to transform our respective
perception into words and rhythm. Following the
painting’s structure the choir was divided into three
sub-groups. Group 1 gave its attention to the left
part of the triptych, group 2 to the middle part and
group 3 to the right.

Standing in front of the painting (see Picture 1),
the choir members started describing what they
could see. The guidelines were that the description
starts from the top of the painting and goes down to
the bottom. Later, all the descriptive words were
collected and brought into an order. Each word was
repeated as often as the object was seen in the
picture (see Figure 1).

5 See: www.essen-fuer-das-ruhrgebiet.ruhr2010.de

Picture 1: Zoological Garden by August Macke®
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Figure 1: Choir members’ descriptive words

After the creation of the ‘score’, group 1 read aloud
the left column, group 2 the middle column and
group 3 the right one. The description of the
painting in words was complemented by three short
melodies. These three lines were again assigned to
the three groups, creating a score with nine lines
We called the project Singing Viewing or,
perhaps better, Soundtrack of a Painting. After the
performance in the museum, the educational

® August Macke, GroBer Zoologischer Garten, 1913.

Copyright: Museum Ostwall im Dortmunder U, Dortmund.
Photograph: Jiirgen Spieler.
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director of the museum told us that due to the
acoustic interpretation even she herself has seen
Macke's painting in a new way.

Results and reflections

The choir members with disabilities come back
voluntarily each semester whilst the students
change each semester. For the members with
disabilities it is an important experience to meet
new people each term. In addition, it is interesting
for them to sing in a way they never did before.
Meanwhile, they learn different styles of music —
classical music, new music, jazz and body
percussion. They visit places they might never have
gone to, such as the university, the Ostwall
Museum, and the Dortmunder U.

The directors of the Dortmund sheltered
workshops noticed an interesting development: an
increasing number of people wanted to come to the
University independently, even though the taxi is
free and more comfortable. One of the choir
members started travelling by bus and from then on
it has been ‘cool’ for the others to travel by public
transportation too. This shows that one of the
objectives of DOMO: Musik has been reached, that
is, increasing independence in every-day life —
something that reflects a further step towards
participation and inclusion.

At the end of each term, the participating
students are asked to write reflections on their
personal experience in the inclusive choir Voices.
Their comments teach us a lot about the feelings of
the so-called non-disabled towards disabled people
as well as themselves. Feelings and thoughts such
as the following must be taken into consideration
when inclusion projects are planned.

The following quotes are from the portfolio of a
student in February 2012:

“I was somewhat surprised that a disabled person
drinks coffee. Why, I can’t explain. Somehow I
had the feeling that the coffee negatively affects
the disability”.

“I wonder what kind of disability A. could have.
Can I probably ask him? On the one hand, I
would like him not to be conscious of his
disability. Maybe it hurts him when he is asked
about it. Perhaps he is unaware of his disability,
or he denies it. On the other hand, it may be that
he is conscious about his disability and that he
also knows exactly what and how it is (and how
it is pronounced). But maybe it makes him angry
when you ask about it? Anyway, I wonder
myself continually what the handicapped persons
think about the not handicapped persons”.

“So far, I think A.'s development is amazing.
Maybe it's only my perception. At first A.

seemed to be reluctant, overwhelmed and very
shy. My impression was that he was afraid of
doing something obviously wrong. Now he
seems to me inwardly free, social, and very

happy”.
The same student concludes by commenting:

“At the beginning of the choir I was afraid of
dealing with people with disabilities. I had no
experience and thus did not how I should behave
towards them. I was afraid to say or do
something wrong. I was afraid to be confronted
with my own weaknesses. I thought they were
‘exhausting” and “less gifted’. I am ashamed and
weep as [ write this down”.

These four short quotes represent an unusual and
commendable mixture of reflection and emotion.
This student began her studies at our Faculty of
Rehabilitation Sciences, because she wanted to
contribute to an inclusive society by supporting
persons with disabilities. While participating in the
choir, she noticed that her thinking was full of
prejudices and uncertainties. She was willing to
question herself, to question her thinking and her
emotions. She deserves our respect.

When a student, who is already open to people
with disabilities, shows so many uncertainties and
prejudices — what should we expect from people
without any contact with persons with disabilities?

The student’s comments show how important it
is to provide contacts between people with different
abilities and competences. Inclusion will never
work without contact. Only contacts between
people can provide the chance to change and renew
our ways of thinking and feeling.

InTakt

Very often artistic activities with children and
adults with disabilities are located ‘automatically’
into the field of therapy. No doubt, music therapy
plays a key role in restoring the person’s sense of
health and wellbeing. If we look at disability not as
a disease but as one of many possible ways of life,
we can think this life to be — under its conditions —
intact. The meaning of the word ‘intact’ is whole,
stabile, unhurt, unbroken, complete... When we
look at a person with disabilities under the aspect of
being ‘intact’, we will become more creative in
dealing with the intactness and in showing this
intactness to the inexperienced ones.

‘InTakt’ is our ‘brand mark’ in Dortmund.
Under the heading ‘InTakt’ our team in Dortmund
wants to strengthen people with and without
disabilities through music. We train students, we
organise inclusive workshops in which everyone
works together on a musical theme; we organise
Concerts in Special Places, as well as the above
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mentioned project Europa InTakt.2010 within the
RUHR.2010 - Cultural Capital of Europe (see
Kessler-Kakoulidi 2011). As a documentary of this

project, fourteen short films have emerged,
showcasing projects from France and Italy,
Hungary, Lithuania, Denmark, Germany and
Turkey, published on  YouTube under:

www.europaintakt.de. Each of these films shows a
way towards an intact and inclusive society. The
Voices choir, which is a part of our activities within
the DOMO. Musik, aims to contribute to an intact
and inclusive society.
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Cross-Cultural Collaboration as Community
Growth and Integration: Children’s Music
Projects in Bosnia-Herzegovina and Scotland

Hannah Linklater & Lewis Forbes

Abstract

This paper constitutes a reflective account of
inclusive approaches in two children’s music
projects, both aiming to foster group creativity
alongside cross-cultural awareness and
understanding. The first of these projects involved
sharing songs composed by children and young
people from a special needs school in Mostar,
Bosnia-Herzegovina, with a primary school choir
in Edinburgh, Scotland. The second project, in
Sarajevo, Bosnia-Herzegovina, focused on group
song-writing and performance involving three
groups of children from ethnically separated
schools, alongside a choir from a school for
children with visual impairments. On reflection, we
discuss cross-cultural musical collaboration as an
effective means of bringing children together
across social and cultural divides in order to share
new experiences while building respect for
differences. We hope projects such as these may
represent the first step towards the ultimate goal of
encouraging and nurturing more inclusive
friendships between children who might not
otherwise have opportunities to interact with each
other.

Keywords: interculturalism, children’s music
projects,  song-writing,  health, inclusivity,
community impact

Introduction

In the following account of practical work carried
out in Bosnia-Herzegovina and Scotland, we
describe our experiences of designing and leading
two cross-cultural music projects for children and
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young people from culturally diverse backgrounds.
We offer a narrative of these experiences while
highlighting the aims and motivations that were
important aspects of their design and delivery. We
also discuss the projects’ outcomes and the ways in
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which we view these types of musical activities in
relation to broader social contexts, particularly with
reference to health and wellbeing.

These projects fall within the broader contexts
of intercultural music education and socially-
motivated community music initiatives which aim
to promote both social integration and inter-
ethnic/inter-cultural tolerance. Previous practical
research studies from the fields of music education,
community music and Community Music Therapy
highlight the effectiveness of music as a focus for
establishing or re-establishing trust and lines of
communication between communities across social
or geographical divides (Anderson & Shehan
Campbell 2011; Jones 2009; Majhanovich & Fox
2010; Oehrle 1996; Procter 2004; Skyllstad 2004;
Stige, Ansdell, Elefant & Pavlicevic 2010;
Zharinova-Sanderson 2004).

The projects

The first of the two projects described in this article
took place over several months in 2010 (see table
1). It involved the creation of a cultural link
between children and young people from a special
needs centre in Mostar, Bosnia-Herzegovina, and a

group of primary mainstream school pupils from
Edinburgh, Scotland. The needs of the Mostar
group are diverse. While the specifics of their
individual needs were not disclosed to us, we are
aware that many of these children and young
people have been diagnosed with post traumatic
stress disorder (PTSD), while others have
conditions such as autism, Down’s syndrome and
brain damage. Over several months the Scotland
group took part in music workshops where they
discovered aspects of Bosnian music and culture,
through learning several songs composed by the
Mostar group. Performances of the songs were then
recorded for CD release.

The second project took place in Sarajevo,
Bosnia-Herzegovina in summer 2011. Children
attending four schools in and around the city
created a common repertoire of songs: a new
composition and a traditional song re-interpreted in
a new style. Three of the four schools involved
were located in ethnically divided areas of the city,
and the fourth was a school for blind and partially-
sighted children. Recordings of the children’s
singing and playing were edited together to create a
collaborative final version.

Project 1: Edinburgh — Mostar

o Building self-pride, mutual respect and

friendships across cultural divides

Project 2: Sarajevo Schools

o Building self-pride, mutual respect and
friendships across cultural divides

Aims e Transforming existing opinions or
¢ Promoting the idea that children should not expectations about peers from different
be defined by abilities or needs religious backgrounds and with different
physical abilities
Primary school choir of 30 children [Edinburgh]
Group ) ) Approximately 70 pupils from four schools in
participants Children and young adults of a special needs Sarajevo. Most aged 11-13.
centre [Mostar]
Timeline 12 weekly half-hour sessions over one school Two weeks — 5 sessions per school
term [Edinburgh]
e Transformed opinions and ideas
Outcomes e Respect built through developing a new shared culture

e New musical creations from a process that valued all collaborators as equal

Table 1: Overview of the two projects

As project facilitators we were motivated by the
potential social benefits of creating cultural links
through projects such as these. Our approach, as
community musicians rather than as music
therapists, was not clinical. It involved more free-
flowing, exploratory group work. Similarly, while
both projects included children with special needs,

we did not focus on, nor seek to address, any
specific needs or circumstances of the individual
children. Many children and young people in
Mostar and Sarajevo, both centres of major conflict
during the war period of the 1990’s, suffer from the
effects of trauma and secondary trauma (Osborne
2009). Music is known to be an effective tool in
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treating many aspects of PTSD (Bergmann 2002;
Sutton 2002). While we were very aware of how
trauma may affect the children’s lives and
behaviour (e.g., causing increased heart rates,
breathing problems, anxiety, disruptive and
destructive tendencies, emotional problems and
hormonal imbalances), and the ways in which
musical interaction offers therapeutic benefits for
body and mind, we were not seeking to provide
responses or remedies to these particular
conditions. Instead, we allowed the groups involved
to shape the ways in which the projects progressed,
guiding this musically, as necessary. We
emphasised the value of each contribution, and
worked spontaneously towards our goals of
enabling the children to create and perform new
music, inclusively. Rather than working from any
formal baseline/follow-up evaluations of the
participants, we relied on our own observations in
measuring the social impact of these projects,
which were both carried out on an entirely
voluntary basis. For the purpose of this article, we
summarise our evaluations of each project’s
outcomes using the following categories:
transforming opinions and ideas, building respect
through the development of a newly-shared culture
and valuing equal collaborators.

Inclusivity

In both cases, the involvement of children and
young people from special education schools was a
naturally integral component of the projects’ key
objective of creating cultural links between groups
of children who might otherwise remain separated.
Such separation may occur for different reasons -
simply because of geographical locations (as in the
case of the Edinburgh-Mostar collaboration), or
because of ethnic segregation and other societal
factors (as in the Sarajevo schools collaboration).
Following the conflict of the 1990’s, Bosnia-
Herzegovina became an ethnically divided country.
The consequences of this are profound and
complex, especially for the children of Sarajevo
and Mostar, many of whom remain isolated from
their peers from different ethnic and religious
backgrounds (Pasali¢-Kreso 2008). Whatever the
reasons for such cultural division, however, we
believe that through jointly participating in musical
activities which promote creativity, spontaneity and
communication, children and young people with
diverse physical, mental and emotional needs may
work together to build confidence, mutual
understanding and respect — all fundamental aspects
of an individual’s health and wellbeing. Our
approach values all children and young people,
including those with profound special needs, as

collaborators throughout the creative music-making
process. This may represent a positive means of
challenging and transforming preconceptions and
stereotypes that exist due to cultural divides at a
local or global level. It is our hope that in setting up
opportunities for joint creation and performance of
a common repertoire of songs, we may also create a
foundation upon which children may begin to
develop more inclusive friendships across
perceived barriers such as those which exist
between ethnic groups or between mainstream and
special needs education.

Mostar-Edinburgh collaboration
Project design

The Mostar-Edinburgh collaboration took place in
2010 and was inspired by a repertoire of songs
composed by children and young people from a
special needs centre in Mostar, Bosnia-
Herzegovina. These songs have been composed
over several years, during annual summer music
camps organised for groups from the centre and led
by composer Nigel Osborne. The children and
young people have varied special needs, including
some who suffer the effects of trauma or secondary
trauma following the conflicts of the 1990’s. Each
year, they travel to various locations in the Balkans,
including the seaside and the mountains, to relax,
socialise and sing and make music together in areas
of natural beauty. In preparing for an end-of-camp
performance, the children and young people write
songs together in smaller groups. This is achieved
through a group compositional method of options
and choices, in order to first decide upon lyrics, and
then to determine pitches and melodic shapes.
Rhythmically, the melodies tend to follow the
implicit patterns of the lyrical phrases, as spoken.
After many years, there is now a rich repertoire of
songs that have been composed, with themes
ranging from nature and wildlife to Bosnian culture
and landmarks such as the Mostar Bridge. As
volunteer musicians at these camps for several
years, we have witnessed the way these songs have
come to hold significance for the children and
young people, becoming an important part of their
culture and daily lives. Many of the songs are
remembered from year to year, and are proudly and
passionately reprised by the group every summer.
Being so inspired by the genuine artistic quality
of these songs, we wanted to help them reach a
wider audience. We designed a music project
whereby seven of the Mostar groups’ most dearly
loved songs were shared with a group of 8-10 year-
olds from a primary mainstream school in
Edinburgh, Scotland who sang in an after-school
choir. The Scottish children learned these songs in

equal creators of culture and important .

q P the Bosnian language and over the course of a
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school term, alongside activities designed to
encourage an appreciation of Bosnian culture and
musical heritage. These included dancing to our
live performances of traditional Bosnian music,
clapping irregular rhythmic patterns, and sharing
stories and photographs, particularly relating to the
Mostar Bridge and its history. We also shared our
memories and photos from the summer camps to
introduce the Scottish children to the composers of
the music they were learning. The project
culminated in a recording session where the choir
performed the songs they had learned, accompanied
by a 16-piece band of musicians. The recording has
been released on a CD and is being sold to raise
funds for the centre in Mostar. The brief story
below describes the delivering of the CDs to
Mostar.

In 2012 we returned to the school in Mostar to
deliver several hundred copies of the finished
CD, complete with cover-design, packaging and
lyric booklet with colour photographs of the
Scottish and Bosnian Groups. We spoke first with
the new Director of the school, whom we had not
previously met. She was effusive in her
enthusiasm and appreciation of the Scottish
children’s work, especially their achievement of
singing in Bosnian. She expressed how honoured
the school was to have been the focus for the
project. We then toured the classrooms to hand
out copies as gifts to the pupils. They
immediately loved the CD, eagerly studying the
pictures and reading the lyrics, remembering
their favourite songs and spontaneously singing
the choruses with excitement and emotion. We
listened through the whole CD several times,
each song greeted with great cheer. The children
were surprised to hear their well-known and
greatly loved songs performed in this new way —
accompanied by a large ensemble of musicians.
They were fascinated to learn that the singers
were children from Scotland and they laughed at
the children’s pronunciation of Bosnian words in
Scottish accents. We were showered with gifts of
their hand-crafted wooden flowers and many
expressions of affection and gratitude. Many of
the young people held onto their copy of the CD
with pride for the entire afternoon.

Reflections on project outcome

From the very planning stages of this project, we
were hopeful that it would have a positive impact
on the lives of the children and young people, one
that extended beyond the (equally essential)
enjoyment of their participation. While the initial
idea was simply to share the Bosnian songs with
children from another part of the world, in doing so
we came to realise that the creation of intercultural
bonds between young people, even on a relatively
small scale such as this, may represent a

meaningful way to foster positive emotions and
attitudes, particularly with respect to people from
different backgrounds or cultures.

On reflection, we have highlighted examples of
such potentially significant outcomes of the project,
with particular emphasis on possible benefits
relating to the health and wellbeing of the
participating children and young people. We will
also comment on ways in which we feel the project
was able to achieve a broader social significance
and interest.

Transforming opinions and ideas

The Scottish children were introduced to the music
and culture of Bosnia-Herzegovina through the
process of sharing songs written by children from
that country. This personal approach is quite
different to the ways in which children might
normally learn about other cultures in school.
Rather than an introduction which emphasises
another culture as ‘different” or ‘exotic’, this
project established a personal connection between
two groups of people. This naturally stimulated the
Scottish group’s interest and curiosity about the
Mostar group on a more human level and, as a
result, generated a more enthusiastic interest and a
deeper resultant understanding of Bosnian people’s
culture and heritage. We feel this is particularly
significant in the case of Bosnia-Herzegovina,
which has suffered from largely negative portrayal
in the media since the conflict of the 1990’s
(Myers, Klak, & Koehl 1996).

Similarly, by participating in this project, and
through the continued distribution of the CD, the
Scottish group and school community are
demonstrating an active international interest in the
Bosnian language and culture. On a personal level,
it was a source of great pride and excitement for the
Mostar group to hear and see their own songs being
valued and performed by children from Scotland.
This even created a wider interest from the Mostar
community when footage of the choir singing was
featured on a local television news channel. The
fact that local Bosnian culture is seldom a starting
point for an international project is regrettable
given the amount of international arts and
humanitarian intervention that has occurred in post-
war Bosnia-Herzegovina (Gizelis & Kosek 2005;
Richmond 2009).

Building respect through the development of a
newly-shared culture

As a result of this personalised introduction to
Bosnia, it was clear to the Scottish children that the
songs were the creative property of the Mostar
group and, as such, they relished the chance to
share these in a respectful and dedicated way.

© Approaches / GAPMET 2012
ISSN: 1791-9622

104



Approaches: Music Therapy & Special Music Education | 4 (2) 2012 | http://approaches.primarymusic.gr

Knowing that the Mostar group would listen to the
final recordings, the Scottish group were inspired to
work hard to produce their very best performances,
thus also creating self-respect for themselves as a
group. On hearing the final recordings, the Mostar
group were delighted with the choir’s performances
and particularly impressed with their ability to sing
in the Bosnian language. Hearing their own songs
performed to such a high standard and with lively
instrumental accompaniment (including accordion,
strings, brass and Balkan percussion), the Mostar
group felt a greater pride and respect for their own
songs.

We hope that these experiences of building self-
pride and mutual respect across cultural divides
will have a more general and lasting effect on the
way the children view themselves and their place in
the world, giving them a point of reference for a
more tolerant and open attitude towards people
from other countries and cultures.

Valuing equal collaborators

The project sought to address not only cross-
cultural divides, but also the divide created through
the separation of mainstream and special education.
In setting up this cultural link between children of
different educational backgrounds, we were able to
promote the idea that children should not be
defined by their abilities or needs, but instead be
valued as equal collaborators and creators of
culture. The depth of creativity demonstrated by
children and young people with special needs was
highlighted and celebrated by the Scottish children,
who viewed the Mostar group as equal partners in
the collaborative process, and whose expressive and
distinctive songs were the inspirational starting
point for the entire project. Again we hope these
experiences will have a lasting effect on the
children’s wellbeing, having emphasised in a
practical and personal way the importance of
cultivating positive, non-discriminatory attitudes
towards people with special needs.

Sarajevo schools collaboration
Project design

In 2011 we worked for two weeks in three
elementary schools located in separate communities
in Sarajevo, each with a strong ethnic and religious
majority: one Bosniak (Muslim), one Bosnian
Croat (Catholic), and one Bosnian Serb (Orthodox
Christian). Prior to the war of the 1990’s, Bosnia-
Herzegovina existed as a pre-eminent example of a
fully integrated multi-ethnic society (Jenne 2009).
During this devastating conflict the country’s
population and infrastructure became increasingly
ethnically segregated with over half the population

forced to leave their own communities and homes
(Franz 2010). Since the war, the educational system
has remained ethnically divided three ways,
representing what is believed to be one of the most
overt barriers to peaceful reintegration for the
Bosnian people, many of whom remain internally
displaced and unable to return to districts where
their existence as a minority group would be
untenable (Baranovi¢ 2001; Franz 2010; Torsti
2009). Many community members, such as teachers
and parents, are calling out for a more inclusive
education system, whereby children from all
backgrounds, including those with special needs,
are given opportunities to learn together, create
things together and, crucially, to form lasting
friendships (Hjort 2004; Majhanovich & Fox 2010;
Pasali¢-Kreso 2008).

In addition to the three elementary schools, we
worked in the Sarajevo Blind School with a choir
of children and young adults. In Sarajevo, children
with special educational needs are similarly
isolated, due to a lack of opportunities to meet and
interact with their peers in mainstream schools
(Pasali¢-Kreso 2008).

We embarked on this project in collaboration
with, and under the guidance of, Musicians without
Borders BiH', a Bosnian-based Non-Governmental
Organisation (NGO) who have designed and
implemented many similar inclusive music and arts
programmes for the children of Sarajevo. These
have previously brought isolated communities of
children together in meaningful creative
experiences that transform and challenge
stereotypes while allowing them to examine their
own identities and develop trust for other religious
groups.

The purpose of our work was to set up a musical
collaboration between groups of children from
these four schools, focusing on both song-writing
and traditional Bosnian song (sevdah). The use of
sevdah was significant — these songs represent a
shared cultural, inter-faith, heritage of all Bosnian
people. Post-war, however, sevdah is often
perceived as an exclusively Islamic, and therefore
divisive, art form (Lausevi¢ 2006; Longinovi¢
2000; Pennanen 2010; Vidi¢ Rasmussen 2007). In
order to lessen any ethic connotations associated
with sevdah, we decided to engage the children in a
process of transforming and re-contextualising the
song into a new musical genre: reggae. Throughout
the project we sought advice and assistance from an
experienced local community musician and
Musicians without Borders employee, our friend
Toni Pesikan. Toni is a percussionist with particular
experience and interest in African and Afro-

1 . . .« . .
For more information about Musicians without Borders
BiH, visit: www.see-mwb.org
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Caribbean drumming styles. This specialism led us
to use aspects of reggae music in the project.
Reggae rhythms provided a stylistic counterpoint to
sevdah, through which the traditional Bosnian
idiom could be transformed. We were conscious
not to present the reggae musical style to the
children out of context, however, and to this end we
listened to recordings of various reggae artists and
discussed the lyrics and replicated the rhythmic
patterns we heard before embarking on applying
these to the sevdah song. At this point, the Bosnian
song was adapted musically to fit the phrasings and
rhythms of reggae. The idea of musical
transformation represented a primary theme of this
project, demonstrating to the children how musical
meaning can change, adapt and take on new
significance when shared and performed in new
ways. Toni led parts of the initial workshops in
each school, introducing the children to reggae
rhythms.

We were conscious, throughout the project, of
our position as non Bosnians. Despite having
visited the country many times over several years,
having studied the Bosnian language and having a
profound respect for Bosnian culture, we would
always remain outsiders in this process. We
maintained a non-issues-based approach throughout
with the belief that it would have been
inappropriate to make explicit references to the
issues surrounding religious segregation while
working with the children. Local representatives
from Musicians without Borders initiated contact
with the four schools involved who had all
previously expressed eagerness and enthusiasm for
their children to take part in inter-ethnic artistic
collaborations, with the possible outcome of
promoting inter-ethnic friendships. We respected
this fact and attempted to use our skills as
musicians to work towards these objectives. This
was the focus of our work at all times, rather than
any attempt to pursue any agenda of our own.

Children participating in our project were aged
11-13, although there were some older teenagers in
the choir we visited at the Blind School. We felt
this age group would be mature enough to
understand the context of their creative work, while
also being open to the approach - their perceptions
not yet having been established to the same extent
as they may have been in an older group. This
reflects attitudes commonly attributed to children
from this age group, as described in relation to
similar inter-ethnic arts and music initiatives
(Skyllstad 2004).

We led a series of creative music workshops in
each of the four schools during which each group
first learned a sevdah song in its original,
traditional Bosnian idiom, with accordion and viola
accompaniment. The children also learned reggae

rhythms which were performed both on drums and
through vocalisation. These emphasised the reggae
backbeat (the emphasis of beats 2 and 4) and the
shuffle (triplet subdivisions of the beat). We asked
the children to set the beat using this rhythm, over
which we started to sing lengthened or shortened
versions of the song’s phrases to emphasise a
reggae style.

Although the children from the four groups did
not meet in person, they composed a new song
collaboratively over the course of the two week
project. This song, called Moj Brat, Moja Sestra
(My Brother, My Sister), draws lyrically on themes
of love and friendship. The song-writing process
grew from lyrics and melody composed by one of
the groups. This material became the first verse of
the song and was shared with the children in the
other schools who composed subsequent verses, or
built on the existing material (for example, by
adding vocal counter melodies and harmonies).
This song was also performed in a reggae style, and
each verse ended with a refrain from the song Is
This Love? by Bob Marley’.

At the end of the two weeks we recorded the
each of four groups singing both the sevdah-reggae
song and the new composition. We subsequently
edited these recordings together to create a collage-
style final version with an added instrumental
backing track. CDs with these collaborative edits of
the songs were sent to the children. It is our hope
that these songs will become part of a shared
repertoire of music for children living in the city of
Sarajevo. A concert bringing the four schools
together again is being planned, to be organised by
Musicians without Borders Bosnia-Herzegovina.

Reflections on project outcome

In order to discuss what we consider to be the main
outcome of this project, we must first acknowledge
that we spent only two weeks in Sarajevo, working
on a project which could only contribute in a small
way towards the long-term goal of encouraging and
nurturing inclusive inter-ethnic friendships for
children in the city. It is worth mentioning here that
no formal feedback or evaluation comments were
collected during the project. The outcome discussed
here is based on our experience and reflective
notes.

Nevertheless, we were able to appreciate the
ways in which creative collaboration could create a
sense of togetherness. Despite never having met in
person, the four groups worked with a common
goal: to compose, perform and record music
together. This process involved co-operation, risk-

% To listen to the song recordings from the projects, click
the link: http://soundcloud.com/hannahandlewis
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taking and confidence building — key elements of
personal growth and wellbeing. We would like to
use a similar framework to reflect on what was
achieved, offering the same headings used in
relation to outcomes of the Mostar-Edinburgh
collaboration. While these two projects were very
different in design and delivery, they both
emphasise creative and enjoyable processes and
activities such as group singing and collaborative
song-writing, performance and recording. Musical
interventions such as these provide children with a
safe and nurturing environment that provides them
with opportunities to transform existing opinions,
build respect for themselves and their peers, and
learn to value equality in art and life. We will also
look towards the potential impact of continued
work in the four schools.

Transforming opinions and ideas

Musical collaboration gave the children a reason to
connect with their peers from other areas of the
city, expanding channels of communication
between groups from different religious
backgrounds, who would otherwise have little or no
opportunity to interact. This was a potentially
transformative process, in that it de-emphasised
perceived differences and set up a positive and
meaningful shared experience that challenged
negative stereotypes or uncertainty between ethnic
groups.

Additionally, throughout the project there was
an emphasis on the transformational potential of
music. Adapting and re-contextualising music was
not only a creative starting point, but was symbolic
of a more general transformation of ideas around
music, culture and ethnicity. Imagining a traditional
Bosnian (sevdah) song in a new style encouraged
the children to find new meaning and relevance in
Bosnia’s shared cultural heritage cross-ethnically,
and to separate this musical tradition from its more
recent over-association with religion.

Building respect through the development of a
newly-shared culture

The collaborative song-writing activity involved
sharing and building on creativity between the four
groups; a process which required compromise and
respect for all contributions. The children
understood that they were working
interdependently; all four groups had to cooperate
in order for the complete song to come together.
We feel this awareness also allowed all four groups
to feel shared pride in the final version of their
song. At the same time the children were given the
chance to build confidence in their own
performances, which were recorded separately in
the four schools. We encouraged them to respect

the recording process and to aim for their best
performance. We believe that allowing the children
to rise not only to our high expectations, but also to
each other’s, built self-respect in all four groups.

As workshop leaders we attempted to
reciprocate respect for the children involved by
leading much of the sessions in the Bosnian
language without the use of interpreters. This added
a further dimension of cooperation and
collaboration, in that the children at times had to
assist us with their elementary English skills when
we could not express ourselves in our basic
Bosnian.

Music-making provided the children with a
context through which to express their natural
inquisitiveness about their peers. While exploring
and experimenting with musical styles (i.e. sevdah
and reggae), the four groups also made steps
towards a shared identity. The foundation of this
identity is the new shared repertoire of songs that
the children created together. The lyrics of the
groups’ own song describe the importance of
friendship and of looking after each other, and may
be seen as a lasting testament to feelings of respect,
openness and honesty. We hope that these songs
will continue to play a part in future stages of the
project.

Valuing equal collaborators

Emphasising equality served as a way of
minimising the children’s perception of differences,
both in terms of ethnic background and, in the case
of the Blind School, differences in physical
abilities. Creating and recording music with the
four groups was a democratic process: all the
children involved were able to influence the way
the creative work developed, along with all aspects
of the composition and arrangement of the musical
material.  As with the Mostar-Edinburgh
collaboration, the Sarajevo project revealed the
broader social implications of valuing all the
children involved as equal collaborators in a
creative community. The togetherness of the
project, where all voices are equal, challenges
isolation. We feel this represents a first step
towards the ultimate goal of encouraging lasting
inter-ethnic friendships between children, both
from mainstream and special needs educational
backgrounds, living in Sarajevo.

Conclusion

Both projects aimed to bring children and young
people together across social and/or cultural
divides, by establishing creative links and initiating
collaborative music-making processes through
signing, song-writing, performance and recording.
We explored the ways in which this kind of
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collaborative, cross-cultural, inclusive approach
may potentially address issues relating to tolerance,
respect and children’s sense of individual and
cultural identity in relation to others. Both the
projects’ outcomes show that the enjoyment and
sense of togetherness that music can engender
makes it an ideal vehicle through which to foster
effective and inclusive collaboration between
children who view themselves as different from one
another, either because of physical differences (e.g.,
disabilities) or because of differences in culture or
religious beliefs.

By interacting with new people (albeit at a
distance), learning new skills and working together
in a novel context, children are able to examine
previously held convictions, potentially
transforming pre-existing opinions and ideas,
building respect through developing a new shared
culture and learning to value all children as equal
collaborators and expressive voices. Ultimately,
intercultural music-making can heighten an
individual’s or a group’s sense of wellbeing,
through active group experiences that harness
music’s ability to both energise and focus people in
synchronised, enjoyable activities that make them
feel good about themselves and others.

This inclusive, intercultural approach may also
have a deeper community impact and lasting social
significance in offering a starting point in lessening
any present isolation experienced by communities
of children and young people. This is particularly
valuable in areas where children live separately
because of ethnic divides, or in the case of special
needs children, distanced from their peers by
separate education systems. Similarly, in building
international cultural links, children can enjoy
exploration of music from other parts of the world
while developing a valuable and meaningful
personal connection to other children.
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Reporting on Outcomes: An Adaptation of the
‘AQR-instrument’ Used to Evaluate Music
Therapy in Autism

Martin Lawes

Abstract

This article introduces an adaptation of the music
therapy and autism specific AQR-instrument
(Assessment of the Quality of Relationship)
(Schumacher & Calvet 2007). The author
developed  this  adaptation  following  the
requirement to report on the outcomes of his work
at a school for children with autism.

After introducing the AQR-instrument, the
author describes how his adaptation enables him to
produce bar charts illustrating client progress. This
is done by drawing on the procedures of the
Developmental Disabilities - Children’s Global
Assessment Scale (Wagner et al. 2007). A case
example illustrates the format used for the therapy
plans, termly reports and annual review reports in
which the bar charts are incorporated.

Keywords: music therapy, autism, evaluation,
outcomes, AQR-instrument

Introduction

At a school for children with autism in the UK, I
found myself being required to report on the
outcomes of my work as well as produce therapy
plans and brief termly reports. This was in addition
to the annual review' reports I was accustomed to
providing. The context was a developing therapy
provision with increasingly formalised procedures
being adopted to ‘measure’ progress. In particular,
colleagues in the psychology, speech and language
therapy and occupational therapy professions were
developing the use of outcome measures, with the
results presented in reports using bar charts. The
data produced and its significance needed to be

"'In the UK clients with special needs such as autism have
annual reviews every year attended by key professionals and
parents/carers. Educational, therapy and other reports are
written for this purpose.

Martin Lawes works as a music therapist in the
UK in schools and palliative care. He is a registered
music therapy supervisor and has been visiting
lecturer on three of the UK music therapy Masters
training courses. He has presented his work
nationally and internationally and has previously
published in the British Journal of Music Therapy.
Martin is additionally qualified in Guided Imagery
and Music and is an assistant trainer in this.

Email: martin.mt@yvirgin.net

presented concisely and in a way that was
straightforward for others to understand.

I noted that my colleagues both drew on existing
validated outcome measures but at the same time
found they needed to modify some of these or
develop new ones so as to have something
appropriate for ‘measuring’ change. Looking into
how I might respond to what was required of me, it
was soon clear that there was no existing outcome
measure suitable for me to use. Yet I was
encouraged by my colleagues’ modifying of
existing tools or developing new ones to think that I
might be able to do something similar and even
produce bar charts of my own comparable to theirs.

I have been able to do this by adapting the
AQR-instrument (Assessment of the Quality of
Relationship). This was developed by the music
therapist Karin Schumacher and developmental
psychologist Claudine Calvet specifically for use
with children with autism for purposes of
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assessment, diagnosis and evaluation (Schumacher
& Calvet 2007). What I needed to do was to
develop a way of applying it to help me report on
the outcomes of my work given the culture of the
school and the kind of approach being taken by my
colleagues. The problem with the AQR-instrument
was that it was not designed for a purpose quite like
this. Thus the kind of information it produced,
whilst useful for my own evaluation purposes as
clinician, would have been too complex and
specialised to present in a report and taken too
much time to produce.

After introducing the AQR-instrument, I
describe how I adapted its method of application to
make it suitable for my purpose, drawing on the
procedures of the Developmental Disabilities -
Children’s Global Assessment Scale (DD-CGAS)
(Wagner et al. 2007). This is a validated outcome
measure similar in format to the AQR-instrument.
By drawing on its procedures, I was able to produce
bar charts illustrating client progress and thus meet
my employer’s requirements in the kind of way
they expected. I illustrate this with the format I use
for therapy plans, termly evaluation reports and
annual review reports. Bar charts are incorporated
into the reports alongside descriptions of client
engagement and progress.

Being a UK therapist, the various plans and
reports that I produce are also useful in helping
evidence how I meet the Standards of Proficiency
for music therapists set by the Health and Care
Professions Council (HCPC?). These standards
stipulate that it is necessary to “formulate specific
and appropriate management plans” and “evaluate
practice systematically”. The process should
involve being “able to make reasoned decisions to
initiate, continue, modify or cease treatment or the
use of techniques or procedures, and record the
decisions and reasoning appropriately” °. The
standards refer to the gathering of qualitative and
quantitative data to help evaluate client response to
therapy and the use of recognised outcome
measures.

Although the procedure I have developed
integrates qualitative and quantitative types of
evaluation, it would be misleading to say that I
‘measure’ progress or the outcome of therapy. For
it might then be assumed that objective
‘measurement’ has taken place and that a
scientifically validated tool has been used, which it

2 In the UK the profession of music therapy is regulated by the
government appointed Health and Care Professions Council
which publishes Standards of Proficiency to which all
registered practitioners must adhere.

3 HCPC: Standards of Proficiency - Arts Therapists, pp. 9-11.
Retriecved on 18" June 2010, from: www.hpc-
uk.org/assets/documents/100004FBStandards of Proficiency

Arts_Therapists.pdf

has not. Indeed, a client’s gains in self-awareness or
in the ability to communicate and interact, or in
emotional well-being as I aim to promote as a
music therapist do not lend themselves easily to
quantitative measurement (Christic et al. 2008).
Because of this and the fact that the adapted AQR-
instrument has not been externally validated, I
avoid characterising it as being an outcome
measure. Rather, it is essentially a systematic
method of evaluation. The bar charts illustrating
client progress are produced using subjective
clinical judgment based on observation as I explain.

For ease of exposition, the male gender is used
throughout for both client and therapist. The
client’s name and other details in the case example
have been changed to preserve anonymity.

The AQR-instrument (Assessment of the Quality
of Relationship)

The AQR-instrument (Schumacher & Calvet 2007)
is designed to identify the developmental level of a
client’s functioning and relating in music therapy
for the purposes of assessment, diagnosis and
evaluation. In particular, it serves to assess a young
person’s tolerance of, and ability to engage in
communicative interaction at a non-verbal level.
This is significant because of the implications it has
for the regulation of arousal/emotion (and
consequently behaviour), personality development
(the development of a sense of self), the
development of functional communication in
general (including verbal) and well-being. Its
theoretical basis derives from developmental
psychology and attachment theory. Although the
AQR-instrument has not been externally validated,
its inter-rater reliability has been successfully tested
with 84 raters (Schumacher, Calvet & Stallmann
2005).

The instrument features four different scales.
The first three focus respectively on the
instrumental, vocal-pre-speech and physical-
emotional dimensions of a client’s engagement.
Each scale has six or seven ‘modi’ which
correspond to stages of the developmental process
during the first year of life. The first three modi of
the instrumental scale illustrate how the scales are
not only music therapy but also autism specific (see
Table 1).
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Modus 0: Lack of contact / contact refusal / pause

There seems to be no awareness of the musical instruments in
the room; they are not inviting. Despite therapeutic
intervention they do not lead to any obvious intervention-
related contact and relationship stimulating reaction. A third
kind of behaviour in this modus is to need a pause in order to
regulate the affective tension.

Modus 1: Contact — reaction

A first awareness of the instruments develops. It is handled in
the form of a short reaction whereby as by chance a sound
becomes audible. If it's a moveable instrument it is often
touched and after that totally neglected.

Modus 2: Functional — sensory — contact

The instrument is handled either in a sensory, destructive or

stereotype way:

e sensory: touch, smell, taste instead of hearing

e destructive: the instrument is in danger of being damaged

e stereotype way of playing: monotone, unchanging,
apparently meaningless.

Similarly up to Modus 7 . . .

Table 1: Instrumental Quality of Relationship Scale,
Modi 0-2*

Schumacher and Calvet designed the fourth
therapist scale to be used by the therapist to assess
the level of his intervention and determine whether
it is appropriate for the client or whether the
therapist needs to modify his approach. The first
three modi of the scale illustrate it (see Table 2).

Modus 0: Musical space — surrounding

The child shows no visible reaction yet to the therapist and his
offers, sometimes making a pause. Music is offered with the
intention of creating an atmosphere that makes a relationship
potentially possible, but without forcing direct contact. The
therapist feels unacknowledged.

Modus 1: Perception — connecting

The child moves (mostly stereotyped) around the room and
notices the therapist's intervention for a short time. His
movements become audible by an appropriate musical
improvisation. The therapist feels mobilised by the short
positive reaction of the child.

Modus 2: Affect attuning / allowing oneself to be
functionalised

The focus is on the child's affect. The therapist attempts to find
attunement with the child and to form him by physical,
musical, or verbal means. The therapist puts himself thereby
totally at the service of this problem and therefore feels
functionalised in this respect.

Similarly up to Modus 7 . . .

Table 2: Therapeutic Quality of Relationship Scale,
Modi 0-2

The scales are applied utilising a process of video
microanalysis’. Schumacher and Calvet (2007)

* The material presented in Table 1, 2 and 3 originates from
Schumacher and Calvet (2007). This material is reprinted here
with permission of Jessica Kingsley Publishers.

illustrate this referring to the AQR scales in their
description of a client’s engagement as seen in a
short video extract (included with the book’s web-
based resources®). What is apparent in particular is
that his engagement is not simply assessed as being
in one modus but in different modi at different
times even in such a short extract, as is likely in
fact to be the case for any client. Used in this way,
the AQR-instrument is very useful in helping the
therapist identify and understand changes in the
level (modus) of a client’s engagement so that he
can support the client’s process in the most helpful
way.

Everyday evaluation and reporting:
An adaptation of the AQR-instrument

In thinking about how to respond to my employer’s
requirements, the attraction of the AQR-instrument
for me was that it is both autism and music therapy
specific. On the other hand, whilst the information
produced may be very useful from the perspective
of clinical evaluation, my employer would not have
been willing to fund my spending significant
amounts of time undertaking and documenting the
microanalysis process on a regular basis for every
client seen. Furthermore the AQR-instrument does
not produce information that is simple to present
and understand in a report — a purpose for which it
was not designed anyway. This was especially
pressing in the light of the way my colleagues were
producing simple bar charts illustrating a client’s
level of functioning, accessible for others to
understand without specialist knowledge. The
AQR-instrument in contrast produces a more
complex as well as subtle profile. As already
discussed, this concerns the way a client typically
functions at different levels at different times,
elaborated in relation to a very specific context —
which is that of music therapy. This means, I
suggest, that it would only be possible to
understand and fully appreciate the meaning and
significance of the shifting levels of functioning
through having specialist knowledge as those other
than music therapists could not be expected to
have.

Whilst in my adaptation I use the AQR scales in
their original form and benefit from appreciating
the subtleties of the shifting levels of client
engagement the instrument highlights, [ am able at
the same time to present the results of the
evaluation process in a simplified way that is

5 Microanalysis focuses on “minimal changes in relationships
or interactions between people or minimal changes in the
music and in dynamic forces” (Worst & Wigram 2007: 14).

8 Retrieved on 15™ August 2012, from:
www.jkp.com/catalogue/book/9781843104698/resources/
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designed to be accessible to those without specialist
knowledge.

Required reading

In order to use my adaptation, or develop
something similar, the reader will need to refer to
several of Schumacher and Calvet’s texts. These
are firstly their chapter in the book Microanalysis
in Music Therapy: Methods, Techniques and
Applications  for  Clinicians,  Researchers,
Educators and Students (Schumacher & Calvet
2007). This introduces the AQR-instrument and
includes the full scales and the clinical illustration
(with video clip) referred to above. For more
detailed  information on  the theoretical
underpinning and practical application to clinical
work, drawing as it does on Stern’s work, the
reader is referred to the DVD Schumacher and
Calvet have produced (Schumacher & Calvet
2008). Their paper Music Therapy with Children
Based on Developmental Psychology, Using the
Example of ‘Synchronization’ as Relevant Moment
(Schumacher & Calvet 2008a) is included on the
DVD. A further publication about the AQR-
instrument has recently appeared in German
(Schumacher, Calvet & Reimer 2012). This
includes a DVD and is due to be published in
English possibly in 2013 (K. Schumacher, personal
communication, 7" March 2012).

Although the adaptation of the AQR-instrument
as I describe is not time consuming to use in the
context of everyday clinical work, it is unavoidable
that anyone wishing to use it does need to spend
time to thoroughly familiarise himself with the
instrument and especially the developmental theory
underlying it. On the other hand, this cannot but
benefit the therapist’s work in what is a specialist,
if common, area of practice. Whilst music
therapists work in different ways depending on
their training, I imagine that all those who work
with clients with autism using an improvisation
based approach will recognise the different modi of
engagement described in the AQR scales, and that
these would potentially be meaningful in terms of
providing a framework for the evaluation of their
work.

Developmental Disabilities - Children’s Global
Assessment Scale (DD-CGAS)

The development of my adaptation of the AQR-
instrument began with the realisation that with its
scales following a developmental sequence, the
format is similar to the Developmental Disabilities
- Children’s Global Assessment Scale (DD-CGAS),
a validated outcome measure (Wagner et al. 2007).
Furthermore, when a scoring is made using the DD-
CGAS, the fact that clients function at multiple

levels is taken into account with a single score
being produced that represents a kind of average
level of functioning. By adopting its procedures,
therefore, I realised that I could produce something
similar using the AQR-instrument.

What made me consider drawing on the
procedures of the DD-CGAS in particular was that
it is a validated tool with proven inter-rater
reliability (Wagner et al. 2007) which is yet not
time consuming to administer. Indeed, complex
video analysis is not required. Rather the rater
makes a quick clinical judgment, using a
standardised = procedure, to determine the
developmental level of a client’s functioning.

The DD-CGAS is described as being a
dimensional scale with scores ranging from 1 to
100, where 1 represents the most impaired
functioning and 100, superior functioning. Each
decile (e.g., 1-10, 11-20) corresponds to a level of
functioning and has a descriptive header. Examples
of behaviours that might be seen at each level are
given. When a scoring is to be made, initially a
decile is selected as the rater judges is the ‘best fit’
in terms of the client’s functioning. Once this has
been determined, the rater considers the adjacent
levels in order to give a specific rating. For
example, if the client fits best into 51-60 level:
“Moderate impairment in functioning in most
areas” but has some similarity to the 41-50 level,
the rater chooses a number in the lower half of the
range (i.e., 51-54). Conversely, if the client has
some strengths consistent with the next higher
level, the rater chooses a number in the top half of
the range (i.e., 56-60) (Wagner et al. 2007).
Although the rater draws on his observations of the
client (as well as any available caregiver or
educational reports and the results of standardised
tests), it is always subjective clinical judgment that
determines the actual score given.

It is expected that the initial rating will take 5 to
10 minutes to produce and even less time on
subsequent occasions (Wagner et al. 2007). Given
the excellent inter-rater reliability achieved using
this method of application with the DD-CGAS, it is
reasonable I believe to think that a similar level of
inter-rater reliability could potentially be achieved
with my adaptation of the AQR-instrument which
uses an analogous procedure. This is especially
given the good inter-rater reliability of the
instrument as it stands (Schumacher, Calvet &
Stallmann 2005).

Rating procedure for the
instrument

adapted AQR-

The modi within each of the four different scales of
the AQR-instrument correspond to one another.
Thus whilst each scale focuses on a different aspect
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of engagement, they are all associated with the
same sequence of developmental levels. Therefore,
in determining the client’s general level of
functioning in music therapy, the scales can be used
in combination or different scales used at different
times if the focus of the client’s engagement
changes. I have found it useful, in fact, to gather all
four scales together into a single subdivided scale.
For example modus five (see Table 3):

Instrumental quality of relationship:
Relationship to others / Interactivity

The instrument is played in form of a dialogue, as in question
and answer games, often also in connection with vocal
expressions.

Vocal-pre-speech quality of relationship:
Relationship to others / interactivity

An internal motivation develops to form a dialogue. An
ability to imitate becomes audible. These imitative periods
are of longer duration. This dialogue develops further in the
form of a question-and-answer game. The alternate picking
up on motifs and a joint creating of form are evident.

Physical-emotional quality of relationship:
Relationship to others / interactivity

The main feature of this modus is the mutually desired
physical contact with a dialogue character. The child begins
to enjoy the physical contact. The exchange is relaxed and
accompanied by positive affect. The child regularly
exchanges eye-contact with the therapist. However, he can
also regulate himself by averting his gaze.

Therapeutic quality of relationship:
Musical dialogue - musically answering and questioning

The child shows the ability to join in and imitate. A conscious
initiation of music and dance ideas, independent from each
other, becomes evident. The therapist considers himself as a
person separate from the child and as dialogue partner.

Table 3: Modus 5

In assigning a score, which I do twice a term during
the period in which a client receives therapy, [ use a
procedure that draws on both on the DD-CGAS and
Schumacher and Calvet’s guidelines for using the
AQR-instrument:

1.

Initially, one of the first three scales is chosen
depending on whether instrumental, vocal or
physical-emotional expression is most in the
foreground during sessions around the time that
the scoring is being made (this is the procedure
Schumacher and Calvet suggest).

If the client neither plays nor sings, but shows
significant emotional features, the physical-
emotional scale is preferred with its focus on the
client’s affective state expressed through
gesture, posture and movement, and the quantity
and quality of his eye contact (this again is as
Schumacher and Calvet suggest).

3. The fourth therapist scale is used for further
clarification. Whilst it was originally intended
simply to assess the level of the therapist’s
response to the client and its appropriateness,
because it also describes how the client
interacts, it can be used to further clarify his
level of functioning. For example, whilst the
instrumental scale focuses on the way the
musical instruments are engaged with (the AQR
scale reflecting the disturbed relationships with
objects in autism as well as with people), the
therapist scale describes in addition how the
therapist is related to in the music.

4. If there is a discrepancy between the identified
level at which the client is engaging and at
which the therapist is responding, the therapist
may need to modify his intervention (this is as
Schumacher and Calvet suggest).

5. A modus, or level of functioning, is selected by
the therapist as he determines ‘best fits’ the
client’s level of functioning and engagement
around the time the scoring is to be made (this is
the procedure of the DD-CGAS). This is based
on his observations and experience of the client.

6. To produce a score, each modus of the scale is
divided into 10"™ of points (starting at 0 in
Modus 0). Similar to the DD-CGAS, a lower or
higher score is given within the modus selected
as ‘best fit’ (e.g., 3.2 or 3.7) dependent on a
combination of factors:

a. How far the modus of engagement /
relationship is established and developed in
sessions (bearing in mind that it may begin
only as a momentary quality).

b. Linked to this, whether the client’s
engagement also has characteristics of higher
or lower modi of engagement (for example,
for a percentage of the time during sessions
as is often the case).

Whilst video analysis may be useful to support the
process and it is recommended to undertake it from
time to time, it is not necessary in my opinion to
undertake on every occasion a score is made.
Indeed I would anticipate, as I have already
intimated, that if it were to be tested, there would
be good inter-rater reliability using the procedure I
have developed, just as there is for the DD-CGAS
which also wuses clinical judgment based on
observation and experience to assign a score.

The bar charts and their presentation

Bar charts are created incorporating the scoring
made over a term or more using, in my case, a
Microsoft Office Excel worksheet. These are never
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presented in isolation but are always accompanied
by a description of client engagement and progress.
It is this that each bar chart illustrates and which
justifies the scorings made (bearing in mind that
they are not based on objective ‘measurement’ but
on subjective clinical judgment). It is then through
integrating qualitative (descriptive) and quantitative
(bar chart) aspects of the evaluation process that I
am able to respond to my employer’s requirement.
This is specifically as the evaluation process is
documented in the therapy plans, termly evaluation
reports, and annual review reports I produce.

Therapy plan

Along with an initial AQR score, the therapy plan
includes a description of the client’s presentation
and engagement during the assessment period (see
Figure 1, p. 117). In this I aim to clarify aspects of
musical and interpersonal behaviour bearing in
mind the framework that the AQR-instrument and
its underlying developmental model provides. In
other words, I aim to write an account of the
client’s initial engagement in therapy that makes
sense of the score I assign. Also included in the
plan is referral information, the aims of the work
(determined during the assessment period) and the
‘intervention plan’ which sets out the length of
sessions and when they will take place. Although it
is difficult to obtain informed consent to therapy
from a low functioning client with autism, I include
evidence I have observed (or have had relayed to
me by other staff) of the client’s motivation to
attend and engage.

Termly evaluation reports

Scoring is completed at the time of assessment and
then every half term’. At the end of each term
during which the client receives therapy, I produce
a brief evaluation report (see Figure 2, p. 118). This
includes a short description of the client’s
engagement and progress during the term linked to
the aims of the work. This description should
clarify any specific changes and developments
which have resulted in an increased AQR score.

Annual review reports

While the therapy plans and termly evaluation
reports are only intended for internal use within a
school, annual review reports are designed for a
wider audience and may be consulted beyond the
school including in future years. For this more
formal purpose, it is necessary to include a brief

" In the UK the school year is divided into three terms. I rate
each client twice a term and thus six times a year if seen for
that long.

explanation of the bar chart and the adapted AQR
method of evaluation to which it 1is linked,
including references. This means that anyone who
wants to find out more can do so by following up
these references which are to Schumacher and
Calvet’s book chapter (Schumacher & Calvet 2007)
and my article in this journal. Annual review
reports are relatively quick to produce as I am able
to use the descriptions of client engagement and
progress previously produced for the termly
evaluation reports.

The format for these reports includes a brief
explanation of what music therapy is as well as
information about referral, initial presentation, aims
and the number of sessions received. After this a
description of the client’s engagement and progress
is presented on a term by term basis followed by
the explanation of the adapted AQR-instrument
(see Figure 3, p. 119). The report finishes with a
summary and recommendations.

Use of the chart in evaluation

Not only does the bar chart document progress but
it also shows when a client reaches a plateau of
progress or when a client does not progress as
hoped for. By representing the contour of the
client’s progress visually, the bar chart can help
support decision-making around whether to
continue with or end therapy. From a UK
perspective, where such decision making and its
associated reasoning needs to be documented to
meet HCPC Standards of Proficiency, the bar
charts as they are incorporated into the various
reports I produce are useful in justifying the
decisions I make. They are also useful in helping to
justify to parents and other professionals why
therapy might be continuing or ending which can
sometimes be points of contention.

Limitations

The AQR-instrument and my adaptation of it is
more suitable for evaluating work with generally
lower functioning clients (who are non-verbal or
who have limited language) than for evaluating
work with complex higher functioning clients with
autism where the focus of the therapeutic process
may be in areas of engagement not addressed by the
AQR-instrument. For example, musical and verbal
aspects of the work linked to the evolution of the
transference / counter-transference dynamic or
aspects of the work linked to the development of
symbolic play elaborated in and around the musical
process are not assessed. Thus the instrument is
designed to evaluate ‘music as therapy’ more than
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‘music in therapy’® (Bruscia 1998). On the other
hand, I have found that even in complex multi-
faceted work involving much in the way of ‘music
in therapy’, the adapted AQR-instrument can
sometimes usefully be used to evaluate the purely
musical dimension of the client’s relating and
engagement (‘music as therapy’). On occasion, I
have generated bar charts for reports in such cases
but always stressing that these do not illustrate
progress in all the dimensions of the work I
consider clinically significant.

It is also a fact that, as Schumacher and Calvet
(2008a) point out, progress in therapy does not
always occur in the linear sequence of the AQR
scales. In that sense a bar chart may be misleading
if it is assumed that progress is always represented
by a higher score although it generally is. In such
circumstances, the accompanying descriptive
element is essential in clarifying scorings that may
move up as well as down so that the bar chart and
what it signifies is not misinterpreted. Indeed the
bar charts should not be presented independently of
the description of client engagement and progress
that they illustrate, for it is the description that
justifies and makes sense of the scores assigned.

There are also circumstances when a client may
not progress in terms of developmental level (or
have reached a plateau of progress) and it may not
be reasonable to expect further progress, but
continuing therapy be justified because of the
assessed positive general impact of sessions in
maintaining the client’s well-being each week. In
such a case, the AQR-instrument may not be
applied to produce scores and bar charts. This is
where it would be misleading in conveying the
benefits or focus of the work.

Further applications

A procedure similar to that I have adopted may be
able to be used where ratings scales have been
developed for other client populations or for more
general use in music therapy. On the other hand
what | have developed is specific to the setting
where | work and what has been required of me. I
hope, therefore, that other practitioners may be able
to draw on the approach I have taken so as to
develop something useful for their own work
settings and suited to their own way of working.

8 In ‘music as therapy’, the work is done entirely through the
music with verbal discourse, if it is engaged in at all, being
only employed to guide, interpret, or enhance the music
experience and its relevance to the therapy process. In ‘music
in therapy’ the work is done equally musically and verbally,
either alternately or simultaneously, with music being used for
its unique nonverbal advantages, and words used to enhance
insight (Bruscia 1998). Work in other creative modalities may
also feature.
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Music Therapy Plan

Name: William James
Date of Birth: 3 April 2005

Referred by: Sarah Brightman (speech and language therapist) and Ruth Ledger (class teacher).

Date of Referral: 6 September 2011

Reason for Referral: To help William to “tolerate more closeness with others” as he is very isolated at present and “very difficult to
reach”. He seldom looks at other people. His reported “love of music” is a relative strength within his autistic presentation.

Intervention Plan:

1. Weekly 30-minute sessions at 2:30pm on Tuesdays during term time.

2. Three assessment sessions initially. If appropriate on-going therapy offered for one term (autumn 2011) with possibility of
extension subject to termly review of progress made and of the expected benefits of continuing.

3. Adapted AQR-instrument for half-termly evaluation if appropriate.

Date of Initial Assessment Session: 13 September 2011

Presentation During Assessment Sessions:

William attended with his teaching assistant in support and stayed the full 30 minutes. He chose to sit in front of the drums and
cymbal on entering the room. His play was generally more at a sensory level of exploration (e.g., uncoordinated, a-rhythmic
‘rubbing’ of the drum stands with the drum sticks), than at a level where he recognised the instruments as being ‘musical’
instruments that could be used for affective (emotional) expression. However there was, from time to time, an emergent sense of the
possibility of play at this latter level evolving (e.g., more organised rhythmic beating of the drum skins).

William only acknowledged the therapist’s presence very fleetingly, occasionally glancing his way. He also resisted musical
interaction to begin with. Thus he tended to stop playing when the therapist joined in and established a connection in the music. This
changed towards the end of the session when he began to tolerate brief moments of rhythmic connection before breaking off.

William seemed to need quite long periods of withdrawal in between relatively brief episodes of engagement with the
instruments (and with the therapist). He also went over to the piano and pushed the therapist’s hands off the instrument’s keys when
he wanted the therapist’s music to stop. He then paced around the room blocking his ears. Later in the session, William did accept the
therapist playing instrumental music quietly in the background when he wasn’t playing himself. He blocked his ears when the
therapist sang to try and draw William into interaction again. William began to vocalise quietly towards the end of the session,
however, (unmodulated humming sound) attuned to the piano harmonies provided by the therapist demonstrating an indirect musical
connectedness.

William’s potential and motivation to engage in more sustained episodes of musical play and interaction began to emerge in the
second and third assessment sessions (attended alone). He initiated some of these episodes of engagement and was also able to begin
to respond to the therapist’s musical and other invitations to re-engage. There was a brief episode of synchronised play together
(shared pulse) in the third session based in the rthythm of William’s body movement which William seemed to register through the
way he looked at the therapist in a more sustained way. On one occasion William sat by the therapist at the piano though he only
played very briefly before moving away.

The therapist’s assessment was that William would be likely to benefit from on-going therapy for one term initially with aims as
set out below.

Initial Adapted AQR-instrument score: 2.3

Aims:

For William:

1. to participate in expressive and communicative interaction at a non-verbal level using music as therapeutic vehicle. To engage in
a range of modalities: instrumental involving playing the percussion instruments and the piano, and vocal work. Also movement
and music based work.

2. to develop awareness of self and other: to “tolerate more closeness with others” and become more motivated to interact. To
initiate interaction, and respond to the therapist’s invitations to interact. To move from episodes of self-absorbed non-
communicative and fragmented musical (sensory) play to episodes of more sustained and organised interactive musical play. To
develop the capacity to interact musically underpinned by a shared sense of pulse. To learn to turn-take.

3. to develop the capacity for contained affective (emotional) expression through participation in music-based interactive play.

Therapeutic Approach:

Student led involving improvised musical interaction to achieve therapeutic goals. Psychodynamic approach within developmental
framework.

Not able to understand concept but seems motivated to attend, e.g., gets up

Student consent immediately the therapist arrives in class to collect him (unusual for him).

Parental consent Yes

Plan devised by Martin Lawes, Music Therapist Signed: Date:

Figure 1
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Music Therapy Termly Evaluation

Name: William James
Date of Birth: 3 April 2005

Term: 1 (Autumn 2011)
Number of Sessions Attended in Term: 11
Number of Sessions Attended in All: 11

Evaluation of Progress in Relation to Aims:

William always seems highly motivated to attend sessions, getting up immediately he sees the therapist arrive in the classroom and
walking with him to the sessions.

His music-making has generally become less tentative and more confident. His exploration of the instruments is less at a sensory
level and now more at a musical level, beginning to express his shifting affective state. This is through musical patterning and
shaping supported by the therapist’s music (e.g., development of rhythmic beating and variation of rhythmic patterns, changes in the
intensity and speed of the music and an emergent sense of musical phrasing). Thus William has overcome his resistance to engaging
in musical interaction to a significant degree. He initiates episodes of musical play more frequently than he did to begin with and is
also able to respond to musical or verbal cues from the therapist to re-engage. William plays the drums and cymbal and increasingly
the piano (sitting alongside the therapist) during the sessions.

Whilst William seems to be increasingly motivated to interact, at the same time the therapist needs to remain in a musically
supportive role, closely following William’s musical ideas and the rhythm, flow and speed of his playing. If the therapist introduces
musical ideas of his own or changes the speed of the music, for example, at this stage William is restricted in his ability to attune and
respond. William does look at the therapist more than he did to begin, however. This is especially when the musical play is
synchronised together or matched in some other way. Indeed William’s response to the therapist’s musical support has involved his
own playing becoming more organised (rhythmically grounded), confident (louder) as well as sustained (playing for longer periods
before breaking off). It is clear that music therapy is beginning to help him “tolerate more closeness with others”, one of the reasons
for which he was referred.

There are also periods during which William withdraws from instrumental based musical interaction altogether. However these
periods last less time than they did to begin with and he also generally blocks his ears less in sessions. This means that even when not
playing the instruments, William seems less withdrawn than he did to begin with. He remains aware of the therapist and his music,
looking his way occasionally as he paces around the room. Indeed William increasingly engages vocally at these times, and seems to
be encouraged to sustain his engagement as a result of being supported by the therapist’s piano harmonies and vocalisations.
Characteristic expressive melodic shapes are beginning to emerge, though he does not yet seem ready for vocal dialogue. Recently
William has begun to ‘dance’ at times supported by the therapist’s accompanying music.

Adapted AQR-instrument (Assessment of Quality of

Relationship):
Level of Expressive and Communicative .
Interaction in Music (Adapted AQR-instrument) Beginning of term score 23

8 Mid-term score 32
57
§ 6 End of term score 3.5
35
§4
€
83
92 I
o
o1

0

1 2 3 4 5 6 7 &8 9 10 1
Number of Session

Recommendations - Revised aims / intervention plan:

William has progressed well during the first term’s work and further progress can be expected. Another term’s work will be
undertaken with the possibility of extension subject to review of progress made next term and of the expected benefits of continuing
after that. Same aims and intervention plan.

Signed: Date:

Martin Lawes, Music Therapist

Figure 2
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Evaluation of Progress: Adapted AQR-instrument

William’s progress was regularly evaluated using an adaptation of the music therapy and autism specific AQR-instrument
(Assessment of the Quality of Relationship). This was used to assess the developmental level of his non-verbal expressive and
communicative interaction every half-term. The bar chart produced illustrates how he progressed. It represents numerically what is
described in the report. His initial score was 2.3 and his final score 4.5. It should be noted that because of their autism, many students
(especially those who are non-verbal or who only have limited language) would not be expected to reach the top levels of the scale.

. o References:
Level of Expressive and Communicative

Interaction in Music (Adapted AQR-instrument) Lawes, M. (2012). Reporting on outcomes: An adaptation of the
‘AQR-instrument’ used to evaluate music therapy in autism.
Approaches: Music Therapy & Special Music Education, 4(2),
110-120. Retrieved from http://approaches.primarymusic.gr

Schumacher, K., & Calvet, C. (2007). The “AQR-instrument”
| I (Assessment of the Quality of Relationship) — An Observation

Instrument to Assess the Quality of a Relationship. In T. Wosch
& T. Wigram (Eds.), Microanalysis in Music Therapy: Methods,
Techniques and Applications for Clinicians, Researchers,
Educators and Students (pp. 79-91). London: Jessica Kingsley.

Developmental Level
O B N W b OO N

1 3 5 7 9 11 13 15 17 19 21 23 25 27 29 31
Number of Session

Figure 3
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Using the voice in music therapy is becoming an
increasingly recognised tool for helping a wide
range of clinical populations. Voicework in Music
Therapy: Research and Practice, edited by Felicity
Baker and Sylka Uhlig, is a comprehensive,
detailed, and much-needed compilation of current
voicework techniques in the field of music therapy.
In her foreword, Dr. Diane Austin appropriately
reminds us of the importance of using the voice,
“the most intimate instrument of all” (p. 13). The
book is divided into two main sections: structured
approaches to voicework, and unstructured
approaches to voicework. Each chapter presents a
voicework technique with a specific clinical
population, and the book concludes with a
comparative analysis and model written by the
editors. The contributing authors demonstrate
expertise in their areas, and offer research-based,

technical, and practical guidance to practitioners on
a diverse variety of vocal interventions. In addition,
many chapters include beautifully described, client-
centered case examples. The specificity of the
voicework techniques and the range of populations
discussed are important to music therapy students,
researchers, and clinicians.

Introducing structured vocal interventions,
Esther Thane (Chapter 2) describes her vocal-led
relaxation method for children with autism
spectrum disorders. In this articulate and detailed
chapter, Thane reminds clinicians that directives
can be sung instead of spoken. By using the voice,
Thane “can have authentic expression and
connectedness” (p. 60) with the children. The
procedure guides children towards self-reflection
through the following process: i) breath awareness
and muscle relaxation, ii) self-awareness and
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positive affirmation statements, and iii) concluding
with a gentle wake up and transition. The chapter is
rich with musical notation to aid the reader, and
Thane also offers suggestions to apply the
technique to other populations.

Sylka Uhlig (Chapter 3) transforms “aggressive
shouting behavior into the structure of a rap song”
(p. 65), aiding the emotional and cognitive
development of at-risk children and adolescents.
With structure, all vocal expression, including
crying, “can help [children] to survive their often
chaotic environments” (p. 65) and regulate
aggression. The method is well-researched and the
literature review is thorough. In terms of a clinical
guide, the method is described in a table, which is
easily-referenced.

Nicola Oddy (Chapter 4) documents her
interesting research with people who had been told
as children that they were not able to sing. Oddy
developed a structured six day workshop inviting
people to “rediscover their voices through
introspective singing” (p. 83). The intention of
rediscovery is sensitively described, and Oddy fills
the chapter with musical notation of songs and
chants as well as helpful ways to adapt the research
into a clinical context.

Hyun Ju Chong (Chapter 5) adapts Korean
culture into therapeutic purposes by describing Sori
as a method of helping women with emotional
trauma. Sori is “a form of singing [...] about
various emotions related to life issues” (p. 101).
The chapter includes detailed descriptions of the
highly-structured technique, as well as a case
example of a 55 year-old woman searching for self-
growth and insight. Although Chong nicely
integrates the traditional, cultural Korean healing
approaches with clinical practice, this practice may
be complicated for practitioners without personal
experience in the Sori process.

Hanne Mette Ridder (Chapter 6) presents the
polyvagal theory in describing voicework to
increase social interaction in people with dementia.
Developed by Dr. Stephen Porges, the polyvagal
theory refers to the role of the tenth cranial nerve,
the vagus, in different mammalian stress responses.
Ridder connects the vagus to breathing,
vocalisation, and communication, and asserts the
need for safety to decrease the stress response in
people with dementia. Using the human voice in a
therapeutic context can increase social interaction,
especially by singing familiar, predictable songs.
Ridder brings great sensitivity to her chapter, and
provides excellent connections between the brain,
the voice, and the need to ensure safety for the
clients. As she states, “the therapist’s voice is an
important instrument and is used to signal a stable
ground, a clear structure, and a secure frame” (p.
137).

Jeanette Tamplin (Chapter 7) demonstrates the
uses of therapeutic singing and vocal interventions
to 1improve respiratory function and voice
projection for people with a spinal cord injury.
Although respiratory impairments often lead to
morbidity and mortality, vocal techniques can
significantly strengthen vocal production, therefore
improving one’s sense of well-being. This highly-
educative chapter is full of technical details, and the
methods are applicable to other disorders and
populations. The appendix serves as an additional
manual with techniques that are easy to understand
and use.

Felicity Baker (Chapter 8) explains how vocal
interventions can improve climax and cadence in
the dysprosodic voice of people with traumatic
brain injury. Baker states that “people with
intonation impairments are at risk of being
misunderstood [...] and are therefore predisposed
to social isolation” (p. 171). Vocal exercises and
singing familiar songs can increase verbal
emotional expression by improving vocal
flexibility, vocal range, and pitch. A case study
further demonstrates Baker’s approaches. This
chapter is technical, educative, and adds another
population to the wide range discussed in the book.

Felicity Baker and Jeanette Tamplin (Chapter 9)
show how song-based singing and rhythm-based
voicework approaches coordinate respiration,
vocalisation, and articulation in people with
neurological damage. Singing and speech share
similar neural mechanisms, which can help improve
the speech in people with disorders such as apraxia
and dysarthria. Baker and Tamplin describe various
chants, melodic and rhythmic articulation exercises,
and vocal intonation exercises. A case study of a
woman recovering from a stroke showed that
speech intelligibility, rate, pause time, and
naturalness all improved following these voicework
approaches.

Madeleen de Bruijn, Joost Hurkmans, and Tea
Zielman (Chapter 10) bring a much-needed chapter
on an interdisciplinary approach of speech-
language therapy and music therapy for clients with
aphasia and/or apraxia. Using melody and rhythm,
Speech Music Therapy for Aphasia (SMTA)
simultaneously integrates speech therapy and music
therapy, with both therapists working together.
Voicework can improve speech fluency by using a
method that progresses from singing, to speaking
words in a rhythmical chant, to finally speaking the
words alone. The chapter includes detailed
assessments and musical exercises to help clients
learn sounds, words, and sentences.

Helen Shoemark (Chapter 11) introduces her
free approach to voicework and vocal interplay,
known as contingent singing, with hospitalised
newborn infants. Shoemark reminds readers of “the
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instinctive process of soothing and nurturing
through the voice” (p. 231). Infants are receptive to

auditory stimulation and interaction, which
provides a positive experience and aids
neurological development. Contingent singing

includes responding to and maintaining interplay
with the infants by singing semi-sung motifs and
single-line melodies. Brief clinical examples nicely
demonstrate Shoemark’s methods of witnessing and
responding to infants using her voice.

Joanne Loewy (Chapter 12) outlines the
technique of tonal intervallic synthesis to treat
acute pain in medical music therapy. The chapter
includes a literature review, and the method is
explained in the context of a case example. By
linking the human voice to the elements of
frequency and vibrations in the body, Loewy
skilfully describes how her method of toning with a
Paiste gong helped a man suffering from pain and
anxiety caused by bowel cancer.

Satomi Kondo (Chapter 13) beautifully
describes her psychotherapeutic work with a
woman with Parkinson’s disease. Kondo brings a
psychodynamic and humanistic perspective by
reminding us that “music therapy is not only about
solving problems” (p. 269). Using an integration of
the arts including vocal improvisation, painting,
and poetry, the goals of the therapy were to
increase self-understanding, creatively express
feelings, and expand the client’s inner world.
Kondo explains the various roles of the voice such
as bridging the client to herself, her family, and her
external world. Kondo’s chapter is a well-described
and encouraging case study that is applicable to a
variety of populations.

Inge Nygaard Pedersen (Chapterl4) brings
another needed perspective to the book by offering
voicework for self-awareness and self-regulation.
Vocal sounds can function as self-objects. Through
vocal improvisation, both therapists and clients can
explore and challenge their sounds and expressions.
Pedersen shares a clinical example where she and
the client “worked solely with voice improvisations
to search for inner resources and to recognise how
to fill oneself up more steadily from the inside” (p.
296-297).

Susan Summers (Chapter 15) conveys a spiritual
foundation in her method of voicework in hospice
care that she calls “The Vocal Hello Space Model”.
At the end of life, songs can offer important
meaning for clients and their families, providing
comfort, memories, and  intergenerational
connections. Summers offers helpful, detailed
descriptions on matching breathing, humming and
vocalising, and vocal improvisation. The lyrical
vocal improvisation can be especially powerful, as
Summers describes singing to clients phrases such

as: “your loved ones are here... it is OK to leave...
we will be all right...” (p. 317).

Continuing in hospice care, Cheryl Dileo
(Chapter 16) describes the uses and roles of the
voice and the therapist with imminently dying
patients. Dileo highlights five uses of the voice: the
synchronised voice, the nurturing voice, the
accompanying voice, the dialoguing voice, and the
emoting voice. She focuses on goals such as
slowing the patient’s breath rate, nurturing the
patient, and helping the patient achieve relationship
completion, with the “ultimate goal of all music
therapy interventions [...] [being] to facilitate a
good death” (p. 327). She closes the chapter with an
emotional case example of accompanying a patient
as she died.

The book ends with a concluding chapter
(Chapter 17) written by the editors comparing and
contrasting  the  aforementioned  voicework
interventions. The therapeutic aims, psychological
frameworks, and methodological approaches of all
the preceding authors are charted for easy
referencing. In this broad and detailed chapter,
Baker and Uhlig offer a final, powerful model of
voicework in music therapy.

For any music therapist who appreciates the use
of the voice, and for any music therapist who is
looking to expand their practice to include
voicework, this comprehensive book is extremely
valuable. The greatest quality of the book is its
breadth. It covers a wide variety of vocal
interventions and populations and provides helpful,
technical advice for practitioners. It is a highly
significant and useful contribution to the field of
music therapy, and reminds all clinicians about the
innate power of the human voice.
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Hearing - Feeling - Playing is a wonderful resource
for music teachers and therapists who work with
children with hearing loss. Working with students
who are deaf or hard-of-hearing can be challenging
for those of us used to relying on the auditory sense
when making music. The last book for music
educators and therapists devoted to working
musically with students with hearing loss was
published in 1980 by Carol and Clive Robbins
(Robbins & Robbins 1980). However, the
classroom has changed dramatically since then,
especially with improved hearing aids and cochlear
implants.

This book includes twenty-one chapters that
focus on using music and movement with children
who have hearing loss. General music chapters are
the primary focus, however; there are also chapters

that are helpful to choral and instrumental teachers.
For example, there is an excellent chapter written
by Christine Rocca about the Mary Hare Schools
for the Deaf in the United Kingdom and their
beginning instrumental music program. Roca is a
teacher of the Deaf and a music therapist at the
Mary Hare schools for the Deaf in Berkshire,
United Kingdom. Roca uses the Nordoff-Robbins
approach of integrating improvisation into therapy
and teaching. Initially improvisation occurs with
percussion instruments (some of the more
accessible instruments for students with hearing
loss), and later students choose flute, clarinet, piano
or, they elect to continue on percussion instruments.
Improvisation develops self-confidence particularly
among children newly implanted with cochlear
implants. Rocca found that students do best with
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strong, steady beat and bass lines along with
predictable harmonic sequences, clear structure and
melodic phrasing to accompany their playing and
improvisation.

Chapters on music and language address the
issue of delayed language in students with hearing
loss and methods where music can be used to help
support the acquisition of language. Katharina
Ferner, a special school teacher and speech
therapist, has developed a one-week retreat for
families dealing with diagnosis of hearing loss with
a child. She offers important considerations for
working with families including how to support
language acquisition in a child with hearing loss.
Ferner reviews six approaches from professionals
who use music with children who have hearing
loss. In addition, she describes activities used in the
family retreat.

The book is filled with strategies for developing
‘inner rhythm’ - an innate sense of rhythm students
with hearing loss possess - and ways through which
the music educator can assist students in becoming
aware of this inner rhythm they have. Evelyn
Glennie, a professional percussionist who is deaf,
provides an inspiring foreword to the book and
describes learning to hear in different ways
including hearing through feeling music in our
bodies. This concept is supported by many of the
chapter authors. Indeed, Claus Bang, a music
therapist and audio speech therapist from Denmark,
discusses a type of musical speech therapy
technique he developed that uses Orff contra-bass
bars to aid children in improving vocal timbre and
qualities by learning to perceive sound through the
whole body, then discovering how to match vocal
pitch by feeling vibrations from the bass bars. |
have used this approach successfully with children
who have hearing loss, in our university laboratory
school. Orff contra-bass bars are one of the most
accessible instruments for children with hearing
loss. The size of the instrument enables the child to
easily place a hand on the instrument that is played
with a large mallet. The pitch is low and playing the
instrument produces strong vibrations that are not
only felt through the hand but through the entire
body.

Recent research into music perception is
included with application to the deaf population.
Naomi Benari, a dancer in United Kingdom, uses
inner thythm as a technique for teaching dance to
children with profound hearing loss. Feeling
rhythm in the body aids in perceiving auditory
rhythm. Dance is accompanied by live music, in
particular drums and piano. Benari prefers live
music so students can go to the instrument and
place their hand on the instrument to feel the
vibrations. Benari gives a step-by-step approach to
developing inner rhythm through movement with

children. This is an excellent way to develop music
perception in children with hearing loss.

The book’s contributors are primarily
European, and are chiefly practitioners in special
schools and programs. However, the strategies and
research are current and applicable to all schools
and programs.

The book has many photographs that illustrate
most chapters. [ also appreciate the authors’
biographies with their contact information at the
end of the book. Salmon is an excellent editor and
has recruited authors from a diversity of
backgrounds and professions. The book is
accessible to both communities of teachers and
music therapists. In addition, Salmon has taught at
the Orff Institute, Salzburg since 1984 and is
director of the postgraduate Special Course. She
authors two excellent chapters that are particularly
appropriate to general music teachers.

Overall, Hearing - Feeling - Playing is a
welcome addition and provides music teachers and
therapists with new strategies for the inclusion of
students with hearing loss in music.
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Adolescents, Music and Music Therapy is an
invaluable resource for newly qualified music
therapists and trainees, as well as for established
music therapists and others interested in how music
can benefit young people. Katrina McFerran uses
her twenty years of experience to compile together
a strong theoretical framework, supported by case
studies, vignettes and practical solutions.

As a newly qualified music therapist, I have
been working for two years with adolescents who
have witnessed or experienced abuse. As my role is
new to me, I often question if what [ am doing is
‘right’ and constantly trying to ensure that I am
providing the best I can within the ‘chaos’. By this
I mean the complexities that have to be negotiated;
liaising with a number of other professionals,

working with the families and trying to support the
young person can become stressful and chaotic. I
feel I can admit to this is because Katrina McFerran
admits to it too. Writing with such an honest
approach, the author captures one’s attention
immediately. The recognition of the importance of
the therapist’s health and wellbeing is valued as
much as the clients’ is. Adolescents, Music and
Music Therapy feels like supervision sessions,
lectures and conversations with colleagues are all
compiled into one book.

Themes and structure of the book

The introduction explains McFerran’s personal
reasons for writing this book and sets out its
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intention of providing ideas, inspiration, theory and
evidence about why music should be used for the
benefit of young people. It does not speak with
strict authority; rather, it is an assembly of twenty
years of experience and findings that is open to
discussion and the beginning of advancing music
therapy in this field.

The book, set in Australia, is divided into four
parts covering work with adolescents in many
varying fields of music therapy practice; from
palliative and bereavement care through to eating
disorders and drug abuse. Part one is grounded in
theory. The reader is taken through what relevant
literature is out there, what music therapy is, where
it happens, what is involved, how it differs from
other professions and what one can learn from this
literature. On the face of it, it is a chapter that music
therapists could skip, as surely we know this
already, however, I found it very relevant to my
work, confirming and supporting my work as a
therapist. It reinstates and encourages the
importance of the therapist being committed to and
being supported by a theoretical framework.

Using four psychological and theoretical
frameworks: behavioural, humanistic,
psychodynamic and ecological, a map of
approaches is introduced. It is simple and effective,
displaying and complementing the flexible and
creative ways in which we work as music
therapists. McFerran describes it as a “security
blanket” (p. 47) to turn to. It is reassuring and
guides the reader through a “blended, eclectic
approach” (p. 21). This is a great way of summing-
up how music therapists constantly have to listen,
watch, adjust and reformulate their approaches to
meet the unique needs of the individual adolescent.
With the flexible methods suggested throughout the
book, one 1is always brought back to this
underpinning theory.

Seeing a relationship between adolescence,
music and health, McFerran creates four key
elements to maintain adolescent health: identity
formation, resilience, connectedness and
competence. Much of my work consists of working
with or towards these elements to provide my
clients with a positive sense of self and
development into adulthood. Through identifying
these elements I have been able to place my work
onto the theoretical map.

Refreshingly, parts two and three of the book
concentrate more on practical guidance. They
provide ways in which to engage young people in
music; in singing, listening, playing and
participating. As readers, music therapists are
prompted to think about the instruments and
technology they use; they are given lists of
instruments, songs, approaches and even a
workshop plan. This is invaluable when starting

out. I have found there to be a lack of practical
guidance in other literature but this book has an
abundance of it.

Part four draws on conventional music therapy
practise and then moves towards a more
contemporary approach. I have always been wary
of how much emphasis has been put onto
Community Music Therapy as a new contemporary
approach. I feel it has always been there and has
organically grown to meet the needs of music
therapy clients. However, what this book does is
provide evidence and theory as well as musical
activities to consider, such as performance. Music
therapists are asked to think carefully about this,
and to pose a range of practical questions such as
“why are we doing it?” and “what for?”

The book concludes with encouragement for the
therapist. Such insight and enthusiasm is
contagious, as well as the recognition that such
work will make one reflect on his/her own
adolescent self and how important it is to continue
with supervision and personal therapy.

General reflection

This is an accessible read, providing insight for
those who do not know much about music therapy,
demonstrating why it should be used to contribute
to the overall health and wellbeing of adolescents.
Admittedly, there a couple of parts I felt were a
little patronising. I question if stating how music
therapists have to accept the music of adolescents
to fully engage in the work was necessary and, the
list of songs seen a little out of date. However, the
book is engaging, supportive, thought-provoking
and practical. I have used many of the suggestions
in my work and have placed myself on the
theoretical map when in need of grounding. I am
sure [ will continue to refer to it in the future and
recommend it fully to anyone working in this
exciting and challenging setting.
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H yapd pov frav peydin otov pov 866nke 1
evkaipia va yphyo pio kprtikn yo to Pipiio Music
Therapy in Schools: Working with Children of All
Ages in Mainstream and Special Education, mov
emuenOnkov n Amelia Oldfield, n Jo Tomlinson
kot 1 Philippa Derrington. Q¢ mponv @otrttpla
povowobepaneiog oto Anglia Ruskin University
oto Cambridge iy v TOYN Vo TopakoAovdncm
00 KOVTO TNV KAWIKT OOVAED KOl TOV TPLOV UE
moudid. ‘Etol pndpeca va Somiotdcm ndco peydio
poOro mailel 0 evBOLGLOGHOG KOl 1) dNULOVPYIKOTN T
TOoVv povcikobepamevTt €0IKA OTOv epydletal pe
OO Kot pnyfovc.

To Piprio eivor pio  ovihoyikn €kdoon
JEKUTPLDV CLYYPOUPEDV ue Oépa ™m
povcwobepameio oty exnaidevon. To yeyovog 6Tt
ol emMUEATPLEG TPOEPYOVTOL amd OLoPOPETIKONG
YOPOVG NG ekmaidevong otnv Ayyiio kabopilel oe

peydio Pobpd to €OpPog TOV EPAPUOYDOV NG
povoikobepameiog mov mapovstalovrat. H Oldfield
glvar koOnynTplo Kot endmTplo poveikobepameiog
oto Anglia Ruskin University pe ektev] KAviKy
gumepio oty modoyvylotpikn, 1 Derrington
gpyaletoal og yevikG oyoleio pe eprfovg kol M
Tomlinson otv e oywyn. Ot SOPOPETIKEG
QQETNPlEG TOV EMUEANTPIOV OVTOVOKADVTOL GE
peyoro Pobud omv emAoyn TOV KEQOAGiOV T
omoio aPopovV Mhikieg amd TNV TPOGYOAIKY WG
mv  eonPelo Ko Spopetikd TAaicl  Omov
aokeitoan 1 povoikodepoameio (0nwg ta oyoleia, Ta
Kévpa nuépag, o KN povado
povcikofepameiog Y10, ATOUOKPVUGUEVEG TEPLOYEG).
Ag Bo pémel vo mapaineei €06 0TL 01 GLYYPAPEig
TOV KeQoAoiov mov meptlapfdavovtal oto Pifiio
€xouv edKevTel o€ OOPOPETIKO  EKTOALOEVTIKG
mpoypappate G AyyAlag,  yeyovdg  mov

© Approaches / EEMAIIE 2012
ISSN: 1791-9622




Approaches: MovoikobBepaneio & Edikn) Movowr| [adoyoywn | 4 (2) 2012 | http://approaches.primarymusic.gr

OCUVEICQEPEL TEPALTEP® OTNV TOKIAOUOPPIO. NG
érdoong.

[Ipénel va, onuewmbei emiong 0TL akdUn Katl o
TPOTOC YPOONG, M OOUN KOl 1 TOPOVCIacN TV
KePaAaiov dev akoAovLBOOV o GUYKEKPLUEV
QOpuo, pe amotérecpa kabe Kepdiaio vo €xetl Evay
OpKETE EEYMPIOTO YOPOUKTAPO, YOPIC OUOS Vo
YOVETOL O €0TIOOHOG ot Bepatikyy tov Piiiov.
Eniong ta kepdioio dev éxovv opadomondel oe
evotnteg, mopd €yovv opyovobei pe Paon TIg
nikieg tov Oegpamevduevav (Eekvavtag amd To
VAT KoL KOTOANYOVTOS OTOVG  HOONTEG  TNG
devtepofabuiag exmaidevong). Emiyepdviag pio
oLOdoTOINGN TOV SEKATPIDV KEPUANIOV Y10, TOLG
OKOTOVG aTNG NG PPAoKpITIKig T0. TOTOBETD GE
TEGGEPLS EVOTNTEG: OE €KEIVOL TOL Ol GLYYPAPELg
€oTidlovv o€ TAELPEC TNG KALVIKNG TOVG OOVAELAG
(xepdrona 6, 7, 10), oe ekeiva mov aoyolovvToL
pe v évtaén ko v edpaimon g
povowobepomeiog pe otoOX0 TNV KAALYN TGV
WTEPOV OVAYKOV TMV TOOUDY GE CLUYKEKPIUEVEG
oopés (kepdiona. 1, 2, 5, 11, 13), og ekeiva mov
dlepguvoby TNV emdPACT TOV TOMTIK®OV Kol
YEQYPUPIKDY TOUPUYOVI®V GTN OLOUOPPMOOT] TNG
Oeopicne  évtaéng g povoikoBepomeiog ko
GUVETMOG TOV YOPOKTAPO TNG KAVIKNG OOVAELLS TV
ovyypapémv (kepdrata 8, 9), Kot TéAog e exeiva
mov g€etdlovv T0 pdAo NG povcikobepameing 6To
mhoiclo TG dlemoTnUoviKig opddag (my. 1O
BonOntikd Kot EKTAdEVTIKO TPOGMTIKO TOV E1O1KOD
oyoAeiov) (kepdAiota 3, 4, 12). ITlopoxdtm
OVOPEPOLOL TTEPIANTITIKG OTO KEPOAO NG KaOe
evotNTag.

Y10 kepahoto 6 m Jane Brackley diepguva 1o
TAOC UTOpel VO OVTIUETOMOTEL 1 EKEPACT TOL
Bopov Kol ¢ emMBETIKOTNTOG 68 ToUdLL TEVTE £WG
EVVEN YPOVOV GTO TAIGIO TNng povcikobepameiag,
010 kepdroto 7 n Jo Tomlinson gotidlel 6T0 poOLO
™G pipmong kot tov  KOOPEMTIGHOTOS  OTIg
ouvvedpieg e TadLA TOV EIKOV GYOAEIOV, EVD GTO
ke@dAaio 10 o Ian McTier acyoieiton pe tn ypnon
TOV KOVTPOUUTAGOL UE OOl LE QVTIGUO.

21 0e0TEPN EVOTNTO KEPAAOI®V OV £6TIALOVV
TEPLGCOTEPO OTIS OLdIKaGiec Yo TV kabiépwon
TV Bécemv povokobepaneiag o oyoleia, KEvipa
nuépoag kot vosokopeio, ot Emma Davies ko Clare
Rosscornes o610 xepdlowo 1  meprypdpovv e
YAOQUPO TPOTO TIG TPOKANGEL OV GUVAVTNGOV
omv Tpoomdbeld TOVG VO EGOYAyoLV TN
povcwkobepameion oe v KEVIPO MUEPOC YioL VIATTLOL
kot 1 Nicky O’Neill (kepdAaio 2) kataypdeel Tnv
mopeia avamtuéng g povcikobepameiog og €va

Kévtpo duyvoong yw  vAmo, Topafétovtag
TOPOAANAL  EVOLOPEPOV  KAWVIKO  VAIKO.  XTO
kepdiao S5, m Jan Hall meprypdper TtovLg

TEPLOPICUOVG KOL TOL OPEAT Ao TO SuTAd TG pOAO
Mg HOVOIKODEPUMEDTPLOG KOl SUCKAAUG HOVGIKNAG
070 €0KO GYoAEl0, evd 610 Keediawo 11 m Orla

Casey aoyoleitol pe 10 poAo TG pLovcikobepameiog
o€ O Tov ovTIHETOTIL oLV GoPapég achéveleg
gketdlovtag mOUpAAANAC TO TWOG pmopel  va
ovuvdedovy o1 VmINpecieg TG  VOGOKOUELNKNG
nepiBoiymc pe v exkmaidevon. Télog, n Philippa
Derrington oto kepdAiaio 13 meprypdpel tovg
TPOTOVG  UE  TOLG oOmoiovg  evidybnke m
povoikofepomeioc. 6T0  YEVIKO  YUUVAGLO OV
gpyaleton mopabETovtas eniong AMOCTAGUATO OO
UEAETEG TEPIMTMOGEMV UE EPMPovg LobnTéc.

Me 1dwitepo evdlopépov dafaco to KEQAiaLo
8 kot 9 1o omoia - Omwg avaeépdnke - eotialovv
oTo  WWiTEPU  YEOYPUQPIKE KOl TTOALTIKG
YOPOKTNPIOTIKE TNG TMEPOYNG OMOL  aoKeitol
n povoikoBeponeio. H Angela Harrison o710
Kepdioo 8 apnyeltor TOG plo pkpn  opdado
HOVGIKOOEPUTEVTOV HECH GE JIAGTNIA EIKOGL ETMV
KATaQePe Vo €lcaydyel tn povoikobBepomeioo oto
YEVIKA KOl 0TO €01KA oYoAeia Tov York kot Tov
North Yorkshire, evd m Karen Diamond o710
Kepdroo 9 meprypdper v eykabidpvon NG
VANPEGING LoVGKOBEPATEING Y10l TV OVTLUETAOTION
TOU KOWOU  OYEVVENAOYIKOD TPUDLOTOC OTO
oyoAeio tov Belfast kot v KAwvikn g epyocio
eKel.

Xmv televtaio gvotmro kewévov o Chris
Achenbach (kxepdloto 3) mapovoidlel T dovAeld
TOV ®G UOVOIKODEPOUTEVTY Kol EMOMTN GE KEVTIPO
NUEPOG Yo VAT Kot TIG O1KOYEVELEG Toug. Ot Anne
Bruce kot Suzie High (kepdAaio 4) ypapovv yia Tig
AVTIMYELS GAADV EWOIKAOV KOl GLUVASEAP®Y YiaL TN
povoikofeponeioc. oto  mAaiclo  TOv  €101KOV
oyoieiov. Télog, o John Strange (kepdioto 12)
TEPLYPAPEL TN GLVEPYAGIO TOV pe To Pondntikd
EKTAOEVTIKO  TPOCMOTIKO TOL  oyoAgiov  Omov
gpyaletat.

B0 pmopovoe KATOWg v VTooTnpiel 6Tl TO
€0pog TOL VAIKOL Tov Tapovotdletor oto Pipiio
dgv evvoel Tov eoTiacpd kot v eppdbovon oe
K@mo10 GuykeKpIUEVO (Rua (7., NAKIOK opdda,
nmaboroyio | mhaiclo epappoyng). Qotdco, eivat
YPNOLLO VO TOPATNPICEL KOVELG OTL, TOLVAGYIGTOV
omv AyyMo, mn  Piphoypapio  oxetikd pe
M povowobepameio. otV ekmaidevorn  eivat
TEPLOPICUEVT, TTAPE TO YEYOVOG OTL 1] GUGTILATIKNY
alomoinon ¢ Bepamevtikng  ddoTOONG NG
HOVGIKNG avadvinke péco amd v €01KN oy@yT.
Q¢ ex tovTOL M Vmapén evog TéToov PiPAiov
aeevog dlvel po AP €KOVAL Yl TO GUVOAO
TOV  EQUPUOYDV TG Hovclkobepaneiog otV
ekmaidevon oty AyyMoa, a@etépov umopesl va
AELTOVPYNOEL MG APETNPLO Y10 TEPOULTEP® EPEVVA GE
apketd media, Kamow and o Omoie. OTOTVTOVOLY
TO ‘Gvolypo’ TG povoikobepameiog o gupuTEPEG
TnOvopakég opddeg (Om®S Yoo TOPASELYUO OTNV
TEPIMTOGT TOV TPAVLATOG).

KAeivovtag, to Biprio avtd, mépav ToL KAMVIKOD
TOV EVOLOPEPOVTOG, €ivol ol KOA aQopun yuo
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OKEWYT OYETIKO UE TIC CLVEYMG OLUGTOVPOVUEVES
Kot OAANAETOPADOES OOTACELS TNG  EPYOCiOg
Tov povolkobepamevty ot omoieg ekepaloviot
HEGO amd TNV KOLATOVPO. TOV, TNV KOLATOLPO
Tov  Oegpamevdpevov, oAAG Kot TG 1dloitepeg
TOATIOUIKES, YEOYPUPIKEG KO TOAMTIKEG GLVOTKEG
oV €NNPEALOVY KOl SLUUOPPDVOVY TO TANIGLO GTO
omoio aokeitor 1 povowoBeponeio. Ewdwkd ot
"EAAnveg povowoBepanevtéc dafdlovtag to Piiio
ovTo, 16MC EUTVELCTOVV OMO TNV EMUOVH Kot
T0 weicpo tov Bpetovav  ocuvodéleov  Tovug,
npokeévoy vo edpoiwbel péca amd 1 SovAewd
TOUG 0 POAOC TNG MOVGIKNAG Yoo Bepamentikong
OKOTIOVG OTOVE YMPOVE TOGO TNG E10IKNG 000 Kol
NG YEVIKNG EKTOIOELOTC.

Ipotewvépevn mTapamopmi):

Adapomovrov, X. (2012). Biflokpitikn: “Music Therapy
in  Schools: Working with Children of All
Ages in Mainstream and Special Education” (Oldfield,
Tomlinson & Derrington, Emypedntpieg).
Approaches: MovaoikoOepancio. & Eidikyp  Movoikn
Howdoywymey, 4(2), 128-130. Avokmnke oand 10
http://approaches.primarymusic.gr
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BilAokprtikn

Music Therapy and Parent-Infant Bonding
Jane Edwards (Empeintpia)

Ano v EAeaBet Tewpyrdon

Music Therapy and Parent-Infant Bonding
Jane Edwards (EmpeAnTpia)

Oxford: Oxford University Press (2011)
240 pp., ISBN: 978-0-19-958051-4

€OITED BY
JANE EDWARDS

H Ehocéfer I'eopyrdon katéyxer Metantoyokd Almiopo Movoikofepaneiog (Guildhall School Of Music
and Drama) kot Aimlopo [Tidvov (Qoeio ABnvav). Zvvepyaletan pe to Xikiapideto Topupa ko to Edikd
latpeio Avtiopov tng IMoudoyvytatpikng Kiwvikng g latpikig Zyoing tov Iavemotnuiov ABnvav tov
Noocoxopeiov Iaidwv «H Ayio Zogioy. Eivar IIpdedpog tov pn KepOOGKOTIKOD OPYOVIGHOD TPMIUNG
napéupaonc Movaixy Kivion. 1o mhaicto g Movoixyg Kivions kou oe cuvepyooio pe 1o Ewdwo latpeio
AvTIopoD givar vITeEVBVVT OPYAVEOONG KO DAOTOINGTG TOV EPEVVITIKOD TPOYPAULATOS «Pobuikn Ikovotnta
Kou Agitovpyiog 2ovroviouog otny Emxorvwvio pe Houoid ue Avtiouoy.

Email: elizeeorgiadi@gmail.com

To Biprio owtd givar To TPDOTO OV €6TIALEL GTOVG
TPOTOVG UE TOVC Omoiovg M  Hovclkobepameia
pmopel va maifel Eexwplotd poOro otV TPoaymYN
VYEWDV OECUDV Ovipecso o€ Yoveic Kot Ppéen mov
Buovovy cuvOnkeg Ol omoieg dev EMITPEMOLV OF
oVTOVG Toug Ogopovg va egelyBobv opoid. H
ocvyypaor Tov PifAiov éywve pe T ocvvdpoun
povcwkobepomevtdy  omd TV AvotpoAic, TNV
Iphavdia, to Hvouévo Bacileto kot tig Hvouéveg
[MoMteieg mov KataBétovv YvOGELS Kol gumelpieg
Baciopéveg ot cvyypovn Bewpio kot Epevva. To
Biprio koAOTTEL Mo oEPE OmO  SLUPOPETIKEG
KAWVIKEG TEPUTTMOGELS KOl TPOCEYYIGELS, KATL TOL TO
Kkafiotd OTULOVTIKO gpyoieio Y 10
HovckoDepameLTr), TOV  EKTOLOEVOUEVO KoL
YeVIKOTEPOL OGOVG OoYOAOUVTOL HE TO TEdIO TNG

Bpeptkng yoywng vyeiag.

Ta kepdAioio Tov Bipriov cvumTAnpdvovy GAAla
TPOCPOTO  ONUOCIEVUOTE OV  OPOPOVY  OTNV
EQUPLOYT BEOPNTIKOV KOl TPOKTIKOV TAELPDOV TNG
povoikofeponeiog pe Ppéen kot otkoyéveleg (Yo
nmapadeypa, Préne Oldfield & Flower 2008). To
KAvikd  vMkd  cuvodedetor  amd  dlelcduTUKES
TOPOVGIACELS TEPLOTATIKAOV, VD oTnpiletor (aAld
Kol mpochétel) o€ ONUOGIEDHOTO  GYETIKOV
EMOTNUOVIK®OV TSIV 0T 1 KAMVIKY Wyuyoloyia,
N WoywIpikn, 1 avortuélokny yoyoloylo kot m
gknaidevon tov mwondiov (PA., Bryant & Barrett
2007- Malloch & Trevarthen 2008- Schore 2001-
Wilkinson 2006 Young 2007).

H empeintpia tov Piiiov, Jane Edwards eivau,
eKTOC TV GAA®@V, O1evBivVIplo. TG EPEVVNTIKNG
opadag «Movoikn| kot Yyeio» tov [Havemompiov
tov Limerick ot mpdedpog tov  d1eBvoug
opyavicpov «Movown kot Totpkny. ‘Eyxetr extevn
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KAMVIKT eumelpio. SOLAELOVTOG €M GEPA ETOV E
Bpéon mov vooniedovtal pe coPapés achéveies.

Kown Oswpnrtikny Bdon tov cvyypopémv Tov
Bipriov amoterel M «Bewpio. TG TPOGKOAANOTG»
(attachment theory). Tn Oswpio vrootnpilovv
épEVVEG  OYETIKEG UE TN QULOWAOYiDL Kot
vevpoProroyia Tov avBpamivov eykepdiov (Porges
2001- Siegel 1999- Wilkinson 2006). Zoupwvo pe
™ Bewpla avty, TPOIUES OYECES Ko eumelpieg
avapeco o Yovelg kot Ppéen SOUOPPOVOLY Kol
kaBopiCouv TO YGPTN TOL  EYKEPAAOL KOl
emNPedlovy AMOPAGIGTIKG TN UETEMELTO YVOOTIKN
KO TVEVLLALTIKT] VYELD TOL ATOLOV.

Ioopponmdvtog avapeco oMV EMOTNUOVIKN
YPOOQN KOl OTLS TPOCOTIKEG OKEWELS Kol T
cuvacOnuato, Sivetol Ho. OAOKANP®UEV EIKOVA
TOV KOTAOTAGE®V TOV gumodilovy yoveic kot fpéon
va ovartOEOLY  TPLEEPES, ONUIOVPYIKEG GYECELS.
2T MEPUITMOELS OLTEG «1) HOVLGIKY| Umopel vo
KivnOel 6T0 ¥HOPO OVAUEGH GTO YOVEX Kol TO TOLT
Kol vo mopodotnoel évav Bovpdcto dsoud» (o.
115). Xvykekppéva, oto Kepdhioro Music Therapy
to Promote Attachment Between Mother and Baby
in Marginalized Communities, OT®G YpaPeL 1
Cunningham, n ocvyypa@éog Tov KePaAaiov, «n
LLOVGIKT XPNOLUOTOLEITAL V1o Vo EEKAEIOMOEL EKEIVO
T0 ovvaichnuo g eveopiog TO omoio, OTAV
amelevbepwbei, péel, avaprolel kol TAnpvpilel To
onpovpykd ydpo avdueoca oe dvo vrdpEeoy (o.
116).

Xopoaktnplotikd 00 PifAiov  amoterel 1
OMOTIKY] TPOGEYYlon Tng Wouywng vyeioc. To
Bpépog amotedel pEPOG TOV GLGTAUATOG “YOVEWG-
BPépog’ €101 OT®G YAPOKTNPICTIKG TEPLYPAPETAL
ot0 £pyo tov Winnicott (1952). To ovotnua
yovéac-Bpépog  dtevpivetal GTOL KEPAAOLD TV
Cunningham, Kelly ot Ledger, 7y va
CLUUTEPIAAPEL  KOL  TIC YEVIKOTEPEC KOWMVIKEG
ocuvOfkes. Me tOv TPOTO OVTO EVTIOCCETOL OTN
Oepamentikn okéyn N Wéa TG To Vo, lcat Yovidg
elvar pio  molvdidotatn Sadikacic T omoia
emnpedleTat amo KOWV®MVIKO-OIKOVOLKEG,
OLKOYEVELOKEG KOl WUYOAOYIKES mapopétpovs. H
omTikn ovtf  Kobopilet ko TO  poOrO  TOV
LOVGIKODEPATELT G «EEMTEPIKOV VLIOGTNPLYTH-
OLEVKOALVTI» - 0 omoiog Katavoel To cHVOLD TV
TPOPANUATOV - KOl OYL O «EIOKOV-EIOUOVOY.

Ot ovyypageic olewedvovy oe  Pabog ota
CLUVUICONUOTO KOl GTOVG TPOPANUATIGUODS TOV
yovéwv. OETOUV MG GTOXO VO EMKLPDOGOLY TNV
KOVOTNTO TOV YOVEWDV VO 0vTOmokpliouy 610 porho
TOVG, Kot va gumepté€ovv (contain) TNV opvNTIKY
€IKOVA IOV UTOPEL VoL £XOLV O YOVEIS Yol TOV E0DTO

£€YOVV VTOGTEL KOKOTOINGN Kol GTO KEPOAOIO TMV
O’Callaghan and Jordan 7y owkoyéveleg mov
avTpetonilooy  coPfopd  wwTPKE  TPOPANUOTOL.
ApynTikd emaxOA0V00 YUYIKOV KOl COUOTIKOV
acBeveldv givar M QuolKn M cvvaucHnupaTIK)
amovcio TV yovéwv, ot mopepforticol, un
GUVTOVIGUEVOL, Tlu@pnTikol N embetikol TpoOmTOL
GUUTEPLPOPAS ATEVAVTL GTO PBPEPog Kot TEAOG O
00foc tv yovéwv OtL dev Ba pmopécovv va
avTomoKkplBohv 6To POAO TOVG.

>10 ke@dAao Music Therapy and Parent-Infant
Bonding tg Edwards meprypdopeton pe capn tpdmo
N évvol NG EUPVTNG UOVCIKOTNTOC TOV PpEPoug
KO TO YOPOKTNPIOTIKG TOV «UOVGIKOD YOVENY, TOV
arotedobv T Bempio Tave oty omoia otnpiletan
N KAMVIKR gpNon ™G Lovoikns. Ta yopaktnpiotikd
avtd evBappOvovy Tn ypnom TG HOLGIKNG ®F
puocTIKoD TapAyovTa GUUUETOYNG Ko
EMKOW®VIOG OMUOVPYOVTAG CLUVONKES GTOPYIKNG
oKeWOTTAG Ovapeso o€ yoveic kot Ppéem.
Anpovpyeiton  €tot éva mEdlo  avTOAAQYNG
CLUVOGOMUOTIKAOV EUTEPLOV Kot Oyl amld va Tedio
OVTOAAOYNG TANPOQOPLDY. XTO KEQPAAGIN TMV
Shoemark Translating ‘Infant-Directed’ Singing
into a Strategy for the Hospitalized Family wou
Loevy, Music Therapy for Hospitalized Infants and
their  Parents avtictoyo, mePLypaQeTal e
gvotoOnoia n onuocio TG PPEPIKNG LOLGTKOTNTOG
OV TAPOUEVEL OVETOQEN o€ cvvOnKes acBeveiog
«OTOTEADVTOG [0, SUVOUIKT 080 TNV omoio, pmopel
VO XPNOLUOTOMOEL TO EVOA®TO  PPEPog Yo va
ST P CEL TNV EMAPT) TOV UE TOV KOGHO» (0. 167).

H Drake o610 xepdhoro Becoming In Tune: The
Use of Music Therapy to Assist the Developing
Bond Between Traumatized Children and their New
Adoptive Parents divel Lo, EKTOG TOV GAAOYV,
otov avoarntuélakd polo mov umopeil vo, moiel M
povoikn otn Oepameic. H povown g péco un-
AEKTIKOD TPOTOL £KPPOONG EUTEPLDV Oivel oF
ool peyohdtepng mlkiag T dvvortotnTo
EMGTPOPNG GE TPDIUA GTASIA avATTVENG, TO OTTOla
dgv elyav Vv evkapio va Pudoovv kol va
EMEEEPYAGTOVV LE TO YOVEQ TNV KOTAAANAN XPOVIKY
nepiodo.

Heyoplot 0éomn oto Pifiio éyel to KeQHAOLO
g Oldfield, Parent’s Perception of Being in Music
Therapy Sessions with their Children: What is our
Role as Music Therapists With Parents. e avTtd T0
KEPAAOLO KATAYPAPOVTOL Ol OVTIAMWELG TOV YOVEWDV
v T Sadikacio Tng povoikofepameiag Kot To TdC
avtég Kabopilovv TN 6Tdon Tov HoVGIKOOEPUTEVT.
Téhog, oto kepdioo tov Williams, Nicholson,
Abad, Docherty xon Berthelsen, Evaluating Parent-

TOUG Kol Yy TNV &wévo  Touc. Avtd  Ta Child Group Music Therapy Programmes:
cuvacnuoto Ko ot TpoPANpaTicuol Challenges and Successes for Sing and Grow
amoTut®vovion Kabapd oto kepdialo tng Levinge eknyeltoar n avoyKowOTNTo, KOL TO OQEAN 7OV
YO UNTEPEC MOV WAGYOLV Oamd KOTAOAYM, GTO wpokvmTovy amd v oSAdynon TV
ke@dAaio Twv Day and Bruderer ywo untépeg mov TPOYPOUUATOV povacikobepameiog TPONG
© Approaches / EEMAIIE 2012
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mopéuPaone. Ilépa amd ™ Oetikn mpoPorn Tov
EMOyYEALOTOS NG HovowoBepomeiog, mTOLOTIKA
otoyeio a&loAdYNoNG WITOPEL VO TPOGEAKDGOVY TO
EVOLAPEPOV KOL TIV OLKOVOULKT VITOGTAPIEN POpPEDY
kot wWwtdv. To épbpo amoterel omd poévo ToL
eyxepidlo opydvmong kol VAOTOINoTNg TETOIMV
a&lo0MoynoEDV.

Y10 PifAio mapovcidlovior KAwvikéG pébodot,
TEYVIKEG TNG povoikoBepameiog kol 1010TNTES NG
MOVGIKNG TTov €vOappHVOLV TN dMpovpyic VYEUDY
deouv peta&d yovéwv kol Bpeeav. Tovilovtor m
aAniemidpactikn Asrtovpyia (interactive function)
Kol To otoyeio g meplodikotnTog (temporality)
g povoikne. H cvveldnronoinon amnd t pepd Tov
Oepamevty g onuocicg TOV VO  AVTOV
YOPOUKTNPLOTIKOV TNG LOVGIKNG amoteAel, fACEL TNG
eumeplog Hov, T0 HEGO TPOOY®YNG  KIVITIKO-
CLUVUCONUATIKOV GLVTOVIGHOL O omoiog oTnpilet
10 0ecpO yovéa/Ppépovc. Aoviedovtog eml celpd
ETOV L€ VATILOL L€ QLTICUO KoL TOVS YOVELG TOVS Kot
CUUUETEYOVTOG TO. OVO  TEAELTOAIOL YPOVIOL GTO
epeuvnTIkd mpoypapupe «Pobuiky Ikavotyro ko
Aeitovpyikog Zvvroviouos otnv  Emikowvowvia oe
Nimio. ue Avtiouoy &x® mapatnpnioel 01l ot 600
OUTEG ONUOVTIKEG AEITOLPYIEG TNG MOVLOIKNAG GE
ouvOLOoUO pE TNV EMOPACT] TNG HOVOIKNG OTIG
dlepyncieg TOV COUOTOC EVIGYVOLY TNV vaictntn
KOl GUVOIGOMUOTIKG GLYYPOVIGUEVT] OVTOTOKPIoT
Kot dlvouv  amdvinon oT0  €pATNUO YTl 1
povcikodepameion «OOVAELE.

H ebpeon «owod moiuod Ponbdaer o1o
CUVTOVIGUO YOVED — OO0V Kol TN Onpuovpyio

Kowod  medlov  emkowomviag. O kKhvikdg
OVTOGYEOIAGIOGC amoTelel HEGO opydvmong mov
EUTEPIEYEL TIg SUVOLIKES LETATPOTES
cuvaoOnUbTOV Kol EUmEPDV, OTOG  OLTEG
egeliooovton AemTo TPOG AETTO. Q¢

ocuvaeOnuatikd Thaicto fondd oty eAdtTmoN TOV
dyyovg kot puBpiler T ovvoicHnupotikés Ko
ocopoTikég  avidpdoerg.  Ov  teyvikKéG  TOL
KOOPEPTIGUOTOG KO TNG OVTAVAKAOOTG LETAPEPOVY
oe yoveig kot moudid To pAVLpe g a&log g
TPOCHOTIKNG TOVG GUVEWGPOPAS OTNV  KOWM
dnuovpyia ¢ povotkng. H ypnon tov peek-a-boo
BonBdel v avdmTuén KavoTHTOV TPOGOOKIiNG Kot
GULYYPOVIGLLOV.

H oov] g untépag ovodeKvOETaL GE
onuavtikd Oepamevtikd  gpyareio. To EuPpuo
KOTAYPAQEL TN ¥Pold Kot Tov TOVO NG POVNS TNg
TOAD  oUVTOHO. HETA TN GOAANYM, &VO TV
avayvopilet kot v avalntd opécwmc HETA TNV
vévvnon. XV mepinton mov 1 untépa ogv pmopet
va etvan mapovoo oTIg GUVOVTNGELG
povcikobepameiag, ¥PNOLUOTOIEITOL 1] ¥POLA KOl TO
vyog MG  QoVAG HECH  HOYVNTOQPAOVOL 1)
avamopdyovtal - 060 ovtd elvar dvvoTov - UE
QVOIKO TPOTO 07 TO OepamevTy. L€ TEPUTTMGELS
OmOV VTAPYEL 10TOPIKO KATAOAyMG, M uNTéPQ

evBoppOVETOL VO TPAYOVONGEL. MOTE Vo Ppel «In
O NG Q@VI» Kol Vo TN YPNOUYLOTO|CEL e
avtonemoifnon yio vo cuvdedel dnovpyIKd pe To
7Tondl TG,

H teyvikn g onuovpyiog otopidv (story
telling), n axpdaon kol 1 dnpovpyic TPOyoLIIHY
glvar éupecol kol ooQoAeic tpomol e€epedvnong
cuvasnudTeV OTMG 1 EUTIGTOCHV, 0 POPOG Kot
N onoieln. Mg tov TpOmMO OLTO, UTOPOLV VO
OTOTEAECOVY WECO KaTOVONONG Kol dtoyeipiong
enMOVVOV eumelpuwyv. H payvnmropovnon tov
TPOYOLIIDV GTO OTOI0L GLUUETEXOLV Ol YOVELS €XEl
Wwitepn onpocia, Wimg 0tav o évag omd avtohe
mhoyel and Kamowe, oacbéveln kot Ppiocketar oto
teAkd otdde g Comg. H  poayvntoemvnon
TPOYOLIIDV UTOPEL Vo Evarl Yio TNV OKOYEVELDL KO
70 7ol Evag Tpdmog ohHvdeong ToL ToPeAOGVTOC e
T0 MOPOV G€ TMEPIMTACELS anMdAEnS. Ta Tpayohdwn
TOV YOVEOV TOL LOyVITOQ®MVOLVTOL Kol Otvovtot
oT0L TOoUdLd  EIVOL TIC TEPIGGOTEPEC (QOPEC ULd
CUUPBOAIKT]  HETOQOPE  UNVOUATOV  ayamng.
Mmnopovv €161 vo  Agltovpynoovv  ®G  UEGO
E0MTEPIKEVOTG DETIKOV YOVIKOV OVTIKELUEV®V KATE
MV omovcio Tov Yyovéa, kabdg SmAdvouv
cuvausOnuatiky mapovsio. Tov, otav ovtdg givon
QLOIKA am®V 1 0g Ppioketon wa ot {on.

Téhog, ot ovvedpieg povoikobepameiog
gvBappiOvovtal Ta oy vidlo Tpdc®TO e TPOCHOTO,
T0 OO KOwoU Tpayohol kot TOiEO TOV 0pYavmV,
n kivnom, o yopdg Ko M Quoiky enaen. Hpepa
TPOyoudlo, Kot vavovpiouata divovv tnv gukaipio
OTIG UNtépeg va yohopooovv poli pe to modd
TOVG, KATL OV OgV EMTPEMOVV TOAAEG (POPES Ol
dvokoleg ocvvOnkeg (one.

[ToAAég amd avtég TIG SOTAGELS TPOGEYYIONG
mg Youxlkng vyelog tov  Ppépovg, ot omoieg
TPOKVITOVY Kol ad TNV TPOCAOTIKN HOL EUmEpia,
avamrtoooovtal 6To PifAio mov TopovclaleTal 00.
[Iwotevw o6tt to Pifiio ovtd, péoa omd NV
e€apetikny  doun, TN AEWTOUEPT]  KOATAYPOON
KOTOOTACEMV Kol TopepPdoemv Kot tov vrevduvo
TpOTO Topovcicong, pog BonBd va
cuvedntonomcovpe T {oTIK onpocio Tov £yl M
dnuovpyio SEGUMOV AYARNG LLE TO YOVED, GTNV OPYN
mg {ong kot - péco and avtd to mpioua - TOV
Eexoptotd polo mov pmopel va maigel 1 LOVGIKY
ot Bertimon g {ong tov avipormv. To Pirio

ovtd  omoTtelel  WOAVTIUN  TPOCEOPO O
povoikofepomeio, o©TNV  OWKOYEVEIWL KOU  OTNV
Kow®via.

Biproypagia

Bryant, G., & Barrett, C. (2007). Recognizing
intentions in infant-directed speech.
Psychological Science, 18, T746-751.

Malloch, S., & Trevarthen, C. (Eds.). (2009).
Communicative Musicality: Exploring the Basis
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Book review

Music Therapy and Parent-Infant Bonding
Jane Edwards (Editor)
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Music Therapy and Parent-Infant Bonding
Jane Edwards (Editor)

Oxford: Oxford University Press (2011)
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Elisabeth Georgiadi has a Postgraduate Diploma in music therapy (Guildhall School of Music and Drama)
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This book is the first to focus on the ways that
music therapy can play a unique role in the
promotion of healthy bonds between parents and
infants who experience such conditions that do not
allow in these bonds to develop normally. Music
therapists from Australia, Ireland, the United
Kingdom and the United States provide their
knowledge and experiences with references to
contemporary theory and research. A variety of
clinical cases and approaches are covered rendering
this book an important tool for music therapy
practitioners and students and, more broadly, for all
those in the field of infant mental health.

The book underpins and extends existing
publications on the application of music therapy
with children and their families (for example, see
Oldfield & Flower 2008). It is supported by (and
adds to) other infant health publications and work,
internationally in clinical psychology, psychiatry,
child development and education (Bryant & Barrett

2007; Malloch & Trevarthen 2008; Schore 2001;
Wilkinson 2006; Young 2007). The clinical
material is accompanied by engaging case studies.

The editor of the book, Jane Edwards, has
extensive clinical experience, working for years
with hospitalised infants and their families. She is
the Director of “Music and Health” research group
at the University of Limerick where she heads the
MA in Music Therapy training. She is also the
inaugural President of the International Association
for Music and Medicine.

Attachment theory is a shared theoretical
framework between the authors of the book
chapters. This theoretical framework is supported
by research studies regarding the physiology and
neurobiology of the human brain (Porges 2001;
Siegel 1999; Wilkinson 2006). According to this
theory, early relations and experiences between
parents and infants shape and determine the map of
the infant’s brain and influence decisively the later
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cognitive development and mental health of the
individual.

Balance between scientific writing and intimate
thoughts and feelings of the authors is a wonderful
quality of this book. A variety of situations that
prevent parents and infants to develop tender,
creative relations is presented, and how music “can
move through the space between a mother and baby
and ignite a miraculous bond” (p. 115). More
specifically, in the chapter Music Therapy to
Promote Attachment between Mother and Baby in
Marginalized Communities Cunningham, the author
of this chapter says: “these sounds are used to
unlock the euphoria, which when released, flows
and gushes and floods into the dynamic space
between the two beings” (p.116).

A main feature of this book is the holistic
approach to mental health problems. The infant is
part of the parent-infant system, as it is
characteristically described in the work of
Winnicott (1952). This system is extended in the
chapters of Cunningham, Kelly and Ledger in order
to include challenging social conditions. By doing
so, the idea that being a parent is a
multidimensional process which is influenced by
socio-economic, familial and psychological
parameters, is incorporated in the therapeutic
thought. This perspective also determines the role
of the therapist as an ‘exterior supporter-facilitator’
- who comprehends the total of problems - and not
as an ‘adept-expert’.

The writers go in-depth to the feelings, anxieties
and reflections of the parents. Their aim is to
support the parent’s abilities in their role and
contain the negative self-image that they may hold
for themselves as people as well as parents. These
emotions and thoughts are vividly captured in
Levinge’s chapter for mothers suffering from
depression, in Day’s and Bruderer’s chapter for
mothers who have suffered abuse, and
O’Callaghan’s and Jordan’s chapter for families
facing serious medical problems. Negative
consequences of mental and medical illnesses is the
physical or emotional absence of the parents,
intrusive, asynchronous, punishing or aggressive
ways of behavior towards the infant and the
parents’ fear that they will not be able to fulfill their
role.

In the chapter Music Therapy and Parent-Infant
Bonding, Edwards describes with clarity the
importance of innate musicality of the infant and
the attributes of the ‘musical parent” which provide
a strong basis to promote secure bonding between
infants and their caregivers in and with music.
These properties encourage the use of music as a
regulatory ~ factor  of  participation  and
communication, creating conditions of affective
intimacy between parents and infants. Therefore,

music produces a base of shared emotional
experience and not just a communication field in
the sense of sharing information.

In the chapters Translating Infant-Directed
Singing into a Strategy for the Hospitalized Family
and Music Therapy for Hospitalized Infants and
their  Parents, by Shoemark and Loevy
respectively, the authors claim that the medically
fragile infant’s musicality remains intact: “this
pathway to human contact is a powerful avenue by
which the infant can still access and respond to the
world™ (p. 167).

In the chapter Becoming in Tune: The Use of
Music Therapy to Assist the Developing Bond
between Traumatized Children and their New
Adoptive Parents, Drake puts emphasis on the
developmental role that music can play in therapy.
Music, as a non-verbal means of expression of
experience, can provide children with the
opportunity to go back in primary stages of
emotional development that they did not experience
and elaborate normally due to trauma or disruption
early in their lives.

A valuable contribution to the book is Oldfield’s
chapter, Parent’s Perception of Being in Music
Therapy Sessions with their Children: What is our
Role as Music Therapists with Parents. She records
the parents’ perceptions of being in music therapy
sessions and how those perceptions determine the
music therapist’s role. Finally, in the chapter of
Williams, Nicholson, Abad, Docherty and
Berthelsen, Evaluating Parent-Child Group Music
Therapy Programmes: Challenges and Successes
for Sing and Grow, the need for and the benefits
resulting from the evaluation of early music therapy
intervention programmes is explained. Beyond
positive promotion of the music therapy profession,
qualitative evaluation can attract the interest and
financial support of organisations and individuals.
The article is in itself a valuable manual for
organising and implementing such programmes.

In the book, clinical methods, music therapy
techniques and properties of music that encourage
the creation of healthy ties between parents and
infants are presented. The interactive function and
temporality of music are highlighted. Awareness
from the part of the therapist on the importance of
those features of musicality is, from my experience,
the medium that supports the physical/emotional
parent/infant coordination and develop the bonds of
their relationship. Working for several years with
toddlers with autism and their parents and
participating for the last two years in the research
program ‘Rhythmic Capacity and Functional
Coordination in Communication with Children with
Autism’, | have noticed that these qualities of music
in conjunction with the influence of music on the
human body and mind, promote sensitive and
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emotionally synchronised responses and give
answer to the question “why music therapy works”.

Finding a common pulse can provide a stable
base that establishes coordination between parent
and infant and creates a shared ground. Clinical
improvisation is a therapeutic medium that
organises experiences while at the same time
closely follows dynamic alteration of feelings as
they develop moment by moment. Clinical
improvisation can also function as an emotional
frame that helps to reduce anxiety and to regulate
emotional and physical reactions. The techniques of
mirroring and reflection can convey to parents and
children the message that their personal
contribution is valuable to the joint creation of
music. The use of peek-a-boos game can help in
building expectations and synchronisation between
the partners.

The voice of the mother is used in the sessions
and becomes an important therapeutic tool. The
fetus registers the pitch and the tone of his mother’s
voice soon after conception while he recognises and
seeks it out right after birth. In the case where the
mother cannot be present in the music therapy
sessions the timbre and the pitch of her voice are
used through a tape recorder or the therapist
reproduces the quality of her voice as much as
possible. In cases of maternal depression various
strategies are employed by the therapist to
encourage the mother to sing and help her find ‘her
own voice’. Then she can use her voice with
confidence to connect creatively with her child.

The story telling, as well as listening and
creating songs, are indirect and safe ways to
explore feelings and emotions as those of trust, fear
and loss. Those techniques can be a vehicle that
helps parents and children to comprehend and
manage painful experiences. The recording of
songs in which the parents participate, has
particular importance especially when one of them
suffers from serious medical illness and is in the
final stages of life. The recording of songs can be
for family and children a connection of the past
with the present, in cases of loss. The songs of
parents can have a symbolic meaning as they
convey messages of love to their children. Thus,
they can function as an introjection medium of
positive parental objects despite the absence of the
parent after death. They declare, that is to say, their
emotional presence when they are physically
absent, or when they are not alive anymore.

Finally, in music therapy sessions, face-to-face
interactions, singing and playing the instruments
together, movement, dance and physical contact
like candles and kisses are encouraged. Calm songs
and lullabies give the opportunity to the mothers to
relax with their infants and enjoy their relationship,

something that it is not easy to achieve given the
difficult conditions of everyday life.

Many of these aspects that also result from my
personal experience have been developed in the
work that is presented here. This book provides the
reader with an outstanding structure, in-depth
descriptions of situations and interventions and
responsible presentations of clinical and research
material. This helps us to realise the vital
importance of the creation of bonds of love with the
parent in the beginning of life. Under this
perspective the unique role that music can play in
the improvement of people’s life is highlighted.
This book is an important contribution to music
therapy, family and society.
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Introducing ISME and its Commission on Music
in Special Education, Music Therapy and Music
Medicine

The International Society for Music Education
(ISME) is an international organisation for music
educators in a vast variety of the music education
field. ISME organises the acclaimed World
Conference every second year. The 30" ISME
World Conference took place in Thessaloniki,
Greece between 15™ and 20™ July 2012.

ISME has seven Commissions which align
different areas of music education. Each of the
Commissions organises its own pre-conference
seminar before the World Conference.

The Music in Special Education, Music Therapy
and Music Medicine Commission
(www.isme.org/special) works as a holding
organisation for ISME members who are special
music educators, music therapists and music and
health  practitioners. The purpose of the
Commission is to work as an advocacy group and
promote awareness of music’s potential in special
education,  therapy @ and  medicine. = The
Commission’s pre-conference seminars enable
delegates to meet associates from different
countries across the world.

Equally, the Commission supports various
‘tracks’ including the development of research and
practice-based work within the fields of special
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music education, music therapy and music
medicine. The practice-based and clinical tracks of
the Commission provide materials, demonstrations
and workshops on therapeutic and educational
practices applicable to music education, special
music education and music therapy. On the other
hand, the research track shares insights and results
with the above interest areas. At its best, the
Commission integrates knowledge between the
different tracks. In addition to the Commission
delegates and the people that they serve through
their work (e.g., people with special educational or
other needs), the entire field of music education
derives  considerable  benefit  from  the
Commission’s work.

The Music in Special Education, Music Therapy
and Music Medicine Commission actively
promotes the rights of diverse learners and their
possibilities to participate in music learning and
other musical activities. The Commission aims at
knowledge creation: as the learning potential and
opportunities of individual learners are esteemed
regardless of their special needs, the educational
equality, social participation and well-being, in
general, increases. To meet this objective, the
network characteristics of the Commission are of
high significance.

The Commission pre-conference seminar in
Greece 2012

The Music in Special Education, Music Therapy
and Music Medicine Commission held its pre-
conference seminar at the University of Macedonia
campus (Thessaloniki, Greece) between 12" and
14™ July 2012. This particular ISME Commission
was established in order to contribute to the
development of music in special education, music
therapy and music medicine. The goal of the
Commission meetings is to provide a forum for
music educators, therapists and other music and
health practitioners from around the world to
collaborate and to exchange teaching and
therapeutic techniques.

The Commission chair, Dr Alice-Ann Darrow
(Florida State University, USA), organised the
programme for the 2012 seminar. The local host of
the seminar was Dr Lefkothea Kartasidou, Assistant
Professor of Special Education (University of
Macedonia, Greece). The seminar was supported by
the Greek Society for Music Education (GSME)
and the Hellenic Research Association of
Individuals with Visual Impairments.

The focus of the seminar was on sharing

research, various teaching and therapeutic
approaches and strategies across cultures. In
addition, new ideas, teaching strategies and

research projects in the fields of special music

education, music therapy and music medicine were
introduced. The seminar focused on the following
topics:

perception research in special education
music and people with autism spectrum
disorders

current trends in music and special education
and music therapy

music therapy for older adults

music medicine and paediatrics

community music therapy

clients and students with special needs

music therapy for clients with hearing loss

There were thirty-three presentations during the
three-day seminar'. The delegates represented
fourteen different countries across the world (see
Table 1). The international cooperation created an
intriguing atmosphere which encouraged the
exploration of diverse culture-related professional
approaches and research on music in special
education, music therapy and music medicine. In
general, the seminar enhanced the credibility of the
objectives not only of the Commission, but also of
ISME as a whole.

Several interesting, even  breakthrough
approaches and proposals were presented. It was
obvious that the most important benefit for those in
attendance was the interactions between the leading
practitioners (i.e. music teachers and therapists) and
the high-level researchers who shared similar
interests. The knowledge gained and the
experiences shared were inspiring for both groups
of professionals. In addition, it is noteworthy that
there is a growing interest on the technology-
supported  strategies. The technology-based
frameworks and services were evaluated as real
possibilities for enhancing learning and well-being.

The seminar programme was rich with many
and diverse presentations, but still, there was plenty
of time for discussion and no sense of hurry. In
addition to the presentations, the informal peer-to-
peer sharing (i.e. discussions without any
programmed agenda) was extremely significant.
Meeting colleagues, striking up new acquaintances
and renewing former affiliations was productive
and of utmost necessity. The informal lunches and
dinners in the Ladadika Quarter of Thessaloniki and
the celebratory Commission dinner at Hamadrikas
allowed much time for conversation.

' The abstracts of all the Commission presentations are
re-published in Approaches: Music Therapy & Special
Music Education, volume 4, issue 2.
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Hsiao-Shien (Jessie) Chen, National Taichung University,
TAIWAN, ROC

Cynthia Colwell, The University of Kansas, USA, CoO,
CANADA
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Bo Nilsson, Kristianstad University, SWEDEN
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Dora Psaltopoulou, Aristotle University, GREECE.

Daphne Rickson, New Zealand School of Music, NEW
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Patricia Sabbatella, University of Cadiz, SPAIN, CoO,
ARGENTINA

Maritza Sadowsky, Arlington Public Schools, USA, CoO,
BRAZIL

Lyn Schraer-Joiner, Kean University, USA

Giorgos Tsiris, Nordoff Robbins / City University London, UK,
CoO, GREECE

Potheini Vaiouli, Indiana University, USA, CoO, GREECE
Kimberly VanWeelden, Florida State University, USA
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Wei-Chun Wang, National Taipei University of Technology,
TAIWAN, ROC
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TAIWAN, ROC

Maria Yennari, Cyprus Ministry of Education & Culture and
Cyprus Pedagogical Institute, CYPRUS

Gina Yi, Michigan State University, USA, CoO, SOUTH
KOREA

Table 1: List of presenters

Future prospects

I believe music educators and music therapists
agree with H.E. Josephine Ojiambo (Deputy
Permanent Representative of Kenya to the United
Nations) who describes the meanings and effects of
music making as follows:

“Music as a practical tool for dialogue
amongst peoples must be used to enhance
and promote solutions for social and
economic challenges. The power of music is
immeasurable and filled with endless
possibilities. Therefore we, as members of
the global society, must foster the
acknowledgement of the importance of
music as a natural contributor to health and
social/economic issues, as well as peace on
earth” (Ojiambo 2011: 1IV).

It is vital that we remain aware and up-to-date with
the developments and achievements across the
globe. In the future, the main objective and topic of
the Commission is to ensure that the learning of
music and related musical activities are accessible
to everyone. Learning, making and experiencing
music is a basic human right. In general, the
positive tone of the 2012 pre-conference seminar
offered an encouraging outlook towards the future
development of music in special education, music
therapy and music medicine. Of course, there are
diverse challenges in all countries, but similarly,

there is growing evidence that new approaches and
development work will advance our common goals.

The next Music in Special Education, Music
Therapy and Music Medicine Commission pre-
conference seminar will be held in Rio de Janeiro,
Brazil in 2014. The Commissioners for this next
seminar are:

Lyn Schraer-Joiner (chair), USA
Melita Belgrave, USA
Hsiao-Shien (Jessie) Chen, Taiwan
Helen J Farrell, Australia

Markku Kaikkonen, Finland

Bo Nilsson, Sweden

More information about the seminar and the call for
papers will be announced approximately one year
before the conference. However, commissioners are
already encouraged to invite established researchers
and clinicians from their respective countries to
contribute to the seminar.

People who are interested in receiving the
Commission’s Newsletter and/or participating in
the next seminar can email Lyn Schraer-Joiner
(chair): Ischraer@kean.edu
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Students with autism spectrum disorders (ASD):
Implications for music educators

Mary Adamek, The University of lowa, USA
[email: mary-adamek@uiowa.edu]

Amelia Furman, Minneapolis Public Schools, USA
[email: afurman@mpls.k12.mn.us]

According to data collected for the U.S. Department of
Education (2007), over 258,000 students with autism
received services in the US under the Individuals with
Disabilities Act (IDEA) (Data Accountability Center,
2007). This is more than three times the number of
students with autism served just five years earlier in
2002. Approximately 1 in 100 children are diagnosed
with ASD and this disorder is four times more prevalent
in boys than girls. The number of individuals diagnosed
with autism is increasing rapidly by a rate of 10-17
percent each year (Autism Society of America, 2010).
Although autism is considered a low incidence disorder,
many music educators work with students with autism
each week in schools. This paper addresses the
characteristics of students with autism spectrum
disorders (ASD); educational Implications; music
education for students with autism spectrum disorders
including adaptations for successful music education
experiences

Exploring the benefits of using piano wizard
with older adult piano students

Melita Belgrave, University of Missouri—Kansas City,
USA [email: melitajean@aol.com]

The purpose of this study was to create a lifelong
learning experience for older adults through private
piano instruction using Piano Wizard software. Piano
Wizard is a technology-based instructional method that
utilizes sensory learning. Piano Wizard operates through
a laptop computer and midi keyboard. Five older adults,
who attended an urban senior center in a large
Midwestern city in the United States, volunteered to
participate in the lifelong learning music program. Eight
30-minute sessions occurred in which the researcher
taught older adults piano lessons individually with the
Piano Wizard technology. Three research questions were
examined in this study. 1) Is Piano Wizard an effective
tool to teach older adults piano? 2) Does participation in
a music-based lifelong learning program enhance older
adult’s subjective well-being? 3) What are older adults’
perceptions of music technology as an instructional
method? Results revealed that students progressed
through the Piano Wizard method book over the 8-week
period. Results of a researcher-developed survey
revealed that older adults perceived that the piano
lessons provided them with a weekly meaningful
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activity; and that the lessons required the use of
cognitive skills. Additionally, older adult participants’
perceived benefits of the Piano Wizard teaching method
pertained to visual and audio feedback, ability to adjust
the tempo while playing, and the overall teaching
method. Implications for practice with older adults will
be discussed.

Participation in musical activities and quality of
life for elders in Taiwan

Jessie Chen, National Taichung University
Education, TAIWAN [email: jessichsc@hotmail.com]

of

I-Yun Liang, National Taichung University of
Education, TAIWAN [email: liy34@hotmail.com]

People experience music in their lives both consciously
and unconsciously. Some people listen to music
passively as they shop or engage in other activities.
Others actively engage in music by participating musical
activities, such as going to concerts or singing, One
population which has expressed great interest in active
music participation is known as the “Elderly Society.”
The Taiwanese government has provided the impetus for
active engagement by offering various courses in order
to improve elders’ quality of life. Among the courses
being offered, such as health, entertainment, social
intercourse, technology, finance, and art, music stands
out by its nature and functions. The purpose of this study
was to explore the relationship between participation in
musical activities and quality of life for the elder society.
Survey instruments included the "Taiwan concise
version WHOQOL-BREF" and the "Music Activities
Survey." Participants were drawn from three major
metropolitan areas in Taiwan and the target population
was elders over 55 years of age. Two hundred and fifty
questionnaires were sent with an 89.9% return rate.
Elders believed that physical and psychological well
being, independence, social relationships, environment,
and spirituality/religion/personal beliefs were very
important to their quality of life. Results also revealed
that elders who were learning or who had previous
experience in learning to play music instruments
obtained significantly higher quality of life scores.
Additionally, elders who had previous experience in
playing musical instruments showed significantly more
positive attitudes towards “the importance of health
conditions.” Moreover, elders who had attended concerts
for several years prior to the study had significantly
different responses regarding quality of life and health
conditions ratings in comparison to those who had only
attended concerts within the last year.

Reflections on a disability simulation by pre-
service music educators and student music
therapists

Cynthia Colwell, The University of Kansas, USA
[email: ccolwell@ku.edu]

The purpose of this study was to examine and compare
reflections of individuals participating in a simulation

experience designed to impact attitudes of pre-service
music educators and student music therapists enrolled in
coursework which targeted working with children with
special needs. On the first day of class, participants
completed a Mainstreaming Questionnaire. Following
completion of the questionnaire, participants were asked
to simulate one assigned disability in a public venue and
included lower-limb paralysis in a wheelchair, one-arm
amputation, hearing impairment, or visual impairment.
After the specific assignment was made, participants
were instructed to list pros and cons of simulating a
disability. After the simulation, participants completed
the questionnaire as a posttest measure and completed a
post-simulation  written reflection following five
prompts. Results of the questionnaire indicated a
significant change form pre- to posttest for the group as a
whole when examining total attitude scores. Proposed
questionnaire statements, responses to the pros and cons
list as well as the post-simulation reflection were coded,
categorized, and counted. Trends are discussed.

Music perception via acoustical and electrical
stimulated hearing: A descriptive meta-analysis

Alice-Ann Darrow, Florida State University, USA
[email: alifsu@mac.com]

The purpose of this study was to compare the music
perception of listeners using two different types of
assistive hearing devices. Research findings suggest that
the music perception performances of cochlear implant
and hearing aid users vary depending on the type of task.
Music is a complex sound comprised of elemental
components with each perceived differently by
acoustical and electrical stimulated hearing. Published
reports on music perception by cochlear implant and
hearing aid users were analyzed to compare participants’
scores on tests of pitch and rhythm discrimination,
timbre identification, melody recognition, and quality
appraisal. Results revealed an overall mean d value of -
.001 for the included studies, indicating that cochlear
implants were not more effective or efficient than
traditional hearing aids in transmitting sounds for the
purposes of music perception. The findings of this study
qualify frequent citations indicating that cochlear
implantation adversely affects music perception. Results
support the requisite caveat that data are mixed with the
overall effect of implantation on music perception
insignificant compared to that of hearing aid users.

Musical gaming: Crossing the cultural divide
between deaf and hearing

Alice-Ann Darrow, Florida State University, USA
[email: alifsu@mac.com]

Musical gaming has become a recent phenomenon
exerting tremendous economic, social, and cultural
influence. The most familiar medium for gaming is
Guitar Hero, a rhythm-based music video game in which
players must press the right key at the right time in order
to ‘score.” With over 14 million Guitar Hero units sold
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since 2005, and bars across the country hosting Guitar
Hero nights, musical gaming has become a prominent
feature in popular culture. Guitar Hero, the most widely
played of the musical video games, has found a special
place in deaf culture, primarily because ‘musical’ skill is
not dependent upon one’s ability to hear, but rather on
one’s visual processing skill and eye-hand coordination.
The purpose of the present study was to examine the
influence of hearing status, experience with musical
gaming, and task difficulty on participants’ scores for
three guitar tracks of increasing complexity taken from
the series, Guitar Hero World Tour (2008). Participants
(N = 50) were persons with typical hearing (n = 25) and
persons with severe to profound hearing losses (n = 25).
Experimental stimuli were guitar tracks programmed for
Obstacle 1, the second single off of Interpol's Turn on
the Bright Lights (2002). Results revealed no significant
differences between participants’ scores based on
hearing status; however, significant differences were
found between participants’ scores based on their
experience with musical gaming. Participants who
indicated they had played many times scored
significantly higher than those who had never played or
played only a few times. Significant differences were
also found between participants’ scores based on the
difficulty of the task. Participants’ scores were
significantly lower on the difficult guitar track than on
the easy or moderate tracks. These data indicate that for
individuals who are deaf, musical gaming may be a
viable means of musical expression, and to participate in
music making in ways similar to and equal to persons
with typical hearing.

Music  therapy breathing  methods
incorporated into health promoting exercises.
“A music therapy for people in their 60's to 90's
currently leading normal lives”

Yoshiko Fukuda, JAPAN
[email: YOR03743@nifty.com]

This music therapy approach is designed for the elderly
who receive medical treatment or who take medication
but who ultimately leading normal lives and wish to
remain active into the future. Between 16 to 18 subjects
participated in therapeutic sessions. Before and after
each session, peak flow value, blood pressure, and pulse
rates were measured. From this, participants were able to
gauge their physical condition which had a useful
application for their everyday lives. After participating in
sessions for four years, and allowing for individual
differences, the following was achieved. On average,
peak flow values increased by 40.5%; average high
blood pressure reading levels decreased by 57%; and
average low blood pressure readings decreased by
49.7%. Moreover, pulse rates decreased by 74.2%. From
these figures, we understand that singing and exercising
at the same time allowed participants to become aware
of their lung capacity thus helping them improve the
quality of their everyday lives.

Music therapy in paediatric oncology treatment:
Clinical practice guidelines from the research
literature

Lori Gooding, University Of Kentucky, USA
[email: lori.gooding@uky.edu]

The development of evidence-based clinical practice
guidelines in music therapy treatment for pediatric
patients with cancer has been limited in the past by small
sample sizes, poor design, and limited descriptions of
music therapy interventions in the research literature. In
recent years, the growing recognition of complementary
approaches like music therapy has led to an increased
investigation of applications in oncology treatment.
Research has revealed that music therapy interventions,
in particular, have been effective with pediatric oncology
patients. Moreover, treatment protocols are becoming
more standardized as evidence increases. The purpose of
this paper is to provide an overview of current research-
based practices in music therapy for the treatment of
children with cancer. Specifically, clinical practice
guidelines from the literature in the areas of (a) treatment
objectives, (b) musical considerations; and (c) specific
interventions will be addressed. Strategies for
implementation will be summarized and charts,
highlighting selected articles available in the research
literature, will be provided.

Enhancing the student internship experience:
Incorporating special needs students into the
"folk" musical

Michelle Hairston, University of East Carolina, USA
[email: hairstonm@ecu.edu]

Linda R. High, University of East Carolina, USA
[email: highl@ecu.edu]

The current study is based upon the pilot project the
researchers presented at the 2010 commission meeting in
Beijing. One suggestion included the involvement of
college students in the teaching process. Another
recommendation was the inclusion of children with
special needs, as well as, those who are developing
typically as participants in the musical.

All countries have a wonderful wealth of history and
folk heritage. So often today, children, especially those
with special needs, are not exposed to folk heritage in
any way. This presentation will focus upon the
development of a children’s musical based upon folk
heritage, during the student-teaching experience.
Because students usually learn only how to create and
sequence lessons, the researchers thought it would
enhance student interns’ teaching/learning experience to
work with children who are developing normally as well
as those with special needs in a musical project. This
project offered another unique opportunity for the
children involved as it is not often that they are presented
with the opportunity to create and produce their own
musicals.

Programming musical performances is an important
part of any music teacher's job. Therefore, the purpose of
this presentation is to describe how to teach students to
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create and produce their own musicals, involving both
special needs and typically developing children. Using
folk tales and folk songs from a selected culture in these
musicals is also a way to integrate the musical with
history and culture. The researchers will (a) outline the
steps necessary to begin, implement, and complete such
a project; (b) describe the participation expectations of
the students; (c) describe the duties of the student intern
with the intern supervisors; and (d) show video clips of
the final project.

The effect of presentation mode and labels on
pre-service music educators’ perceptions of
performance by musicians with disabilities

Julia Heath, Florida State University, USA
[email: juliadheath@gmail.com]

In this study, 32 pre-service music educators evaluated
six different performances of musicians with disabilities.
Approximately half of the participants received written
information regarding the performers’ disabilities. To
control for visual “labeling,” the performances were
presented in two modes, audio only and audio/visual.
After watching or listening to the six performances,
which included strong, choral, and instrumental
performances, the participants rated musical aspects
using evaluation forms. Results indicated a significant
difference between the evaluations of the six
performances. No significant differences were found
between the evaluation scores for label and no label
groups or the audio only, audio/visual presentation
modes. A string performance received the highest mean
evaluation score, while an adaptive instrumental
ensemble received the lowest overall score. Music
educators must have clear and realistic goals for
performance-based ensembles and the participants in
each ensemble, with or without disability. Future
research should include an assortment of fieldwork
experiences for pre-service music educators to examine a
variety of musical opportunities for students with
developmental disabilities.

Figurenotes — a new tool for special music
education and music therapy

Markku Kaikkonen, Special Music Centre Resonaari,
FINLAND [email: markku.kaikkonen@resonaari.fi]

Figurenotes is a method of notating music in a concrete
way, by means of colours and shapes. By presenting the
information in concrete form, people who have difficulty
or are unable to understand conventional abstract notes,
are provided with opportunities to make music and to
join in the goal-oriented study of music. Target groups
may include people with special needs, or in general,
people of all ages taking their first musical steps.
Figurenotes gives the same musical information as
conventional notation (notes, octaves, values, rests,
sharps, flats, chords). Playing is simple: the Figurenotes
sticker on the instrument shows the player where to play.
In other words, the player matches the Figurenotes

information with the sticker on the instrument. The
player’s job could thus be described as “Play what you
see”.

The features of Figurenotes are:

1. Concreteness: Figurenotes is a concrete way to
show the notation. Thus, anyone can play who is capable
of matching two symbols (the one in the Figurenotes and
the one on the instrument sticker).

2. Suitability: Figurenotes is suitable for all complete
beginners. It also enables people to make music who for
one reason or another find it either difficult or
impossible to assimilate or learn the conventional
abstract notation.

3. Correspondence: Figurenotes can give all the same

musical information as conventional notation. As a
result, it is easy for players to switch to conventional
notation, so long as they are capable of understanding
abstract symbols.
4. Applicability: Figurenotes is a form of musical
notation, so naturally, it can be applied in the same way
as conventional notation. In other words, Figurenotes
can be applied to all kinds of music-making.

The application of Figurenotes for a number of target
groups has been developed in R&D projects carried out
at the Special Music Centre Resonaari (Finland). The use
of Figurenotes has spread internationally beyond special
music education and music therapy. It has been included
in early childhood music education, music teaching in
schools, instrument tuition, special education and, in an
even broader context, as a tool for rehabilitation and
various forms of therapy. This workshop will introduce
the Figurenotes and its applications. Also, the basics of
curriculum for diverse learners in Resonaari Music
School will be introduced. Making music should be a
basic human right. Figurenotes is helping to make this
true by helping to place the joy and delight of making
music in reach of all.

Promoting social interactions among children
with autism and general education peers
through music activities

Angela H-C Lee, Transworld University, TAIWAN
[email: leehc91014@yahoo.com.tw]

This paper describes the researcher’s a study examining
the social interaction skills of children with autism. This
study occurred within an integrated classroom in a
regional daycare center. A multi-faceted exploration of
the behaviors of a single subject A-B experimental
design was implemented. Participants consisted of two
head teachers, two children with autism, four general
education peers, and six aides — all of whom attended a
40-minute integrated class program in one of the
regional daycare centers. In order to collect evidence of
social validation, in-depth independent interviews were
conducted with two classroom teachers at the end of the
intervention. The program of musical activities used in
this study offered multiple opportunities for children
with autism to improve their communication skills in the
classroom while also acquiring musical skills. The
research findings are consistent with research showing
that children with autism are capable of increasing their
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social interaction skills during peer play in a structured
setting that is overseen by a professional.

Evaluating the effectiveness of music activities
on emotions and communication for a child with
autism in a multi-sensory environment

Liza Lee, Associate Professor, Chaoyang University of
Technology, TAIWAN [email: lylee@cyut.edu.tw]

Hua Liu, Associate Professor, Zhejiang University,

CHINA [email: chonghua2nd@gmail.com]

Music activities in multi-sensory environments have
provided support and proven potential benefits for
children with disabilities. Through a number of studies,
the effects of music activities have been examined for
children with autism and profound multiple disabilities.
The purpose of the study was to explore the influence of
the researcher’s music teaching approach in the multi-
sensory environment on a child with autism and multiple
disabilities. A 3.6-year-old boy with autism and multiple
disabilities was selected by purposive sampling to
participate in the research. The duration was 20 weeks
with 50-minute instructional sessions once per week.
Both qualitative and quantitative methods were used to
obtain the results. The results showed the effectiveness
of music activities on emotions and communication for
the participant in the multi-sensory environment.
Furthermore, the participant’s tactile defensiveness was
improved as well through the assessment of music
activities.

An exploration of the effectiveness of singing on
English vocabulary learning for Chinese dyslexic
pupils

YimTing Leung, Hong Kong Institute of Education,
HONG KONG [email: leungytj@gmail.com]

Bo Wah Leung, Hong Kong Institute of Education,
HONG KONG [email: bwleung@ied.edu.hk]

English acquisition is in high demand in a globalized
society. However, learners with dyslexia often face
difficulties in learning English. This study examined the
impact of singing upon dyslexic Chinese pupils’ English
vocabulary learning, specifically on tasks involving
word syllable segmentation, vocabulary pronunciation,
and recognition. A purposive sample of 30 dyslexic and
30 non-dyslexic Hong Kong pupils, ages 6-10, were
recruited and randomly assigned to a treatment group or
control group respectively (n=15 each). Pupils in the
treatment groups were introduced to English vocabulary
by singing, while those in the control group were
exposed to no musical activity or stimuli. Between-group
and within-participant comparisons were analyzed via a
Multivariate Analysis of Variance (MANOVA) and
Repeated-Measure  Analysis of Variance Analysis
(ANOVA), respectively. Scores were also compared to
non-dyslexic pupils. The implications for special
education and music therapy will be discussed.

The iPad and children with autism: Two case
studies

Kimberly McCord, Illinois State University, USA
[email: kamccor@ilstu.edu]

Two students with autism and communication
disabilities in a self-contained music class were
introduced to iPads which served as both a calming and
transitional tool as well as alternatives to traditional
instruments that may irritate the student. Both students
responded positively when the iPad was substituted for
traditional instrument and when it was implemented as a
calming method.

Musical accessibility digital tools develop
musical potential in young people with physical
impairments

Bo Nilsson, SWEDEN [email: bo.nilsson@hkr.se]

Experiencing, performing, and creating music is
considered a basic human function. In a sustainable
society, citizens’ participation in different kinds of
cultural and musical events, not only as a consumer but
also as a performer, is vital. This presentation will
highlight some results from a research study performed
in collaboration between researchers, music educators,
and staff members within a Swedish music project. The
aim of the music project was to enhance possibilities for
young people with physical impairments to take part in
musical activities. Digitally based musical settings were
developed in the project in order to provide tools for
performing and creating music.

Data was collected by the researcher, participating
music educators, and other members of the staff, mainly
through field notes, video observations, photographs,
and conversation notes. Collected data and experiences
from the project were discussed on a regular basis and
analysed by members of the project. The theoretical
framework of the research study included an ecocultural
perspective, developed by the author, together with the
Sense of Coherence framework, developed by Aaron
Antonovsky.

Findings revealed that personal assistants, parents,
technicians and music educators collectively facilitate
the participants’ musical activities. Furthermore, the
digital settings should be regarded as a combination of
computer software, graphical interface, physical
interface (e.g. head-mouse, switches) and the musical
content. Staff members and music educators involved in
the project regarded active involvement in society’s
culture as a form of freedom of speech and expression as
well as a significant part of democracy. During the
project, new research questions arose, related to music,
music education and health promotion. In the analysis,
three variations of music educators’ musical practice
were identified:

a) playing well-known songs: music-making with a
stated goal to play songs, already familiar to teachers
and

b) participants and to perform these songs for an
intended audience, b) Participatory music: music-
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making
¢) aimed at involving the participants in music creation

and c) Explorative music: music-making with the aim
d) to inspire the participants to explore the potential of

the musical instruments as well as their own potential
e) to create music.

The identified variations should not be regarded as
excluding each other as they often were based upon a
unique musical situation or quality resulting from more
than one practice.

An ounce of prevention is a pound of cure: A
theoretical model of music therapy as an
intervention promoting attachment relationships
across the lifespan

Varvara Pasiali, Queens University of Charlotte,
CYPRUS/USA [email: pasialivi@queens.edu]

Attachment refers to the quality of the relationships and
strong bonds human form across their lifespan. Because
participation in music therapy can promote positive and
meaningful interactions over time, it creates a context for
developing healthy relationships. In this paper, the
author creates a theoretical model on how music therapy
interventions may target attachment across the lifespan,
drawing on insights afforded from the fields of
psychology and social neuroscience. Aiming to expand
theoretical underpinnings that inform the work of
therapists the author explores how music-based
interventions foster attachment by (a) supporting parent-
child mutuality, (b) rebuilding capacity to form
relationships, (c), supporting healthy interactions and
alleviating problems within relationships, (d) reducing
stress and mood disturbances, which may affect
interactions with others, (¢) enhancing communication
skills, and (f) building coping skills among families and
individuals ~ who are  facing life-challenging
circumstances. The model describes music therapy as a
proactive intervention at the universal, selective and
indicated prevention levels.

Community music therapy interchange: New
paths for personal and environmental changes

Dora Psaltopoulou, Aristotle University of
Thessaloniki, GREECE [email: dora.ps@gmail.com]

Community Music Therapy offers people with
disabilities rich experiences that facilitate meaning,
identity, engagement and ultimately belonging. All can
lead to significant personal, interpersonal and
environmental changes in persons with disabilities that
can facilitate their inclusion into society. It is very
important for people with disabilities to have easy access
to and to participate in multidimensional types of
musical performances. This paper describes a
community of young people with disabilities. The
experiences of four performers with Down syndrome,
autism, and Prader-Willi syndrome are described.
Initially, they participated in individual music therapy
sessions and when they had something to say, they

shared it with significant others. Then, they performed
together with the goal of building a community.

Performance has been addressed as both a self and
collaborative effort, or “unity beyond uniformity.” Music
making provides a equipoise between the individual’s
state of existence and those groups to which they belong.
The aforementioned issue is reviewed in this paper
through a systematic way of assessing clients as
performers, the clinical issues they present for treatment,
and how performance can address them. The latter was
examined using a model of five dimensions: (1)
connecting within to the music; (2) performers
connecting with each other; (3) connecting to the
audience; (4) The audience within; and, (5)the totality of
experience.

Also addressed in this paper is a systematic way of
assessing the parents’ experiences observing their
children performing. The author, inspired by Jampel’s
model, interviewed and recorded parents creating a
questionnaire of five dimensions: (1) connecting to their
child’s performance; (2) connecting to other than their
child performers; (3) connecting to the audience; (4)
caring for the narcissistic wound due to their children’s
disability; and, (5) the totality of experience. This paper
will also examine a systematic way of assessing the
audience’s responses. Recorded interviews with people
from the audience reveal three dimensions: (1) positive
change in the audience’s perceptions about people with
disabilities; (2) positive change concerning their children
with or without clinically assessed disability; and, (3)
inner change towards new paths for self-actualization-the
totality of the experience. Finally, inclusion into society
will be discussed. Through community music therapy
interchange, participants are able to forge different
directions in life and to be fulfilled with new meaning
and energy in order to create healthier connections.

Music therapy in children with special needs: A
complete therapy

Dora Psaltopoulou, Aristotle University of
Thessaloniki, GREECE [email: dora.ps@gmail.com]

Music Therapy is a tridimensional therapy with three
main components: science, interpersonal relationship and
art. The theoretical and philosophical background of
music therapy, as well as empirical research and clinical
practice provide a foundation for this paper. Science
consists of a series of the phenomena, the ideas born by
those phenomena, and the words that express them.
Thus, science is the cornerstone of music therapy. The
music therapist as a part of an interpersonal relationship
creates a non-threatening atmosphere for the client; thus,
taking care of the client’s emotional, physical, mental
and spiritual needs while abiding by the principles of any
clinical psychology approach the therapist is trained in.
The interpersonal relationship between therapist and
client assumes a maternal-like role in music therapy
practice. Music, as a form of art, promotes freedom of
imagination and creativity verbally and nonverbally, and
offers “possibilities unlimited” as paths for self-
discovery, self-expression and self-actualization. In this
sense, music plays a child-like role in music therapy.
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Thus, music therapy, as a nuclear family which takes
care of the client in multidimensional and unlimited
ways, could be a complete therapy. Science has shown
that positive and negative emotions affect the neural,
immune and endocrinal systems of the human being. In
clinical practice, evidence reveals that the expression of
negative emotions, shared and sublimated, affect all
areas of the individual positively. Thus, in music
therapy, every emotion is of value and of significance;
whereas, lack of emotions, positive or negative, hinders
the therapeutic process.

The current research study was designed to determine
the effectiveness of music therapy on people with
disabilities in Greece. Participants were 149 individuals
with disabilities. The purpose of this research was to
assess the effectiveness of music-therapy. Music therapy
effectiveness was assessed using the personal
evaluations of parents’ whose children were participating
in Music Therapy. Results revealed that music therapy
was: 1) effective regardless of the pathology of the
participants; 2) most effective with participants who had
severe pathology conditions; 3) effective regardless of
co-practice of other therapies such as occupation
therapy, speech  therapy and  psychotherapy.
Questionnaires, answered by the participants’ parents,
were used as research instruments. The data were
analyzed using the statistical instrument SPSS v.12 with
that alpha level set at a=.05. The research revealed also
that music therapy can serve as a main therapy for the
studied populations in Greece.

Coming together: Collaborative efforts towards
musical inclusion

Daphne Rickson, Massey University, NEW ZEALAND
[email: Daphne.Rickson@nzsm.ac.nz]

This paper describes research in progress which aims to
capture the experience of team members who are
working to include disabled young people in a public
performance with a professional orchestra. The event
involves collaboration between a charitable organization
(StarJam), academic staff from a tertiary-level music
school, and a city orchestra. Taking a critical
ethnographic perspective, the researcher aims to examine
the barriers to participation that are potentially created
by the social constructs of both disability, and Western
art music. Preliminary findings suggest that
philosophical and cultural differences between the
groups, and practical barriers such as the limitations of
traditional orchestral performance spaces, will prevent
the fulfillment of the initial vision to have young people
included in the orchestra. Nevertheless, unique
opportunities for them to perform with the orchestra,
interaction between the adults, and a research process
which highlights and prompts reflection on the
organizational and rehearsal procedure, will contribute to
the development of new perspectives and potentially
increase possibilities for future inclusive endeavours.

Adapting musical experiences for children with
cerebral palsy: Dialogues between music therapy
and special education

Patricia Leonor Sabbatella, University of Cadiz,
SPAIN [email: laboratorio.musicoterapia@uca.es]

Music therapy can support special education teachers by
providing effective ways to incorporate music into the
academic curriculum. Music therapy interventions can
be used specifically to achieve musical and non-musical
goals with implications for the overall development of
children who have cerebral palsy. This paper describes a
music therapy project developed specifically for a
Special Education School accommodating pre-school
children with cerebral palsy, ages 3-6. The purpose of
this project was to integrate music therapy into the
special education curriculum of the school in order to
develop music therapy approaches and strategies for
children with cerebral palsy. The results described herein
reveal the contributions to special education curriculum
adapted for this population. This presentation will
benefit music educators, music therapists, and
researchers working with individuals who have cerebral

palsy.

Developing music literacy skills for children
with autism

Maritza M. Sadowsky, Arlington Public Schools
Jamestown Elementary, USA/BRAZIL
[email: doctorm@verizon.net]

The purpose of this workshop is to share music lesson
plans created and/or adapted from several different
music curricula, websites, and books, with music
teachers who teach autistic children with severe
developmental disabilities in grades K-5. There few
sources in which one can find information to create
and/or adapt music lesson plans for children with severe
autism. Many general music teachers have not had
special education training requirements as part of their
music education curriculum. This workshop will feature
many musical activities that can be used by music
teachers who are not trained as music therapists but who
find themselves in the position of teaching children with
severe autism. The intent is to share music lesson plans
in order to provide children who suffer from severe
autism disorder with opportunities for music making. I
have organized the materials for this workshop as
follows: (a) a power point presentation as a guide; (b) an
overview of the music lesson plans format relevant to
music concepts; (c) a chart including the titles of
materials and activities in the lesson plans classified
under different categories according to the lesson plan
format and to the Strategies for Teaching Based on
Autism Research Program (STAR); and, (d) a video of
students’ performance in class. Participants will be asked
to join in a circle and participate in some music activities
and will receive a booklet with several music lesson
plans used by myself. In conclusion, providing musical
activities at the curriculum grade level, children with
severe autism in an inclusive classroom demonstrate the
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same grade level understanding of musical concepts as
non-autistic children. It is my hope that this workshop
will help other music teachers to improve their skills in
adapting specific strategies to enhance their music lesson
plans for children with severe autism.

The assessment of the quality of relationship by
people with severe disabilities in a music
educational setting

Shirley Salmon, Mozarteum University Salzburg,
AUSTRIA [email: shirley.salmon@moz.ac.at]

The AQR-Instrument (Assessment of the Quality of
Relationship), an instrument to observe and assess the
quality of relationship based on developmental-
psychological knowledge, was developed for use in
music  therapy  with children with profound
developmental disorders (Schumacher/Calvet 2001,
2005, 2007). The AQR-Instrument consists of four
scales that focus on differing phenomena of expression:
instrumental expression, vocal pre-speech expression,
physical-emotional expression, the therapist and his/her
interventions. Within each scale, seven modi are used to
assess the quality of the inter-personal relationship and
give important indications for methodical approaches.
The research presented here, the first to apply the AQR-
Instrument in a music education setting, assesses the
ability of three group members (adults with severe
disabilities) to form relationships according to the
handling of instruments. The researcher sought to (a)
determine the ability of the participants to take part in
group sessions; and, (b) examine the methods used by
the teacher in particular whether they were appropriate
for the participants. This study has important
implications for music education. Examples showing the
modi based on the recorded and analysed scenes of the
three participants will be shown on DVD. The paper
includes information and DVD examples about the
setting and the didactical considerations for the musical-
education work with this group of adults with severe
disabilities and finishes with thoughts and implications
for future work.

The development of a cochlear implant music
training program

Lyn E. Schraer-Joiner, Kean University, Union, NJ,
USA [email: Ischraer@kean.edu]

Alan Gertner, Kean University, Union, NJ, USA
[email: agertner@kean.edu]

Carol Goodman, Kean University, Union, NJ, USA
[email: cgoodman@kean.edu]

Florence Arking, Kean University, Union, NJ, USA
Rachel Beleski, Kean University, Union, NJ, USA
Carolyn Mullay, Kean University, Union, NJ, USA
Researchers have suggested that pre and postlingually

deafened adults may benefit from intensive aural
rehabilitation programs emphasizing auditory training as

well as strategies necessary to enhance understanding.
However, access to such services is limited as a result of
inadequate reimbursement by public insurance providers.
Furthermore, questions regarding the impact of
structured training protocols on pre or postlingual
implant users’ music and speech perception abound. This
paper will first describe the researchers’ initial study
(PHASE 1) examining music and speech perception of
adult cochlear implant users as well as the resulting web-
based music training protocol. PHASE I of this study
examined music and speech perception skills of adult
cochlear implant (CI) users. The researchers found that
prelingual CI users’ scores on the Primary Measures of
Music Audiation (PMMA) were lower than postlingual
CI users’ scores (Alpha level = .005). An analysis of the
pitch discrimination measures of the Clinical Assessment
of Music Perception (CAMP) revealed no significant
differences between pre and postlingual participants’
scores at either 262 or 330HZ. Prelingual CI user
responses’ at 391HZ were significantly lower than
postlingual CI users (alpha level = .05), however. Also,
no significant differences were found between pre and
postlingual CI users” CAMP melody recognition scores,
however, timbre subtest scores were significantly lower
for prelingual CI users (alpha level = .05). Also revealed
was that test scores were lower for participants
implanted at a later age. Speech perception data revealed
wide individual variations. The data is consistent with
previous reports of phonemic and individual word
perception being more difficult to perceive than
environmental sounds and temporal aspects of speech.
Speech perception measures mirrored those of music
perception, finding that post-lingually implanted adults
performed worse than those who had been pre-lingually
implanted. Findings from PHASE 1 resulted in the
development of a web-based training protocol which
includes separate training tracks for the pre and
postlingual deafened CI recipient (to be piloted in Fall
2012). An overview of the follow-up study (PHASE II)
investigating the impact of three types of music training
(web-based, in-person, mixed) will also be provided.
Such research may provide music therapists, speech
language pathologists, and audiologists with a
habilitative/ rehabilitative starting point for incorporating
music listening into their clients’ therapy protocols.

Microanalysis and graphic notation in music
therapy research: A case study

Giorgos Tsiris, Nordoff Robbins, The City University
London, ENGLAND [email: giorgos.tsiris@gmail.com]

Microanalysis, as a detailed method for investigating
micro-processes in music therapy, has been widely used
in a range of contexts and with different client
populations. It offers significant possibilities not only in
research, but also in clinical practice, by enhancing our
ability to critically analyse and understand the micro-
changes and processes that take place in music therapy.
However, finding appropriate ways and tools for
conducting and representing such microanalytic
procedures is often challenging. This presentation will
illustrate how graphic notation, as a way of notating
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musical and extra-musical aspects of interaction between
therapist and client, can be used as a method for analysis
and representation in microanalytic research designs.
The aim of this presentation is to provide a practical
example of how microanalysis can be combined with
graphic notation in music therapy research, as a way of
in-depth exploration and visual representation of the
micro-processes under examination. This combined
method is illustrated through a case study of
improvisational (music-centred) music therapy with a
boy with autism.

This microanalytic case study based on
phenomenological principles, where multi-layered
analyses of a short video exemplar are performed. The
analysis focuses on the client’s outer mobility (i.e.,
musical and bodily engagement) in relation to the
collaborative, improvisatory music-making with the
therapist. The microanalytic process takes place in four
main phases: i) short description of video exemplar; ii)
microanalytic graphic notation of improvisation with
focus on client’s outer mobility; iii) segmentation and
‘thick” description of the micro-processes under
examination; and, iv) identification of pivotal moments.
The construction of meaning emerges through
interactional analysis and draws on Nordoff-Robbins’s
principles of ‘gentle empiricism.’

This case study demonstrates how the combined use
of microanalysis and graphic notation can enable an in-
depth exploration of the micro-processes that take place
in improvisational music therapy. It shows how this
combined method facilitates a detailed observation and
study of clients’ outer musical mobility (e.g., flexibility
in tempo and dynamics), as well as its potential
connection with the development of their inner mobility
(e.g., development of social skills, and self-actualisation)
in music therapy.

Further prospects regarding the combined use of
microanalysis and graphic notation, and their potential
for widening not only our research endeavours, but also
our clinical practices are discussed; suggesting the
contribution of such methods in promoting a healthy
balance between evidence-based practice and practice-
based evidence in music therapy.

is

Singing together: Promoting social engagement
for young children with autism

Potheini Vaiouli, Indiana University Bloomington, USA
[email: pvaiouli@indiana.edu]

Joint attention is defined as an individual’s visually
coordinated attention to an event or an object with
another individual, sharing engagement, and showing an
understanding that the partner is sharing the same
interest (Schertz & Odom, 2004). As joint attention
develops, it sets the groundwork for understanding
others’ behaviors and enables interpersonal engagement
and shared attention with a communicative partner for
social purposes (Wetherby, Prizant, & Schuler, 2000).
Although joint attention is an important milestone in
typical development, it constitutes a core difficulty for
young children with autism, affecting their ability to
interact with others in social circumstances, to process

social information, and to establish and sustain
relationships with others (White, Keoning, & Scabhill,
2006; Bellini 2007). Because of its critical role in social
engagement and social-communicative development,
joint attention is an important target for intervention in
children with autism (Volkmar, Chawarska, & Klin,
2005). Recent studies in music therapy have revealed
that a child-centered approach in improvised music
therapy interventions can increase joint attention and
facilitate social engagement in children with autism
(Kim, Wigram, & Gold, 2008; Wigram & Gold, 2006;
Trevarthen & Aitken, 2001). The purpose of the current
study was to determine the effectiveness of
improvisational music therapy in promoting joint
attention for three kindergarten children diagnosed with
autism. A mixed method design (single subject case
study with qualitative analysis) was implemented; child
centered, age-appropriate, developmental principles were
incorporated into a music therapy intervention that
followed a three-phase sequence to promote eye contact,
response to joint intervention and initiation of joint
attention. A multiple baseline design showed children’s
performance in the classroom once a week. The research
hypothesis was that the students who were having
individualized improvisational music therapy sessions
would show an increased incidence of eye contact,
response to interaction when prompted by the teachers
and initiation of interaction for social purposes. Also, a
complementary qualitative analysis explored variables
that may have influenced the outcomes, as well as the
perceptions of the participants’ parents and teachers,
regarding the music therapy intervention. With regard to
the efficacy of the intervention, the overall results of the
study were encouraging, as they showed that
improvisational music therapy creates preconditions for
joint attention, reciprocal engagement, and interpersonal
responsiveness. In the future, more research with larger
samples is needed to strengthen the conclusions on the
importance of music therapy interventions in promoting
social engagement for young children with autism.

Music educators’
inclusion

Kimberly VanWeelden, Florida State University, USA
[email: kvanweelden@fsu.edu]

perceived effectiveness of

Jennifer Whipple, Charleston Southern University,
USA [email: jwhipple@csuniv.edu]

This study examined whether music teachers’
perceptions of effectiveness of inclusion, curricular
adaptations/modifications, or student achievement had
altered from that of previous research findings 20 years
ago. Music educators (N = 1194) representing all 50
United States responded to a survey fashioned after a
similar instrument used by Gfeller, Darrow, and Hedden
(1990). Results indicate positive increases over the past
20 years in which teachers generally felt the students
were successfully integrated, their music needs were
being met, and they did not hinder the progress of
typically developing peers. Additionally, teachers felt
comfortable adapting and/or modifying their regular
curriculum to meet the needs of students with special
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needs and reported these students were graded on the
same standards of musical achievement. Further results
and educational implications are discussed.

Music educators’ perceptions of preparation and
supports available for inclusion

Kimberly VanWeelden, Florida State University, USA
[email: kvanweelden@fsu.edu]

Jennifer Whipple, Charleston Southern University,
USA [email: jwhipple@csuniv.edu]

This study examined whether music teachers’
perceptions of their educational preparation and
availability of instructional supports had altered from
that of previous research findings 20 years ago. Music
educators (N = 1128) representing all 50 United States
responded to a survey fashioned after a similar
instrument used by Gfeller, Darrow, and Hedden (1990).
Results indicated slight positive increases over the past
two decades in regard to types of course offerings, in-
service attendance and availability, involvement in the
IEP process, placement decisions, consultation with
special education experts, and provision of adequate
preparation time and resource materials/adaptive
devices. Results also revealed that current music
education practices, (e.g., music specific coursework,
workshops, and in-services) created greater feelings of
preparedness to work with students with special needs
and increased attendance at additional educational
opportunities.  Further results and educational
implications are discussed.

Expressing yourself:
through art and music

Community building

Victoria Vega, Loyola University, USA
[email: vpvega@loyno.edu]

Often, words fail when we most need to express our
innermost feelings. Express Yourself Through the Arts
was a course designed to expose student to the healing
potentials of the arts. Projects that combined art and
music interactions that were used with undergraduate
and graduate college students. The projects provided a
venue to enhance life experiences, increase self
expression, promote socialization, and self-exploration
through art and music. Students worked cooperatively to
complete each project’s objectives. Some projects
included home murals, poem and story creation and
illustration, and musical life reviews. Students were also
exposed to art galleries, and music, theatre, and dance
performances. Each project began with a focal point,
creative process, and closure. Students later reflectively
wrote about their experiences within the creative process
through journaling. They answered focus questions after
each completed project and were asked to expand on
their individual experiences. These entries consisted of
written and visual responses on all creative projects.
Themes that emerged were; working cooperatively with
others, feelings of frustration and uncertainty, working
through barriers to find a more clear life direction, and

finding a greater understanding of self and others.

Effects of age level and gender on emotional
response to musical and visual stimuli by two-
dimensional mood scale

Wei-Chun Wang, National Taiwan University of
Science and Technology, TAIWAN
[email: vgnwang@hotmail.com]

Music has the marvelous power to arouse different
moods and emotions that often deeply affect the
development of the listener’s brain, body, and feelings.
With joining music with visuals, a multisensory
experience can be constructed. Several recent
multisensory studies have revealed the influence of aural
perception on visual processing. This study was
conducted to survey the effects of age level and gender
on (a) emotional responses when experiencing music and
videos; (b) to investigate the influence of music on
visual perceptions; and, (c) to explore the relationship
between musical elements and emotional responses.

Fourteen stimuli in combinations of two silent videos
and four musical excerpts were used. These were
evaluated by 35 seniors (6 males and 29 females) and 55
undergraduate students (12 males and 43 females). They
rated their two-dimensional mood, happy-sad and calm-
arousal, on five-point Likert scales and described the
images evoked by or in association with the stimuli.
Video 1 was about a departing train. Video 2 consisted
of nature scenes. Music 1 and 2 were incidental music.
The former, faster “Clear sky” was in rock style and the
latter, slower “Feel the wind” was in new age style.
Music 3 was the beginning of Vivaldi’s 1st movement of
Spring from “Four Seasons.” Music 4 was the theme of
the 2nd movement from Dvorak’s Symphony “New
World.”

Emotional responses to the stimuli varied. For
example, when both music and video were presented, the
former dominated. The calm emotions of the videos
were overwhelmed by either the strong rhythmic patterns
or fast passages in Music 1 and 3. The combination of
either of the videos with music 4 was rated much sadder
than sorely presented with either the video or the music.
Verbal comments revealed an association with
homesickness. The departing train on Video 1 could be
interpreted as sentimental separation or a happy trip
depending on the characteristics of the music. Age or
gender effect can be found in some combinations of
videos and musical excerpts, in particular for happy-sad
scale. For the calmer stimuli, the seniors felt happier
than the undergraduate students. This might be attributed
to the seniors’ rich life experiences and their
participating in a choir. Findings provide support for
music educators, psychological counselors, and musical
therapists who work with older populations.
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The effect of expressive and instrumental touch
on the behavior states of individuals with severe
and profound intellectual and multiple
disabilities

Yen-Hsuan Yang, Florida State University,
TAIWAN/USA [email: yhyangl111@gmail.com]

The purpose of the study was to examine the effect of
music therapy interventions utilizing two types of
touch—expressive touch and instrumental touch—on the
behavior states of individuals with severe and profound
intellectual and multiple disabilities. A secondary
purpose of the study was to examine therapist-client
rapport when expressive and instrumental touches were
used during music therapy sessions. A within-subject
design was used with 15 participants receiving three
sessions in each of the experimental conditions: no
touch, expressive touch, and instrumental touch. All
sessions were videotaped for analysis to: (1) measure
and code the time participants spent in preferred alert
behavior states according to the behavior state coding
system (Guess et al., 1988), and (2) rate the music
therapist’s perceived client rapport. Results of a oneway
ANOVA indicated that expressive touch and
instrumental touch were significantly more effective than
the baseline condition in eliciting and maintaining
participants’ preferred alert behavior states. In addition,
independent observers’ rapport ratings revealed the
therapist’s client rapport was perceived to be
significantly higher during the expressive and
instrumental touch conditions than during the control
condition. These findings have important implications
regarding the use of nonverbal forms of communication
in music therapy practice with individuals who have
severe and profound intellectual and multiple
disabilities.

Songs of young deaf children using cochlear
implants: From mimesis to invention

Maria Yennari, Cyprus Ministry of Education and
Culture, CYPRUS [email: myennari@hotmail.com]

This paper describes and analyses the spontaneous
singing inventions of deaf children, ages 3.5 to 4,5 years,
in preschool settings in Cyprus. The paper focuses on
two dimensions of deaf children’s singing activity: a)
children’s improvised singing happening during music
sessions, and b) all spontaneous vocalisation taking place
in other situations (indoor and outdoor play and class
circle time). Apart from documenting deaf children’s
singing the study aims to identify the conditions that
stimulate both imitation of song and improvised singing
in the children and offer pedagogical insights for
practice. The participants were five congenital
prelingually deafened children with profound hearing
loss who attended the School for the Deaf in Nicosia,
Cyprus. The children were also mainstreamed into the
community nursery that shares lodgings with the School
for the Deaf. The children (three boys and two girls)
were all implanted with the cochlear prosthesis between
the ages of 10-12 months. The children participated in 30

minute music sessions twice weekly over a period of
seven months. Sessions included a variety of musical
activities some of which were designed to promote
creative vocal activity and song. The sessions were
video-recorded using a static camera in order to maintain
contextual detail. Seven recordings of individual
children were planned at the end of each calendar month
in order to analyse their vocalisations longitudinally. The
researcher was interested in investigating aspects of the
children’s lives playfully interwoven into the sessions in
playful ways (play scenarios) as well as those objects
which might be effective stimuli for song inventions.
Singing episodes were analysed contextually (emphasis
on process) and songs (invented and/or imitated) were
analysed as ‘objects’ (emphasis on product). Data is
supported by researcher’s field notes and interviews with
the parents and the children’s mainstream class teachers.

A world through sound: The musical
experiences of a child with multiple disabilities
in an early childhood music class

Gina Yi, KOREA/USA [email: ginayi@hotmail.com]

With the intent of improving early childhood music
education for children with disabilities, the purpose of
this case study was to explore the musical experiences of
a child with multiple disabilities, specifically cortical
visual impairment (CVI) and cerebral palsy (CP), in an
early childhood music class. I observed the child in a
class for children aged birth to three years, for four
weeks of a 10-week program. The researcher also
interviewed the teacher and the child’s mother. Analysis
of data revealed three main themes encompassing the
musical experience of a child: engaging experience,
exploratory experience and non-participatory experience.
Additional emerging themes were awareness of mother,
teacher adaptation, and role of caregiver. Certain facial
expressions, vocal responses, and behaviors of the child
were observed consistently during  four-week
observations and were identified and served as cues that
she was responding musically. Due to the child’s
disabilities, she participated less in structured movement
activities and activities with percussion manipulatives
than other children in the class. However, she was
“attuned” musically, giving random and purposeful
vocal responses to music. Active participation of a
caregiver and teacher’s awareness of child’s disabilities
also was important factors that enhanced the child’s
participation in class.
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Upcoming Events
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Compiled by Giorgos Tsiris & Dora Pavlidou

H evomrtoa [llpooeyn Apouevo omockomel otnv
EVILEPMOT TOV OVOYVEOOTIKOV KOWOD Yol TPOGEXT|
GUVEDPLOL KOL CGEUVAPLOL OYETIKA HE To Tedio TNg
povowobfepaneiog kot g €WIKNG  LOVCIKNG
modoyoywne. Ieptlopfdvovtor ovakowmoelg yio
ONUOVTIKG cLVEDPLO. Kol GUUIOGL0 ToL dle&dyovTat
o€ d1ebvég enimedo, evo dtaitepn Epeaocmn divetatl 6To
EAMMNVIKO TPOCKNVIO.

H evomto oavt Aettovpyel GUUTANPOUATIKG
pe v avtiotoyn 1otocerido TOov Approaches
omov  mpooépeTol  pio  mo  WApNg  Aota
dpopevov: http://approaches.primarymusic.gr.
Yyetkéc  mANpo-popieg TMPog  OMUOCIELST  OTO
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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. Relevant informa-
tion for publication on Approaches can be sent to the
Coordinator of Links and Upcoming Events (Dora
Pavlidou, dorapavlidou@gmail.com).

21" EAS Conference & ISME European Regional Conference

Title: The Reflective Music Teacher
Date: 13-16 February 2013
Place: Leuven, Belgium

LUCA Campus Lemmens Instituut, NAMM

Information: www.eas-music.org

Organisers: European Association for Music in Schools, International Society for Music Education,

8" International Conference for Research in Music Education

Date: 9-13 April 2013
Place: Exeter, UK

N
=]

7N

Organisers: Graduate School of Education, University of Exeter

Information: www.ex.ac.uk/sell/conferences/rime

4™ International Symposium on Assessment in Music Education

Date: 10-13 April 2013
Place: Taipei, Taiwan

Title: Music Assessment and Global Diversity: Practice, Measurement, and Policy

Organisers: National Taiwan Normal University and the University of Florida School of Music
Information: http://conferences.dce.ufl.edu/isame/
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The Changing Face of Music and Art Education: Yesterday, Today, Tomorrow

Date: 18-19 April 2013

Place: Tallinn, Estonia
Organisers: Tallinn University
Information: www.tlu.ee/CFMAE

Music Therapy Advances in Neuro-disability: Innovations in Research and Practice

Date: 7-8 June 2013
Place: London, UK
Organisers: Royal Hospital for Neuro-disability

Information: www.rhn.org.uk/events/conferences-and-seminars/music-therapy-advances-in-neuro-
disability.htm

2" International Conference of Spirituality and Music Education (SAME)

Title: Spirituality, Music and Education in a Cultural Context

Date: 27-29 June 2013

Place: Vilnius, Lithuania

Organisers: Spirituality and Music Education (SAME) & Vilnius University
Information: http://spirituality4mused.org/page/conferences.php

9" International Symposium on the Philosophy of Music Education

Date: 5-9 July 2013

Place: New York, USA

Organisers: International Society for Philosophy of Music Education
Information: http://ispme.net

9" European Music Therapy Congress

Title: Setting the Tone: Cultures of Relating and Reflecting in Music Therapy

Date: 7-10 August 2013

Place: Oslo, Norway

Organisers: Norwegian Music Therapy Association & European Music Therapy Confederation
Information: www.emtc2013.no

14™ World Congress of Music Therapy

Title: Cultural Diversity in Music Therapy Practice, Research and Education
Date: 5-12 July 2014

Place: Vienna, Austria

Organisers: World Federation of Music Therapy (WFMT)

Information: http://musictherapyworld.net/ WFEMT/2014_World Congresses.html
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Meragpaopéves Hepuqyerg ApOpav

Translated Abstracts of Articles

Dovntikég Xuvvoioeis: Ilog to Povintiko ‘Epyo ot MovowkoOepaneia
Bo10nos ot MaOnon éva Neapo Kopitor pe LoBapés Madnocrokéc
AVGKOALEC KOl AVTIONO

Tina Warnock

Hepidnqyn: To mopov dplpo ueletd w ypnon e un-ASKTiKkng QIS oty Hovoikodepomeio. ue mwoudld Ue
ooflapéc puabnoioxss dvokolies, avvleteg avayreg kai avtioud. To ApOpo KAvel i eMOKOTHON THS COYYPOVHS
Pilioypopios oyetikd ue ™ xpnon TS EWVHS otn Hovalkolepormeia, Kol GUGYETILEL TOVS OTOYOVS THS
HOVOIKOOEPOTEIOS [UE ADTOVS TWV POPEWY EIONIKNG aywyNS. Emetal wo ovapopd ot Bewpies mov opopodv oty
PWVH KOL OTOV EQVTO, KOL OTH OHUAVTIKH GOVOETH UETOLD OCWUATIKAG QVIIARWHS Kol o0VoIoOuoTog, 1 omolo.
Aertovpyel w¢ mpodyyerog S nadnong, 10iwg oe aroua ue pobnoioxés ovokolies. Méoo omo pa pelétn
TEPITTWONS, TOPOVOLAL®W WS TO PWVHTIKO Epyo fonbnoe éva veopd kKopitol vo. XTioEL GVVOECELS LE TOV EOVTO
NS KOL T UOVOIKOGEPOTEDTPIA, OVATTOOCOVIOS - UECO, A0 OVT TH OIOOIKOOIO - IOYVPOTEPG KIVHTPO, VIO,
ornieniopoon ue to mepiforilov s, Oswpw, Aoimov, Oti n ypHon TS UN-AEKTIKNG QWVHS OTH
Hovaixoleporeio, péco, amd ™y EYYEVH TS OOVOECH UE THV TOVTOTHTO. KOI TIC ECMWTEPIKES GOVOIOONUOTIKES
KOTOOTAOEIS TOD OTOUOD, UTOPEL VO, OVVEIGPEPEL OGHUOVTIKG OTIC VYIEIS avamtollaxés Oladlkooies Tov
OTOITOVVTOL VIO, T ODUUETOXN oTH poOnoioakn oodikooia. ¢ ek TOUTOD, EVODVOUMVOVIAS T YVWON HOS
oyeTIKG. [e T pobnolaxy diadikaoio Koi T CHUATIO THS OODAEIGS HAG EVTOS OVTHS THS O100IKATIAS, UTOPOVUE
Vo, Tapovolaoovus To Kadapd o OmOTEAECUOTO. THG HUOVOIKOOEPATEIOS 010 EKTOLOEVTIKO TAGLOIO KOl VO,
OTOKTHOOVUE UIO. TIO OVVOTH ‘QwVvi’ EVIOS TWV TOAV-ETIGTHUOVIKWOV OUGOWY TOV EPYELOVTIOL UE GTOUO. UE
Hobnoiaxés ovorolieg.

AEEaIg KAEWOW: QOVNTIKO £PY0, UN-AEKTIKN Q@VY, OVTIGUOC, coPapés Hobnolakég SVGKOAIES, CLVOLCELS,
VTO-aVTIANY™, padnon, exmaidevon

H Tina Warnock xataptictnke og¢ povoikofepomevtpio oto Anglia Ruskin University to 2000, petd amd
TO TTTLYIO TNG OTNV KOWMVIKY Yuxoloyia, To onoio anéktnoe 1o 1992 amd to Sussex University. ‘Extote, £xet
SovAEYEL KOTA KOPLo AOYO pe Todtd kot VEOLG o€ €K oxoielo kou ot Yrnpeoieg Poykng Yyelog yua
[Mouda ko Epnpovg (Child and Adolescent Mental Health Services) tov Efvikod Xvotruoatoc Yyeiog
(NHS). To 2008 idpvoce 10 MovoikoBepanevtikd Kévipo ‘Belltree’ oto Brighton ovamticcovrtag, og
vevBuvn ToL KEVIPOUL, TNV TAPOYN LOVGIKOOEPATELTIKAOVY VINpPestdV 6to Sussex. H Tina 61ddokel, emiong,
G EMOKENTOUEVT OLIAMTPLOL GTO PETATTLY KO TPOYpappe povoikoBepaneing tov Roehampton University.

Email: tinaw@belltree.org.uk
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Voices: Mo, Evtaguoxn Xopowoia oto Dortmund g I'eppaviog
Irmgard Merkt

Hepiinyn: To apbpo mepiypaper v 10éo. kKot 10 EpYo HIaS EVIOLIOKNS YOPWOLOg, OTHY OTOI0 POITHTES TOD
Tunuozos Emotquov Amoxordoroons (Faculty Rehabilitation Sciences) oto [ovemaotiuio TU Dortmund
POYOVOOVY ue evilixes e vontikn kabvotépnon. H yopwodio “Voices’ 10p0Onxe o 2010, oto mloicio tov
rpoypouuaros Dortmunder Modell: Musik (DOMO: Musik). H yopwdio. kot 0 mpoypogyo. axocKomody atny
vdomoinon s 2vvlnkns twv Hvouévov EOvav yia to dikcuoupoto tov AvOparwv ue Avornpies kopimg
HETO, OO TNV AVATTTOEN HOVTEAWY TOMTIOUIKNG COUUETOYHS TTOD GPOPA GTOUC, UE Kol Ywpis ovarnples. Ereito
omo v meprypapn tov mpoypouuatog DOMO: Musik kar twv apyav tov, to apbpo mopovaidler adyypoves
10£€C OV EYOVV avOTTOYOEL TYETIKA UE TO EPYO TV EVIOLIAKDV YOPWILDV KOOGS Kal TIG ETIKEIUEVES OVOKOALES
kou to Oetikd omoteléouoto. avtod Tov Epyov. ldiaitepn Popiltnta divetar oTnv ETMIAOYN TV UOVGIKWOV
KOUUOTIOV OO THY TAEVPA TS KOAMTEXVIKNG TotkiAlag. Tlopovoialoviol mevte KoUUdTIo amo EVe, KOAMTEXVIKG.
01EVPLUEVO peTePTOpIo. TEAOG, TOL UEAN THS QOITHTIKNG XOPWILAS JIvovY ovaTpoPOodOTHON CYETIKC UE THV
EUTTELPIO. TOVG OTHY EVTOLIOKT YOpWOLo, Kol amocapnvI(ovY TH GHUATIO. TV GDALOYIKMDV JPAsTHPLOTHTOV TOD
00nyobV g€ pio. evtallokn KoIvwvia.

A&Eaig KAEWOWA: LOVCIKT, TOMTIGUOG, £violn, Gtopo pe avamnpies, evioSlokn yopwdia, pemeptToOplo,
uébodot

H Irmgard Merkt yevvnOnke koi ekmondgvtnke 610 Movoyo, 6movddlovtog KAUGIKO Tpayodol Kol LLOVGIKN
nodayoyiky oto University of Music and Performing Arts kou emortiueg g aywyng oto Ludwig-
Maximilians-Universitit (LMU Munich). To 1981 dwopiotnke wg Avarinpdtpro Kabnyntpua oto Tunpa
Ewumg Ayoyng tov Teacher Training College Pddagogische Hochschule tov Ruhr. Anod to 1991 etvon
TPoedpog Tov Topéa ‘Movowng Exmaidevong koar MovowoBepaneiog” oto Faculty of Rehabilitation
Sciences tov Dortmund University. Eivot 1dpOtpia tov avadtepov ekmoidevtikod cvotipatog “InTakt” won
TOVL OvVATEPOL eVTaEloKOD exkmondevTikoy cvothpatog “Europa InTakt — Movowkn kor dropo pe €01KEg
avaykes”, eivar vmevbuvn Tov TpPEYOVTOg TMpoypauuatog Dortmunder Modell: Musik ko IIpdTtovng tov
Faculty of Rehabilitation Sciences.

Email: irmgard.merkt@tu-dortmund.de

H Awmoitiopiki Xovepyaoio g Kootk Avantoén kot
Evooparmon: Movowka [lpoypapparta yra Illawdowa otn Boovia-
Epleyopivn kar ot Xkotio

Hannah Linklater & Lewis Forbes

Hepilnqyn: Avto 10 apbpo amotelel o kKoTaypopn TV EVIOCIOKMDV TPOCEYYIOEMY 0 ODO UOVOIKG.
TPOYPOUUOTA Y10, TOLOLA, TO, OTOLO. ELYOV WS TTOYO THY KOAAMEPYELR THS OUAOIKNS ONUIOVPYIKOTHTOS KOOGS Kol
TG OLOTOMTIGUIKNG OVTIANYHG KOl KOTOVONONG. 2TO TPWOTO TPOYPOLUUO, TOLOLG. KOL VEOL ATO EVQ. ELOLKO GYOAEIO
tov Mostar ¢ Booviog-Epleyofivig eypoyav tpoyovdio, ta. 0moio. HolpaoTnKoy UE TOLOLG. OO0 EVO, ONUOTIKO
oyoleio oto EdwpPovpyo e Zxwtias. To dedtepo mpoypauua, mwov éyve oto Xopdyefo tns Booviog-
Epleyofivyg, eotiooe oty ovAloyixn advlean kot atny extéleon tpayovdimv. AvTo To TPOYPoLUa COUTEPLELOSE
TPEIS OUAOES TOUOLWV QIO UELOVOTIKG. GyoAeln, Kalws Kkai uia Yopwdioa omoé &va GyoAeio yio moudid ue
TpoPARuaTa Opaons. Xe avoaTpo@odoTIKO EmImEdD, oLLNTOUE TO POLO THG OLOTOMTIOUIKNG HOVOIKNG
OVVEPYAOIOS (WG EVO, ATOTEAETUATIKG UECO VIO, VO PEPEL KOVEIG KOVIC, TAIOLG OO OLOPOPETIKG, KOIVWVIKG, KOl
TOMTIOUIKG, TAOLOLO, UE OKOTO TH SHUIOVPYIO. VEWY KOIVV EUTEIPLOV KOL THYV EVIGYDON TOV GELAGLOD Yio. TH
owapopetikotnra. Evelmotodue o0t mpoypauuoato, Omws ovtd Qo amoteléoovy 10 mPWTO PHUc. TPOS THY
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EKTANPWON EVOS ATMDTEPOV TKOTOV YIo. TV EVOGPPLVON THS AmOOOXNS Kol TV kKaAligpyeia s pidiag uetald
a0V TOV [6WE OEV EYOVY AALOVS TPOTOVS Va. Eplovy oe erapy uetald Tovg.

A&Ee1g KAEWOWA: OLOMOMTIOUIKOTNTA, LOVGIKE Tpoypaupata yio moudid, ovvieorn Tpayovdidv, vyeia,
€vtoén, KOWOTIKN EMPPON)

H Hannah Linklater améktnoe to petamtuyioxd titho MSc ot Movown ommv Kowdtmra and to
[Movemomuo tov Edwpodpyov 10 2011. Ta emayyshpoticd Kot €PELVNTIKA TNG &VOLPEPOVTA
TEPIMAUPAVOLY TN LOVGIKOTNTO T®V PPeEP@V, TNV VTAEIOKT LOVCIKN TTPAEN Kot T Hovoikn tov [uvaikov.
‘Exer mevtoet) eumelpio COUUETONNG O HOLGIKG Ttpoypdupato ot Boovia-Epleyofivn. Eivar vredfuvn
LOVGIK®V Kot Beatpikdv epyaotnpiov o€ dtdpopa Kotvotikd mAaicla 6to Edipufodpyo. To mpocomikd g
EVOLAPEPOV €0TIALEL 08 {NTNLLOTOL KOVOVIKNG OIKOOGUVIG Kot OETIKNG QVTILETOTIONG TOV GMUOTOC, KAOMG
KOl TNV KOVATOVPO. KOl TO QLGIKO TEPPAALOV TG ZK®TIOG — GEOVEG Ol OTTOI0L EVIIUEPDVOLY TNV TPOKTIKN
NG G LOVGIKOV TNG KOWOTNTOG.

Email: hannahlinklater@gmail.com

O Lewis Forbes améxtnoe 1o petamtuylokd titho MMus ot XOvbeon amd to [lovemomuo tov
Edwpovpyov to 2011. Metd tnv 0mo@oitnom TOL EPYACTNKE EKTETOUEVO ®OC LAEVOVVOC HOVGIKMV
ouvedpLdV Yoo £pnPoug kar véoug pe Tpocbeteg avdykeg vrootnpiEne. Qg ocuvBétng avtiel LAIKO amd To
(PLGIKA POLVOUEVO TOV MOV, TNV TOPAO0CIHKT LOVCIKT TG ZKOTIOG KOl TIG GCUVOEGELG LETOED LLOVGIKNG Kot
ocopotoc. Evolagépetal yio v TeXVOAOYIOl TMV HOLGIKOV OPYAVMV KOl EYEL EPEVVIGEL TOV TEPOUATIKO
oYEJGUO opyaveV €0TdloVTOG oTNV TPOCSPAGIHOTNTO OVTAOV Ord dTopo pe €01KEG avaykes. O Lewis
EMOKEPTNKE Yo TPATN Qopd Tt Boovia-Epleyofivn pe tn Hanna to 2007 ko éktote £Y€l GLUUETACYEL OF
TOALAPLOLO LLOVGTKA TPOYPELLLOTO GE QVTHY TNV TEPLOYN.

Email: l.i.g.forbes@gmail.com

Ava@opa Amoterespdtov: M Ilpocappoyn tov Epyaiciov ‘AQR’ Yo
v A&lordynon ™ MovowoOepaneiog otov Avticpno

Martin Lawes

Hepidnyn: To dpbpo avto mapovaidler wio. mpooapuoyyn tov epyalsiov AQR (Assessment of the Quality of
Relationship - AioAoynon g Hoidtyrog s Zyéong) (Schumacher & Calvet 2007), to omoio emikevipwvetol
oty povaikoleporeio. kar otov ovTiouo. O GVYYPOPENS TPOGOAPUOGE TO EPYOAEIO QDTO VIO, VA UTOPECEL VO.
exbéoel o, amoteAéouata NG OOVAELAS TOV O EVa TYOAEIO VIO, TOLOLO. UE AVTIOUO.

Mezé, v mapovaoiaon tov gpyaieiov AQR, 0 ovYYPOYEAS TEPIYPAPEL TS OVTH 1] TPOGOPUOYH TOV ETITPETEL
Vo, TOpPOyEL pafooypopoTo. mov AmEIKOVICODY THV TPO0JO TWV TOUoIWV UE To. O0molo. dovlevel. Avto
EMITOYYAVETOL TOUPDVO, UE TO, 000, 0pILovy o1 diaoikaoies ¢ Haykoouias Kliuarxas Acioloynong aidiov ue
Avarvéioxés Avamnpics (Developmental Disabilities - Children’s Global Assessment Scale) (Wagner et al.
2007). Mio uelétn mepimrwons orloypagel ) Hopen v Gepomentik@y TAAVWY, KBS Kol TV TETPOUNVOY
KO ETHOIWV QVOPOPDV OVOTKOTHONGS 0TI OTOIES EVOMUATMVOVTOL TA. Pafd0yPOUUaTA.

AéEeaig Khewdna: povowodepamneio, avtiopdc, aloldynon, anoterécpata, epyaieio AQR

O Martin Lawes gpyaletal o¢ povcikofepamevtis 6€ oYOAEl0 Kol OTO YDPO TNG GVAKOLPIOTIKNG KOl
mopNyopNTIKNG epovtidag Tov Hvopévou Baotieiov. Eivar emdming povoucobepaneiog Kot £xel 0104Eel wg
EMICKEMTOUEVOG OMIANTAG GE TPiol ammd TO, UETATTUYIOKG Tpoypappata povcikobepaneiog tov Hvopévoo
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Bactieiov. ‘Exel mopovcidcel ) 0ovAeld tov ce €0vikd kou O1ebvég emimedo, evd 6T0 TOPEABOV €xel
dnpootevoet oto British Journal of Music Therapy. Eniong etvan kataptiopévog ot pébodo Guided Imagery
and Music, otnv omoio givor Bon06g ekmatdevTng.

Email: martin.mt@yvirgin.net
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IIAnpogopisc ko Ilpodrwaypa@ég

To Approaches amotelel To TPMOTO EAANVIKO NAEKTPOVIKO EMCTNHOVIKO TEPLOOIKO TO 0TO10 Elval OPLEP®UEVO
1660 oo 1edio g Movawkobepameing, 660 kot 610 medio g E1dikng Movaoikng [adaymykng.

To Approaches ekdideTor dVO POPEG TO XPOVO G NAEKTPOVIKN Lopen Kot glvar eledBepa mpocfacipo and
tov k0B evdlapepouevo. Ilpoxettar v pioe mpotomoplaky dpdon oty EAAGSa mn omoia vmootnpileton
gvepyd omd v Evoon Exnadevtikdv Moveikng Aymyng [potopadog Exnaidevong (EEMALIE).

Opapa tov Approaches €ival n GOGTNUATIKY OVATTLEN KOl TPOMONGT TOV EXIGTNUOVIKOD SLOAOYOL, 1) YOVIUT
ovvdeon g Bswpiag pe v mpdasln, kKabdc Kot 1 £yKupn EVUEPWOOT] TOL EVPVTEPOL KOWVOU UEGA amd TN
dnuocicvon apfpov Kol epevvav oYeTIkOV pe T Movowobfepaneic 1 / koar v Eidwk Movowkn
IMowayoyikn. Méoa omd TOV 1GTOY®OPO TOL TEPLOOIKOV UTOPEL OKOUN O KOOE evOlOQPEPOUEVOC VO
EVILLEPDOVETAL Y10 TPOGEYN OPDOUEVA (OTTMG GLVESPLL KO GELVAPLLL), VO avalnTd pio evpeio YKAUO CYETIKOV
cLVOEG LMV, KaOMG Kot va eyypoeel oto mailing list kKot va Aappdéver o Newsletter tov Approaches.

Yag TpookoAoOpue vo cuuPdrete otV avantuén tov Approaches omootéAvoviog To GpBpo cag mPog
dnpocigvon (ta apbpa pmopolv va glvar ypoppéva oty eAANVIKN 1| ayyAMk YAdooao), 1 popdaloviag Tig
10éeg oag pall pog. Amootohr] apBpwv mpog dnpocicvon yivetar péow email otov Empeint) Zovtaéng:
INopyog Toipng, approaches.editor@gmail.com

Mo meplocoTepeg MANPOEOPIEC OYETIKO HE TIG TPOSYPapéG VLTOPOANG Gpbpwv, Tnv KotoyOpw®on
TVELUATIKOV Okalopdtov, kabdg Kot T @rlocoeio. Tov TEPLOOIKOD, EMICKEPTEITE TOV 10TOYDPO TOV
Approaches: http://approaches.primarymusic.gr

Information and Guidelines

Approaches is the first Greek online journal which is dedicated to the fields of Music Therapy and Special
Music Education.

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 relevant to Music Therapy and / or to Special Music Education. 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 the 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: http://approaches.primarymusic.gr
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