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Inueioua tov Emueinm Xovaénc

Tv Aravtioeig Avalntape;

[Nopyoc Toipng

«Mepika epotiuota dev Epovv amaviioels, 0lla.
DTTAPYOVY UEPIKES OTOVINCEIS TIC OTOIES TOTE OEV
ovolnToue. »

"Hrtav avoi&n tov 2008 6tov o€ o Topovciasct) Tov
o010 Aovdivo, o Clive Robbins eine to mopoandvm
Aoy, O Clive — ocwvidpvtig ™G Anuiovpyikig
MovoikoBepomeioc poall pe tov Paul Nordoff —
avagepotay oty o&le e (AemTopepovg Kot
GUGTNHOTIKNG) TOPOATAPNONG KOl KATOYPAPNS G
HEGO  KOTOVOMGYG  ONUOVTIKOV — OYe®V NG
avlpomvng eumepiog ot povoikoBepomeion TOL
ouyve  mopoPrémovpe 1 ‘Eeyvaue’  va
avalnmoovue. Ta Adya Tov Clive Oa éleye kaveig
OTL OVTOVOKAOUV Hio €UPUTEPN OLAOGO(IN Kot
uebodoroyikn Tpocéyyion. Avti 1 TPOGEYYIoN — M
omolo.  €yel  TEPLYPOPTEL KOL G  EVYEVIKOS
eureipiopog (gentle empiricism) amd tov Ansdell
kot v Pavlicevic (2010) — motedo nog amotelel
pio amo TG oNUOVTIKOTEPES SLOGTAGELS TOV £PYOL
tov Clive.

O Clive méBave otig 7 Aekepppiov 2011. Ku
OUMG TO, TOPOTAV® AOYLOL TOV £Y0oVV OmOTLTMOEL
MEGO, OV KO OTTOTELODV 001Y0 TNG OKEYNG KOL TMV
Tpa&edv pov ¢ Oepamevtn, epevvnTh, Kot
vevikotepa ¢ avOpmmvov dvtoc. [lapdpota, ot
wotopieg Tov Clive, 1dimg amd To tagidia Tov pe Tov
Paul otv EAAGSa katd TG dekaetieg tov e&nvia
Kot Tov gfdounvra, £xovv Tapapeivel PG LoV MG
evydploteg avapvioels. Metaéd avtmv, Gupdpon
oTopieg Yo TG KOAOKOUPIVEG TOVG OLOKOTEG GTOL
[Mevkdio amévavtt amd v TOAN Tov BOAov, aild
Kol 1otopieg ywoo to Taidt TOLg OE YWPLL TNG
Hreipov. Xe exeivo 10 t0&idl dkovoav yioo Tp@dTH
(OpPA TOV N0 TOV KOLIOLVIDV antd T TPOPaTa Kot
LE TNV TPpATN gukapio oydpacay TETOLN KOVSOVVIK
oand To KOvTvd opewvd ywpld. Alyovg pnveg
apyoTeEPO GPYICOV VO, YPNGLULOTOOVY OUTH TOL
KOLOOUVIDL G HOVGIKG Opyava Ge GuVedpieg e
dropo pe €0KEG avaykee o yopeg e Evpadmng
kot otigc HITA. Mepikd omd avtd to kovdohvia

YPTOCLLOTOLOVVTOL OKOUN Kol CMUEPA OTO KEVTPO
tov Nordoff Robbins 610 Aovdivo!

Iotopieg amléc cav kol aVTEG, GAAL TOV®O OO
olo. M yevvowodwpio, M Pabdid tov wiotn ot
BepamevTikn SOvaUN TNG LOVOIKNG Kol TO £PY0 TOV
Clive omotehovv ™ Coviavy rAnpovoud mwov
dMPIoE OV MOYKOGUIO  LOVGIKOOEPATEVTIKN
KOWOTNTO. X€ aUTO TO TELYOG, LOVCIKODEPUTEVTEG
amd O1popeg YdPes LOPAalovtal OVOUVAGELS Kot
QPOTOYPOPIKO DAKO o€ Eva E101KO OPIEPMLLO Y10l TN
Comn kot To £pyo Tov avd ToV KOGLLO.

BéBaia, n mpotponn tov Clive yia avabedpnon
TOV EPOTNCE®V TOL ovalNTAUE JlTPEYEL O BN
TOAMOTTAEG Oyelc TG povotkobepameiog, mwOGO
pdadov v épegvva. H onuacia tg avalitmong
‘KOTAAANA®Y  €PELVNTIKOV EPOTNUATOV YiveTol
oavepn péca and to apdpa avtod Tov TEdYoVE. To
apbpo ¢ Mopilag-Xpiotivag  [Tomadomoviov
TOPOLGIALEL flol HEAETN OYETIKA e TN YPNON TOV
Oepamevtikdv opiov amd EAAnvec povcikobe-
POTEVTEG DETOVTOC EPOTNUATO TYETIKA LE TO POAO
TOATIGUIK®OV KOl EKTOLOEVTIKAV TOPAyOVI®mV. ATo
NV GAAN TAevpd, 10 apBpo ¢ Kartepivag Kdapyrov
eotalel ot UHEAETN NG MOVGIKNG ©C UEGO
OVTUHETMIONG TNG OVTOTPOVHOTIKAG GUUTEPLUPOPAS
ce GTopo.  pE  OLTICHO KOl OlEepevvd TNV
OTOTEAECUATIKOTNTO  GUYKEKPIUEVOV — LOVGIK®DV
TEYVIKAV Kol OpYAvmV. ZOUUETEXOVIEG GE VTNV
mv  €épguva NTOvV  povcikofepamevtés amd 1O
Hvopévo Bacikelo kot tnv EALGSa.

H defayoyq o Onuocievon  tétolimv
EPELVNTIKAOV peAeT®V &givor Wwitepng a&loc, Oyt
uévo vy ™ ovveyn €EEMEN NG EMGTNUOVIKNAG
YVOOTG 0AAG KO Yo TNV ovATTLUEN EVOC TVEDLOTOC
VY1006 ovalnTnong EpMTNUATOV Yio TO, OTToio, VL,
umopovpe va Ppovue opiopéves amovinoels. To
TEAEVTOIO OmOKTG okOun peyaAdtepn ofio oe
EMOYEG OMMG 1 OonNUePvR, Omov M OMUOLPYIKY
avalnnon tov TapovTog TEIVEL VO TOPAYKOVIGTEL
oo TNV OVOCQAAELD, KOl TN OTEIpA avnouyio Yo To
avplo.

© Approaches / EEMAIIE 2012
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Me avTéc TIG OKEYELG, 0ALL TAV® amd OAOL LE TO
Aoy tov Clive cag Kohmoopilm 6g avtd 10 TEHY0G
Tov Approaches!

Biproypagia
Ansdell, G., & Pavlicevic, M. (2010). Practicing
"gentle empiricism" - The Nordoff Robbins

research heritage. Music Therapy Perspectives,
28, 131-139.

IIpotewvépevn mTapamopmi):

Toipng, I'. (2012). T anavtiosig avalntaue; Approaches:
Movoiwxobepaneio & Eidikny Movoixny [aidaywyiky, 4(1),
3-4. AvaktOnke ond to http://approaches.primarymusic.gr
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Editorial

What Answers Do We Seek?

Giorgos Tsiris

“Some questions have no answers, but there are
some answers which we never seek.”

It was spring of 2008 when at a presentation in
London, Clive Robbins said the words above. Clive
— co-founder of Creative Music Therapy together
with Paul Nordoff — was referring to the value of
(detailed and systematic) observation and
documentation as a means of understanding
important aspects of human experience in music
therapy; aspects that we often overlook or ‘forget’
to seek. Clive’s words, one would say, reflect a
broader  philosophical and  methodological
approach. This approach — which is also described
as gentle empiricism by Ansdell and Pavlicevic
(2010) — I suggest is one of the most significant
dimensions of Clive’s work.

Clive died on 7" December 2011. Yet these
words have been imprinted in my mind and guide
my thinking and action, not only as a practitioner
and researcher, but also generally as a human
being. Similarly, Clive’s stories, particularly those
from his trips with Paul in Greece during the sixties
and seventies, have remained within me as pleasant
memories. Among these, I remember stories about
their summer holidays in Pefkakia opposite to the
city of Volos, as well as stories about their trip to
villages of Epirus. On that trip they heard for the
first time the sound of ‘koudounia’ (bells) from the
sheep pasturing on the mountains. At the first
opportunity they bought such koudounia from the
nearby mountainous village, and a few months later
they began to use them as musical instruments in
sessions with people with disabilities in European
counties and in the USA. Some of these koudounia
are still used today at the Nordoff Robbins London
Centre!

Simple stories like the ones above, but most
importantly Clive’s generosity, his deep faith in the
healing power of music and his work are the living
heritage he bequeathed to the international music

therapy community. In this journal issue, music
therapists from various countries share memories
and photographs in a special tribute to Clive’s life
and work across different parts of the world.

Of course, Clive’s exhortation to re-consider the
questions we seek is a theme that penetrates
multiple aspects of music therapy, let alone
research. The importance of seeking ‘appropriate’
research questions becomes apparent in the articles
of this issue. The article of Maria-Christina
Papadopoulou presents a study on the use of
therapeutic boundaries by Greek music therapists
posing questions regarding the role of cultural and
educational factors. On the other hand, the article of
Katerina Kargiou focuses on the study of music as a
means of addressing self-injurious behaviour of
people with autism and explores the effectiveness
of particular musical techniques and instruments.
Participants in this study were music therapists
from the United Kingdom and Greece.

The conduction and publication of such research
studies is of great value, not only for the continued
development of disciplinary knowledge, but also
for the growth of a spirit of healthy inquiry of
questions for which, yes, we can find some
questions. The latter becomes even more important
in times like the one in which we currently live,
where the creative inquiry of the present tends to be
displaced by the insecurity and sterile concern for
tomorrow.

With these thoughts, and most importantly with
Clive’s words, I welcome you to this issue of
Approaches!

References

Ansdell, G., & Pavlicevic, M. (2010). Practicing
"gentle empiricism" - The Nordoff Robbins
research heritage. Music Therapy Perspectives,
28, 131-139.
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Agiépopa otov Clive Robbins

23 louhiou 1927 — 7 AekepBpiou 2011

A Tribute to Clive Robbins

23 July 1927 — 7 December 2011
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Clive and the Creative Now

Jackie Robarts

Clive was a tower of a man... physically tall and
charismatic, yes... but, metaphorically speaking, he
seemed to have that extra-special vantage point that
saw further into things, the bigger picture, while
taking in every detail, colour, texture and
perspective. Perhaps this came from his early life
experiences as much as from the later personal and
professional transformations of his musical and
spiritual journeying with Paul Nordoff and the
children they worked with, and even later, the
enrichments of his other partnerships, and the
comradeship of his teaching with Alan Turry.

Picture 1: Clive Robbins and Jackie Robarts at the Nordoff-
Robbins 50" Anniversary (Nordoff Robbins London Centre,
October 2009)

Picture 2: Clive Robbins and Jackie Robarts with Nordoff
Robbins students from London and Manchester (Nordoff
Robbins London Centre, October 2009)

Jackie Robarts is a Senior Music Therapist and
former Clinical Tutor on the Nordoff Robbins
Masters program, where for many years she taught
clinical improvisation. She is experienced as a
music therapist and supervisor in NHS specialist
child and adolescent mental health, child
development, and with adults. Jackie has published
in music therapy and psychology books and
journals. She teaches and supervises
internationally, is a Visiting Lecturer to Hokkaido
Health Sciences University (Japan) and runs her
own private music therapy and supervision practice
in London.

Email: jzrobarts@blueyonder.co.uk

Clive was an intuitive, a romantic, as well as
thinker: he himself writes about his sense of destiny
and, most centrally, his sense that through MUSIC,
beyond all kinds of difficulties - emotional, mental
and physical - the CREATIVE NOW could be
experienced as a vital, healing integration of the
personality. He witnessed children blossoming as
indeed he experienced himself flowering as a
teacher and music therapist. He knew how to learn
from the children about the dynamics of human
relationship,  development, behaviour, self-
expression, and the internal world of imagination
which was expressed and explored in music
therapy. Clive understood the constructive,
transformational elements of music in relationship,
the organisation of personality integration, and the
infinite possibilities of music in reaching out to the
human heart and human potential. He could
communicate better than anyone the generative
function of music as therapy. He had an
extraordinary gift for words, for articulating the
experiences of music and meaning-making that lie
beyond words: subtle shifts in the music and the
musical relationship. He, with Paul Nordoff, found
a way to express what was happening in music and
music therapy, a taxonomy that was forged from
empirical observation above and beneath the
surface of things, and always avoided jargon. I

© Approaches / GAPMET 2012
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remember him describing his and Nordoff's
struggles to find the exact words when writing
Creative Music Therapy, particularly the wording
of the Rating Scales, which offer a clinical
framework to their concept of the Music Child.

It is hard to find adequate words to say thank
you to Clive who, with Carol Robbins, was my
teacher for 3 memorable, formative months during
my training programme in 1981, and in many
meetings annually thereafter when he visited the
UK. His teaching inspires and remains a living,
constantly re-creative memory in me. Clive taught
from living experiences, acutely felt and observed,
and poetically, viscerally communicated. His
teaching has left its mark on thousands of students
and colleagues all over the world. This, I feel,
stems primarily from the authenticity of experience
in his voice, his humanity, the way he spoke,
directly informed and illustrated by clinical
experience and example. This authenticity was
fundamental in my growth as a therapist, teacher
and resecarcher into the Creative Now, where
meaning is made by music touching and nurturing
the roots of our being. With a puckish, down-to-
earth sense of humour, a new hat, a child-like
delight about a drive in a Mini Cooper, a new
restaurant, Clive's approach to life and living can be
described in one of his favourite words...
unabashed!

Suggested citation:

Robarts, J. (2012). Clive and the creative now.
Approaches: Music Therapy & Special Music Education,
4(1), 9-10. Retrieved from
http://approaches.primarymusic.gr
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The Creative Spirit of Clive Robbins

Alan Turry

It was a bright sunny morning as I walked to the
entrance of the Nordoff-Robbins Center for Music
Therapy at New York University over twenty years
ago. It was our very first day of clinical sessions.
What would the day bring, meeting clients for the
first time, working in newly established therapy
teams? I felt a sense of wonder and anticipation as |
turned the corner and looked towards the entrance.
And then I saw a strange sight. Out of the fourth-
floor window was a long rope that ran down to the
floor. Attached to the rope were big, gold triangular
shaped objects. “What is going on?” 1 wondered as
I got closer. Then 1 realised - they were
Koudounia'l T got closer to the rope and stared in
disbelief when I heard a voice up at the window,
bellowing “Ring the bells to gain entrance!” It was
Clive Robbins, laughing heartily as he watched my
reaction. We laughed together as I rang and
entered. It turned out that since sessions were
starting on a weekend, the regular buzzer system to
grant entrance was not operating, so Clive devised
this innovative method of entry.

It was a wonderful way to start the day, and I
share this story to convey the joyful, creative spirit
that Clive Robbins shared with all those who were
lucky enough to be around him. He loved to
approach life with a sense of adventure that was
contagious — we all felt it as we worked with him.
This sense of adventure, and his enormous capacity
to devote his attention to disabled children with
love and ingenuity, was always present.

Clive’s pioneering spirit was essential to the
creative partnership he forged with Paul Nordoff.
Together they established an approach to music
therapy that was virtually unheard of when they
began. By the time they finished actively working
together, a Centre dedicated to the practice of
Creative Music Therapy was established in
London. Music therapists from around the world
were interested in continuing the approach, and a
movement in focusing on music-centred processes
in music therapy had begun that would have
profound effects on the field in general.

! Percussion musical instruments, like bells, from Greece.

Alan Turry DA, MT-BC, NRMT, LCAT, is the is
Managing Director of the Nordoff-Robbins Centre
for Music Therapy at New York University’s
Steinhardt School of Culture, Education and
Human Development. He is the first music therapist
formally certified to run a Nordoff-Robbins training
course; he is responsible for the overall
administration, research, clinical services and the
training program at the Centre.

Email: Alan.Turry@nyu.edu

Picture 1: Alan Turry, Clive Robbins and Ken Aigen at the
VII World Congress of Music Therapy, Vitoria Gasteiz, 1993

Picture 2: Clive Robbins, Pauline Etkin and Alan Turry

© Approaches / GAPMET 2012
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Clive’s contributions to the practice may have
been underappreciated because he consistently
downplayed his own part in the success of the work
he and Nordoff did together. A testament to Clive’s
achievements is how the work continued to develop
and spread to new areas both geographically and
clinically after Nordoff’s death. Clive became
internationally recognised for his teaching of
clinical resources, his research into processes of
music therapy and for his commitment to higher
standards of clinical practice, creativity and

musicianship in music therapy. Even when he was
clearly faltering physically, he was inundated with
requests to lecture around the world. Up to the final
months of his life, he did continue, inspiring a
whole new generation of music therapists.

Picture 3: Clive Robbins and Alan Turry teaching students at
the Nordoff Robbins London Centre

Picture 4: Celebration of the 50" year of Nordoff-Robbins’
founding; the 20™ year of the Nordoff-Robbins Centre at NYU;
and the 100" anniversary of Paul Nordoff's birth; New York,
November 2009 (Standing: Clive and Kaoru Robbins, Ken
Aigen, Alan Turry, David Marcus and Adam Ritholz; Seated:
Michele Ritholz, Allison Graham, Ruth Davis)

Teaching with Clive was a great learning
experience because | could witness how he could
transmit ideas about clinical work that were both
practically and emotionally enriching. His theories
on the creative process allowed each student to feel
motivated, inspired to be more authentic in their
relationship to music and to their clients. It was not
so much what Clive said but #ow he said, lived and
shared it. I think he approached teaching as he

approached sessions — with love and devotion to
detail, being responsive to the individuals he was
sharing with.

He was a great therapist, an inspiring teacher
and he will be greatly missed.

Suggested citation:

Turry, A. (2012). The creative spirit of Clive Robbins.
Approaches: Music Therapy & Special Music Education,
4(1), 11-12. Retrieved from
http://approaches.primarymusic.gr
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Tribute to Clive Robbins

Kana Okazaki-Sakaue

On December 7" T received a short e-mail from
Alan Turry about the news of Clive’s passing. It
was a big shock for me, as I only spoke to Clive
two weeks prior to this date. In our last phone
conversation, and despite the 14 hours time
difference between New York and Japan, Clive
said to me with his usual humour: “Kana, you
sound so close. This thing (Skype) is great! It
makes the world smaller!” This was the last
conversation [ had with Clive.

Clive’s first visit to Japan took place in 1984,
He and Carol Robbins were invited by the
Japanese Anthroposophical Association and the
Yasuda Insurance Company, both of which were
interested in the power of music in mental health.
On their first visit, Clive and Carol travelled from
Tokyo to Hiroshima (Prof Yu Wakao), Kofu (Dr
Toshikazu Matsui), Osaka (Prof Tadafumi
Yamamatsu) and then back to some universities in
Tokyo (with Dr Yasuji Murai and Prof Hitoshi
Sakurabayashi). Their visit made a great impact on
the Japanese music therapy scene as the
professional history of this field in Japan had only
started in the late 1960s. With the help of two great
translators; the first Nordoff-Robbins graduate
from London: Harumi Suzuki (nee Koyama) and
the great Shakuhachi master: Christopher Blasdel,
Clive and Carol’s lectures and workshops were
very successful and provided (and still provide) a
great nourishment for the Japanese music therapy
field.

Since this first visit, Clive and Carol continued
to teach in Japan for many years. Regular seminars
and workshops were hosted by the OSNRMT
(Organisation for Studying Nordoff-Robbins
Music Therapy, established in 1993) with the shear
endeavour of Prof Noriko Hamatani, Prof Yoji
Hayashi and Prof Hiroko Fujimoto.

After Carol’s death, Alan Turry, Ken Aigen and
Kaoru Robbins also joined Clive’s visits to Japan.

Kana Okazaki-Sakaue, DA, MT-BC, NRMT,
ARAM, is a music therapist and an Associate
Professor of the Music Therapy Programme (both
Undergraduate and Graduate) at Senzoku Gakuen
College of Music, Japan. She studied piano at the
Royal Academy of Music, London, and then was
trained at the Nordoff-Robbins Music Therapy
Centre, London, and graduated in 1989. Also she
studied at the Music Therapy Program, New York
University and obtained a master’s degree in 1995
and doctoral degree in 2011. She was awarded
Level III (certified to teach Nordoff-Robbins music
therapy) in 2006. She is currently teaching and
supervising students as well as practising clinical
work with developmentally disabled children/adults
and stroke patients. She serves as a member of
Board of Councilors and also as a member of
International Affairs Commission of the Japanese
Music Therapy Association. She is also a member
of the Accreditation and Certification Committee of
the World Federation for Music Therapy (WFMT).

Email: kanaokaz@hkg.odn.ne.jp

In 2003, Clive was appointed as Guest Professor
and Honorary Director of the Music Therapy
Institute at our university, the Senzoku Gakuen
College of Music, Japan. He came every year to
teach and supervise our students. He usually
stayed about three weeks at a small house provided
by the university. Our students were so lucky to
have experiences with Clive. They were so
enriched by his teaching and his way of being.
Prof Yuriko Shionoya, the Head of Music Therapy
Programme, and myself had many wonderful
evenings with Clive and shared dinners of various
cuisines, which he loved to explore while he was
in Japan.
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Picture 1: Clive Robbins with Kana and Mayuko Watanabe, at
the concert of Mustard Seed Gospel Choir formed by graduates
and students of the Senzoku Gakuen College

When he gave lectures
and workshops at our
university and other
places, I took a role as
his translator. The
hardest part of this
role was that he had
never written texts to
read; he would always Picture 2: Prof  Yuriko
improvise his speech Shionoya on the left, Kana as a
according to the translator on the right
audience responses.

It was my challenge to translate his philosophical
world, and very often he got carried away with his
passion and never made a pause for the translator! I
felt pressured with responsibilities at times,
however, the more I translated for him, the more I
felt that I was making music with his speech. The
way he talked and moved, his voice, words,
nuances and inflexions had much of musical
qualities, rhythms and phrases. 1 could sense his
musicality in his speech and once I got into the
‘groove’ with his musical speech, it was possible to
convert his messages into our language.

Picture 3: Clive Robbins at the Asian Music Therapy
Symposium, 2005

I was very impressed with a comment one of my
students made about Clive. She said “I understand
what Prof Clive is trying to tell us. I do not
understand English, but I do get the core of his
work. I can HEAR it through his voice!”

I, myself, first met Clive in 1988 when I was a
trainee at the Nordoff-Robbins Music Therapy
Centre, London. I later trained at the New York
centre from 1993 to 1995 for Level II, and again
from 1998 to 2001 for my Level III.

As I was brought up within a British educational
and cultural context, we very often shared our
British jokes and had a good laugh. We also
discussed at length about cultural issues and
differences in music therapy education in Asian
countries.

In 1990's, when Clive was making regular visits
to Japan and I was one of his translators, he joked
and suggested that we should form an association
for “Workaholic International Music Therapists”.
He claimed that he would be the “PWIMT — the
President of WIMT” and appointed me as the
“VPWIMT - the Vice-President”.

Many publications by Nordoff and Robbins
have been translated into Japanese. To name a few;
Music  Therapy in Special Education was
translated by Prof Yoji Hayashi, Kaoru Robbins
(nee Mochizuki) and myself, Healing Heritage by
Prof Yu Wakao and Kazue Shinji, 4 Journey into
Creative Music Therapy by Rika Ikuno. Some of
the Children’s Play Songs were also translated and
were compiled into one book. Also, I would like to
emphasise that we are working on the second
edition of Creative Music Therapy which will be
published very soon.

In 2007, a group of Japanese music therapists
with Nordoff-Robbins Music Therapist
Certification formed the Japanese Federation of
NRMT (JENRMT).

Picture 4: Clive at the first meeting of JEINRMT in 2007
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Picture 5: Clive’s surprise 80" birthday party at the Senzoku,
August 2007

Picture 6: Clive’s last lecture at the Senzoku, speaking about
Paul Nordoff, March 2010

I am sure that the seeds that Clive planted in Japan
are now growing, blossoming and bearing fruits of
authentic quality. I thank Clive for all he has given
us. I will close my tribute with my message which
was sent for his funeral.

Dear Clive,

1t is very hard to believe that you have passed away. 1
am sending my sincere and deepest sympathy to
Kaoru, Clive’s family and his extended music therapy
family in New York.

Clive, I would like to thank you for all that we
have shared in London, New York and in Japan since
1988.

It is Saturday night here in Tokyo, and it is
incidentally the night of the total lunar eclipse. It looks
as if the moon is also mourning for your passing.

But we all know that the Sun, the Sun is rising
tomorrow morning, as if we will be further lightened
and enlightened by what you have left in us.

1 send my personal thanks to you, as well as, on
behalf of all the staff, students and the graduates of the
Senzoku Gakuen College of Music, we thank you for
being a great teacher and mentor.

God bless you,
Kana from Japan
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Clive Robbins’ Influence on
Polish Music Therapy

Krzysztof Stachyra

“I despair that we shall ever have a peaceful
world. But each of us has access to that power
within that creates that holds spiritual values
for human life. Each of us has and can share
capacities for love and faith, beauty, decency,
dignity, even nobility of spiritual purpose. We
can be idealistic, we can strive, we can have
humor, and appreciation and generosity of
spirit. That is what we are privileged to live for
and contribute to human growth. We have
found our work and we must do it as well as we
can. We must value our values™'

Clive Robbins

I think that you are never ready for the loss of a
close friend. Although 1 was up-to-date with
Clive’s health problems I was surprised by the
news of his death. Most music therapists all over
the world know Clive Robbins as a co-creator of
Nordoff-Robbins Music Therapy, an approach that
has restored hope for many seriously disabled
people and their relatives. For me Clive was not
just a Master, but most of all, a Friend. Everyone
who met him knows what an amazing person he
was; full of kindness, warmth and patience. He
loved people and life — his face just exuded it.

Here 1 will not write generally about Clive’s
impact on the field of music therapy, but 1 will
focus on his influence on music therapy and music
therapists in Poland.

I met Clive for the first time in Florida, during
the American Music Therapy Association (AMTA)
national conference in 2005. [ attended his
presentation. Afterwards we were talking for a
while and exchanged email addresses. At that point
I had no idea how much he would influence my
life. Around the same time a Polish music therapist,
Agnieszka Bryndal, trained in the Nordoff-Robbins
approach in Germany and started to work on a
Polish translation Clive Robbins’ and Paul

' This is an excerpt from a personal letter sent by Clive
Robbins to Dorit Amir on 15" September 2001.

Nordoff’s book Therapy in Music for Handicapped
Children.

Picture 1: Krzysztof Stachyra and Clive Robbins at the AMTA
national conference (Orlando, 2005)

Krzysztof Stachyra, Ph.D. is a music therapist,
assistant professor at the Department of Music
Therapy and Music Education at Maria Curie
Sklodowska University, Lublin, Poland. He is
currently the President of the Polish Association for
Therapy through Arts and a member of the
Commission on Education and Training, WFMT.
He also works as a Co-editor for Voices: A World
Forum for Music Therapy. His clinical experience
has been with adults and children with mental
disabilities. He participates in advance training in
Guided Imagery and Music (GIM).

Email: kris.stachyra@gmail.com

Clive and I met again in 2007 during my visit to
New York. At that time Clive was working on the
video material for the Polish translation of Therapy
in Music for Handicapped Children. It was to be
published with an additional DVD containing 50
films about Creative Music Therapy practice from
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the early work in Philadelphia in the 1960’s to the
contemporary work of Nordoff-Robbins music
therapists in New York. We spent considerable
time talking about the book and the DVD material.
It was a very inspiring day.

Picture 2: Clive in his office in New York 2007

Clive was born in Britain and served in the RAF
during the Second World War. He probably met
some Polish pilots who flew with the RAF, but he
never had the opportunity to come to Poland
himself — partly because for over 40 years Poland
was behind the ‘Iron Curtain’, and partly because
no one invited him. So during my visit in New
York I invited Clive to come to Poland.

He was very excited by this idea. And he came
in 2008 - twice in fact. The first time he came to
Lublin, to Marie Curie Sklodowska University.
This was an event of great importance for the
Polish music therapy community. He opened our
new concert hall at the Music Faculty and gave the
first lecture there, talking about the development of
the Nordoff-Robbins Music Therapy approach,
presenting films and pictures. The hall was full of
people, mostly young music therapy students from
all over Poland. For most of them it was the first
opportunity to be in touch with Creative Music
Therapy. Everyone was impressed by Clive and his
stories. The same day Simon Procter came from
London (UK) to support Clive and lead a music
therapy workshop. I remember that all day long
Clive was full of energy and very patient. He was
an unassuming and kindly man. Clive used to say
that we should “use” his visits to promote music
therapy in Poland. And that is exactly what we did.
News about his visit and Simon’s workshops
appeared on Polish TV. In fact, he always used to
promote music therapy, never himself. He preferred
to be with people and work with people, using
every opportunity to share with others his passion
for music therapy and life. Always ready to support
someone, to say a kind word or smile, he was full

of optimism and trust in people. He simply loved
people and could find and emphasise something
positive in every person. This is the Clive whom I
and Polish music therapists remember.

Picture 3: Simon Procter, Krzysztof Stachyra, Clive Robbins
in Lublin, Poland

Just one week later Clive came back to Poland.
This time he came to Krakow in Southern Poland to
promote his and Paul Nordoff’s book. It was a very
important point in the development of knowledge
about Creative Music Therapy in Poland. I can
truly say that people’s thinking about and approach
to music therapy started to change. People saw that
it is not only methods and techniques that count,
but also the power of creativeness in a true meeting
with another person. Clive Robbins and Simon
Procter have done more for this than anyone else.

The last visit of Clive in Poland was in May
2010, when he realised his dream of visiting the
Tatra Mountains. We had talked about it a few
years before; I showed pictures of this beautiful
part of Poland to Clive and he fell in love with it.
During our trip by car from Krakow airport he was
talking about music therapists all over the world.
He had just come from Asia with a powerful
feeling that we all are one big music therapy
family. It doesn’t matter where you live; we all love
music and do our best to share this love with people
who need it. Music is universal for all of us.

When we arrived he was touched by the beauty
of the place. He was like a child — open to new
experiences, open to new discoveries. In particular,
he took a special liking to one bench which
provided an amazing view of the mountains. Each
day he spent considerable time on this bench,
looking at the mountains, contemplating, and
telling stories about his life experiences. We were
talking about the philosophy of life, music therapy,
culture, even politics... he had that unique gift of
describing the most difficult things in a very
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simple, understandable way — like a wise person
distanced from anything that is not important.

Picture 4: Krzysztof Stachyra and Clive Robbins at the
Gubatowka in the Tatra Mountains

Picture 5: Clive on “his” bench in the Tatra Mountains

Clive would not be ‘Clive’ if he wasn’t working;
so after taking a rest in the mountains we travelled
on to the Music Academy in Katowice. There he
met music therapy students, and Barbara Wheeler
who had also came to teach there. I always admired
Clive’s life energy and I couldn’t believe that this
man, who was over 80 years old, could work so
hard. He led an intensive life, but always had time
for people — and I think this is not only my
experience, but the experience of everyone who
met him.
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Picture 6: Clive in Katowice Music Academy

In the final email he sent me he gave his last
lesson for Poland. Actually, I think this is, in a
sense, a message for every one of us, for every
music therapist in the world:

The Mission of life is to learn how to love - So
I'm told. And love has so many active forms and
purposes and contents and challenges and
ground to break, so follow your heart's insights.
You have so many great colleagues to support
you! You are all blessed by this music therapy
mission in life.

More later,

Clive

There was no ‘more later’. He died on 7"
December 2011. But in a way, these casual words
“more later” are still true. His books, work, films
and contribution to music therapy mean that he is
still more and more involved in music therapy work
for the rest of us. He teaches Polish music
therapists every day... he teaches all of us how to
be better therapists, better people.
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Clive Robbins — An Appreciation

Robin Howat

I first met Clive in 1977 when I was a student on
the course at Goldie Leigh Hospital in London, UK.
He and Carol taught in two teaching blocks and
they had a very strong impact on our group. These
were difficult days; Paul Nordoff had died months
before and Clive’s relationship with some members
of the Board of Governors was troubled. For
example, my diploma in 1978 was awarded by the
“Nordoff Music Therapy Centre”. Clive had
temporarily been cut out of the equation! Despite
these tensions Clive and Carol were warm and
generous in their teaching and we learnt so much
from them.

As years passed Clive and Carol came to teach
on the London course every year and tensions eased
gradually. Carol struggled with the fact that she
was held in low esteem by some and Clive
naturally resented the way she was treated. 1 look
back with such respect for their integrity as they
never held a grudge and were able to see past the
personal difficulties to the bigger picture and the
future of Nordoff-Robbins, to which they were
quietly but passionately dedicated.

Clive enjoyed two long-term collaborations in
his music therapy life: fifteen years with Paul
Nordoff and over twenty years with Carol Robbins.
Both collaborations had great significance for the
development of Nordoff-Robbins music therapy in
Australia, where I have been working since 1993.

Paul and Clive lectured in Sydney and
Melbourne in 1974. Their presentations had a huge
impact on many musicians and people involved in
special education, especially Steiner education. One
musician — Enid Rowe, a pianist and music teacher
based in New South Wales — was inspired to move
to London to train as a Nordoff-Robbins music
therapist and bring the work back to Sydney in
1978. Nine years later, Clive and Carol settled in
Sydney for three years and co-founded Nordoff-
Robbins Music Therapy in Australia with Enid in
1984. These years grounded the work, laying the
foundations for ‘NRMTA’ as we know it today.

After Carol died, Clive continued a very close
association with Australia visiting Sydney in 1997

Robin Howat RMT, is a Senior Music Therapist
and former Centre Manager of Nordoff-Robbins
Music Therapy Australia.

Email: r.howat@uws.edu.au

and then the new Golden Stave Music Therapy
Centre in 2002 and 2007. Clive adored coming to
Australia and was absolutely delighted when the
Golden Stave Music Therapy Centre opened in
2001. At this time the University of Western
Sydney, in collaboration with NRMTA, began
delivering the Graduate Diploma in Creative Music
Therapy which converted to the Master of Creative
Music Therapy in 2004. Although Clive’s visits
were brief, they had a great impact on the
therapists, students, members of the Board of
Directors, fund raisers and a whole range of people
whose lives were touched by his humility, his
inspiration and his spirit of compassion.

Picture 1: Clive lecturing at the Golden Stave Music Therapy
Centre in 2002

I believe one of Clive’s greatest gifts was the
ability to convert his love for the clients and for
music into an approach that was totally practical
and down-to-earth. His intensely spiritual view of
life was also intensely practical. This was true of
his clinical work, his teaching and his supervision.
He was a meticulous craftsman. When he listened
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Picture 2: Clive with Joanne Mclntyre, Bonnie Nilsson and
Ann Lehmann, the first three students on the course in 2002

to the work of students or therapists, woes betide
anyone who presented their work to him without
doing careful preparation, or of not thinking things
through. He was a demanding listener, but he was
always encouraging, giving wonderfully insightful
and generous advice. Any therapist who attended
his presentations, came away not only inspired, but
also with knowledge and strategies for use in future
sessions. His audio-visual presentations are some of
the best summarisations of Creative Music Therapy
techniques. Many will remember his presentation
of “Living in the Creative Now” illustrated through
the case studies of Nunnu and Edward.

Picture 3: Clive giving a lecture to students in 2007

Matthew Breaden, a student when Clive came to
Australia in 2002, remembers him with these
words:

For a music therapy student, still wet behind the
ears, Clive’s visit provided a massive dose of
empowerment. His presence radiated a great
inner strength, and his words to us were so well
chosen: “Music Therapy is like gardening” is
but an example... he clarified this by adding “to
help something to grow, you have to nurture it!”

Clive’s sessions with the students taught us
so much about how to help [and] how to take
care of a situation musically. He encouraged us
to see the potential in ourselves and in the
clients, and the possibilities of the “here and
now” in our work. His holistic approach, seeing
the person rather than the pathology, was
inspiring. Most of all, I will remember his
seemingly inexhaustible faith in people, and in
music.

In 2007, on his last visit to Sydney, Clive gave a
lunchtime lecture for staff at the University of
Western Sydney. His account of how music therapy
reached and helped a man regain speech after a
stroke was profoundly moving, yet made complete
sense even for those with no musical knowledge.
This is what Clive could do: he could explain
complex processes and make them clear for people
so that they could understand music therapy; they
could ‘get it’.

Today we have highly gifted therapists and
students who learn to encompass both the passion
for the work with the practical knowledge of how
to carry it out. The Master of Creative Music
Therapy and the work of Nordoff-Robbins embody
this spirit of love in action which is Clive’s great
legacy to Australia, and for which I am personally
so deeply grateful.

My appreciation of Clive has evolved over the
past thirty-five years. From being in awe of him
while I was a student and young therapist, to a
more mature appreciation of his unique gifts as a
co-therapist, musician, teacher, supervisor and
mentor. | miss him, but his example has made me
determined to do my part to ensure the future of the
work he loved so much and dedicated his life to.
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Five Decades... and Five Minutes -
Personal Reflections on Clive Robbins

James Robertson

It was in the early summer of 1983 when I first met
Clive Robbins. As one of eight students on the
original Nordoff-Robbins Diploma course in
Leighton Place (North London), we eagerly awaited
the arrival of Clive and Carol Robbins who were to
be with us for one month. Yet we had all ‘met’
Clive before in different ways. Like so many
prospective students about to start the course, I had
read Nordoff and Robbins’ book Therapy in Music
for Handicapped Children. Clive’s — and of course,
Paul’s — “voice’ could be clearly heard. The writing
flowed, certainly, but the content was
groundbreaking and the photos within the book
illuminated moments of joy and intense creativity.
And then there was Clive’s speaking voice that we
heard weekly on a reel-to-reel tape recorder as part
of the Talks on Music series throughout our
training. The timbre in his voice was warm and
mellow yet also youthful; here was a man who
could not help but speak in the present tense.
Words like immediacy, living and now punctuated
every sentence. Yet he could also be firm and to the
point; I often wondered how Anna must have felt
when — in session 1 — Clive promptly challenged
her by saying, “Who'’s gonna pick that stick up,
eh?”

Picture 1: Clive Robbins (standing) and Paul Nordoff working
with a child

James Robertson is the Programme Leader of the
MSc Music Therapy (Nordoff Robbins) at Queen
Margaret University, Edinburgh. Since graduating
in 1983 he has worked in Scotland in both music
therapy and music education. His current clinical
work is in the area of forensic mental health.

Email: jrobertson@qgmu.ac.uk

And then we met Clive through his teaching.
He was inspirational and informed, yet open and
always encouraging. Perhaps one could call Clive
charismatic, but this may imply a sense of ‘style
over substance’ and Clive was nothing if not
steeped and grounded in all that he wanted to share
with us. As students at the time we felt a sense of
awakening; there had been inevitable elements of
resistance to those who had guided and taught us in
the months leading up to the visit from Clive and
Carol.
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Picture 2: Clive and Carol Robbins
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I look back on this more objectively now. My
own students from Queen Margaret University,
Edinburgh — up until two years ago — would travel
to London to work with Clive (and Alan Turry)
towards the end of their training. When they
returned I could always sense — rightly — that they
had been in the presence of a brilliant teacher and a
unique man. I could not hope to compete with
Clive; nor could anyone, and he would not have
wanted us to. But it always seemed hard for the
students to return to ‘business as usual’.

Picture 3: Clive Robbins and Alan Turry with music therapy
students from the Nordoff Robbins London Centre and Queen
Margaret University (Edinburgh), April 2009

Clive loved Scotland. He would never say
“Scotland” but “Bonnie Scotland” — and quite right
too. He once visited a village called Dirleton in
East Lothian. This was a small rural community
which, for one day, hosted Clive and Carol for a
talk and workshop in a local hall. They opened with
a greeting song, making the point that it is from the
music you should begin; his life philosophy,
perhaps. We were struck by their organisation,
enthusiasm and warmth. They worked us hard —
and we loved them for it.

Yet perhaps one of the most poignant and
memorable presentations by Clive which I attended
was in Washington D.C. in 1999 as part of the 9"
World Congress of Music Therapy. A particular
session was arranged which was entitled Five
International Models of Music Therapy Practice
and featured Rolando Benenzon, Helen Bonny,
Clifford Madsen, Johannes Eschen and Clive
Robbins. The five speakers were required to talk
about the roots and inspiration of their particular
approach and how it was being used today. Twenty
minutes were allocated to each speaker. What
followed was a unique example of presentations of
different approaches to music therapy — and
different styles of presenting. Each speaker had
carefully prepared what he or she planned to say.
Yet Clive seemed particularly free and spontaneous
in his delivery; he had prepared to the extent that he

had an overall structure and headings but he
seemed to be improvising rather than instructing —
and he told us so. Towards the end of his
presentation he was given a five-minute call from
the chair. Clive seemed taken aback that he still had
so much time left. He could have stopped there and
then but instead he just paused and mused — to
himself more than to the audience — “five minutes ”;
the audience spontaneously applauded. Yet what he
seemed to be saying to us was — “Have you any
idea how much I can tell you in five minutes?” His
use of those minutes was inspiring and he warmly
encouraged us to be ourselves, to value our
individuality and to refrain from adopting a
dogmatic approach to our work.

So farewell, Clive, and thank you; for over five
decades of clinical practice, teaching, writing,
musicing — and simply being you. But thank you
also for those five minutes and how you taught us
to respect time, and ourselves.

If we could ask Clive the question “So, what do
we do now?”” 1 think he would simply say, “go pick
that stick up — and run with it”.
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Boundaries and Music Therapy Practices
in Greece: A Small Qualitative Study

Maria-Christina Papadopoulou

Abstract

The use of therapeutic boundaries is an essential
aspect of music therapy work internationally.
However, the influence of cultural and training
factors on the use of boundaries has not been
explored in-depth yet. This paper presents a small
qualitative study, which investigates the use of
boundaries in music therapy by Greek therapists, by
taking into consideration how their use is
influenced by their own cultural and training
backgrounds. For the purposes of this study, online
email interviews with three Greek music therapists
working in Greece were conducted. Interpretative
phenomenological analysis was used to analyse the
data that was collected through the interviews. The
main findings show that Greek music therapists use
boundaries in their music therapy practice
according to the professional European standards.
However, therapists spoke of flexibility and
variations in the use of boundaries to adapt to
cultural differences in their own local settings and
to meet individual clients’ needs.

Keywords: music therapy, boundaries, cultural
influence, training influence, flexibility

Introduction and personal background

The inspiration for this research study was born out
of my experience of studying and living in the UK,
as well as my Greek origin. [ noticed the
differences and similarities that English and Greek
people have in regard to their traditions, social and
cultural behaviour and habits. In my opinion, the
qualities of freedom and respect have been equally
used by both countries, but often from a different
angle.

Studying music therapy in the UK offered me
the opportunity to learn how to become a
professional music therapist according to the
British standards. 1 have been working as a
qualified music therapist in the UK for almost three
years now. | have had no prolonged working

Maria-Christina Papadopoulou studied piano and
harp, and gained her harp diploma in Athens
(Greece) and her LRAM diploma (Royal Academy
of Music, London). She obtained her MA in Music
Therapy (Roehampton University) and worked as a
music therapist at a school for children who have
experienced emotional and physical abuse, a mental
health day centre, and a hospice for terminally ill
adults. She has been performing for Music in
Hospitals and is the first prize winner of the
International Harp Competition in Wales 2010. She
is currently doing her PhD on the harp at Trinity
Laban Conservatoire of Music and Dance
(London).

Email: mioul4@gmail.com

experience in Greece as a qualified music therapist,
but I have been interested in the cultural differences
of working in these two countries. This made me
wonder whether there would be a need to adjust my
practice as a music therapist when working in
Greece.

The concept of ‘boundaries’ in therapy is
difficult to define clearly; a code of practice exists,
but individual therapists may act according to their
own beliefs. The concept behind boundaries in
music therapy sessions interests me, but I also find
it challenging. At my placement where I worked as
a music therapy trainee, my client seemed to have
difficulty accepting boundaries in her therapy
sessions and we explored in greater depth her
reaction to them. My recent working experience at
a UK hospice has helped me understand even more
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the need of flexibility within the use of boundaries
in the professional relationship with the patients. It
has also introduced me more to Community Music
Therapy practices where it is even more obvious (to
me) that music therapists use boundaries in the
therapy sessions in a professional and very flexible
way (Pavlicevic 2004).

The way every person understands and uses
boundaries can relate to many facts such as their
family background, education and culture.
According to Stige, who introduced the Culture-
Centred approach in music therapy, the
acknowledgement of culture in music therapy “is
becoming increasingly important, as most modern
societies progressively become multicultural [...]
and [as] the value of cultural identity is
acknowledged more than before” (Stige 2002: 42).
Similarly, Cheryl Dileo writes about the importance
of ethical thinking; she acknowledges amongst
others the value of culture but proposes an open
attitude towards it (Dileo 2000). Music therapy can
be a difficult path, because of the search of “[...]
knowledge and awareness of deep unconscious
aspects [...]” (Benenzon 1981: 51). This difficulty,
for both therapists and clients, combined with the
fact that the people involved in the therapy may
come from different cultures, confirms the
complexity into setting boundaries within the
therapeutic space.

My (Greek) origin helps me understand and be
more familiar with Greek culture; therefore, I have
a personal motivation when researching about the
setting and use of boundaries by Greek music
therapists. This paper attempts to provide an
overview of the use of boundaries in music therapy
by Greek therapists, and how their use is influenced
by their own cultural and training backgrounds. The
information presented is gathered from relevant
books, journals, articles that are presented in the
literature review section. This is followed by
detailed presentation of the three interviews, which
involved Greek music therapists, and finally the
Discussion and Conclusion section where I analyse
further and summarise the findings from the
research.

Literature review

The following review of the literature is divided in
two sections. The first section deals with the
concept of boundaries in music therapy drawing
mainly on British music therapy literature'. The

! Having studied and currently working in the UK, I
deliberately chose to mainly focus my review on literature
which refers to the British music therapy context. The absence
of Greek literature is due to the fact that there is no publication
regarding the use of boundaries in music therapy in Greece.

second section deals with the influence of culture
and training on the use of boundaries in music
therapy.

Boundaries in music therapy

Being a music therapist is not only about trying to
communicate through the medium of music with
the client. According to Darnley-Smith and Patey
(2003: 45), “[...]responding to the client’s music
alone is not enough; a framework of therapy,
together with a means of understanding both the
musical and extra-musical exchanges is [...]
essential”.

Music therapists that work in the UK understand
the importance of boundaries; Mercédes Pavlicevic
writes:

“Traditionally, the notions of professional ethics
and confidentiality are named ‘boundaries’: the
boundaries between inside and outside, between
the therapist and client, and between during and
after music therapy sessions. In other words,
boundaries of person’s space and time”
(Pavlicevic 2004: 41).

Alison Davies describes a group music therapy
session and the importance of using boundaries
within it:

“The group is an excellent forum for members to
become aware of the significance of boundaries
and confidentiality as they experience them
being held and managed on their training.
Confidentiality and boundaries are often taken
for granted and until we experience a breach and
have to take responsibility for them we often do
not fully appreciate their significance” (Davies
2002: 279).

Julie Sutton agrees with the use of boundaries in
the clinical setting and reports the importance of:
(1) consistency of time, (2) consistency of setting,
and (3) consistency of attitude. According to her,
“these boundaries provide environmental and
psychic containment for the patient” (Sutton 2002:
134-135).

Tony Wigram (2002: 159) includes boundaries
in the “important themes for music therapy
sessions”. Most music therapy case studies written
in English describe the importance of the setting of
the therapy, including such boundaries as duration
and place (Bruscia 1991; Nordoff & Robbins 2007;
Wright 1989; Pavlicevic 1997) in order to help the
clients “develop a sense of safety and stability”
(Watson 2008: 103).

Leslie Bunt and Sarah Hoskyns write about the
relationship between boundaries and therapy and
how the latter “can also help to break down
unnecessary boundaries, replace them, perhaps
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eventually help us to dissolve them and, as we
move towards the end of our lives, to even live
without them” (Bunt & Hoskyns 2006: 35).

Although there is a general agreement that the
ideal therapeutic environment is one where the
therapists help their client feel “personally safe and
secure” (Bruscia 1987: 232), music therapists also
discuss the importance of being flexible as a
therapist. Pavlicevic (2004: 285-286) states the
importance of “making boundaries that are
meaningful to [...] [the clients’] particular situation”
and “[...] the need for the therapeutic frame to be
negotiated between therapist and client, rather than
simply imposed and designed by the therapist”
(Pavlicevic 1997: 142). Similarly, Catherine
Sweeny agrees with the flexible use of boundaries
in music therapy by the music therapists, stating:

“The physical condition of clients can also
impinge on the therapy space, and sessions may
need to be altered due to external factors such as
medication, nausea, tiredness, and pain” (Sweeny
2003: 32).

The Community Music Therapy approach has been
increasingly introduced into the music therapy
world and has a flexible attitude towards thinking
about and using boundaries in and out of the
session. Boundaries are challenged but only to suit
and meet the patient’s needs and safety. The way
therapists think about the session and the patient
and the place and time of the session are some of
the main qualities of Community Music Therapy
(Pavlicevic 2004).

The role of culture and training in the use of
boundaries

For many, culture has been and still is identified
with origin; there is a propensity of making
assumptions and using stereotyped phrases when
thinking about culture; “[...] we tend to think of
culture as fixed entities defined by ethnic or
geographical borders” (Stige 2002: 1). According
to Stige (2002: 2-5) there is a reason for this; it is
natural to assume that when people have factors in
common which influence their everyday life, like
the weather, tradition and education, it may bring
them closer and make them share a similar way of
life. Categorising people may contribute to
misunderstandings and preconceptions, but it may
also bring the feeling of belonging to a group; a
country could be considered as one of these groups.
The same author also states that:

“‘culture’ is not an optional add-on, and any
music therapy is naturally shot through with
culture. There is no choice but to be culture-
centred or culture-sensitive as music therapists:

our practice, theory, conventions, assumptions
and attitudes are all products of a time and a
place; they are cultural constructions” (Stige
cited in Pavlicevic 2004: 23).

Juliette Alvin (1966) also believes in the strong
relationship between culture and music. She
believes that people’s emotions are evoked by
music from their own culture. She explains that
culture is not only ethnographical but is linked with
one’s educational or social background. Oldfield
agrees with the impact that education and culture in
general have in the way music therapists work and
that these factors:

“would ultimately make up their own minds
about which way they would each choose to
work, developing and adapting approaches as
necessary” (Oldfield 2006: 165-166).

As shown above the use of therapeutic boundaries
is an essential aspect of music therapy work, which
has widely been discussed on a theoretical level. In
addition, there is literature about culture centred
music therapy (Stige 2002) in the English language
but no published literature exists in Greek”.

However, the influence of cultural and training
factors on the use of boundaries has not been
researched yet. Therefore, my research focuses on
exploring the use of boundaries by Greek music
therapists in Greece in connection to their training
and culture.

Aims of the research study

This study aims to investigate the ways in which
Greek music therapists use and conceptualise
boundaries in their practices. This small-scale
qualitative study focuses on situated knowledge and
does not aim to generalise its findings. Therefore,
its findings do not lead to definitive conclusions,
but encourage the development of further dialogue
and research in this area. This will hopefully benefit
professional and trainee music therapists who work
or intend to work in Greece, but also those of other
nationalities who may work with Greek clients.

Research questions

The main research question of this study is: how do
Greek music therapists use boundaries in their
professional practices, and how is their use
influenced by therapists’ own cultural and training
backgrounds?

% For an overview of music therapy literature published in
Greek, see Tsiris (2011a, 2011b).
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From this main question, the following four sub-
questions emerge:

i. How do Greek music therapists understand
boundaries in music therapy?

ii. What do Greek music therapists believe about

the relationship between the use of boundaries

in music therapy and their (as well as their

clients’) country of origin?

iii. What do Greek music therapists believe about

the relationship between the use of boundaries

in music therapy and their music therapy

training?

iv. In what ways do Greek music therapists find the

use of boundaries important?

Participants

For the purposes of this study, three Greek music
therapists were interviewed’. This small purposive
sampling enables the generation of contextualised
knowledge, which can possibly be transferred (but
not generalised) into other contexts.

The selection criteria for the participants were:
i) to be born and have lived in Greece, ii) to be
trained and certified as music therapists (according
to the standards of the Greek Association of
Professional Certified Music Therapists), and iii) to
work as music therapists in Greece (during the time
of the interviews). In order to gain a wider view of
music therapy practices in Greece, two of the
interviewees that were chosen were trained in the
UK and one of them was trained in the USA. In
addition, at the time of the interviews, they were
practising in a variety of organisations and client
groups in Greece.

Data collection

The interviews were conducted through exchanging
electronic messages (emails) in live time, as I was
located in the UK and the interviewees in Greece.
The email interview method, as a form of real-time
text-based communication, was accessible to all
interviewees as they were already using it as a form
of communication and there was no need for a
programme installation (compared to other online
communications, e.g., instant messaging).

Despite the lack of access to non-verbal
communication signs that traditional face-to-face
interviews provide, the online interview method
offered a series of advantages. According to
Hewson and Yule:

3 This study was conducted as part of my music therapy studies
at the masters programme of Roehampton University, UK.

“Compared with traditional interview methods
the email interview may be less spontaneous and
flowing, but [...] may encourage more detailed
and carefully considered answers [...]
respondents are able to go and check
information, and this may enhance the validity
and quality of data obtained” (Hewson & Yule
2002: 45).

The interview schedule comprised open and closed
questions. The interviews were semi-structured in
order to allow for flexibility to engage in a dialogue
where questions are modified in response to
participants’ responses (Robson 1993; Smith &
Osborn 2008). The interview process was piloted
prior to the actual interviews.

Data analysis

For the purposes of this research study, a
qualitative idiographic methodology was used “to
make a ‘deep but narrow’ understanding of
individual situations and phenomena” (Ansdell &
Pavlicevic 2001: 139). The data that was collected
through the interviews was analysed through
coding and thematic analysis, following an
interpretative phenomenological analysis (Ansdell
& Pavlicevic 2001). Having in mind the
contextualised nature of this study, this qualitative
data analysis method was considered most
appropriate, as it focuses on understanding how
things are and not on identifying objective ‘truths’.
In practical terms, after the interviews, the texts
from the email interviews were gathered into three
separate word documents (interview A, B and C).
Each meaning unit of the interview texts was given
a unique number code (for example of coding, see
Table 1). These codes were grouped into categories
which were then grouped into larger units of
meaning which led to the generation of five themes.

Interview [19] Do you think that the use of

question: boundaries in music therapy sessions is
important? Yes/No, Please say why this
is.

ANSWER : [20] Boundaries are very important in our

Music work and cover the whole area of music
h fi ide th ion [21

Therapist B therapy from outside the session [21] to

what happens in the sessions and [22]
how it happens. [23] We have to be very
very serious [24] when thinking how to
set the boundaries in our work. [25] It is
very important though to learn how 'to
play' with boundaries in a creative way,
which [26] can be therapeutic for your
patients.

Table 1 : Example of coding
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Ethical considerations

All interviewees were given an information sheet
and signed a consent form for their participation.
The information sheet explained the research study,
its objectives and what their voluntary participation
would involve. Research data was protected
according to the Data Protection Act 1998 (UK).
Anonymity, confidentiality and privacy were
respected at all times during the research. In order
to ensure interviewees’ anonymity, their names
were disguised as interviewee A, B and C. Also,
certain data that could reveal their identity was
excluded (i.e. gender, age).

Findings

The data analysis revealed five main themes: 1)
Boundaries, ii) Cultural influence, iii) Training
influence, iv) Flexibility in relationship, and v)
Difficulties in relation to boundaries. The findings
of the study are structured according to these
emerging themes.

Theme one: Boundaries

Theme one included four categories: protection,
responsibility, physical and internal boundaries.
Some examples of direct quotations from the
interviews and their coding and categorising are
included in Table 2.

Answers by music therapists A, B and C about
boundaries

A [1] to create a "frame"... [3] this frame is mainly
about consistency, [4] safe ground, [5]
...professionalism.

B [2] ...the general frame of the first contract you make
with your patients... [4] The arrangement of the
frequency and [5] the time of the sessions, [6] the
arrangement... [13] Also, there are safety and [14]
physical boundaries [16] At last, I think of some
boundaries in oral communication

C [1] ...confidentiality, [2] time [3]schedule, [4] timing
etc. [6] due to the Greek's loose boundaries, until I
understood that I had to make those boundaries very
clear from the very first meeting.

Categories:
Internal
boundaries

Physical
boundaries

Protection ‘ Responsibility ‘

Table 2: Examples of theme one

All three interviewees described the importance of
the use of the boundaries in music therapy for the
client, the therapist and the process of the therapy

and stated that it is essential to address boundaries
from the beginning.

Some of the boundaries they use in the clinical
setting are “the frame, time, confidentiality,
professionalism, safety, physical boundaries,
consistency and frequency of music therapy
sessions”. B wrote about the importance of having
“an internal boundary” and that it helps the music
therapist when clients “challenge the boundaries”.
C uses mainly music boundaries in order “to
prevent destructive actions from the clients ”.

Theme two: Cultural influence

This theme is about culture and its influence on
Greek music therapists in the way they use
boundaries in music therapy. This theme included
the following six categories: Greek, open, physical
contact, free, warm, education. Some direct
quotations from the interviews and their coding and
categorising are included in Table 3.

Answers by music therapists A, B and C about
culture and its influence on their clinical practice

A. [30] my cultural background... made me think on how
strict should we be with the boundaries. [37] Each client
stretches us in a different way, no matter Greek, British
or else.

B [81] In my culture people often touch each other, [82]
they often speak very loudly - without this meaning that
they are upset — [83] they often move their hands when
speaking - without this meaning that you are deaf —. [91]
We have a massive ‘psychopathology’, which we call
Greek culture.

C [26] ...the way I have been brought up by my family...
[27] ...personal therapy...

Categories:
Greek Physical

Open contact

‘ Free | Warm ‘ Education

Table 3: Examples of theme two

The three interviewees wrote about the influence of
their culture upon their clinical practice. Having
trained in England, A and B wrote about the
importance of learning to use boundaries within the
culture of the clients and how they had to adjust
their way of using boundaries when they returned
to work in Greece.

A believes that English people have an
“inherited” boundary’ of being punctual at the time
of their appointment that Greeks do not have.

B stated that her/his cultural background is
“very Greek”. S/he feels “happy” when s/he works
with children in Greece in that s/he “is allowed to
touch them”. S/he is not afraid when “they jump on
her/him when they arrive in the therapy room”.
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S/he wrote that Greeks “touch each other, speak
loudly, move their hands when speaking [and]
show high energy when expressing themselves”
and therefore music therapists in Greece work in a
different way than when working in England.

The way C was “brought up by her/his family,
her/his education, her/his professors, personal
therapy [and] supervision” comprises her/his
culture and the things that have influenced her/his
way of practicing.

Theme three: Training influence

This theme is about training and its influence on
Greek music therapists in the way they use
boundaries in music therapy. This theme included
the following two categories: wider knowledge and
approach. Some direct quotations from the
interviews and their coding and categorising are
included in Table 4.

Answers by music therapists A, B and C about
training and its influence on their practice

A [30] my cultural background (in combination with my
British training) made me think on how strict we should
be with the boundaries

B [69] so, I believe that the way we learn about personal
and physical boundaries in the course is based on the
British culture. [70] And then we have to change all this
to a Greek version.

C [14] Of course my training has influenced the way I
use boundaries...

Categories:

Wider knowledge Approach

Table 4: Examples of theme three

A has been influenced by her/his training and
because s/he studied in England s/he was also
influenced by British culture. S/he writes, “...a
British client is expected to be “punctual”
compared to the way the Greeks are.

B states that training is very important and one
has the opportunity to gather useful knowledge. C
stated that her/his training “helped a lot to convey

boundaries”.

Theme four: Flexibility in relationship

The fourth theme is about their flexibility as music
therapists in the relationship with the client. This
theme included the following four categories: no
rules, unique, creative, client’s needs. Some direct

quotations from the interviews and their coding and
categorising are included in Table 5.

Answers by music therapists A, B and C about their
flexibility in their relationship with the client

A [21] ...a boundary could be applied according to the

specific ~ dynamics developed inone particular
relationship and [22] may well be altered within a
different dynamic space. [41]...the boundary is

something to work with (and to work on) [42] depending
on the personal needs...

B [2] ...the general frame of the first contract you make
with your patients and [3] how flexible you can be with
that. [25] It is very important ... 'to play' with boundaries
in a creative way, which [26] can be therapeutic for your
patients. [50] ..no 'rule' can be a general rule when
working with different groups of patients. [51] What is
'therapeutic' for one patient can be 'catastrophical' for
another...

C [17] T use boundaries in a synthetic way, [18]
depending on different client needs. [22] ...I use music as
therapy and music in therapy [23] according to the needs
of the client and of every moment in the session. [32]
...It depends on the client needs... [33] I've learned to be
flexible.

Categories:

Clients’

No rules ‘ Unique ‘ Creative ‘
needs

Table 5: Examples of theme four

All three interviewees wrote about the importance
of being flexible as a music therapist in order to
help the client and the therapeutic process. They
believe that it is very important to treat every client
in the music therapy session as a unique person,
according to her/his own needs and characteristics.
They all believe that is important to use the
boundaries in a creative and helpful for the client
way.

Theme five: Difficulties in relation to boundaries

The fifth and last theme is about the difficulties the
Greek music therapists of this study have in relation
to boundaries. This theme included the following
three categories: personal, time, devaluation. Some
direct quotations from the interviews and their
coding and categorising are included in Table 6.
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Answers by music therapists A, B and C about their
difficulties in their music therapy practice

Research sub-questions Emerging themes

A [48] ...do not turn up in time, [49] cancel with a short
notice... [50] forget to pay. [52] ...family members of
clients [53] who wanted to get involved in the
therapeutic process [54] by being directive towards their
subjective believes or [S5] expectations (Greek issue!).
[56] ...people want to "be friends" with you [60] ...other
colleagues/health professionals who underestimate the
importance of MT, [61] resulting to alterations in
schedule without prior notice, [62] excluding MT from
staff meetings, etc.

B [68] It took me some time to get back to Greece -not
physically - but culturally. [108] They challenged the
boundaries of all the levels... [109] ...the frame, the
physical - safety and the oral boundaries

C [5] I had some little difficulties in the beginning of my
practice... [6] due to the Greek’s loose boundaries, until I
understood that I had to make those boundaries very
clear from the very first meeting. [8] ...it's very easy to
become friends in Greece and [9] waste important
transferential material for the music therapy process of
the client. [36] I had difficulties... after the session, when
it was time for children and parents to leave to place.

How do Greek music

therapists understand | 1. Boundaries
boundaries in music therapy?

What do Greek music

therapists believe about the
relationship between the use of
boundaries in music therapy
and their (as well as their
clients’) country of origin?

2. Cultural Influence

What do  Greek Music
Therapists believe about the
relationship between the use of
boundaries in music therapy
and their music therapy
training?

3. Training Influence

4. Flexibility in
Relationship

5. Difficulties in
relation to boundaries

In what ways do Greek music
therapists find the wuse of
boundaries important?

Categories:

Personal Time Devaluation

Table 6: Examples of theme five

A has had difficulties with clients that were late,
forgot to pay or cancelled with a short notice. S/he
had cancellations of sessions without “prior notice
because other colleagues... underestimate the
importance of [Music Therapists]”. Family
members of the clients wanted to get involved in
the therapy “by being directive” and clients wanted
to become friends with the therapist. C has
encountered the latter too and also had difficulties
with the time boundaries and her/his clients. B has
had difficulties with people that “challenged the
boundaries of all levels” and with clients that did
not play music in their music therapy session.

Discussion

The aforementioned findings of the interviews are
discussed here in relation to the literature and the
main research question of the study: How do Greek
music therapists use boundaries in their
professional practices, and how 1is their use
influenced by their own cultural and training
backgrounds?

The discussion is structured according to the
four original research sub-questions in conjunction
to the five emerging themes, as shown in Table 7.

Table 7: Research sub-questions and emerging
themes

How do Greek music therapists understand
boundaries in music therapy? (Theme 1:
Boundaries)

The three Greek music therapists were in agreement
about the way they understand boundaries in music
therapy. The use of boundaries in the music therapy
sessions is essential, according to them, in order to
help the therapeutic process of their clients. They
all feel they have a responsibility to create a
“frame” in the music therapy session in which the
client can feel safe and protected (see Table 2:
Theme one: Boundaries).

Some of the boundaries the interviewees
mentioned were: “consistency, safe ground,
professionalism, arrangement of the frequency of
sessions, duration [of the music therapy session]
confidentiality [and] boundaries using music and
music instruments to prevent destructive actions”
(see Table 2: Theme one: Boundaries). The
boundaries that the interviewees mentioned are in
alignment with Sutton’s opinion regarding the use
of boundaries in the clinical setting and the
importance of having: (1) consistency of time, (2)
consistency of setting, and (3) consistency of
attitude. “These boundaries provide environmental
and psychic containment for the patient” (Sutton
2002: 134-135).

It is interesting that despite the fact that music
therapy practice in Greece is still in its early
development and there is neither an official music
therapy course nor extended literature (see Tsiris
2011a), Greek music therapists appear to make use
of the same boundaries as English music therapists,
and for similar reasons. They want to help their
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clients “feel that they are personally safe and
secure” (Bion 1962: 33). The findings of this study
indicate that the use of boundaries by the
participants is a significant part of their work — a
fact that could indicate that music therapists in
Greece work in the same high standards of
professionalism as music therapists in the UK.

What do Greek music therapists believe about the
relationship between the use of boundaries in
music therapy and their (as well as their clients’)
country of origin? (Theme 2: Cultural Influence)

All the interviewees believe that their culture has
influenced the use of boundaries in their clinical
practice. They all relate culture to their country of
origin (Greece), their education and their family. It
is interesting that all of the interviewees agreed on
the important role of their culture in their way of
thinking, with A and B writing specifically about
Greek culture and C making more general
references to her/his personal development through
her/his education. Alvin’s theory (1966: 92)
coincides with all three music therapists and their
way of defining culture, “[one’s] culture is not only
ethnographical, since even in the same society
people’s response to artistic experiences vary
according to their social or educational
background”.

A and B described Greek people’s habits:
moving their hands while talking, speaking loudly,
“without this meaning that they are upset” (see
Table 3: Theme two: Cultural influence), being late
sometimes and forgetting to pay for the sessions.
However, they described these as being normal,
adding that Greek music therapists know “what is
normal and what is weird [in Greece]”.

B explained the importance of culture more, by
describing her/his first session in Greece with a
Greek adult. S/he had set up the room in the way
s’/he was taught in England and had found it
successful for the clients; this included setting an
instrument away from her/him, letting the client to
keep “his physical distance”. S/he would then
invite him to play an instrument that was closer,
and by the end of the session invite him to play the
piano with her/him. As s/he wrote, this was not
successful for her/his Greek client “[...] the patient
comes in, walks straight to the piano, sits very
close to me, claps my back and says ‘What are we
going to sing?’ I nearly fainted. Working... in the
UK I found myself totally unready to face this
when it happened... It took me some time to get
back to Greece -not physically - but culturally”.

B needed some time to adjust into her/his Greek
culture and this might show some of the difficulties
that arise when training in a different country.
Generally, this could also suggest that it is

beneficial when music therapists understand and
relate to the clients’ culture and that this could be
easier to achieve when the music therapist and the
client share the same culture. The latter
corresponds with Alvin’s statement “[man] can
respond only to music of his culture, which
conveys to him some meaning and emotion”
(Alvin 1966: 92).

Greek music therapists appear to be open to the
idea of changing the use of boundaries and adapting
them to their culture, if this is for the benefit of
their client. This could possibly indicate the
importance of culture and the way it influences
both the therapists’ way of thinking and practising
and the clients’ needs.

What do Greek music therapists believe about the
relationship between the use of boundaries in
music therapy and their music therapy training?
(Theme 3: Training Influence)

As mentioned in the previous section, the research
participants included their training as one of the
main factors of their culture. A wrote that her/his
training, has influenced the way s/he uses
boundaries. S/he studied in the UK; therefore
British culture also influenced her/his way of
thinking. B also studied in the UK and agrees with
A stating that the “way we learn about personal and
physical boundaries in the course is based on...
British culture”. This is important because it “[has]
enlarged our repertoire”, but it also means that
when going back to work in Greece “we have to
change all this to a more Greek version”.

Could this study indicate that by experiencing a
different culture and studying music therapy abroad
one understands in more depth one’s own culture?

All interviewees wrote that they adjusted their
way of practice according to their culture and
training. C wrote that s/he uses the different
approaches s/he has studied in a “synthetic way”,
based on her/his clients’ needs. It is interesting that
this synthetic way of practice agrees with Oldfield’s
description of a Master’s music therapy course in
England, where

“[...] students learnt about several music therapy
approaches in great depth, and were introduced
to a number of other methods. Then, depending
on the setting the students worked in and their
own particular strengths and preferences they
would ultimately make up their own minds about
which way they would each choose to work,
developing and adapting approaches as
necessary” (Oldfield 2006: 165-166).

The findings of this research might suggest that a
combination of approaches is the most appropriate
for both Greek music therapists and clients.
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In what ways do Greek music therapists find the
use of boundaries important? (Themes 4 and 5:
Flexibility in relationship and difficulties in
relation to boundaries)

Interviewees find the use of boundaries essential.
They wrote about the importance of explaining
boundaries to the clients from the beginning, in
order to help the therapeutic process. All
participants expressed the view that the most
suitable way to use boundaries in their music
therapy sessions is in a flexible way following the
client’s needs.

It is interesting that all interviewees stressed the
importance of being “flexible” using different
words but in a very clear way. A wrote, “I ‘tailor’
every part of the therapeutic process according to
the individual”; B wrote, “[...] it is very important
that no 'rule' can be a general rule when working
with different groups of patients” and C wrote, “[...]
I use boundaries in a synthetic way... depending on
different client needs... I’ve learned to be flexible”.

It is interesting that as in their clinical approach,
the music therapists appear to be open to use
boundaries in a “creative” and “synthetic” way, if
this is for the client’s benefit, but always keeping
strict safety boundaries. Pavlicevic’s (2004: 285-
286) writing supports this position; “[...] making
boundaries that are meaningful to... [Clients’]
particular situation”. Being flexible also helps the
music therapist to overcome difficulties that might
occur in the session, according to B.

A had difficulties with clients concerning time
boundaries. S/he wrote, “[...] when finding yourself
in such a situation, you discover that you still have
your personal boundaries which are internal
boundaries and [the clients] cannot challenge
them”. S/he also had “major difficulty” with her/his
client’s family members that wanted to be involved
in the client’s therapeutic process in a directive
way. Family members in Greece are very bonded;
could a music therapist restrict the family’s attempt
to be involved in the therapeutic process?
Alternatively, could one encourage more beneficial
family involvement by explaining the reasons why
directive involvement might not be helpful?

A and C both wrote about how easy it is to
become more personal and friendly in Greece and
this has challenged the boundaries in their sessions.
C also encountered difficulties with time
boundaries, as s/he characteristically explained that
this happened “due to the Greek’s loose
boundaries” and s/he had to be very clear from the
beginning about setting boundaries.

It appears that Greek music therapists find the
use of boundaries important in the music therapy
sessions, because they create a safe environment for
the client and therefore help the therapeutic
process. In addition, it may also be that having

boundaries, in the form of “internal ” boundaries (as
mentioned previously), helps music therapists to
deal with challenging situations within the sessions.
These research findings show how Greek music
therapists use and adapt boundaries successfully to
their own needs and reality.

Conclusions

The focus of this research was to find out whether
Greek music therapists use boundaries in their
sessions and if so, whether they have been
influenced by their culture and training. The
research question and sub-questions focused on 1)
the understanding of Greek music therapists and the
their use of boundaries in music therapy, ii)
whether they believe there is a relationship between
the use of boundaries in music therapy and country
of origin, iii) if they believe there is a relationship
between the use of boundaries in music therapy and
their music therapy training, and iv) in what ways
they have found the use of boundaries important (if
applicable).

The findings arising from this small-scale
qualitative study cannot be generalised, but could
be possibly transferable into other relevant contexts
of practice. Therefore, the findings indicate that
Greek music therapists’ use of boundaries meets
the European professional standards of practice.
Participants introduced the idea of the “internal
boundary” that they have in order to help their
clients feel secure, which also helps the music
therapists themselves when a client challenges the
music therapy boundaries. They find the use of
boundaries essential and mostly use the same
boundaries as English music therapists. They
described the use of boundaries as helpful only
when music therapists use them in a flexible way,
being able to work with the boundaries, always
according to each client’s needs (something that is
common especially in Community Music Therapy
practices).

Greek music therapists described culture as a
combination of facts and experiences: their country
of origin, the way they were raised by their family
and their education. These factors have influenced
them in their way of thinking about boundaries in
their profession.

Some questions that arise from the findings are:
Could the Greek music therapists’ need for
“flexibility” towards the use of boundaries indicate
a necessity of flexibility within the Greek culture?
Alternatively, is the way Greek music therapists use
boundaries considered as flexible only because it is
compared to a culture of a different country (i.e.
UK)?

Could the use of music as a therapeutic tool in
Greek history from ancient times help shape the
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culture of modern Greece concerning flexibility in
the use of boundaries? And if yes, would this mean
that flexibility came with time, reflecting the view
of Bunt and Hoskyns (2006: 35) that therapy “can
also help to break down unnecessary boundaries,
replace them, perhaps eventually help us to dissolve
them and, as we move towards the end of our lives,
to even live without them”?

This small-scale descriptive study aims to
encourage further discussion upon the area of music
therapy and boundaries in Greece in relation to
culture and training — an area which is vital for the
development of the music therapy profession. This
study has revealed the need for the advancement of
literature in the subject of boundaries related to
music therapy practices in Greece. Hopefully this
study will benefit music therapists who are
interested in working in Greece or who already
work in the country, and will encourage additional
research and publishing and consequently help the
development of the music therapy profession in
Greece.

I feel the words from one of the interviewees of
this study are a very appropriate way to conclude
this article:

“The knowledge we carry home from our
education at some point stops to be a super-ego
and becomes the vehicle for being more naturally
- as naturally as you can - a music therapist who
i1s human, who is Greek, who is male or female,
who is free to find his own way of being a
therapist” (Interviewee A).
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H Movowi] o Méoo AvtipeTomong g
AVTOTPOVHOATIKNG ZOUTEPLPOPAS ATONOV pE
Avtiopo: M IIvhotikn "'Epegvva Yo tig
Anmoyerc Tov MovowkoOepamevtov

Koatepiva Kapyov

Hepiinyn

To mopov apbpo mapovoialer wio Epevva  oro.
TAaiola ™S omoiag avolboviol o1 OmOWEIS EVvéQ
povawxoleporevtov  (omé v Elddda kor to
Hvouévo Booileio) oyetika ue ™ ypnon s
HOVGIKNG WG OEpOmEDTIKG UEGO YO TV TPOTOTOINGH
NG  OUTOTPODUOTIKIG OCUUTEPIPOPAS OTOUDY UE
ovtiouo. To amoteléouota delyvovy 0T 1 HOVOIKH, 1
omolia faciletar oty povo1koBepaTeVTIKY TYéaH TOL
onuiovpyeitar uetold Tov Bepamevty Kol TOV OTOUOD
UE ODTIOUO, UTOPEL VO UEIDTEL TV ODTOTPODUATIKY
ODUTEPIPOPC,  aTOU®@V e  owtioud.  Emioyg,
vmootnpileTor 0TI 0gv  VTIOPYEL  OUYKEKPLUEVH
HOVOIKOOEPOTEVTIKY]  TEYVIKY  KOL  OUYKEKPLUEVO
HOVGIKO  Opyavo TOov Vo, gival TEPIGOOTEPO 1
Ayotepo  amoteleouotiko oty ugiwon S
OVTOTPAVUOTIKNS ovumepipopds. To amoteléouara
ovTa ov{NTOVVIOL CULYKPITIKG, AGUBAVOVTOS DTOWLY

Ewayoyn
H povowr ypnowomoteiton  gupéwg  otnv
KafnuepvoTntd  pog Yo xoAdpwon, Yo

dlokEdOoT, Yo TNV EKepacm  cvuvalsHnudtov,
OAMG Kol Yo TN pOOUIOT  YUYOCMUOTIKMV
npoPAnuatov. H fetikn avt) enidpacn mov €xet M
HOVGIKY GTOVG avOp®moOVG opeidetal Katd KOHPLO
AOYo o100 0Tl ®¢ EuPror OVTO, OTOTELODUOOTE OO
povokd otoyyeio, Om®G givol Yo mopddetypo ot
YTOTOL TNG KAPOHG, TO TOVIKO VYOG, 1| OLVOLIKTY
mg QOVNE kol o pubukdg Pnuatiopdg (Brown
1994).

Mo ToALd xpoVIQ 1] LOVGIKT EPELVATAL OG TPOG
Vv enidpacn TOv €Yl GTOV OVOPAOTIVO 0pYOVIGUO
kot oto avOpomve cvvacOuoto (Bodner &
Gilboa 2006- Hooper & Lindsay 1990- Juslin &
Laukka 2004+ Knight & Rickard 2001- Lundqvist,
Carlsson, Hilmersson & Juslin 2009b* Pujol 1994-
Roederer 1982- Vink 2001- Wigram 1993+ ,1995).
Ot €pguvec aVTEG OVOSEIKVOOVY T CNUOVTIKOTNTO
MG MOLGIKAG Yo Tov  GvOpomo Kol TnV

T0. OTOTEAETUATO, GAADV GYETIKMV EPELVDV KOI THS
o1e0voic Piflioypagiog

Aégeric Khewdud: avtiopdc,
LLOVGIKT, HovGtkobepameia

OLTOTPAVUOTIGUOG,

H Kortepiva Kdapyrwov onoddoce povcikoroyio /
povoiKomowday®ylky  oto  Tpquo Movoikedv
Ymovdmv tov A.ILG. ko oloxAnpwoe 0 MA
Special and Inclusive Education oto Institute of
Education (University of London). Epyaletor amo
0 2009 émg oNUEPO OC HOLGIKOTOLOOY®YOS GE
oyoielor €01KNG Ko YEVIKNG Oy@yng TG A/Opag
kot B/Bpag exnaidevong.

Email: akargiou@gmail.com

avaykootnta ¢ dmapENg TG oV EKTOIdELOT).
[dwitepa 600 agopd TO TOSWL  TPOGYOAIKNG
niwiog, ocoppova pe v Kaptacidov xor tov
Ytoikomovio (2006: 46), M HOVLOIKN ekmOidELON
«...] pomba& otV KWNTIKA JpUCTNPLOTNTO, GTNV
OKOVGTIKOQOVNTIKY OVTIANYT, GTNV avTIANyn Tov
YDPOL KOl TOV Myov, oTn Peitioon Tng HvAunG,
oV éKQPOCN, KOl OAANAEmidpacm pE  TO
epPAALOV TOVC, OTIG (MVOAOYIKES KAVOTNTES
KA. Opmg m HOVGIKA oty ekmaidevor €
oToYevEl otn Ogpameion TLYOV  YLYOCHOUATIKOV
TPOPANUATOV, OAAG OVOTTUGGEL TIS WOVGIKEG
KOVOTNTEG TOV TOdlDYV  «Kol  7mpoomadel  va
EVIGYDVOEL TN YOPE Y10 TN LOVGIKY], TO TPOYOVOL Kot
YEVIKOTEPOL  TIG  HOLCIKEG  OpUoTNPLOTNTESH
(Kaptasidov 2004: 39). Eniong, n povoiwkn Pondd
oV avAamtuén Tovg aGHNUITOC TG OUASTKOTNTOG
KOl CUVETMG OTNV avamntuén Tng autonenoidnong
v Todiodv (Adaponoviov 2007).

H povown og Oepameio ypnowonoteital amod
TNV EMOTAUN TS Movowkobeparmeiag, 1 omoia,
ooppove pe tov EXnvikd Xoddoyo Iltuyovyov
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Enrayyshpotiov - MovoikoBepamevtdv

2011) opiletor oc:

(ESIIEM

«UoL Hope1] dNovpYIKng wuyxobepomeiog HEC
TEYVNG KUTA TV 0moio 1 Tpoooyn Tov Bepamevt
gotialetal oty dnuovpyio kot agoAdynomn g
eEehMoooOpevng Oepamevtikng oyéong pHe v
Bonbeto ¢ povoikng kot tov Ryov. H oyxéon
avTn dnuovpyeital Kupimg HEGHD TOL HOVGIKOD
aVTOGYESGHOD 1 NG HOVLGIKNG  aKPOAGTG,
xopig PBéPata va amoxdeler v duvardTNTA
AEKTIKNG EMKOWVOVING. [....]
O povoikoBepamevtig glvan £101KA
EKTOLOEVEVOC, LLE APIOTEG YVAGELS LOVGIKTG KO
yoyoroyiog dote vo odnyel ko va omnpilet
Oepamevtiky  dwdwacio  pe  gvocHnoia,
dMpovpyKoTTO Kol EVEMETO.

H povowoBepomeio, ov kot vanpye o€ O1Gpopeg
LOPPEG GE TOALOVG APy aiovg TOMTIGUOVG, OT®S O
EXMnvikog wor o Kwélikog  (Campell 2001-
Tillman-Boyce 2000), avayvopictnke o¢ eXoTun
OYETIKA TPpOGPata, otn Oekaetio tov 1950, otig
HITA (Evdokipov-Ilorayewpyiov 1999). Booiko
oToEilo g povoikobepomeiog ival 1 oyéon mov
onuovpyeitor  peta&d  evdg  eedikevpévou
Oepamevtny kou Tov Begpomevdpevov, 1M  omoid
onuovpyel  évo  owkeio mepiPpdAlov  yio  TO
OepamevOEVO, £TOL MOTE VO GUUUETEXEL EVEPYE OTN
povowkn (Opovddxn 2003- Yaitomoviov 2003).
Méca oe ovtd 10 oOwelo mepfdAiov oV
dnuovpyeital, T0 ATopo oloBAvETAL OoQALELD KoL
eumoToovvn Ku €tol pmopel vo EedumAmoel To
yopaktipa tov (Yoitomoviov 2003). O yodpog
oTovV omoio mpoyuatomoteiton 1 Oepameio givan
TPOOPICUEVOC Y avtd TO oOKOmd kol  eival
efomhiopévog pe  povoikd Opyava  (Ppovdakm
2003). H povcwobepaneio amevbivetar ce €va
€0po¢ TANBLCUIOK®DY OPAd®V, LETOED TV OToimV
KOL T ATOLLOL [LE OVTIGUO.

AvTIoNOG KO QUTOTPUVRATICROG

O 6pog aVTIGUOG YPTNOUOTOLEITOL VIOt VO, DTTOOEIEEL
GLUTEPIPOPA OOV TO ATOLO OTOPPOPATOL GTOV
€0VTO TOV L€ GUVETELN TNV OTOKOTI| TOL OO TNV
npaypatikétnto (Bryan 1989). XOppove pe ta
GYOLOVTO OlOyVOGCTIKA EYXEPIOI, VIApYoLV Tpia
Bacwd xkpuriplo  Sdyveoong  Tov  AVTIGHOD:
o) duoleltovpyieg oTNV KOWOVIKY 0AANAETiOpao,
B) OdvcAertovpyieg otV  emKOW@VioL KOl TN
eovTocio. Kot y)  EMOVOANTTIKY/GTEPEOTLMIKN
ocoumeprpopa (Wing 1996). H diwbyvoon 1ov
OVTIGUOL umopel vo yivel mpwv v niikio tov 4
YPOVOV Ko epeovileTor cuyvoTEPL GTO 0yOPLOL OO
0,11 ota kopitowa, pe avoroyio 4:1 (Connor 1999-

OVTIGHO YIVETOL OVOPOPE GTO PAGLLO TOV OVTICHOD
0TO Omoi0  OVAKOLV TOAAG GUvopoud, OTWG
Asperger's, Rett's kot PDD (Jordan & Jones 1999).

Ye MOAMEG TEPIMTAOOEL TO. ATOUO UE OVTIGUO
ovtotpavpatiovtot. O Sandman (1990)
vrootpilel OTL 6TO ATOMO UE OVTIGHO TO TOGOGTO
auTdV oL avToTpavpaTilovTal KupoiveTor omd
30% péxpr 50%. Idap’oro avtd, dev vmapyet
KAmolo eTioNUN Kol To TPOCEATN HETPTOT TOV VO,
dtvel To akp1Pég T0GOoTO TV ATOUMY AVTMV.

[Mopopowa, akpiPrg opopdg ywo to TL givo
QUTOTPOLLOTIGHOG dev vapyel. O Walsh (2006)
opier tov avtotpovpationd G ol TPAEN
oKoOmun, KoatevBovopevn TPog TOV €0LTO TOV
aToOUOV TpokoAMVTAG Un Boavatneopeg PAraPec.
Avt n wpaén eivarl un omodeKT KOWVOVIKA Kot
GLYVA EMOEKVOETAL OO TO ATOUO YO VO UELDGEL
TNV WYUYOAOYIKT] TOL dvcopia. Me Pdaom dideg
épevveg (Favazza, 2008- Murphy & Willsom 1985)
0 OLTOTPAVUATIGUOC Ba uTopovGE Vo OPIoTEL MG ™
TPAEN mov  KoTeLBOVETOL TPOG TOV €0VTO  TOV
OTOUOV  ONUIOVPYDOVTOG EAOQPLEG N ONUAVTIKEG
KOKMGEIS GTO GOUO TOV, YOPIG OUMOS VO VIAPYEL
mpobeon avtokToviog. XTIV TOpovca  EPEvval
viobeteital 0 TOPATAVED OPIGLOG.

O avrtotpavpotiopds pmopel va oyetileTon pe
Saeopovg TaPAyoVTES, OTMG TA YULPOKTNPIOTIKA
Kol 1 cofapdTNTO TOV OVOTNPIOV TOV OTOUHOV,
dlapopot Proroyukol mapdyovteg KaOmG emiong Kot
Kowmvikol n/kot  mepiPariloviikol  mapdyovteg
(Ballinger 1985- Corbett & Cambel 1985- Favazza
2008- Harris, Cook & Upton 1996- Murphy, Oliver,
Corbett, Crayton, Hales, Head & Hall 1993- Oliver
1993). H avtotpavpatiky] cupmepipopd dnpovpyet
TPOPANOTA GTO ATOUO, LE OVTIGUO (KO YEVIKOTEPQ,
oTo dTtouo pE €0KEG avaykeg) Oyt uoévo ot
COUOTIKN TOVG AoPOAELn, OAAE KOl GTNV amodoyn
Kol TNV €vToén TOLG KOWMVIKO TOLg TEPIPAAAOV.
Mo wmv ovtpgetdnion g GLTOTPOVHOTIKNG
ouumepLpopag Exovv defoybel épevveg mhveo o€
dudpopes Bepameieg kot BepamevTikég TEYVIKES (TT.Y.

gvioyvon OeTikdv GLUTEPLPOPDV, ¥pnon
TPOCTOTEVTIKOD  €EOMAGUOD, GULUTEPLPOPICTIKES
mapepfacelg, ypnon  eapudxkev  kim). Ta

amoteléopato eivan dAAote Betikd (PA. Borrero,
Kelley, Lerman, Vollmer & Wright 2002 Devlin,
Leader & Healy 2009- Fisher, O'Connor, Kurtz,
Deleon & Gotjen 2000 Murphy et al. 1993) xot
drhote apvntkd (BA. Kahng, Abt & Wilder 2001-
Lindberg, Iwata & Kahng 1999- Simmons &
Frankel 1985).

Movoki], GUTIGROS KUl GUTOTPUVUATIGHOS

210 medio TOL OLTICHOL £xouv Yivel OlGpopeg

: 7 épevuvec  OYeTIKA  pe TV emidpaocmn NG
Jordan 1999- Ma, e’t al.,2009). A9ym mg 7’1011(17»10@ LOUGIKOPEPOMEIDS 0T GUUTEPIPOPE, TV
TOV YOUPAKTNPICTIKOV TOV ELPAvVIiOvV To. GTOop e
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EMKOWVMOVIOL KOl TNV KOW®OVIKOTOINOT TOV oDV
pe avticpd (Alvin & Warwick 1991 Brown 1994-
Bryan 1989- Edgerton 1994- Kaplan & Steele 2005-
Kim, Wigram & Gold 2008). Emiong, wdmoieg
épevveg eoTlalovy otV avATTLEN TOV YEVIKMV
KOVOTTOV TOV TOOUDV OUTAV (Y. UVNUOVIKEG
wavotteg, avtovopia) (Buday 1995- Kern,
Wolery & Aldridge 2006) 1} otnv kavomTd TOLG
Yo yvoolokn — enefepyacion NG HOVLGIKNG
minpoeopiog (Heaton 2005- Mottron, Peretz &
Menard 2000). Zyetikd Opm¢ pe TV emidpacn g
MOVGIKNG OTNV EMOETIKY] GUUTEPIPOPA Ol EPEVVEG
eotidlovv kuplwg oe dTopd pe  AvVOTTLELOKEG
owrapayés (Brownell 2002- Durand & Mapstone
1998- Lundqvist, Andersson & Viding 2009
Nordoff & Robbins 1965 Sharp & McGee 2007
Wigram 1993) kot dropa pe véso tov Alzheimer
(Brotons & Pickett-Cooper 1996+ Cox 2010). Ot
épeuveg mOL €0TIALOVV TIO GLYKEKPEVA GTOV
OLTOTPOVHOTICHO  €lval  OPKETH  TMEPLOPIGUEVEG.
Méco amd TtV ovacKOmNoY TNG VLIAPYOLGOG
Biproypapiog kot apBpoypoaeiog evromicTnKoy
TPELG £PEVVEG OV EMKEVIPAOVOVTAL GTI| LEIMST TOV
OVTOTPOVUOTICHOY pHE TN ypnom uovoiwkng (Ford
1999; Lundqvist, Andersson & Viding 2009;
Wigram 1992) kot uévo o omd  owTéG
EMKEVTIp®VETAL 6Ta Atopa pe avtiopd (Lundqvist,
Andersson & Viding 2009).

Ymv épevva tov Ford (1999) yivetar cuykpitikn
HEAETN] HeTAED HOLCIKNAG Kot GAAQV  TPOT®V
OVTIHETMOMIONG TG CVTOTPOVUATIKNG GUUTEPUPOPAG
WOG EKOOITPIAYPOVIG KOTEANG ME OVATTLELOKEG
dvokoAieg, avamnpio, UHEWOPEVEG  KOVOTNTES
emKowvmviag Kabmg kot mpoPfAnuoata 6poaocng. Ta
amoteléopata  £0giav  OTL KOTO TN OLGpKELN
oKPOAOTNG LOVGIKNG n OVTOTPOVLLOTIKY|
CLUTEPLPOPA UELDONKE, EVAD KOTA TN SIOPKELN TOV
LOVGIKMV dPAGTNPLOTHTOV, GTIG OTOIEG CLUUUETENYE
evepyd pall pe tov gpeuvnti, 1 CLUTEPLPOPE CVTN
oev eppavifotav. Eneidn opmg avtn n épevva givan
LEAETY] LMOG LOVO TTEPIMTOONG TO OMOTEAECUATEL TNG
O UITOPOVV VOl YEVIKELTOVV.

H épevva tov Wigram (1992) emkevipmbnke
OTNV 0KPONGY LOVGIKNG GUVOLOCUEVIG UE MYOVG
YOUNANG GUYXVOTNTOS YO TNV OVTIUETOTICY TOV
OVTOTPOVHOTIGHOD TPIDV OTOUOV UE HOONCLOKEG
dvokorieg (26, 27 ko 31 etwv). Ta amoteléouata
Yl TOVG VO OO TOVG TPELS GLUUETEYOVTEG NTOV

Oetikd, «koBDC 1M OLTOTPOVUOTIKY)  TOLG
ocoumepipopd  pewwbnke. Ta  tov  1pito
CUUUETEYOVTOL  TO  OMOTEAEGHOTO  OEV  MTOV

EexdBopa. Onwg xor pe v épevva tov Ford
(1999), éto1 xor o€ QUTAV TNV £PELVO  TO
OmoTEAECUOTA OE UTOPOVV VO YEVIKELTOUV AOY®
TOV HIKPOL OelyUaTOG.

Téhog, oV épevva tov Lundqvist, Andersson
kot Viding (2009) ypnotiponomOnke nyoypaenuévn
LOVGIKY, 1 Omoio TopaydToy omd To MNYElD oG

kapékiag. H povoiwkn ypnowomombnke vy vo
HELDGEL TNV OLTOTPUVUOTIKY GLUTEPLPOPE €1KOGL
aTOUMV UE OUTICUO Kot GAAEG avamnpies, NAKioag
22-57 gtddv. Ot GUUUETEXOVTEG YWPIoTNKAV GE OO
1oap1Buec opddeg kal Elafav pEPog ce cuvedpieg
(dbpkelag eikool Aemtdv 1 kéOe o) eni mévte
epdopdodes. Ta amoteAéopATO OVTAG TNG £PELVAG
ntav  Betikd  oyeTikd ue TN pelmon g
OVTOTPOVHOTIKNG GUUTEPIPOPAS TV
ooppeteydvtov. Oumg, M CLYKEKPIUEVT] €peuva
YPNOLLOTOINGE  MYOYPAPNUEVT] LOVGIKN KOlL TO
ePPAALOV NTOV SUOPPOUEVO HE TPOTO TOL VO
ebuommpetel  TIC  avlyKeg 1TNG.  XUVENMG, OV
puropovpe va E€povpe av 1 povoikn Ba givar To 1010
OTOTEAECUATIKY] OTO TAQIGLO HL0G LOVGIKNG TAENS
N UG  UOVCIKODEPUTEVTIKNG ovvedpiog GTO
KaOnpepvd mePIPAAAOV TOV ATOU®V UE OVTIGUO
7ov avtotpavuatiovtal. Exiong, av kot to péyebog
Tov  Oelypotdog  avtig Mg épevvag  gival
IKOVOTTOMTIKO, OV VIAPYOLV GAAES TOPOUOLES
£€peuVeC TOL VoL EMAANBEDOLY TO ATOTEAEGLLATA TNG.

Aoappavovtog VIOYV To TOPOTAVED
mePLoplopéva dedopéva, kabdg Kot To Yeyovog Ot o
TOMENS TNG LOVOIKNG OTNV €01KY aymyn Ogv givon
TOAD avemTuypévog otnv EAAGOa, deéniyaya v
nmapovco épevva. H épevva avt Pooileton oe
anoyelg povoikobepanevtdv, Paost g eumepiog
TOVG L€ ATOUO LE OVTIGHO TOV OV TOTPaLTICOVTOL.

H miotikn épevva

H épesuva mov de&qybn elvar molotikn o6t
OTOYEVEL GTO VO EPUNVELGEL GULUTEPLPOPES KoL
TeEMOONGES TOL €KONAGVOVTAL GTNY Kobnuepvn
Con tov coppeteydvtov (Denzin & Lincoln, 2003).
Onwg vrootpilet o Mavtlovkag (2007: 237):

«...] n molotikn €pevva yapokTnpileTor omd TV
emdinén tov gpeuvnth va e£gPEVVGEL KOl VO
Katavonoel  oe  BAB0G  TIC  VITOKEWEVIKEG
AVTIMVELS, meMoONoELg Kot gumelpieg
GUYKEKPILEVOV TPOCHTMV AVOPOPIKA [LE KATO0
eowopevo, dote vo dnpovpyndet po fabotepn,
apTIOTEPT KOl TEPLOOOTEPO  EMEEEPYOUOUEVT
YVOGN Y10l TO VIO £PEVVO PALVOLLEVOY.

H dieaywyn molotikng épevvog Bewpnnke g mo
KATOAANAY Yo TV mapovoa  épevva, KaBdg
armookomel omnv  €1g Pdabog efepedvnon  TOV
UTOYEMY TOV HOVGIKOOEPUTEVTMOV CYETIKA LE TNV
OVTOTPOVUATIKY GUUTEPLPOPE OTOU®Y LE OVTIGUO.

To Pacwd epdTHo aVTAG TG EpEvVaG £6TLALEL
GTO KOTG OGO 1M YPNOTM TNS LOVGIKNG UTOPEL va
LELDOEL ce cuyvotta mv EUOAVION
OUTOTPOVUOTIKIG GUUTEPUPOPAS TOV OTOU®V LE
aUTICPO. ATO 0VTO TO EPATNUN TPOKVTTOVV TPia
Boaocikd vroepoTHOTOL:
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o Tiemidpaom Oewpovv o1 povoikobepamenTég OTL
€YEL M HOVGIKT] GTI CLUTEPLPOPA TOV ATOUWDV LE
OUTIGUO TO OO0 EMLOEIKVOOVV CTOTPOVUATIKT
GUUTEPLPOPA;

o YTApyel GUYKEKPIUEVT] LOVGIKY] TEYVIKY], TOL
Bewpovv ot povcwkoBepamevtég OTL  eglvan
OTOTELECUOTIKY]  OTNV  OVTIUETOMION  TNG
OVTOTPOVLOTIKNG CUUTEPLPOPAG;

®  YTdpyel KATOI0 GUYKEKPLUEVO LLOVGIKO OpYavo,
mov Bewpovv o1 povotkoBepamevtés OTL givan

OTTOTELECLLOTIKO o peioon ™mg
OVTOTPOVHOTIKNG CLUTEPLPOPEG;
YUppETEOVTES
2mv épevva GUUUETE OV evvéa
LOVGIKODEPUTEVTES. O LOVGKODEPATEVTES

Bewpfnray ®g ot To KOTAAANAOL GUUHETEXOVTES
EMELON YPNOUOTOOVV TN LOVGIKT GTOYEVUEV, Y0l
VO, TPOTOMOUW{COVV  GULUTEPLPOPEG Ol OMOlEg
dnuovpyody mPOPANUATO GTO ATOHO 7OV  TIG
EMOEKVOEL (og avtifeon pe TOLG
LOVGIKOTAIO0Y®YOVUG Ol 0TIl YPNGULOTOI0NV TN
HOVGIKY, KOTO KOPo AdYo, Yo Tnv avamtuén
LOVGIKDV YVADCEDV).

[oa v ebpeon ovppeteydviov otdAdnkav
unvopate. NAEKTPoviKod Toyvdoueiov (emails) og
LOVG1KODEPATELTIKODE GUAAOYOVG KO KEVTPO, TOV
Hvoupévov Bootlelov xor g EAMGSag. Méow
avtig g Owdkaciog eEac@aAicTnkav  Oéka
CUUUETEXOVTEG, EQTA 0 TNV AyyAia Kot TPEIS amod
mv  EMGSa. O mepopiopévog  aplBpog tov
ocoupeteydvtov @aivetor vo oxetifetor  pe TO
yeyovog OTL ot povcikobepamevutég mov  Oa
EMAEYOVTOY YL TNV £PELVO £NPENE VO €XOLV
EPYOCLOKT EUTEIPLO LE ATOUO LE OVTIGUO TO OTTOl0L
EMOEIKVOOVY GVTOTPOVUOTIKY] CUUTEPLPOPE. AT
OAoVC TOVG GUUUETEYOVTEG évag
povckodepamevtng YPNOYLOTO0VGE oTIg
ovvedpileg CUYKEKPIUEVE TN  LOVGIKOTOLONY YK -
Oepamevtikn uébodo g pvBuikng Dalcroze. Avo
OO TOVG OLUUETEXOVIEG NTAV OVIPEG KOl Ol
vrorowneg yovaikes. Katd  dbpkela g Epevvag
N U0 GLUUETEXOVGO, ATOGVPONKE, OTOTE TO TEAIKO
delypo amotedeiton amo gvvéa ATOLO.

H epyoaciokn eumepio TV GUUPETEYOVIOV GTO
YOPO NG povoikobepameiog KopaiveTor amd 000
€0¢ MOV amd TPLAVTO XPOVIO KOl 1 OLAPKELL TMV
ouvevtedEewv amd 24:02 Aemtd émg 01:05:10 (BA.
[Tivaxa 1). T v e€acediion g avovouiog Tov
GUUUETEXOVTOV YPNOLOTOI0VVTOL Wevdmvoua. Ot
oLvevteLEel Tpoypatomombnkay e pépn Omov
dgv vIPYAV O1OKOTEG amd EEMTEPIKOVS TAPAYOVTES
Kol TV olkelo, otovg ocvuuetéyoviee (cvvnbwg
Y®POL povotkobepomeiog).

AB. 21 27:39
C.D. 2,5 30:03
EF. 12 49:21
G.H. 4 44:51
L. 7 33:22
K.L. 26 45:58
M.N. 30+ 25:56
0.P. 3 24:10
QR. 6 01:05:10

IMivaxag 1: Xpovia epyactokng gumepiog Kot dapKeL
oLVEVTELENG TOV KGOE GUUETE OVTOL

M£0060g ovALoYNG KO AVAAVGTG OEOOUEVMV

o 1t digpedvnon TV TOPATAVED EPELVITIKOV
EPOTNUATOV, ©OG €PYOLEID GLAAOYNG Oedouévav
YPTOLLOTOONKE [io NUL-O0UNUEVT] GLVEVTEVED.

Apyicd ot MUI-OOUNUEVEG OCULVEVTIELEEIS TMV
LOVGIKOBEPUTEVTAOV EMPOKELTO VAL GLVOLOCTOVV LIE
TNV TOPATHPNOT UOVCIKOOEPATEVTIKDY GUVEIPLDYV
pe Todll  HE  OVTIOUO  KOL  ODTOTPOVUATIKN
ooumeptpopd. Opwmg, Ady® TG cuvBeTdTNTAG TOV
0éuatog  (Bépota  MOwMg  deovroloyiog Ko
Oepamentikod omoppnToL), O dOONKE M GYETIKN
oLYKaTAOEST] Ao TOVG YOVElS TOV TOOOV Kol Ao
toug povoikoBepamevtés. 'Etor - nui-dounuévn
OLVEVTELEN EMAEYTNKE MG 1 TAEOV KOTOAANAT Kot
puovn TEVIKN €PEVVOG Y10 TOLG GKOTOVS OLTNG TNG
épevvac.

H ovvévievén omotelobviav omd dekomévte
Pacwkég epomoelc. T va  efoceolotel M
EYKVPOTNTO TOV EPOTNCEMY TPAYLATOTOWONKE Lol
TOTIK ovvévievén Oldpkelag 52:59 Aemtdv.
Méow TG mAOTIKNIG GVVEVTEVENG dlomioTmONKay
OPIGUEVEG AOVVOLIEG TOV EPOTAGEWMY, Ol OTTOIEG Kol
TpomomoOnKay. X1 GLVEXEW OAES Ol EPMTNOCELS
UETAPPAGTNKAY OO TO OYYAIKA OTO EAANVIKA (Yo
toug ‘EAnveg  ovpuetéyovteg) kol Eywvav
TPOTOTOGELS GTN OTUWGT OTOL AVTO KpifnKe
omopoitnTo.

Metd to 1€h0g TV cuvEVTEDEE®Y, EYIve TANPNG
ATOUAYVNTOP®OVNON TOLG KOTA AEEN. To vAKS g
KéOe  ouvvévievéne  avoldbnke  péoco  amod
K®dKomoinom KoL Ogpatikn avaAven.
YuyKekpléva, yPNOILOTOMONKE 1 K®OKOTOINoM
mov mpoteivet o O' Donoghue (2007). To xaBe
KEIWEVO YWPIoTNKE GE KATIYOpieC aviroyd HE TO
0éua T@V epOTCEOV Kol VOTEPU OO AETTOUEPT|
e&étaon amopovodnkav Pacicés 10éeg. O1 Pacikég
10éeg OAV TV  ouvevievtemv  gpguvionkay
TEPALTEP® Y10, TNV OvEDPEST] THAVAOV OUOOTHTOV
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kot €tol dmulovpynOnkov eviaieg Ogpatikég
Katnyopiec, ov omoieg oyetilovrav He TO apPyIKE
EPEVVNTIKA EPMOTNULATOL.

HOwé tnmipota

[Ipokewévouv va amopevyBobv C{ntipato MOKNg
deovtohoyiag mov Umopel Vo TPOEKLATAV AO TNV
€PELVO, OLOL Ol GULUUETEYOVIEG VLAEYPAWYOV IO
GUVOIVETIKT] QOPUL, TOV AVEAVE UE AETTOUEPELES TO
OKOTO NG épevvag Kol TO  oTowEl  Tng
EPELVNTPLOG, VD KaB1GTOVCE CUPEG TO Oukaimpd
TOUG v omocvpBolV  OTOLONTOTE  OTIYU TO
embopovcav  amd v épevva.  Emmhéov,
eCaocpdiile Vv mpoécPaon kor emefepyacio TV
OESOUEV@V LOVO a0 TNV EPEVVITPLN KOOMDC Kot TNV
KOTAGTPOPN TOV 0e60UEV®V UETE TNV OAOKANPOOT)
mg €épevvag. Téhog, yw v e&acpdiion g
OVOVOUIOG TOVG OTNV  KOTAYPOQeY, NG £PELVOC
YPNOOTOONKAY YELSOVLLLO.

Amnoteléopata

Amd ™V aviioon TV OedoUEVOV TIPOEKLYE Eval
€0poc amoteAEsUAT®OV TO. Omoio. Tapovoldlovran
TOPOKATO GE OVTICTOLYIO LE TO OPYIKE EPEVVITIKG
EPOTNHOTAL.

Apyikd, Kol OYETIKA WHE TIC TO YEVIKEG
EPMTNCEIS TOL OPOPOLV TO TPATA CNUASL TOV
OLTOTPOVUOTICHOD, TECCEPLS OMO  TOLG EVVEQ
povcikoepamevtég, oTNPLOUEVOL OTNV TPOCOTIKY
TOVG eumelpio, VTOoTNPIEAY OTL TPV TV EUEAVIOT
OVTOTPOVHOTIGHOD VITAPYOLY KATOL GNUASLY TOV
amotelobV evoei&elg 0Tl 10 dtopo Bo apyicet va
avtotpovpotiletal (Y. £vTovo KoLuvnuo GOUATOG,
évtovn Ko emipovn Kivnom yepidv kal SoyTtOAmV,
Kpowyéc KAM.). Ot vwdAowmol HovcikoepamevTég
vroompiEav OTL 1 eppdavion evdeilewv e&aptaTon
ond to KkdéBe dTopo. Xg KOMOEG TEPUTTMOOELG
VIAPYOVV  TPOEIOOTOMTIKA  ONUAdIo. 7PV TNV
&vapén TOL QUTOTPOVUOTIGUOD, EVED GALEG POPEG M
GUYKEKPIUEVT] cuumepLpopd eppaviCetor Plora won
amotopo.  Movo  évog  povoikofepamevtig
vroompiée OTL dev LIApYEL Kapio Evoelén OTL 1o
dropo Bo aVTOTPAVUATICTEL.

Yrapyer ocvykexpiuévy poveixy teyviky mov va
EIVOL ATOTEAEGUATIKI] GTHY OVTIUETOTICH TIG
OVTOTPOVUATIKIG COUTEPIPOPAS;

Ot 1é66ep1g amd Tovg eVvEN LOVGIKOBEPUTEVTEG (01
omoiot vrooTNpEav OTL VIAPYOLV ONUASLO TPV
a6 v évapén  TOL  CVTOTPOVUATICUOV)
TPooTadovv vo amotpEyouy TV eEEMEN aLTOV TV
oNUOdOY  GE  OWTOTPOVUOTIKY]  GLUTEPLPOPA,
YPNOUWOTOIOVTOC HOVO TN povoikr. Ot vroloimol
LOVGIKODEPATEVLTES, AVAAOYO, LE TNV TEPITTMON,

umopei v, avtamokplfodv e avTd T, GNUAdI0 Kot
He GAAOLG, Un UOVLOIKOLG TPOTOVS, OmMMC Yo
TOPASELYUO PE TO VO GTOUATOVV T HOVGIKY, Vo
OmOUOKPOVOLY To TLUYOV — HOLGIKE Opyovo TOv
umopel va €xel 10 GTOUO KOl VO TO GQNVOLV VO
NPEUNOEL.

Ot ovppeTE OVTEG aVEQEPOY  OTL  VIAPYOLV
SLAQOPEC TEYVIKEG YPNONG NG HOVLGIKNAG Yo TNV
OVTIHETOMICY]  TOV  OLTOTPOVUATIGHOD 7OV
epupaviCovv drtopa pe avticpd. Karoteg and avtég
TIG  TEYVIKEG TOL  avopEépOnKav  amd  TOvg
TEPLGGOTEPOVS GLUUETEYOVTEG Elvan TO ‘Taiplacua’
MG HOVGIKNG HE To pubBud Tov Pnpaticuov Tov
OTOUOV 1 LE TIG KPOVYES TOV, TO ‘KaBpETioua’ TG
€VTaoNg Tov HEC® TNG HOLGIKNG M M YPNOoN TV
HOVGIK®OV OpYUvVOV TPOKEEVOD Vo, peTapeplel n
kivniony  mov  kdvet 10 dTOpO Yo va
OVTOTPAVHOTIOTEL 0T TO COUO TOL GTO HOVOIKO
opyavo. Ievikdtepa Opwe, O vrootnpie Kot
P amd TOVG GCULUUETEXOVTES, vLwobeteitanl pio
OVTOGYESIOOTIKN oTdon, 6mov ot
HOVGCIKOOEPUTEVTEG AVTATOKPIVOVTOL OTIS OVOYKEC
TOV atOpHOL ekelvn TN dedopéV oTIyun:

«E&aptdtor and TN cuvoicOpaTIK) KoTtdoToom
TOV QTOLOL TN dedopéV GTIYUY, HE TTOolo amd To
HOVGIKG  Opyova OAANAETIOPG, 7O  OVOYKN
YPELLETAL VO KOADWED).

AVO amd TOVG CLUUETEXOVTES VITOGTNPIEAY OTL, OV
Kot 0V VTAPYEL ‘GLVTOYRN Y10, TN HOVGIKY TEXVIKN
mov B ypnowomomoovy, KOTA TNV Evapén NG
ocvvedplag ovvnbilovv vo ypnolomolovy  Eva
TPOYOUdl KAAWGOPICUATOSG, EVD EMALYOVV Kot €vol
TPOYOUdL OTOYALPETIGUOD Yl Vo onudvouy ™ Anén
mg. Avtd, omwg vmootipiEav, Onuovpysi o
VROTLRLOON dopr| ot cuvedpia Ki €tol divel 610
dtopo pe auTISHO TV oicOnon &vog aceoarodg
mloiciov péco oto omoio pmopel va avomtHéel
glebBepa TV TPOSOTIKOTNTA TOL.

Ouwg, 6A0t o1 povcikobepanevtéc vTooTnPIEay
OTL OgV VIAPYEL CUYKEKPIUEVT] LOVGIKT TEXVIKT TTOV
vo glvor Mo OmOTEAECUATIKY amd GAAEC TEXVIKEG
OTNV OVTIUETMOMICT TOL OVTOTPUVUATIGUOD GTO
dtoua pe ovticpd. H  emioyn tov  TpdmOL
OVTULETMMIONG TNG GUYKEKPLUEVIG GUUTEPUPOPAS
e€aptdtor amd Vv mepintwon tov kdbe atdov,
kaOdg kot amd T oyéon mov Exel ovomtuyOel
peta&d  tov  povolkobepomevtn) Kol TOL
Bepanevopevov. Omwg avépepe €vag amd TOLG
GUUUETEYOVTEG:

«Agv VTAPYEL KATOW GUYKEKPILEVT] «GLVTIOYT,
av evvoeic KAt tétoto. Aev vmdpyel cvvtayn.
[pénet oV (0 povokoBepamevtng) va €xelg éva
TOAD KOAO 10TOPIKO TOV TEAATN Kot Pacikd va
Eépetg L ovpPaivel ot petad cag oxéony.
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Yrapyer wamoio coykekpiuévo HOVGIKO Opyavo
OV VO EIVAL OTOTEAEGUATIKG OTH MHEIWON THS
AVTOTPAVUATIKIS COUTEPIPOPISS

ZYAETIKA L TNV EPATNON Y10 TO OV VTLAPYEL KATO10
LOVGIKO OPYOVO 7OV VO VAL O OTOTEAEGUOTIKO
oo ta GAAa emkpatel 1 o Gmoym pe avTiv TOL
OEMEL KOl TIC HOLOIKEG TeYVIKEG. OKT® amd TOvg
OCUUUETEYOVTEG VTOGTAPIEQY TG O0eV  LIAPYEL
GLYKEKPIUEVO HOVGIKO OpYyavo TTov va Bempodv mio
OTTOTELECLLATIKO otV OVTULETMMION OV
OVTOTPOVUOTIGHOD KoL 1] ETMAOYN TOV OPYAVOV TOL
ypnowomolovy  g€aptdton amd  SAPOPOLS
Tapayovteg (Y. KvnTikés SeE10TNTEG TOL ATOLOV,
TpoTipnomn Tov 1010V Tov atdépov kAm). H o and
TOVG GUUUETEXOVTEG TPOTEWVE OTL TO  LOVGIKE
opyava mpémel va emAéyovtarl Pdosl TG nAKiog
oV atdpov. Onwg n idwo emeényet:

«0G0 7o VO gival T0 GTopo NAKLOKG OAAG Kot
VONTIKA TO00 EMAEY® VO EEKIVIIO® OO YOUNAO
eninedo. Evvod younAd emimedo otnv aibovca
g ovvedpiog, mov eivor o mhtopa: dev Oa
BdAm, onAad, avtd T0 dropo va kdtoet pali
pov oto mdvo. Kot Ba Eekiviowm pe povowkd
Opyava IOV GLVOLOVTAL LLE T OPYIKA OTAdI TG
AVATTUENG TOL ATOLOLY.

H emloynq onAadn tov povoikod opydavov mov Oa
ypnoomronfet ot cvvedpia yivetol EUTEPIKA KoL
Bacileton 010 EKOOTOTE dropo OV
avtotpavpotiCetar. Onmg vroypoapupilel évog amd
TOVG GUUUETEYOVTEG:

«®a  feya OTL  elvar o pdmog  mOVL
xpnowonoleitar (ot OLVESPID) TO LOVGIKO
OpPYOVO KOl TO KAVEL IO OTOTEAEGLOTIKO amd Tol
GAlo, TOPA TO @O0 HOVLOIKO  OpYOvVo
ypnowonoteital. Kot mpopavadg ovtd eEaptatol
amd TN CLYKEKPLUEVY] TPOTIUNOT] TOV TEAITN GE
Supopa povoikd 6pyava. Onwg emiong Kot omd
TIG LOVGIKES TOV TPOTLUNGELSY.

Movo évag povoikofepomevtig vrootpiée 0Tl
glvolr  wpoTdTEPO VO XPNCHOTOOVVTOL  OTIC
ouvedpileg 10 MAVO 1 TAL KPOLGTA Yot QVTO TO
opyava  Ponbodv ot0 va  SlOyETEVETOL M
OVTOTPOVHOTIKY]  GUUTEPLPOPE 0  €EMTEPIKODG
TAPAYOVTES Kol O)L GTO GO0 TOVC.

T1 emiopaon Exel § HOVGIKI] GTI COUTEPLPOP. TOV
aATOUMV TOV E£YOVY QUTICUO Kol ETLOESIKVOODY
AVTOTPAVUATIKY COUTEPLPOPd;

Ot ovupetéyovieg g €pevvag LTooTHPLEAY OTL 1|

LOVGIKA &xet OeTiKn emidpaon otV
OVTOTPOVHOTIKY] GLUTEPLPOPE KOTA TN OLAPKELL
™G  HovolKoBepamevTiklg  cuvedpiag. Xty

TEPIMTAOGT TOL TO GTOUO LE CLTOTPAVUOTIGUO EXEL
NON EUEAVIGEL CVTOTPOVLOTIKY] GUUTEPLPOPA TPLY
gloéAdel ot ovvedpio, O TPOTOG CVTLUETOTIONG
Swpépel and mepintwon oe mepintmon. Tpeg amd
TOUG €vvén OULUUETEYOVTEC vmooThplEay  OTL
TPOTIHOTEPO £IVOL VAL LT YPTGLLOTOLOVVTOL LOVGIKAL
opyova, dALL VO XPNCLLOTOLEITOL LOVO 1) GMVY|. ZE
GUYKEKPIUEVO TOPASEIYHO UL OO OLTOVG TOLG
TPELS GLUUETEYOVTEC OVEPEPE:

«Xe oty TV TEPImTOOoN dev LRAPYOLV
povoikd  opyova  puéca oty aifovoa
(ONradn ta amopaKpHVEL) Kot YPNCLOTOLD
Kopiog ™ eovi pov. Kot e&aptdror to av
Oo etvol KOTompobvTiKng, NPEUN KOl OTOAN,
cav  vovovpilopa, YOAOPOTIKY Ko
VIVOTIOTIKY, £T61 MGTE TO TOdl VO VIDGEL
Qo PEUN TopovGia, [ oyKaAd Kol Kotd
avTOV TOV TPOTO VAL YUAUPDGEL 1| OKOLO, KoL
va kKAayel, 1 edv ( eovn) Ba givor évtovn
Yo vo ovTiKoTomtpicel 10 Tl cupPaivet
gkelvn ™ 6gdouévn oTiyun €161 MGTE VA
NPEUNCEL (o dtopo OV
QVTOTPALUATICETOL)Y.

Alot tpelc povotkobepanentéc vmootHpiéoy OTL
oV 1 KATOoTOON TOV OaTOHOL HE OUTIOCUO glvan
EMKIVOLVN Y10, TNV QOPAAELL TOV EIVOL TPOTIHOTEPO
Vol SLOKOTTTETOL 1) GLVEDPLO UEYPL AVTO VO NPEUTNOEL.
Ot vtoLoumrotl LVTOGTAPLEAY OTL 1] LOVGIKT TPEMEL VL
ocvveyiletor kaf’ 6An T dudpkela g Kpiong, €161
mote 1 évtaon tov vo ektovebei. H mowilopoppia
OUTAV TOV OMOTEAECUATOV Of oyetiletol pE Ta
xpévio  eumeplog  TOV  GUUUETEYOVIOV — OAAG
ekppaler v Tndopo TV omdyEOV Yo TO TL
Oewpel 0 KAOE GLUUETEYOVTOG G OTOTEAEGHOTIKN
TEYVIKT).

2OHQOVE PE TIG OTOYELS TOV GUUUETEXOVIMV, 1|
povoikn Ponbd to  dtopo pE  OLTICUO  TOL
avtotpovpatifovial Vo XOAOPDOGOLV,  EVED
GUVOPAUEL €MIONG OTNV CAAOYY] TOV OPVITIKOV
ocuvaucnudtov tovg. EmmAéov, evBopphvel avtd
T GTOUO VO AVTIANEOHOVV KOl VO avaryvepicovy Tig
TPAEELG TOVG KOL OTPEPEL TNV  OVTOTPOVLOTIKTY
GUUTEPLPOPA TTPOC EEMTEPIKOVG TAPAYOVTESG, OTMS
glvon To pLovoikd dpyava.

Téhog, n povoikn anoteret ) Pdon move otnv
omoia ytileton M oyéomn 1oL povowoBepameELT HE
70 dTopo OV avToTpavpOTICETOL, 1 ool elval Ko
vevBovn v va Pondnoet to drtopo vo Vidoet
OCQAAELN KOL VO EKPPAGEL TOV 0LTO TOV EAEVBEPQ,
yeyovoc mov  Ponbd  omv  odhayn NG
OVTOTPOVLOTIKNG CLUTEPUPOPALG.
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Mmopel 5 xpicn THS HOVGIKIG VO HEIDGCEL GE
CUYVOTNTA THY EUQPAVICYH  AVTOTPAVUATIKHGS
COUTEPIPOPUS TWV ATOUMY UE QVTICUO;

Olot o1 coppetéyoviec g épevvag vrooTnplEay
OTL M HOVLGIKN, GTO TAQIGIO NG OYEONG TOL
onpovpyeitol avapeso 6To GTOUO HE OLTICUO Kot
010 HOLGIKOOepamELTH, UTOPEl VO UEUDGEL TNV
OVTOTPOVHOTIKY cLumeplpopd. Olot voypauuicay
0Tl ot povowobepomeion M HOLGIKT dev  glvan
avegaptntn omdé TN OYEoM WOV  OMpovpyeiTaL
peta&ld Tov ATOUOL Kol TOV LOLGIKOOEpameELT Kot
OTL M GALOY TNG OWTOTPOVUATIKNG GUUTEPLPOPAS
opeidetan oty €Midpoomn Kol TV dVO TAPAYOVI®V
Kot Oyl OOKAEIOTIKA TOV €vOG 1| TOV GAAov. Omag
TOVIGE £VOC OO TOVG EpMTNOEVTEG:

«Etvar moAd onpovtikdg mopdyoviag To mTolog
APNOYOTOLEL TN HOVOIKY KL 0V ouTOG/0vTy| £ivan
wKavog/M va ‘eloédfel’ otov KOoHo Tov Tandov.
Me dAla Aoy m oyxéon povcikoBepamevt-
el mailel ToAD onuavTIKO pOAO GE aVTN TN
Swdkacion.

Agv glvar EekdBapo ®oTOGO KATG OGO OVTN 1
oAloyn NG ovumeplpopdsg emmpedletor omd M
HOVGIK] N TN oyxéomn uetald povoikobepomevth-
meAdTN. Amo TIG cuvevtehEelg TpokvmTEL OTL 1 1O
N wovoikn Ponba ot dmpovpyle pag dvvatig
oxéong, OAAG 1oyvel kal To avtiotpopo. o va
VIOOEL AGPAAELN TO GTOMO TOL OVTOTPAVLUOTIETOL
KoL Vo eKQpaoTel péoa and tn Hovoikn xpedletol
va €xel KoAn oxéon e 1o povoikofepamentn). Avti
N KOA  oyéon  HovolKoBepamEVTN-TEAITN
onuovpyel éva otobepd kol Sopnpévo TAIG1O,
LEGO GTO OTO{0 TO ATOUO UTOPEl Vo YUAAPDCEL Kot
va ekppaotel. Avtd givar moAd Pacukod, Wiaitepa
6tav 10 dtopo Tov avtotpovpotileTal PpiokeTon o
katdotoon kpiong. Omwg dMiwoe o amd Tovg
povcwkobepamevtég ™G €pevvag, Pacilopevn oe
éva, TPayILaTIKO TEPIOTATIKO:

«Efye épbet (0 mehdng pe avtiopd) péca oty
aiBovca oAy Topaypévog. Av Eekwvobdoo va
aAralo ) otdon wov giya uéypt Tdpa poli Tov,
va GAlofo dnAadn To mAoiclo mov eiyope
SNUIOVPYNOEL, ENEWN NTOV TOPAYUEVOG, Oa NTav
GOV VO UMV UTOPOVGO VO avtéEm TV Tapoyn
tov. To mpdTO TTPAypo OV €Kavo AOwOV MTOV
vo amo@Oy® OTOWONTOTE CAAAY] TOL TAUIGIOV
avToD £T61 MOTE TO ATOHO Vo €0€A0EL og €va
owkelo  mepifddiov  acediewng  mov  Ba
Agrtovpyodoe G vmevhdHUNoN TOoL AdYOL TG
ovvedpiog:  “eipaocte €0 Y vo KOVOLUE
LOVGIKN"».

O)ot o1 cuppetéyovteg NTav Betikol 6N ypno” g
LOUGIKNG ®©OC HEGOL YO TNV OVTIUETAOTION TNG
OVTOTPOVUOTIKAG GUUTEPPOPAS O©E  ATOHO  E

avticpd. Olot dumg voypaupicay 4Tl N YPHoN TS
HOVGIKNG €IVOL OTOTEAEGUOTIKY UEGO GTO TAGICLOL
oG KoANG oyéong UETOEL  povoikofepomevth-
merdtn. Omwg avépepe Kol o amd  TOLG
GUUUETEYOVTEG:

«Ta dGropo pe ovtiopd £xovv o EUEVTN
povowodTa kot Ba \Tav  “vtpomn” yo T
LLOVGIKY| €0V 8 UTOPOVGE VA Xproioroindei yio
va Bpel Adogig Kor vo OMNUIOVPYNCEL VEES
S1e£080VG TNV TPOGTADELD AVTIUETDTION OVTHG
mg  (owtotpovpatikig) — cvumepipopds.  H
HOVGIKT TPOcQEPeEl Gmelpeg dvuvatotntes. Edv
glval avamoteAeopatikn, eav Bewpnoelg oti eivat
avamoteheopatiKy, 10te Ba mpémel vo opyicelg
va AVOPOTIECOL UAT®G €00 g
LOVGIKOOEPATEVL TG £I00L OVATOTEAEGLATIKOGY.

Xvlnmon

Ta  amoteAéopoto G mApoOoOS  €PELVOG
vroompilovv 0Tl 610 TAGiclO0 TNng oYXéoMC 7OV
dnpovpyeitol avAapesa 6To PLoVGKOBEPATELTY Kot
TO0 GTOMO HE OVTIGHO oL oavToTpovpatifeTal, M
povoikn Ponbd ot peiwon wor oAdoyn NG
QLTOTPOVLOTIKAG cvuTePLPopds. Ta amoteléouata
avtd Og umopobv vo cvykpiBodv dueca pe TIg
épevvec tov Lundqvist, Carlsson, Hilmersson kot
Juslin (2009), Ford (1999) ka1 Wigram (1992)
ywti 10 TAGICIO OVTAOV TOV EPELVAOV  Eivat
SpopeTikd and avtd TG Tapovcag épevvag. Ot
€PELVEG  OUTEC AQOPOLV otV axpdacN  TPo-
NYOYPAPNUEVIG LOVGIKNG, EVAD 1| TOPOVGH EPELVOL
aQOpPA TNV EVEPYNTIKN] CLUUETOYXN TOV OTOU®V UE
aUTICHO 6T HoLOIKoDEpUmEVTIKY]  GuVEdpia.
Emmléov, otic épesvvec tov Ford (1999) wau
Wigram (1992) ot ocvppetéyoviec ftav dropo He
avamtuoélokée  dtapayec kol pobnolokég
dVOKOAIEG Ko OYL OWTICUO. TUVETMC, 1| GOYKPIOoT
TOV ATOTEAEGUATOV EIVOL OVEPIKTT).

‘Eva. anotélecpo mov mpoékuye oty mTapovoa
épeuva  elvar  OTL dgv  LTAPYEL OCUYKEKPIUEVT
LOVGIKY TEXVIKN 1 GUYKEKPYEVO LOVGIKO OPYOVO
oV va givol TEPIGGOTEPO OMOTEAEGUOTIKO OTN
pelwon NG oLTOTPOVUATIKAG cvumeprpopds. H
EMIAOYN LOVGIKMYV OPYAVMV KOL TEYVIKMDV TPETEL VO
Baciletar 6TV TPOCSOTIKOTNTA, TIG TPOTLUNCELS KOt
T YOPOKTNPLOTIKA OV aTOHOV OV
avtotpovpotifetor. Ot povoikoBepanevtéc  Oa
TPENEL VAL YPNCUYLOTOLOVV TV EUTELPIO TOVS KOt Vo
doxpafovv Tow HOLCIKA Opyava pmopel va glvan
O OTOTEAEGLOTIKG OTO (TOUO HE OVTIOUO 7OV
avtotpovpotifovral. Exiong, katd v emioyn tov
LOVGIKOD 0pyavov givol onuovtikd vo Aappdvetot
VIOYV T YPOVOAOYIKN| Kol VONTIKA] MAlkio TOv
gkaotote merdtn. Onwg vroompiée évag omd Tovg
GUUUETEYOVTEG, OAO TO HOLGIKA Opyavo  Ogv
amguBdvovtor oe Ohec T mAkieg. Omodte éva

© Approaches / EEMAIIE 2012
ISSN: 1791-9622

40



Approaches: Movowofepancio & Ewdur) Movown Todaywywu | 4 (1) 2012 | http://approaches.primarymusic.gr

LOVGIKO OpYyOovo, OTTMG Yo TOPAdEyua 1 KiOdpa,
fowg vo. un umopei vo ypnowonombel oe pikpég

NAKieG.

Ta  dedopéva g  mopoboog  €pgvvag
vrootpilovv O6tt M povoikn elvan  {oTiKNg
onuociog yw to  GTopo  UE  OVLTICUO OV

avtotpovpotilovtal, kabdg TOLG TPOGEEPEL TN
duvatdTTe, Vo EKQPAGTOVV divovTog TopaAAN A
oTOVG avOpMOTOVE YOP® TOLG €vo UEGO Yo, V.
UTOpECOVY VO TOL TPOGEYYIoCOUV Kol Vo Td
BonOnocovv.

Mopd ta evBoppuviikd omoteAéopato NG
TapoVcaG EPELVAG, TO OMOTEAECUATO OLTE OEV
UIopohV VoL YEVIKELTOUV AOY® TOV HKPoy aptBpod
Tov ovppeteydviov. H ypnon wog odevtepnc,
COUTANPOUATIKNG UeBOOOL GLALOYNG Oedouévmv
(6maxg TopOTPNON Ko avéAivon
LOVGIKODEPUTEVTIKMDY oLVESPLOV omov
EKONADVETOL OVTOTPOVUATIKT) CLUTEPIPOPA) Oa
Umopohoe Vo TPOCPEPEL UEYOADTEPN a&lOTIOTIO
OTO OMOTEAEGUOTO OVTA. XUVETMG, 1 TMEPULTEP®
UEAETN Yo TNV Emdpacn TNG UOVOIKNG OV
OVTOTPOVHOTIKY] CUUTEPLPOPA ATOU®V UE OVTIGUO
Bewpeiton amapaitntm. Mehlovtikéc Epguveg Ue o
obvbeteg pebodoroyieg Oa  pmopovcav  va
CLUUTEPIAGPOVY TNV TOPATAPNON OTOUMV UE
aVTICUO oV qutotpavpaTifovtal, Kabmg kol ™
GUYKPLTIKN UEAETT TV ATOYEMV
LOVGIKODEPUTELTOV He la OmOYELg
LOVGIKOTOOAYOYADV OYETIKE pe TO pPOAO  TNG
LOUGIKNG OTOV  OUTOTPOVUOTIGUO  OTOU®V  LE
OVTIOUO.

Bipioypagio

Abdapomodrov, X. (2007) MovcwoBepameio Kot
Movowky omv Ewdikn Ayoyn: Avaykoaidtnreg
kol Ilpoomtikés. Xt0 M. Apyvpiov (Emy.)
Tpoxtika tov 2°° IMavelliviov Xvvedpiov g
EEMAIIE (A’ Toupog) (oc. 189-198). Abnva:
EEMALIIE.

Alvin, J., & Warwick, A. (1991). Music Therapy
and the Autistic Child (2" Edition). New York:
Oxford University Press.

Ballinger, B.R. (1985). Minor Self-injury. In G.
Murphy & B. Wilson (Eds.), Self-Injurious
Behaviour: A Collection of Published Papers on
Prevalence, Causes, and Treatment in People
who are Mentally Handicapped or Autistic (pp.
80- 83). Great Britain: BIMH Publications.

Bodner, E., & Gilboa, A. (2006). Emotional
communication in music therapy: Different
instruments for different emotions? Nordic
Journal of Music Therapy, 15(1), 3-16.

Borrero, J.C., Kelley, M.E., Lerman, D.C,
Vollmer, T.R., & Wright, C.S. (2002). Further
evaluation of the role of protective equipment in
the functional analysis of self-injurious
behaviour. Journal of Applied Behaviour
Analysis, 35(1), 69-72.

Brotons, M., Pickett-Cooper, P.K. (1996). The
effects of music therapy intervention on
agitation behaviours of Alzheimer's Disease
patients. Journal of Music Therapy, 33(1), 2-18.

Brown, S. (1994). Autism and music therapy — is
change possible and why music? Journal of
British Music Therapy, 8(1), 15-25.

Brownell, M.D. (2002). Musically adapted social
stories to modify behaviours in students with
autism: Four case studies. Journal of Music
Therapy, 34(2), 117-144.

Bryan, A. (1989). Autistic group case study.
Journal of British Music Therapy, 3(1), 16-21.

Buday, E.M. (1995). The effects of signed and
spoken words taught with music on sign and
speech imitation by children with autism.
Journal of Music Therapy, 32(3), 189-202.

Campbell, D. (2001). The Mozart Effect: Tapping
the Power of Music to Heal the Body,
Strengthen the Mind and Unlock the Creative
Spirit. New York: HarperCollins Publishers.

Connor, M. (1999). Children on the autistic
spectrum: Guidelines for mainstream practice.
Support for Learning, 14(2), 80-86.

Corbett, J.A., & Cambel, H.J. (1985). Causes Of
Severe Self-Injurious Behaviour. In G. Murphy
& B. Wilson (Eds.), Self-Injurious Behaviour: A
Collection of Published Papers on Prevalence,
Causes, and Treatment in People who are
Mentally Handicapped or Autistic (pp. 140-
145). Great Britain: BIMH Publications.

Cox, E. (2010). Reviewing the role of music in the
management of agitation in people with
Alzheimer’s disease: Can it be added to the
occupational therapy toolkit? Journal of Rural
and Tropical Public Health, 9, 82-94.

Devlin, S., Leader, G., Healy, O. (2009).
Comparison of behavioural intervention and
sensory-integration therapy in the treatment of

self- injurious behaviour. Research in Autism
Spectrum Disorders, 3,223-231.

Denzin, N.K., & Lincoln, Y.S. (2003).
Introduction: The Discipline and Practise of
Qualitative Research. In N.K. Denzin, & Y.S.
Lincoln (Eds.), Collecting and Interpreting
Qualitative Materials (2" Edition) (pp. 1-44).
London: Sage.

© Approaches / EEMAIIE 2012
ISSN: 1791-9622

41



Approaches: Movowofepancio & Ewdur) Movown Todaywywu | 4 (1) 2012 | http://approaches.primarymusic.gr

Durand, M., & Mapstone, E. (1998). Influence of

“mood-inducing” music on challenging
behaviour. American Journal on Mental
Retardation, 102(4), 367-378.

Edgerton, C.L. (1994). The effect of
improvisational —music therapy on the

communicative behaviors of autistic children.
Journal of Music Therapy, 31(1), 31-62.

EXAnvikog ZoAloyoc TTtoyovyov Emayyelpotiov

MovoikoBepanevtdv (EZIIEM) (2011).
AvoktiOnke amod to:
www.musictherapy.gr/pagel.htm
Evdokipov-Tlapayewpyiov, P. (1999).
Apauarobeporeio, MovoikoBepareio.: H

Enéupoon e Téypvne oty Woyobepomeio (B’
Exdoon). Abva: EAAnvika Ipappota.

Favazza, A.R. (2008). Self-Injurious Behaviour. In
M. Grunwald (Ed.) Human Haptic Perception:
Basics and  Application (pp. 313-320).
Switzerland: Birkhauser Verlag.

Fisher, W.W., O'Connor, J.T., Kurtz, P.F., Deleon
G.I, & Gotjen, D.L. (2000). The effects of
noncontingent delivery of high- and low-
preference stimulation attention-maintained
destructive behaviour. Journal of Applied
Behaviour Analysis, 33(1), 79-83.

Ford, E.S. (1999). The effects of music on the self-
injurious behaviour of an adult female with
severe developmental disabilities. Journal of
Music Therapy, 34(4), 293-313.

Harris, J., Cook M., & Upton, G. (1996). Pupils
with Severe Learning Disabilities who Present
Challenging Behaviour: A Whole School
Approach to Assessment and Intervention.
Worcestershire: BILD Publications.

Heaton, P. (2005). Interval and contour processing
in autism. Journal of Autism and Developmental
Disorders, 35(6), 787-793.

Hooper, J., & Lindsay, B. (1990). Music and the
mentally handicapped — The effect of music on
anxiety. Journal of British Music Therapy, 4(2),
19-26.

Jordan, R. (1999). Autistic Spectrum Disorders: An
Introductory  Handbook  for  Practitioners.
London: David Fulton.

Jordan, R., Jones, G. (1999). Meeting the Needs of
Children with Autistic Spectrum Disorders.
London: David Fulton.

Juslin, P.N., & Laukka, P., (2004). Expression,
perception, and induction of musical emotions:
A review and a questionnaire study of everyday

listening. Journal of New Music Research,
33(3),217-238.

Kahng, S.W., Abt, K.A., & Wilder, D.A. (2001).
Treatment of self-injury correlated with
mechanical restraints. Behavioral Interventions,
16, 105-110.

Kaplan, R.S., & Steele, L.A. (2005). An analysis of
music therapy program goals and outcomes for
clients with diagnoses on the autism spectrum.
Journal of Music Therapy, 42(1), 2-19.

Kaptacidoov, A., & ZZraikémovrog, K. (2006).
Movoikrp omv  Ewwn  Ayoyd. Zto Al
Kaptacidov & A. Xtdpov (Emp.), Movoikn
Hoaidaywyikn, Movowky Exraidoevon atnv Eidikn
Aywyn, MovoikoBspansio. Xoyypoves Tdoels kot
Ipoorntikés  (oo.  45-60).  @soocolovikn:
Exbd6ce1g Iavemotnpiov Maxedoviag.

Koptacioov, A. (2004). Movoikn oy  Eidin
Hodaywyikn:  Exmoidevtinés  Ospamevtinég
Ilpooeyyiceic e Movoikng atnv Evpdtepy g
2nuooia o Atoua ue Eidikés Avaykeg. Abnva
Torwbnto — Nodpyog Aapddvoc.

Kern, P., Wolery, M., & Aldridge, D. (2006). Use
of songs to promote independence in morning
greeting routines for young children with

autism. Journal of Autism and Developmental
Disorders, 37,1264-1271.

Kim, J., Wigram, T., & Gold, C. (2008). The
effects of improvisational music therapy on joint
attention behaviors in autistic children: A
randomized controlled study. Journal of Autism
and Developmental Disorders, 38, 1758-1766.

Knight, W.E.J., & Rickard, N.S. (2001). Relaxing
music prevents stress-induced increases in
subjective anxiety, systolic blood pressure, and
heart rate in healthy males and females. Journal
of Music Therapy, 38(4), 254-269.

Kvale, S. (2007). Doing Interviews. London: Sage.

Lindberg, J.S., Iwata, B.A., & Kahng, S.W. (1999).
On the relation between object manipulation and
stereotypic self-injurious behaviour. Journal of
Applied Behaviour Analysis, 32(1), 51-62.

Lundqvist, L.O., Andersson, G., & Viding, J.
(2009). Effects of vibroacoustic music on
challenging behaviors in individuals with autism
and developmental disabilities. Research in
Autism Spectrum Disorders, 3, 390-400.

Lundqvist, L.O., Carlsson, F., Hilmersson, P.,
Juslin, P.N. (2009). Emotional responses to
music: Experience, expression, and physiology.
Psychology of Music, 37(1), 61-90.

© Approaches / EEMAIIE 2012
ISSN: 1791-9622

42



Approaches: Movowofepancio & Ewdur) Movown Todaywywu | 4 (1) 2012 | http://approaches.primarymusic.gr

Ma, D., Salyakina, D., Jaworski, J.M., Konidari, I.,
Whitehead, P.L., Andersen, A.N., Hoffman,
J.D., Slifer, S.H., Hedges, D.J., Cukier, H.N.,
Griswold, A.J., McCauley, J.L., Beecham,
G.W., Wright, H.H., Abramson, R.K., Martin,
E.R., Hussman, J.P., Gilbert, J.R., Cuccaro,
M.L., Haines, J.L., Pericak-Vance, M.A.,
(2009). A genome-wide association study of
autism reveals a common novel risk locus at
Spl4.1. Annals of Human Genetics, 73, 263-
273.

Maovtlovkoag, Z. (2007). Ilowotikn €pesvva ce 6
ebkoda Prpato: H emotmuoroyio, ot péBodot
Kot 1 Tapovciacn. Noonlevtixy, 46(1), 236-246.

Menard, E., Mottron, L., & Peretz, 1. (2000). Local
and global processing of music in high-
functioning persons with autism: Beyond central
coherence? The Journal of Child Psychology
and Psychiatry, 41(8), 1057-1065.

Murphy, G.H., Oliver, C., Corbett, J., Crayton, L.,
Hales, J., Head, D., & Hall, S., (1993).
Epidemiology of Self-injury, Characteristics of
People with Severe Self-injury and Initial
Treatment Outcome. In C. Kiernan (Ed.),
Research to Practice? Implications of Research
on the Challenging Behaviour of People with
Learning Disability (pp. 1-35). England: BILD
Publications.

Murphy, G., & Wilson, B. (Eds.) (1985). Self-
Injurious Behaviour: A Collection of Published
Papers on Prevalence, Causes, and Treatment
in People Who Are Mentally Handicapped or
Autistic. Great Britain: BIMH Publications.

Nordoff, P., & Robbins, C. (1965). Music Therapy
for Handicapped Children: Investigations and
Experiences. New York: Rudolf Steiner
Publications Inc.

O’Donoghue, T. (2007). Planning your Qualitative
Research: An Introduction to Interpretivist
Research in Education. London: Routledge.

Oliver, C. (1993). Self-Injurious Behaviour: From
Response to Strategy. In C. Kiernan (Ed.).
Research to Practice? Implications of Research
on the Challenging Behaviour of People with
Learning Disability (pp. 135-188). England:
BILD Publications.

Pujol, K.K. (1994). The effect of vibrotactile
stimulation, instrumentation and precomposed
melodies on psychological and behavioural
responses to profoundly retarder children and
adults. Journal of Music Therapy, 31(3), 186-
205.

Robson, C. (2002). Real World Research (2"
Edition). Oxford: Blackwell Publishing.

Roederer, J.G. (1982). Physical and
Neuropsychological Foundations of Music: The
Basic Questions. In M. Clynes (Ed.). Music,
Mind, and Brain: The Neuropsychology of
Music (pp. 37-46). New York: Plenum.

Sandman, C.A. (1990). The opiate hypothesis in
autism and self-injury. Journal of Child and
Adolescent Psychopharmacology, 1(3), 237-248.

Sharp, L., & McGee, A. (2007). The role of rhythm
in the development, maintenance and
management of stereotypic behaviours: A

review of non-musical literature. British Journal
of music Therapy, 21(1), 23-27.

Simmons, J. Q., & Frankel, F. (1985). An
Extinction Procedure for Eliminating Self
Destructive Behaviour in a 9-Year Old Autistic
Girl. In G. Murphy & B. Wilson (Eds.) Self-
Injurious Behaviour: A Collection of Published
Papers on Prevalence, Causes, and Treatment
in People who are Mentally Handicapped or
Autistic (pp. 367-373). Great Britain: BIMH
Publications.

Tillman-Boyce, J. (2000). Constructing Musical
Healing: The Wounds that Sing. London: Jessica
Kingsley.

Vink, A. (2001). Music and emotion living apart
together: A relationship between music
psychology and music therapy. Nordic Journal
of Music Therapy, 10(2), 144-158.

Walsh, B.W. (2006). Treating Self-Injury: A
Practical Guide. New York: The Guilford Press.

Wigram, T. (1992). Observational Techniques in
the Analysis of Both Active and Receptive
Music Therapy with Disturbed and Self
Injurious Clients. In M. Heal & T. Wigram
(Eds.) Music Therapy in Health and Education
(pp. 274-282). London: Jessica Kingsley.

Wigram, T. (1993). The Feeling of Sound: The
Effect of Music in Low Frequency Sound in
Reducing Anxiety and Challenging Behaviour
in Clients With Learning Difficulties. In H.
Payne (Ed.) Handbook of Inquiry in the Art
Therapies: One River, Many Currents (pp. 177-
196). London: Jessica Kingsley.

Wigram, T. (1995). The psychological and
physiological effects of low frequency sound
and music. Music Therapy Perspectives, 13, 16-
23.

Wing, L. (1996) The Autistic Spectrum: A Guide
for Parents and Professionals. London:
Constable.

®povddxn, M. (2003). H Movcikobepoamentikm
[Mpocéyyion P. Nordoff-C. Robbins otov Xmpo

© Approaches / EEMAIIE 2012
ISSN: 1791-9622

43



Approaches: Movowofepancio & Ewdur) Movown Todaywywu | 4 (1) 2012 | http://approaches.primarymusic.gr

tov Noocokopeiov. Xto @. Apitcag (Emip.).
Movawkorivytikd,  Apaueva wc  Méoov
Ocpomevtikns Aywyns (oc. 53-57). Abnvo:
EBviko Topopa Epguvov.

Yoltomovrov, N. (2003). Movcikobepaneia. Xt0
0. Apitoag (Emp.). Movaoikokivytixa Apauevo.
ws Méoov Ocepomevtikng Aywyns (oc. 43-47).
Abfva: EBvikd Topopa Epgvovav.

[potewvépevn Tapamopm):

Kdapyov, K. (2012). H povoikn g PHECO GVTILETMOMTIONG
NG GUTOTPUVUATIKNAG CLUTEPIPOPAS ATOUMY UE QVTICUO:
Mw  mhotikry  €pgova yo TG amOYEl  TOV
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Bi3Aokprtikn

Every Note Counts: The Story of
Nordoff-Robbins Music Therapy

Fraser Simpson

Ao 1t Mapia Opovddkn

Every Note Counts: The Story of Nordoff-Robbins Music Therapy

Fraser Simpson

London: James and James (2007)
119 oo, ISBN: 978-1-903942-79-6

H Muapio ®povoakn givol povcikofepamedtplo ekmatdgvpévn otny tpocéyyion tov Nordoff-Robbins. Eyet
onuovpynoel molAég Bécelg povotkobepaneiog otnv EALGOR oe dNUOGIOVE Kot 1010TIKOVG POPELS vyeiog,
YUYIKNG vyelog, €0KNg aymyng kot anegaptmong. Etvar dputikd pérhog g un KepdooKomKNG etarplog
Musicing yio tqv vrootpiEn ¢ Nordoff-Robbins povowodepanciog otnv EAAGSa. ‘Eyxet AdPer pépog oc
TPOCKEKANUEVT] EIGNYNTPLO GE EMCTNUOVIKA GUVESPLN Kal €YEL O10GEEL 08 TAVETMIGTNUIOKOVS Qopeic. Elvar
nTuyovY0g ToLv Mabnuatucov Tunpatog tov Koarodiotprokod Havemompiov Adnvov.

Email: musictherapy@musicing.gr

Inusioon ™ ovyypoeing: Me agopun T0 0QEP®LN TOV
Approaches otov Clive Robbins, ypdeetot o Keipevo antod pe
OTOXO OlTTO: VO OMOYOIPETIOEL TOV TEAELTOUO LOVGLKO
gAevbepomotd’, aAld kot vor Tapovsidoet to Piprio Every Note
Counts tov Fraser Simpson® o¢ T0 OWKOYEVEIAKO GAUTOVLL TG

! Exevbepomordc, o emdyov ehevdepio (Anpntpdxog 1951). O
xopoxmpiwopds tov  Clive Robbins g  ehevbepomolon
vrootmpileton péca 610 Kelpevo.

2 O Fraser Simpson Tpw and mepimov Séka ypdvia avérapPe 0
TePAOTIO EYYEPNUA TG UEAETNG KL KOTAYPAPNS TNG 10TOPiag
¢ Nordoff-Robbins povoicofepansiog ond 115 npdTeg g
nuépeg — ot dekaetia Tov ‘50 - péypt Ko To YPOVO MeEAyYWYNG
™G €pevvdg Tov — mov oAokANp®ONke 10 2004 TEpimov. Qg
OMOTEAECHO QTG TNG ONUOVTIKNG mpoomdleiog to 2007
e&édwoe 1o Pifhio Every Note Counts: The Story of Nordoff-
Robbins Music Therapy. To dedopéva mov katdpboce vo
GLAAEEEL péGa OO GUVEVTELEELS NTAV TOAD TEPIGGOTEPA OO
ekelva mov TeAMkd mapovstdotnkay kot £T6t 1o 2009 ekdd0nKe
to The Nordoff-Robbins Adventure: Fifty Years of Creative
Music Therapy — 10 0moi0 TOPOVOLACTNKE GE TPONYOVUEVO

Nordoff-Robbins povoikobepaneiog vroypappifovrag étol
ovvelopopd  tov  Clive Robbins oty 1otopioc g
povotkofepaneiog. TKEYES Kol TPOTAGELS TOV JLOTLTMVOVTOL
oV Tapovca PPAOKPLTIKY EMYEPOVV Vo eVTAEOLY KOl TO
eEMNVIKO LovotkoBepamenTIKO TOTio GTNV EVPVTEPT) EKOVA.

Av vrapyet pia AéEn mov Ba Bupdpon and tov Clive
avt etvar M AEEn yevvarodwpia. XovinOile va
YPNOOTOLED pe Tpoémo  KaONA®TIKO, cuLYVa
WAGVTOG Y10 T HOVGIKY] Kol Tn povoikobepamneia.
Ag okepToLpE AOWmMOV TN HOVCIKY ©C o
vevvaiddmpn mpdén kot evbug apécmg Exovpe ™
Poacikn 10éa mov AeltobpyNce ®g HOYAOS dpdong

Te0%0G TOVv Approaches (L. ®povddxkn 2009) — g
GUUTANPOLLOTIKN KOl TOAD TTO AVOALTIKY EKSO0OT).

3 Tou Tov Adyov o aAndic, M AEEN yevvatodwpio sppovileton
Kot oto 000 mpoAoywd onuewdpata tov Clive yw ta dvo
BipAia Tov Fraser Simpson (2007, 2009) avtictotya.
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KOl  O0NYNoGE OTO GLVOPTACTIKO Ta&idl  Tng
Anuiovpyikng Movaoixns Oepomeiog (Creative Music
Therapy)".

X10 Every Note Counts M @otoypogpic Tov
eEoeuAlov amotelel éva ‘(ovtavd’ GTIYHOTLTO
amd pe ovvedpio povowkobepaneiog. [lapovoidlet
éva  ‘kabpémtioua’  OVOUEGO  OTN  LOVGIKO-
OepamenTpla kol oe €va kopitol 1o omoio avoiyet
TNV TOPTA TNG OTIYUNG EKEIVNG, TNG divel dibpKeln
KOl GYEOOV UTOPEIC VO OKOVOELS TIC VOTEG 7OV
ocvvBétovtar ‘cto €3 kor Topa’. Eivar pia
eEaupetikn elcaywyn oto mepleyoevo tov Piiiov.

H amdédoon tov tithov otnv EAAnvikn yAdooo,
KabBs Noto. Metpaer, omotelel @pdomn 1 omoia
pumopel vo  epunvevtel pe TOAD  S10POPETIKOVG
tpomovg. Kdébe voto petpder dott €yel onuaocio,
a&lo kol vonua: givol onuovtikn, 010t TPOCEEPEL,
ot etvan o xivinon Cong ovvabpoiletor otig
TPONYOVUEVEG OAAA €lval OLLPOPETIKN KAl QEPVEL
oAayée.  Emiong, «abe vota  petpdel  010TL
KOOTI(EL... KOl €VO. CPO GAAEG €MAOYEG, WOV O
avayvootng koleitor va avakoAdyel. Olo ta
TOPOTAV®  ATOOEIKVOOVTOL oANOn péca amd Tig
oeAideg Tov PiAiov.

O ene&nynuatikog tithog, The Story of Nordoff-
Robbins  Music Therapy, 0¢éter 10 m\oiclo
CLYYPOOPNG TOL GLYKEKPLUEVOL PifAiiov. ZOppova
KOl UE TOV TPOAOYO TOVL ouyypapén, To Pifiio
TOUTO OmoTeLel TN Ploypaeic €vOG OpyavVIGHOD —
tov opyaviopov Nordoff-Robbins. H 1otopio g
Nordoff-Robbins povcuobepaneiog kotoypapeton
Ko TpoLGIALETOL LE TPOTO PEGTO Kol AEIOMIGTO.

H duynon avtn elvan dpaye éva mopapod, Eva
1GTOPIKO, LI, Ypovoypaeio i o wotopia; To Pifiio
elvar éva owoyevelokd dapmovp, €va Aedkopa 1
o eykvkionaideia; O Fraser Simpson Katagépvel
vo. GUAAEEEL UE GLYKPITIKY UEAETN  OVOAVLTIKG
oTOELN Y10, TO 16TOPIKO TOL opyovicuov Nordoff-
Robbins kot mapovoidler Pripa mpog Prpo v
emitevén  TOL  GUYKEKPEVOD,  TOAVTAOKOV
eyxelpnuotog. To amotédespo TG dovAELdG Tov Oa
umopohoe va  yopoktnplotel pe  OAOLG  TOLG
TOPATAVE® TPOTOVC.

Eival euyapiotn éxkminén va S10miotdvel Kovelg
TOV gvepYO pOAO oL Emaiée 1 HOLGIKY| Propmyavio
Kot ot {10t ot povsikol oty e£EMEN NG 1oTOopPiag
¢ Nordoff Robbins povcikobepaneiog o710
Hvoupévo Booilelo. Xto Bifriio meprropfdavovron
OVOLOTO KOl QOTOYPOQieg OAwV dcotl Bondncav pe
mopoy €PYOv 1 OIKOVOUIKOV TOpmV, Kl €10l
avayvopiletal dNUocing To GNUAVTIKO £pY0  TOV

* H npooéyyon tov Nordoff kon Robbins mapovotiletar omd
ToVg gumvevotés G to 1977 pe 1o Ovopa Anuiovpyixn
Movaixn Oepamncio. (Creative Music Therapy) ce éva Bipiio
OV TOPAUEVEL TavTaL EiKopo Kot Tpotomoplokd (Nordoff &
Robbins 1977).

YOPMYIKOL UNYOVIGUOD Tov dnutovpyndnke yio v
vrooTpiEn tov opyovicuov Nordoff-Robbins.

Ol Tp®TOTOPOL EUMVEVGTEG KOL YEVVITOPES TNG
GUYKEKPIUEVIC LOVGIKODEPATEVTIKNG TPOGEYYIONG,
o Paul Nordoff kot o Clive Robbins amotelodv ko
Tig dvo matpwég eryovpeg. H wown tovg 1otopia
Eexwvaer pe povoikn. O Clive poyevetar 610
axovopo gvog midvov. O Paul givon o maviotag.
Kot avty n mpdt™ cuvdvinon amotelel v apyn
060V emaxorovOncay. Metd amd dekaentd ¥poOvia
ocvvepyaciog kot to Bavato tov Paul to 1976, o
Clive 0o mapopeiver ywo axopn tpévro mévte
xPOVIOL 1] LOVT| TTATPIKT GLYOLPO. KOl AVoUeLefnTnTo
évag  ‘apretd  kaAog  marépag’ Yoo
LOVGIKOBEPAUTEVTIKT TOL OKOYEVELCL.

Méoa and ta Aeydpeva Tov 1310V 6T TPOAOYIKO
onueiopa tov Pifiiov, dapaivetar 1 dmoyn Tov
Y v apetpia yévvnong g Bswpiag Tovg. Ot
3V0 yevviTopeg dev eivar ot dHo avBpwmor’ (Sniadn
o Paul Nordoff kot Clive Robbins), aArd d00 Pabdid
avOpoOTIVOL cUVOIGON T 1| AYER Y10 TN LOVGIKY
KOl TO OVCLUOTIKO EVOLAPEPOV Y10 TOVG AvOPADOTOVG
ue €01KéC avaykeg. H aydmn yio T povown kot n
£yvola, Tov cuvavlpmdmov pog eivar cuvaicHuaTa
ov OA01L vimBovpe og pkpo 1 peydlo Pabuo, kot
péca  amd ovtd TO  CLVOICONUATIKO  KAVAAL
UTOPOVLE VO EMLYEIPTCOVIE VO TPOGEYYIGOLLE TN
LOVGIKOOEPUTEVTIKT EMGTAUN HE OUECOTNTO KO
ovcia.

270 EAMMNVIKO KOO — SUOTUYMG OVOPEPOLOL KOl
OTOVG EMOyyEAUOTIEG VYEIOG — GLUYVA EmIKPATEL M
avtiAnym o0t 1 povoikoBepaneion amotedel kATl TO
GPVAMKS 1 eEwTikd’. H 6Tdon avth moALES popég
TOPOTACVE KL €UAC  TOVG  100VG  TOVG
povcikofepamevTég, ue OTTOTEAECLLOL va
OAAOUDVOVLLE TOV TPOTO TOV EMIKOWVMOVOVUE TN
OOVAELL pOC, TPOKEWEVOL va, gvtayBodue oto €€
oplopoy  ‘eE@TKG’ M axoTovonto. AAAEC @opég
méA pmopel va vimbBovpe potoimpévol, Otav dgv
KOTOQEPVOVIE VO GUVOVTIGOLUE TIG ‘eEmTiKES” M
KOl OKOTOVONTEG TPOGOOKIEG TMV GLVOLANTOV
LOG. ..

O Fraser Simpson Byaivovtog eviehdg omd ot
TNV TPOPANUATIKY, TETLYAIVEL VO TAPOVOIAGEL TOV
KAAd0 TNg povsikoBepameiog amAd Kot vo To QEPEL
oTa dedopéva akOUa Kot Tov TAEOV ‘aveldikevton’
evolapepopevon. O ovyypa@éog omodelkvOETAL
évag teyvitng Tov omAod AGYoL Kol £TG1, GTUSIOKA,
OTOKOADTTETOL GTOV OVAYVMOOTH £vo. OLOPQGO KoL
ueotd Pipiio, ypoupévo pe aydmn xor pepdit, o
01010 UTOPEL VO OTOAAVGEL.

> Avagopé otov 6po ‘good enough mother’ tov Winicott
(1971).

5 BL. ®povddicn (2009).

T H emdoy g MENg ‘eEotikdc’ €dd yiveton pe agoppn
TPAYUATIKE TEPLOTATIKA OE YDPOVG EPYACIOG.

© Approaches / EEMAIIE 2012
ISSN: 1791-9622

46



Approaches: MovoikoBepaneio & Edikn Movowr| [adoyoywn | 4 (1) 2012 | http://approaches.primarymusic. gr

Alomapto péco oto PiPrio mapovoidlovron
O0€KOL GUVOTTIKEG LOLGIKOOEPATEVTIKEG UEAETEG
TEPINTOONC, TOL SivOLV CAPN EIKOVO TOV KALVIKOD
épyov. 'Etol, ka1 0 eMAyloTO  VTOWINGUEVOG
avayvmoTng EPYETOL  OE  EMOPN] HE  HIKPEG
povcwobepamevtikéc 1otopiec. Emiong, dibomapta
oto  kelpevo  gppavifovior  KOTOTOTIGTIKG
onuewpoTa, To oroio fonbodv Tov avayvodoTn va
yvopicel mpdocwma, 10£eG 1] KATOCTACELS, OV
Enoéay TPOTAY®VIOTIKO pOAO OTNV TAOKN NG

totopiog.
Oa NTav TopdAnymn vo unv avagepbel kaveig
OTI{ TEPIMOV  OOKOCIEC  (POTOYPOQPIEC  TTOV

ouvodebovy autd t0 PiPAio. Ot ekppdoel; TV
TPOCAHTMOV OTOTVEOLY OGN Kol YEVVOLOOmPio —
v v omoia. phovoe o Clive — ot otypég oe
taoevovy oty 1otopic kot to Tadidlt TV

TPOTAYOVICTOV ~ 6T0  ¥poOvo  ylvetar  puo
OCUVOPTOCTIKY]  TMEPUTETELN: 1) TEPUTETEL  TMOV
Nordoff ka1 Robbins®.

Y10 Pirio avtd TO TAPEADOY, TO TOPOV KOl TO
LEALOV GLYKATOIKOUV alpoVIKE vITd TO PAELIA TOL
TOPATNPNTH, EPELVNT KOl GLYYPOEEQ, KOl 1)
EIKOVO VTN LETAPEPETAL EVIEYVO GTOV OVAYVAGCTY.
To tpintuyo KAvik Tpdén — exmaidevon — épgvva
deomolel oe OAN TNV TOPElDL TNG GLYKEKPIUEVNG
LOVGIKODEPAUTEVTIKNG TPOGEYYIONG OO TIC TPADTES
pépec puéypt ko onpepa. Kot mévra 6to kévrpo g
apytknc Kot Pactkig 18éag sivan o Homo Musicus’,
0 GvOpomoc mov cuvvewdntomolel v VmapéN TOL
péca amd TN LOVGIKN.

Me v avéyvoon tov Bipiiov dnpiovpyeital n
ermida mwg M povowobepamein, €10l OmMMG
TEPLYPAPETAL EV TN YEVEGEL TNG, Umopel Kot  apybg
va yivel IANPOG KATOVONTH, Kol GTI] GUVEYELL VA
OVTIETOMIOTEL OMO TOV  OVOYVOOTNH Kol TO
ouvadelpo  emayyeApotio  vyeiag, pe  OeTikod
EVOLUPEPOV Y10, TO KAWVIKO KOL ETICTNUOVIKO NG
épyo.

H ovyypagn evéc tétowov Pipriov umopei va
OewpnBei evépyela mapdToiun, v omoia o Fraser
Simpson épepe oe mépag pe tpoémo (nievtd. H
oTopio pUEYPL TOP ElYE TN HOPPY| TNG TAPASOONG
oV J10d130TOV ad GTONN 6€ oTOpa. H ammieln
TOV  HOVCIKOBEPOMELTAOV NG TPAOTNG  YEVIAG
oALGlel TOAD To dedopEV KOL ETOL 1 (1] GOYYPOPn
evog tetoiov Pifliov Ba nrav oiyovpa otomnua. I
T0 AGY0 aVTO guoMUo TPEMEL Vo omodoBody oty
Pauline Etkin, dievBvvtpia tov opyovicpov Nordoff
Robbins otnv AyyAia, n omoia giye v apyikn 0éa
g ovyypapng g totopiag ¢ Nordoff-Robbins

8 Avapopd otov Titho Tov PipAiov (Fraser 2009).

? Eivan 1) kaipta 1860 Tov £pyov tov Zuckerkandle ‘The man the
musician’ otnv omoia avapépetor o Clive Robbins (2005) oto
BAio tov A Journey to Creative Music Therapy kou omotelet
Boaown évvown yw v @lhoocoeio. TG Nordoff-Robbins

TPOGEYYIONG.

povoikobepoameiog kot TNy ompiée Oepud péypt v
vAomoino1| g.

Me 10 BifAio avTtd ovoiyeTol £vog KAvovPlog
dpépog ot PipAoypagio g povcikobepameiag.
To Every Note Counts &lval 10 TP®TO 1GTOPLKO
BPrio  yuw 1 povowoBepameic. Kor 1o
YopaKTNPile 16TopIKd O)l HOvo Yol avapEpeTal
oV wtopia — PiPiio mov avagépovtar otV
oTopia. vhpyovy Kot GAlo, kol emiong yuw T
GUYKEKPIUEVT TPOGEYYIoN vrdpyel To Piiio Tov
Clive Robbins'". To yopakmpilo wotopucd d10t 1
wtopia  dev  gpoavifeton ¢  duynon  &vog
TPOTUYOVIOT] TG 1oTopiag, oAAG mapovctdleTat
péca amo TV a&OmoTN HATIE EVOG LEAETNTY.

I'paepovtog cvveldntonold mmG TOPOLSLALM
otoV ovayvootn €va Pipiio mov pudvo amd 1O
dtdikTLo umopel va TpounBeLTEL.
IlepdraPaivoviag 1o Piprlonwreio, pe Avmn
dwmotdve moco Adew gival To pAelo OV
avTIeTOLYoVV o€ PifAic oeTIKG e TO OVTIKEIUEVO
Mg povoikobepameiog. Avtd T0 yeyovdg amoteiel
L0 TPOYHOTIKOTNTO TTOL EVOEXOUEVOG HECOH OO
MEPIGGOTEPO,  OUTHLOTO  OVOYVAOCTOV TPOS  TOVG
€KO0TIKOVC 01KOVE VO, LITOPOVGE VO AALAEEL.

Ag o pmopovoa vo KPOY® TNV 1KOVOTOiNo)|
pov yw v €ilgvomn evog tétowov Pifiiov — ot
oLVEPYATEG KOl oLVAdEA@OL pov TO Yvopilovv
Nnon... H wavoroinon avtr anyalel amd to yeyovog
WG SoVAEVOVTAG - €Ml dEKA YPOVID. - GE Uid YOPO
01OV M EOIKOTNTA TNG povotkobepomeiog Ppicketal
OKOUN OTO, GTAPYOVO, LE TO 0E00UEVO CLTOV TOV
Briov de Ba ypelactel moté mo vo Bewpndbm
‘ypapikn’ wyvplopevn mog 1 povoikobepamneio
éxel 1otoplo mevivta kol ypoévov. To ypamtd
pévoov! Kat ot pmrtoypagieg neibovv! I'a to Adyo
avtd ewonyovpot Ty enavékdoon tov Pifiiov ce
péyebog T6€mnc, Yo vo 10 £x® Tavta poli Hov...

Emiong, dev pumopd va kpoyw tn 01dbeon pov
TOALEG POPEG VL TO avoim Yo va d® Ta TPOCWTAL,
TOVG OUGKHUAOVG, TOLG UEVTOPEG, TOVG GTOYOOTEC,
TOVG HOVLGIKOVG, WIKPOUE KOl HEYAAOVE KOl Vo
aeedd otV TEPWAGYNON NG WOLGIKNG OLTAG
O1KOYEVELNG GTO YPOVO.

[aiCovtog pe ™ AéEN yevvatodwpia - 0 TapExmV
vevvaia ddpa — to Aegkd pe mopénepye otn AEEn
elevBéploc — o @epduevog g eievbepog, 0 U
gEaptdpevog amd efovsion dAlov''. Eivar copég
péca omd tn omynon tov dvo Pipriov tov Fraser
Simpson (2007, 2009) mwg m mPocEyyion TV
Nordoff ko1 Robbins dwathpnoe mévio v
glevbepla TG ©6TO GTOYOGUO KOl TNV KALVIKY
TPAEN, Kot v pmoAldotnke pe 10éeg Kot Bempieg

" S10 BipMo tov A Journey to Creative Music Therapy
(Robbins 2005), o Clive dwmyeiton t0 o0dowmOpPKd OTNV
ocvvepyasia tov pe tov Paul Nordoff xon ™ dnpovpyio g
Bewpiag Tovg.

"B, Anuntpéxog (1951).
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oo A Tedio Oev ‘mpocapTiOnke’ e aVTEC 0VTE
KOl TI§ 0KOAOVONGE VTOTAGGOVTOG T LOVGIKN GE
avtéc. Kat yio avtd n mpocéyyion avth Bewmpeiton n
EexdBopo LOVGIKOKEVTIPIKY TTPOGEYYIOT), 1| TPDTN
OV Baciotnke 010 LLOVGIKO KAVIKO
OLTOGYEOIGUO KOl 1) HOvN mov €ytice TN Oeswpia
NG TAV® GTO LOVGIKO KAVIKO DAIKO TOL TPOEKLYE
OO TN LOLGIKOOEPATEVTIKY TPOKTIKT).

O Paul kot o Clive dapdpeocay o LoLGIKA
elebbepn paTd TAveo ot povoikoBepameio ko
dlupnoav  €tol TN UOVCIKY  €AeV0epn  ammod
eEopovoKég Bewpiec. Metétpeyav OV
QVTOGYEOIGHO amd Béua mov aopd UOVO TOLG
emoyyeApatieg povotkodg oe cofapd (MTmuo wov
agopd Ttov KaBe dvBpomo, eievBépmcav 1O
‘wovokd  moudi’?  kon  tov  Homo Musicus,
elevbépmoay v ecmtepikn Pabid wiotn Tov KAbe
HOUCIKOD TG M Hovowkn  ‘cupfaivel’ yioo va
ppovrtilel Tov avBpwmo.

To mopakdte® oamdomacupo omd TO TEAELTOIO
Biprio tov Clive emPefaidvel Tov yopoKTNPIGUO
1OV eAevBepomoiod TOL TOL ATOJId®.

(lowg va mepyéve  kdpato mov dev €xovv
aKoUn @avel Vo oyKOAMACOVV TNV OKTH NG
mfavomtog. Eipotr guyvopmv mwov vwrdpyovv
TG0 Vo Yivouv, vo LaBovpE, Vo ovaKOADYOLLLE,
VO YIOPTACOVUE, VO HOWPOCTOOUE KOl €VOG
AmEPUVTOG MKEOVOS dMUoVPYLOG KOl Oydmng
mepipével va ehevbepmBel» (Robbins 2005: 95,
eledBepn petdepaon).

O televtaiog HOLGIKOG glevbepomoldg Epuye TOV
Aegképppro tov 2011 éyoviag agroet mom TOL
vevvaia ompa. Eyxovtag vanpetioet, yio mevivia
mePImov  ypovia, OAEC TIG TOPOTOVD TPAEELS
elevbepiag Ko yevvaiodmpiag, €xovtag ({foet ko
YOpel TO OTOTELEGUATA OVTAOV TOV TPOCTAHEIDV, O
Clive Robbins épuye vyevvonompendc’, omamg
appolel og évav gvyevn. O Clive Robbins givor o
éva mpocono 1otoptkd Ko o Fraser Simpson o1o
Every  Note Counts P0G TPOCOEPEL  UidL
GUVOPTOCTIKY] TEPUYNOT OTO OIKOYEVEWNKO TOL
GApTOV L.

12 To ‘woveiké mardi’ (Music Child) kotaypéeeton amd toug
Paul Nordoff ko1 Clive Robbins wg poveikobepamevtikdg 6pog
(Nordoff & Robbins 1977) «ou avoeépetar otV
e€atopkevpévn  povowkodtTTo mov efvar Euputn oe Kabe
GvOpomo Ko TNV omoie 0 HOVOKOOEPOTEVTNG KaAEiTOL VO
OPLTVICEL KATA TN SEPKELN TMV GLUVESPLDOV OEOTOIDVTUG TOV
TAOVTO TV GTOYEIMV TNG LOVGIKNG G€ dOUN KoL TEPLEXOLEVO.

B Tevvanonpendg - 6mog appolel oe vav guyevi] (Anuntpéicog
1951).
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Author’s note: Prompted by Approaches’ Tribute to Clive
Robbins, this book review has two purposes: the first is to bid
farewell to the last of the musical liberators'; the second is to
introduce Fraser Simpson’s book Every Note Counts’, as the
‘family album’ of the Nordoff-Robbins approach in a way that

! Liberator — he who brings about liberation (Anuntpéxog,
1951). Clive’s characterisation as liberator is explained in this
book review.

2 Ten years ago, Fraser Simpson undertook the significant task
of recording and documenting the history of Nordoff-Robbins
music therapy, from its inception — during the 1950s — to the
time of Simpson’s research project which was completed
around 2004. The successful culmination of this work was the
book Every Note Counts: The Story of Nordoff-Robbins Music
Therapy which was published in 2007. The volume of data,
which Simpson managed to gather through interviews, far
exceeded what was finally presented in the book.
Consequently, the book The Nordoff-Robbins Adventure: Fifty
Years of Creative Music Therapy was published in 2009 as a
complementary and more detailed version. A review of this
book has been published in a previous issue of Approaches (see
Froudaki 2009).

Clive Robbins’ essential contribution to music therapy is
presented. Thoughts and proposals put forth in this book
review attempt to incorporate the Greek field of music therapy
into the wider picture.

If I am to remember one word from Clive, that
would be generosity. He would use that word’ in a
manner which was almost disarming, often
speaking of music and music therapy. If we think
of music as an act of generosity we will
immediately stumble upon the fundamental idea
which led to the fascinating journey of Creative
Music Therapy®.

3 The word “generosity’ appears in both of Clive’s forewords in
Fraser Simpson’s (2007, 2009) two books.

* The Nordoff-Robbins approach is presented as Creative
Music Therapy by the progenitors of the concept in 1977 in a
book that even today is considered to be current and pioneering
(Nordoff & Robbins 1977).
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The photo on the front cover of Every Note
Counts has captured a ‘living moment’ from a
music therapy session. What we see is a girl and a
music therapist, mirroring each other’s expression.
We are allowed directly into the scene, making the
moment last. We can almost listen to the notes
being improvised. The front photo is an excellent
and welcoming introduction to the book and its
content.

The title Every Note Counts is a phrase which
can be interpreted in a number of different ways.
Every note counts because each note makes sense
and has meaning; each note is important as it has
something to offer; each note is a movement
towards life; it forms a whole in context with the
other notes; each note is different, it brings about
change and it also costs — money - ... The reader is
left to discover a world of other interpretations.

The subtitle The Story of Nordoff-Robbins
Music Therapy sets the frame and the purpose of
this book. As the author states in the foreword, the
book is a biography of an organisation — the
Nordoff-Robbins organisation. The story of
Nordoff-Robbins music therapy is documented and
presented in a credible and reliable manner.

Yet, is this narrative a fairy-tale, a history, a
chronology or a story? Is this book a family album
or an encyclopaedia? Using extensive comparative
studies, Fraser Simpson has managed to gather
detailed information on the background of the
Nordoff-Robbins organisation and presents a step-
by-step account of how this complex enterprise
was created. The resulting book could be given any
and all of the abovementioned descriptions.

It can be a pleasant discovery for the reader to
learn that the music industry and the musicians
themselves played such an active part in the
development of this story. This album contains the
names and photographs of all who helped by
working for fundraising. It acknowledges the
enormous contribution of the fundraising group
which was created in order to support the Nordoft-
Robbins organisation.

The pioneering founders and progenitors of this
particular approach to music therapy, Paul Nordoff
and Clive Robbins, were also the two ‘father
figures’ in the story. Their lives met through music
from the very first time. Clive had a spellbinding
musical experience listening to a man playing the
piano. Paul Nordoff was the pianist and this first
encounter acted as a catalyst for all that was to
follow. After a seventeen-year collaboration, for
about thirty five years Clive remained the only
‘father figure’ after Paul’s death in 1977. He was
undoubtedly a ‘good enough father’ for his music
therapy family.

5 Reference to Winicott’s (1971) term ‘good enough mother’.

Through Clive’s words in the foreword of the
book his concept emerges of the starting point of
their theory. The two progenitors are not the two
men® (i.e. Paul Nordoff and Clive Robbins), but
two immensely human emotions: love for music
and deep concern for people with special needs.
Love for music and concern for our fellow human
beings are emotions which we all feel to a lesser or
greater degree and it is through such emotional
channels that we are able to conceive music
therapy in a direct and substantial way.

There is a widespread perception in Greece (I
am also referring to health professionals) that
music  therapy is something exotic’ or
incomprehensible. This fact often leads to a
distortion of the ways we, music therapists,
communicate our work, and we can end up feeling
frustrated when we cannot meet the exotic or
incomprehensible expectations of our colleagues.

By entirely avoiding this trap, Fraser Simpson
manages to present music therapy in simple terms
and even brings it eye-to-eye with those who are
‘unschooled’. The author proves to be a highly
skilled master of simple words and, in this way, the
book, beautifully written and with its wealth of
information, slowly reveals itself to the reader. The
reader is then in a position to enjoy the book and
recognise it is a labour of love.

Interspersed throughout the book are ten brief
music therapy case studies which paint a clear
picture of the clinical work. In this way, readers
who know very little about music therapy are
brought into contact with small music therapy
stories. There are also some very enlightening
notes on various topics which help the reader to get
to know the people and ideas which are integral to
the plot of the story.

It is important to refer to the approximately two
hundred photographs laid throughout the book.
The expressions on people’s faces exude love and
generosity — that which Clive spoke of. The scenes
travel us to historical moments of an adventure, the
Nordoff-Robbins adventure®.

In this book, the past, present and future come
together in perfect harmony under the watchful eye
of the observer and author, who manages to
convey the images to the reader so eloquently. The
triptych comprising of clinical practice, training
and research has been dominant in this particular
music therapy approach from the early days of its
conception to the present day. And of course, the
basis on which this theory is constructed is Homo

6 See Froudaki (2009).

" The choice of the work ‘exotic’ is based on real working
situations.

8 Reference to the book title (Fraser 2009).
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Musicus’, i.e. the man who becomes aware of his
existence through music.

Having read this book, the hope that music
therapy as it was conceived and thereafter
described in the book, may, first of all, be finally
fully understood, and, secondly, be regarded by the
reader and fellow health professionals with real
interest in its clinical and scientific contribution.

Up to now, the story of Nordoff-Robbins music
therapy was simply spread by word of mouth. The
loss of the first generation of music therapists
perhaps shows why not writing such a book
nowadays could be a faux pas. Therefore Pauline
Etkin, Chief Executive of Nordoff Robbins (UK),
must be given the highest credit for having the
initial idea of having the story of Nordoff—-Robbins
music therapy documented and for supporting the
project whole-heartedly until its completion.

This book has opened a new path in music
therapy literature. Every Note Counts is the first
historical book on music therapy. I use the term
‘historical’ not only because the book refers to
history — there are many other books which refer to
history and one particular book on this approach is
that written by Clive Robbins'®. 1 use the term
‘historical’ because here the history of music
therapy is not simply presented by a protagonist,
but rather is documented through the credible and
reliable perspective of a researcher.

I am aware that I present a book which
someone could get only through the internet.
Walking through Athens’ bookstores, I have come
across the disheartening fact that the shelves are
empty when it comes to books on music therapy.
The reality of the situation could perhaps be altered
if more readers were to request such books from
the publishing houses.

I simply cannot disguise my personal
satisfaction at seeing such a book published — my
colleagues are already well aware of this... After
working for ten years in a country where the field
of music therapy is still in its infancy, the arrival of
such a book signals the end of having to be looked
as ‘weird” when I claim that music therapy has a
history spanning over fifty years. Writing remains!
The photographs convince! I would like to propose
the republication of this book as a pocket-sized
edition so that I can carry it with me...

% This is the key point of the work of Zuckerkandle, ‘The man
the musician’, to which Clive Robbins refers (Robbins, 2005)
in his book, ‘A journey to Creative Music Therapy’, and forms
the basic concept underlying the philosophy of the Nordoff-
Robbins approach.

1 In his book ‘4 journey to Creative Music Therapy’ (Robbins
2005), Clive gives us a narrative of the journey of his
collaboration with Paul Nordoff and the development of their
theory.

Likewise, I often find myself in the mood to
open the book and look over the faces, the
teachers, the mentors, the thinkers, the musicians,
young and old, allowing myself to be caught up in
this musical family’s journey over time.

Playing around with the word ‘generosity’
(which means in Greek the provision of ‘brave
gifts’'"), the definition in the dictionary contained
the word ‘free’ and, in turn, that word was defined
as “not restricted or controlled”'”. It is clear
through both of Fraser Simpson’s books (2007,
2009) that the Nordoff-Robbins approach has
always managed to preserve a quality of freedom
in thinking and clinical practice and although other
ideas and theories influenced its thinking, it never
‘attached’ itself to those, nor did it allow music to
be overcome by them. That is why this approach is
considered to be a music-centered approach; the
first to be based on musical-clinical improvisation
and the only approach to build its theory on the
foundations laid by the clinical material obtained
through music therapy practice.

Paul and Clive formed their music therapy
concept on a musical free concept. They managed
to keep music therapy free from theories external
to music; they freed the concept of music
improvisation from a matter relevant only to
professional musicians to a serious matter for all
people; they freed the ‘music child’”; they freed
Homo Musicus; and finally they freed the inner
belief of every musician that music ‘happens’ in
order to take care of people.

The following excerpt from Clive’s last book is
one more example as to why I call him a liberator:

“Perhaps I am waiting for some moment of
transmission, or for some appropriate wave —
or should it be waves — of the unseen to lap
upon the shore of possibility. In the meantime, [
am overwhelmingly grateful that there is so
much to be done, to be learned, discovered,
celebrated, shared, and that an infinite ocean of
creation and love awaits release” (Robbins,
2005).

The last of the musical liberators left us in
December 2011. Having honoured, for over a fifty-
year period, all the principles of freedom and
generosity, and having lived to enjoy the fruits of

" (Anuntpéxog, 1951)
12 (Anuntpdxog, 1951)

1 The ‘music child’ is documented by Paul Nordoff and Clive
Robbins as a music therapy term (Nordoff & Robbins 1977)
and refers to the individualised musicality that is inherent in
each person and which the music therapist tries to awaken
during the sessions, using the wealth of musical elements
available in structure and content.
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all those efforts, Clive Robbins left gallantly'* - in
a manner befitting a nobleman. Clive Robbins is
now a historical figure and in Every Note Counts
Fraser Simpson allows us to look through his
family album.
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Context

This Nordoff Robbins publication is written in the
form of a Guide and follows the spirit and tradition
of other research resources produced by the London
Centre, notably Presenting the Evidence (revised
version 2009) which is widely used on the UK
Masters training courses and by music therapy
practitioners wishing to carry out service
evaluations. Towards Ethical Research is a
welcome development and offers a clear and
detailed guide to the process of gaining ethical
approval for music therapy and music and health
research projects within the UK.

The Guide is authored by music therapists
Camilla Farrant, Mercédés Pavlicevic and Giorgos
Tsiris, all of whom work in the Research
Department of Nordoff Robbins; Camilla and
Giorgos are Research Assistants and Mercédes is
the Director of Research. They have diverse clinical

and research interests and this combined experience
is evident from some of the examples and different
sensibilities expressed in the Guide. Camilla works
with children and adults with learning disabilities.
Giorgos works in a hospice, is currently an
MPhil/PhD Candidate (Music Therapy) at Nordoff
Robbins and is the founding Editor-in-Chief of
Approaches: Music Therapy & Special Music
Education. Mercédés is Professor Extraordinaire in
Music Therapy, University of Pretoria, and
provides research consultancy for a music therapy
community clinic in Cape Town, South Africa. Her
current research interests include spontaneous
musicing processes in groups of people
disadvantaged by disability, illness, or social
deprivation, and how these processes result in
transformed cooperative social relating and revised
social identities.

The main purpose of the Guide is two-fold; first,
to equip the practitioner, researcher or trainee with
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knowledge of the procedures, terms and resources
relating to gaining ethical approval for research
projects, and second, to provide information and
discussion designed to promote a “sensitive ethical
attitude” (p.52). It is this second task that could be
of particular interest to readers who do not live in
the UK and do not need to negotiate this specific
process of gaining ethical approval. I believe that
the clarity of this Guide also allows useful
international comparisons of procedures and
principles to be made with relative ease.

Although the Guide is primarily aimed at music
therapists, it could be used by other creative arts
therapists and healthcare researchers who need to
negotiate the same procedures. It reminded me in
several ways of some of the Open University
research guides because of the attention to layout
with the use of colour blocks and diagrams to
collate and present information, excellent
signposting and pithy chapter summaries. These
combine to make this Guide a valuable and
welcome resource for students and busy clinicians.

Structure and content

The Guide is divided into three main sections. The
first section provides a comprehensive background
to the multifarious concepts of ethics in research;
these include the different types of research ethics
committees (REC), legal aspects, research
governance, scientific justification, mental capacity,
informed consent and assent, safeguarding, the
difference between material and data, personal data
anonymity, as well as storage and destruction of
data. As each aspect is presented, the material is
discussed and some examples of procedures are
helpfully explained in the form of nicely designed
charts or flow diagrams. I want to mention the
examples of different kinds of consent forms,
including one using pictures, as they provided very
interesting material.

The second section focuses on resources
including carefully categorised books, journals,
online resources and policy documents. I found that
concentrating this information within a discrete
section was an advantage as it was straightforward
to access. As nearly ninety different entries are
included here I appreciated that three recommended
‘best’ books were identified and discussed at the
beginning of the section. This would be useful for
those short of time or for students and practitioners
who are new to ethical thinking in research. The
wealth of the resource would serve the interests of
more seasoned practitioner-researchers and also
those with more complex or troubling ethical
dilemmas relating to their projects.

The third section is conceived with the idea of
‘walking’ the applicant through the process of

submitting an application to a REC, and also how
the relationship with the committee could continue
once the initial submission has been made. The
process is presented in the form of eight reminders,
each printed on a double page.

The authors emphasise how important it can be
to create and develop a dialogue with the REC
processing the project. They raise the possibility of
making amendments after submission and how to
negotiate this with the committee. Timescales are
held in mind throughout the third section, with
plenty of advice on how to manage this crucial and
complex aspect of the research process. I found that
this section of the book was likely to be practically
very useful and would certainly aid planning
towards submission.

General reflections

The first section of the Guide has much to
recommend it, and as someone who has not been
research-active recently it was useful for me to be
updated on legislative and procedural changes, in
particular the impact of the Mental Capacity Act of
2005 on research governance. The details presented
about capacity to give consent and safeguarding
procedures are extremely useful. However, 1 would
have liked even more exploration of the grey areas.
How does one manage the wishes of a participant
who does not want to be anonymous? In particular
it would have been helpful to frame the task of
gaining informed consent in terms of a process over
time and how this might need to be thought about
when designing consent or assent forms. Although
the example of loss of capacity due to a
degenerative disease is mentioned and discussed,
the more complex situation of someone with
fluctuating capacity is not, such as someone who is
sometimes unable to distinguish between reality
and fantasy. I would have liked more emphasis on
allowing withdrawal of consent throughout a
research process, rather than considering it
primarily at the start. Furthermore in this Guide
coercion on the part of the researcher does not seem
to be mentioned, although recognition of the
researchers’ agendas, conscious, subtle or not, is
important in developing a sound reflexive approach
to research.

Although it could be argued that this level of
detail is beyond the scope of an introductory Guide
such as this, sometimes careful consideration of the
complexity of the informed consent issues will
indicate to the REC the level of care given to
safeguarding by the applicant. This could tip the
balance towards a favourable result for a project
that has complex ethical sensitivities.

I welcomed the more philosophical parts of the
Guide, in particular the discussions about scientific
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justification and the ethics of research -ethics
committees (REC). Those interested in following
up such debates can turn to the middle resource
section where they will find a number of relevant
references. The authors decided for the sake of
clarity not to discuss methodology and methods of
data collection in any detail, and in general this
seemed to work. However I thought that there
might be times where a local REC might be
avoided in favour of another because of the
committee’s  inexperience in dealing with
qualitative research designs, and that this would
have been useful to mention.

Although the general presentation is excellent I
had one immediate reservation: the use of a cartoon
robin which appears periodically to illustrate
particular points or tips relating to the subject in
hand. Clearly it is a presentational device which
attempts to highlight useful perspectives and to
keep the tone light hearted in the face of potentially
rather dry procedures and definitions. However this
has an effect on the tone which may not be
attractive to all readers, and I found it to be slightly
in contrast to the purpose and thrust of the Guide.

One important feature is that this Guide can be
used as a workbook. Over fifteen notes pages are
left lined without text at appropriate points for the
reader/researcher to make their own notes. They are
positioned at the end of each chapter summary in
the first section. In the third section, each stage of
the research ethics approval process itself is
presented as a centrefold with detailed questions on
the left and a notes page on the right. This
workbook aspect is appealing; it could quite
significantly aid an applicant by keeping
information all in one place, encouraging a
systematic working style. This is another reason I
would recommend this book for use by training
courses and people working on their initial research
projects.

In summary, this Guide is a carefully thought
out, detailed and accessible resource which will be
of great interest to the target audiences: first-time
researchers, training courses and practitioner-
researchers in music therapy and arts and health.
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Introduction

The suggestion to review this book was presented
to me one-and-a-half years after 1 started my
clinical practice as a music therapist. It came just
after I undertook the responsibility of co-managing
(in collaboration with colleagues) the service for
Adults with Learning Disabilities at the Nordoff
Robbins London Centre (UK). My responsibilities
in this managerial role include consultation sessions
for adults with learning disabilities, writing
consultation reports and liaising with staff
regarding placements and groupings. I also work
with adults with learning disabilities individually
and in groups, therefore, the idea to review the
book Music Therapy with Adults with Learning
Disabilities was directly relevant to my clinical
practice. Indeed, this book broadens the theoretical
understanding of this clinical area and offers an
insight to various issues that arise when working

with this population. This theoretical understanding
and insight can contribute significantly to the
development of one's clinical thinking and practice.

Themes and structure of the book

The editor, Tessa Watson, is an active and
experienced music therapy practitioner and trainer.
She is involved in arts therapies research, whilst she
presents and publishes her work. For the purposes
of this book, Tessa Watson has brought together
seven music therapists, all experienced in working
with adults with learning disabilities. The book
consists of ten chapters which are divided into four
sections, around which I structure this book review.

Section One

Section One comprises Chapters 1 and 2. Chapter
1, written by Tessa Watson, explores the definition
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of ‘learning disability’ and gives a brief social
history of this population (i.e. people with learning
disabilities), with a particular focus on the UK. It
also summarises the recent National Health System
(NHS) and government guidance which provide the
current framework for working with this client
group in the UK. Tessa Watson also looks at how a
diagnosis of learning disability can affect certain
aspects of everyday life and introduces Music
Therapy with Adults with Learning Disabilities
including a literature review of this clinical area.

Chapter 2, also written by the editor, further
explores the idea of music therapy with adults with
learning disabilities by describing clinical work
with three fictional clients. The clients are briefly
introduced to the reader who has the opportunity to
follow the therapeutic process from the very
beginning to the end of the therapeutic course.
Particular reference has been given to some of the
key stages of the therapeutic process, such as the
referral, the assessment and the ending. Along with
the above the author reflects on different theoretical
and practical aspects, and finds the opportunity to
introduce some of the main concepts and practices
that inform her work.

In this section the editor gives a solid and
coherent basic knowledge that will help the reader
access more detailed information that is given later
in the book. This information includes an
exploration of different aspects of the diagnosis of
learning disability and an introduction to music
therapy work with adults with learning disabilities.

Section Two

Section Two comprises chapters 3, 4 and 5. All of
these chapters are concerned with music therapy
work with clients with a specific diagnosis. The
authors give information about each diagnosis and
talk about their music therapy work with these
client groups, including clinical examples.

Chapter 3, written by Rhian Saville, gives a
definition of autistic spectrum disorders (ASD),
including Asperger's Syndrome. The author gives
an overview of possible causes for ASD and
describes the ways this diagnosis can affect
someone's life. Saville theoretically justifies the
value of music therapy when treating people with
ASD by reviewing the literature of this clinical
area. Furthermore, she refers to some of the main
theoretical concepts that inform her clinical
practice. She clarifies that these concepts originate
from musical, developmental and psychodynamic
models, and suggests that these three models are
essential when working with adults on the autistic
spectrum. Finally, her theoretical ideas are brought
to life in a case study from her own clinical
practice, at the end of the chapter.

Chapter 4, written by Cathy Warner, explores
the term ‘challenging behaviour’ and suggests
different ways of thinking about it. She also refers
to a number of approaches that that have influenced
her music therapy practice when working with this
client group. Her clinical example comes from her
own clinical practice and includes descriptions of
different stages in music therapy work, as well as
summaries of the discussions between herself and
the care staff that were present during the sessions.
The chapter finishes with a number of suggestions
for good practice when working with people with
challenging behaviour.

Chapter 5, written by Eleanor Richards, sheds
some light on the complex area of people with dual
diagnoses of learning disabilities and mental health
illness. Richards explains the different kind of
factors that can put a learning-disabled person at
risk of mental health illness. She also referrers to
the complexities of diagnosing mental health illness
in people with learning disabilities and te the
implication these complexities might have when
planning a client’s treatment. She suggests the
value of music therapy when working with people
with dual diagnoses; and presents two case studies
from her own clinical practice. Finally, she refers to
the importance of the music therapist's input when
working within a multi-disciplinary team.

In this section the three writers give a sufficient
overview of different diagnoses in adults with
learning disabilities. When they talk about music
therapy work with adults with ASD, with
challenging behaviour or with dual diagnoses of
learning disabilities and mental health, they provide
the reader with a deep understanding of the
different ways music therapy can contribute to the
clients’ treatment and can offer unique
opportunities for communication, self-expression,
managing behaviour or being understood by others.
This deep understanding is communicated vividly
through the insightful case studies that help the
readers to ground the given theoretical knowledge
in a concrete applicable way.

Section Three

Section Three comprises chapters 6, 7 and 8. All
these chapters discuss music therapy group work;
each one with a different focus.

Chapter 6, written by Clare Fillingham, focuses
on group work and friendship. Fillingham talks
about the valuable role of friendship in everyone’s
life. She explains some of the reasons why people
with learning disabilities often find it difficult to
form and sustain friendships and notes that
integrating people into the community does not
necessarily lead to social inclusion and an increase
of friendships. The author gives an overview of
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group work theories and finally presents a research
case study. This study, carried out by the author,
looks at how music therapy can support people with
learning disabilities to deal with the impact of their
difficulty with relationships and can help them to
extend their social network.

Chapter 7, written by the editor, (Watson),
focuses on music therapy and community work.
The author explores the idea of community and its
meaning for people with learning disabilities. She
discusses two new models in music therapy;
culture-centred music therapy and community
music therapy, noting that both ways of working
hold at their centre the therapeutic effects of music.
Finally, Watson presents a case study from her own
clinical practice; this case study is based on her
work with a group of adults with learning
disabilities which was specifically set up to address
the clients’ issues around community life.

Chapter 8, written by the editor, focuses on
group work with adults with profound and multiple
learning disabilities (PMLD). The author discusses
the diagnosis of PMLD and refers particularly to its
impact on the area of communication. Watson
justifies the value of music therapy work for people
in this client group and presents a group case study.
This case study is quite detailed and includes both
the process of the group and the therapists’
experience. Particular reference is made to the
music used during the sessions, including
descriptions of the therapists’ and the clients’
musical contributions.

In this section the writers raise issues related
with the social life of adults with learning
disabilities. This is a particularly important area of
concern as very often this adult client group suffers
from isolation. The authors illustrate the need for a
fulfilling social life and note that even though this
need has been acknowledged by UK government
papers, it is difficult to address practically. Group
music therapy can play an important role when
trying to meet the social needs of people with
learning disabilities, including people with PMLD.
It can provide a safe place where people can share
feelings and experiences related to their lives in the
community and can also give opportunities for
communication and social contact within a
supported environment.

Section Four

This section comprises chapters 9 and 10. These
chapters focus on working with other professionals.

Chapter 10, written by Ben Saul, presents the
author’s recent research that took place at an
organisation working with adults with learning
disabilities in South East London. The research
examines how professionals and carers view music

therapy; and how they value the music therapist’s
input in the multi-disciplinary team. Saul used
questionnaires and interviews to explore themes

related to communication, expression, social
functioning, health; and also communication
between carers and clients, as well as

communication between the music therapist and
other professionals. Staff who responded to this
research gave a clear indication that music therapy
can have a positive input in those areas.

Chapter 11, written by the editor (Watson) and
Karen Twyford, discusses multi-disciplinary and
collaborative work in music therapy. The authors
present four different levels of successful multi-
disciplinary work; and explore the benefits and
challenges of multi-disciplinary work. They also
present an interesting dialogue about music therapy
between five members of a community learning
disability team, including a speech and language
therapist, a consultant psychiatrist, a community
learning disability nurse, a clinical psychologist and
a music therapist. Finally, the two authors present
examples of collaborative work between colleagues
and give guidelines for good multidisciplinary
practice for music therapists.

In this section the writers discuss one of the
most important areas for the music therapy
profession; team-working and collaboration with
other professionals. Having in mind that a well-
coordinated care plan promotes the efficacy of a
client’s treatment, good collaboration between
music therapists and other professionals is of a
great importance. This collaboration needs to be
based on the successful communication of the
music therapy work with other professionals and it
is necessary for our colleagues to understand our
work and value it.

Conclusion

Music  Therapy with Adults with Learning
Disabilities comes to fill in a gap in music therapy
literature, as it is the first book of its kind which
focuses entirely on music therapy work with this
client group.

I found all the themes of the book successfully
chosen, since they address very important issues
that emerge when working with adults with
learning disabilities. For example, many of the
referrals for this client group that we receive at my

workplace refer to the clients’ needs for
communication, social contact and emotional
expression/outlet.

The book has a very good balance between
generic information, theory and practical examples
which can support every reader to gain a sufficient
understanding of this clinical area. For the music
therapists who already work with this client group,
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the theoretical concepts that are explored in this
book can enrich their thinking. I found all the
clinical case studies particularly useful, as they
helped me deepen my understanding of the
expressed knowledge.

Tessa Watson has provided us a guide to which
we can turn to inform ourselves about many
different aspects of our clinical work. Her work is
well-versed in contemporary ways of thinking
about adults with learning disabilities which
acknowledges their right to have full opportunities
as equal members of society and to be supported to
take control of their own lives. Furthermore, it
takes into account all the relevant NHS and
government guidance that form the framework
within which our clinical practice is taking place.
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George Bernard Shaw is often quoted as saying that
“England and America are two countries divided by
a common language”. Reading these two books for
review has certainly made it clear to me how
different the meanings of ‘music therapy’ can be,
both between the USA and the UK and even within
the same country.

Both books are written by established music
therapists in the USA and are clearly ‘about’ music
therapy in some way. Yet both describe music
therapy approaches which are profoundly different
from most corresponding work in the UK, and in
some cases are not recognisable as music therapy at
all.
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Before discussing the books in detail, it is
important to be clear about the authors’ intentions.
Are they in fact writing about music therapy, or
about something different — for example, education
in (or through) music, or music as recreation, or
music as a social activity? Both authors distinguish
between trained (i.e. professional) music therapists
and others who may use music in their work (e.g.
educators, parents or carers). Ramey is explicit that
her book is “by and for music therapists” (p.20) and
that others using the material in the book should not
describe what they do as ‘music therapy’ to avoid
“bringing to light issues you are not trained to deal
with” (p.20). Ott says only that her book “does not
attempt to train you to become a music therapist”
(p.17) but otherwise makes no distinction between
music therapy and what other professionals or
carers might do or aim to do through music
(including those with little musical training).

This exposes an important discontinuity within
discussions of music therapy which reaches beyond
geography to more fundamental concepts. Is ‘music
therapy’ simply a way of describing ordinary
musical activities (including educational ones)
which are adapted for people who bear labels such
as ‘ill’ or ‘disabled’? Or does it describe something
qualitatively different: an approach to treating
someone in distress or need through music, with the
aim of bringing about real, and possibly lasting,
benefits? Ramey seems to subscribe to the latter
position, at least in principle, and Ott to the former.
The authors’ own practices may, of course, go
beyond what is described in their respective books.

I think my own view on this is now clear, but let
me set out my stand. If music therapy exists at all it
must be or include something other than ordinary
music making. Moreover, this otherness must be
more than simply the who and the where of the
music making in question: it must involve
something different about the very qualities of the
sounds and relationships involved. Neither of the
two books under review discusses this aspect of
music therapy in any depth, and Ott does not even
seem to acknowledge that it may exist.

My own view is not universally held even
within UK music therapy. Ansdell, for example,
claims that “music therapy works in the way that
music itself works” (Stige, Ansdell, Elefant &
Pavlicevic 2010: 27), which at first reading
suggests an opposite position. Yet I do not believe
it is necessary to read it in this way. Unless Ansdell
intends to obliterate any distinction between music
therapy and other uses of music altogether (which I
doubt), he is left claiming only that the benefits of
music making are best considered and understood
as part of the discipline of music rather than the
disciplines of (say) psychotherapy, or education, or
neurology. A corollary of this is that the study of

music must then be enlarged to include the
personal, psychological, educational, social and
therapeutic aspects of music and music making.
This is indeed what he and his colleagues have
begun to do in their recent published work (Stige,
Ansdell, Elefant & Pavlicevic 2010).

My own view is that this demands too much of
musicology, and that it is simpler to see music
therapy as a trans-disciplinary field, over-lapping
with other established fields without seeking to
subsume them, while also having its own identity.
This is in practice what has happened in the UK for
many years, particularly with the overlap between
music (therapy) and psychotherapy, but more
recently including psychology, sociology and
education. What differentiates Ansdell’s position
within UK music therapy is perhaps the absence of
psychodynamic/psychotherapeutic contributions to
the musical understanding of music therapy, either
from within or without music therapy itself.

Whatever position the reader holds on these
matters, [ raise them simply to point out that it is
impossible to review these two books without
recognising the different understandings of music
therapy which do exist, both within and between
countries. What follows is written from a UK
perspective, and one that values the place of
psychodynamic and relational thinking in music
therapy itself.

Now to the books themselves. Music for Special
Kids is as cheerful and optimistic in its style as its
title suggests. In her introduction Ott describes how
“music can be an incredibly effective therapeutic
and educational medium for young children and
individuals with special needs” (p.17). The
educational value of the book is clear, but there is
little about it that is therapeutic beyond the
simplification of educational ideas for children with
special needs. Much also depends on what is
understood by ‘special needs’ in the first place:
throughout the book it is assumed that these
children will be able to speak, or at least understand
simple spoken instructions, and will be able to
stand, sit or move relatively normally. This is
simply not the case with many of the moderately or
severely disabled children that music therapists in
the UK work with. Anyone expecting to find ideas
for work with children with profound and multiple
learning difficulties (PMLD), or even those with
limited communication skills, will find this book a
disappointment.

The majority of activities Ott describes are
directed (involving no improvisation) and most
have linguistic aims (e.g. learning names of months
of the year, parts of the body etc.). Where emotions
feature at all they are considered only at a cognitive
level (recognising/imitating emotions) rather than a
relational one (responding to actual emotional
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states in others). The book also includes one of my
personal horrors: adapting the song ‘If you’re
happy and you know it’ to contrasting emotional
states (e.g. sad, angry) without any attempt to make
the music communicate the designated emotion. To
anyone trained to understand music as
communicating emotional dynamics more directly
and immediately than words this is not just a
simplification of music therapy for the untrained; it
is a betrayal of a key principle of music therapy, at
least as [ understand it.

The activities are clearly described, with
objectives, materials etc. clearly listed, and hints on
how to develop and adapt them. The book also
includes nineteen songs in staff notation. The
musical range covered is extremely narrow: all are
in major keys, all but one are in common time, and
most are based on folk songs. The last (‘Calm
song’) is the most musically developed and
original, but most music therapists trained in the
UK will have created their own songs at least as
good as this, or should be well able to do so.

I cannot recommend this book to music
therapists in the UK, if only because most would
find it too basic in relation to the training they
already have. However, the activities themselves do
have an educational value for young children with
mild or moderate learning disabilities, and would
be a useful resource for teachers or music group
leaders. They do not require great musical skill. I
cannot see them being of use with more severely
disabled or emotionally troubled children, or indeed
any child over the age of about twelve.

Group Music Activities by Maria Ramey is
altogether a more useful book. The field of adult
learning  disabilities is often ignored or
undervalued, as Ramey notes in her introduction,
and any serious published discussion of it is
welcome. This book would be a useful primer and
resource for anyone leading group sessions for
adults in residential or social care. After a short
explanatory guide to the book’s purpose and some
clear and useful tips on using the activities with
groups, there come one-page descriptions of 100
different activities involving active and passive
music activities with clear goals and instructions.
There are also fifteen songs in sheet music, some
useful indexes/appendices and a CD with
recordings of the fifteen songs and instrumental
sound tracks (needed for some of the activities
described in the book).

Ramey makes more allowance than Ott for the
fact that many adults with learning difficulties will
have some degree of physical disability or
limitation too. She acknowledges that the music (as
well as any gestures) may need to adapt to the
needs and choices of the participants, and
encourages the use of improvisation. She also

makes it clear that these activities are not aimed at
more severely or profoundly disabled adults. The
goals are less single-mindedly educational than
Ott’s, with recognition of social and leisure aspects
of music making too. There is still an expectation
that all will have a reasonable level of receptive and
expressive (even written) language. Those working
with non-verbal or more severely disabled adults,
or those with associated mental health or emotional
problems, may find this limits the book’s
usefulness.

The songs are original compositions by several
different music therapists, including Ramey herself.
They are predominantly major key and in common
time, with melody and guitar chords. They cover a
number of rhythmic (mostly Latin) styles. In two
compositions by Kelly Summer (‘Let’s all play
together’ and ‘Howl at the moon’) the key signature
does not match the song melody or chords — ‘Let’s
all play’ is a major blues, but notated in D minor,
while ‘Howl at the moon’ is in E (not D major),
with a strong mixolydian feel. What is more, ‘Let’s
all play’ is in a nine-bar form — crying out for an
extra bar at the end of each phrase to make up the
more usual twelve-bar blues. While there is useful
material here, most music therapists will be able to
create their own, or already have done so.

What is useful is an appendix listing a range of
well-known songs suitable for use in group
sessions, and a cross-index to the 100 activities by
goal areas/developmental purpose. The CD may be
a useful resource to some, and to get the feel of
some of the songs, but most music therapists will
want to use the songs or sounds live where at all
possible.

In conclusion, Group Music Activities for Adults
with Intellectual and Developmental Disabilities is
a book some music therapists may value having to
hand if only for its potential to stimulate new ideas
in a field where it is very easy to become ‘stuck’.
For others working in this field, I would also
strongly recommend Rio’s book Connecting
through Music with People with Dementia: A Guide
for Caregivers' (2010) — a sympathetic and
sensitive guide to the ways in which musical
interaction can be truly individualised and
responsive without the need for highly developed
musical skills.
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H Johanne Hanko pe to Bipiio g 100 Learning
Games for Special Needs with Music, Movement,
Sounds and... Silence avadewviel ) onpacio Tov
TOLYVIOOD GTI GLUVOALKT OvATTLEN TOL TOLd10V it
TPOKeLTAL Yoo oSl pe Tumikn avamtuén gite pe
E0IKEC  EKTAOEVTIKEG avdykes. H  duvatdtnra
Kowng Opdong modidv pe Kol Yopig edkég
EKTTOOEVTIKEG OVAYKEG TNV OPO TOL TOLYVIOIOD
npowbel v €évvola ¢ evoopdtwong. EEGAAov, M
O N ovyypapéag emonuoivel 6Tov TPOAOYO TG
OTL VTl To Toyvidw gival duvoTov va mailovran
oo OAa To TodLl aveEaupETmg.

To moyvidtr kor m  ovpPory TOL OV
avartuéloxn mepiodo ¢ {ong Tov madlov £yovy
peietnOetl and moArovg edkovg, 6mwg o Piaget, o
Erikson, o Freud, o Damblebsky, o Winnicott kot m
Mahler (I'oiavixn 2003- IMamadomoviog 2005).
To mouyvidt omotehel kown  ékepoorn  GE

OIKOVUEVIKO €mimedo kol katd tov Bpetavo
TOLOTALTPO-YVYAVAALTY| Donald Winnicott
ekOnAdveral apykd otn Ppepikn nikio pe
HOPON LETAPATIKDY OVTIKEIUEVAOV KOl QUIVOUEVMV.
Ao TIg TPMTEG HOPPEG TOV, TO TOLYVIOL gival o
LoTtikdg ‘ydpog’ dmov 10 Todl SIHOPPMVETOL Kot
avtompaypateveTal. Eitvar évag duvntikdg ydpog,
po Tepoyn Omov M TPAYUATIKOTITO GLUVOPEVEL LE
T  QOVTOGio, Kol TO  OVTIKEWEVIKO UE TO
VTOKEUEVIKO otoryeio oAAnAemidpovv. Me iAo
Aoy, 1M €€OTEPIK]  KOL T ECOTEPIKN
TPOYUATIKOTNTA TOL Todo0 oyetilovtal oe éva
Y®PO, 6TOL TO Todl pmopel va Ppel TV 1ooppomio
TOV, TN YOARVY, TNV  OVOTODOT Kol TN
dnuovpykdtnTd Tov. To moanyvidt givar dnpovpyia
Kot apydtepa 1 dnpovpyia avtr| YiveTol To Epelcpa
OV BEPEAIDVEL TOV TOMTIGUO LOG LE TIG TEYXVEGS, TIG
EMOTALEG, Kot TN @rhoco@ia (Ioravdakn 2003).
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H ovumepipopd t0v TToudod v @po. TOL
ToLVIO00 OMOKOADTITEL TOV E0MTEPLIKO TOV KOGLO,
glval n avamopdoTocn Tov KOGUOL TOL. ZUUQ®VO
pe avtd, To ToyVidl Umopel Vo, AELTOVPYNCEL MG
LEGO dulyvoong kol Bepameiog. zmv
noryvioBepaneio, v mopadetrypa, divetar Eppaocn
omv «kabopony. To modl avoakoveiletor kot
amoAAdcoETOL amO cvvalcONUaTKEG dtaTopayés N
duoKoAleg otV Kowoviky  aAAnAemidpoon
(ITamaddmovrog 2005).

Méca 610 Toyvidl To ol AVOKAAVTTEL TOV
€anTo TOV, pabaivel va Tov ayamd, mepviel TOAAEG
mpeg yorapouévo kot cuykevipouévo (Iaiavaxn
2003). MobBaivel, apykd, vo eivar uévo Tov Kot
apyotepo vo moilel PE TOV EVAAMKO KOl TOLG
cuvounAikovg tov. H e€éMén avt) Tov mayvidion
ue kdmolov GAXo etvor yuo to mOdl M opy oG
oelplG KOWOVIKOV oyéoemv, mov To  moudl
owodopel  cuopPdAloviog  OTNV  KOW®VIKO-
CLUVOLCONUATIKT TOL OVATTLED.

To moudi pe to mayvidl meopyei o€ kavoveg. O
Kovovog 6To moyvidl givarl ecmTEPKOC KavOVOG,
OVTOTEPLOPIGUAC, KavOvog avtodtdbeons. Avth 1
nelfapyio oTovg Kavoveg dev gival evkoAn otn (o1,
oALd oto maryviol etvar gpiktn. ‘Etol to mayvidt
onuovpyel o {ovn emikeipevng avamtuéng tov
TO000, GUUPMOVO KOl  HE TNV KOW®VIKO-
moATok] Beswpia tov  Vygotsky (Booviddov
1997- ®pvdaxn 2007). Ztn oyxoikn mMikio T0
moyviolt  yivetoar (ol HOpON  TEPLOPIGUEVIG
dpaCTNPIOTNTOC KOl EKTANPAOVEL EVAV EIOIKO GKOTO
omv avamtuén tov mowdov. H didaokario kot 1
dovAElW  TOL  OyoAgiov, MOV  AWOTEAOVV
VIOYPEDTIKEG  OPACTNPLOTNTES, OKOAOLOOVV ¢
ECMTEPIKT GLVEYELD TOV TTaLyVdoD Kot Pacilovton
o€ kavoveg (Booviadov 1992).

To mouyvidt eival omapaitnto oe kabe nAiia,
eite Bpepovnmiokn €ite oYoAKn, Kol 1 GUUPBOAN
TOV aPopd OAOVG TOVG TOEIG TNG avarTuéng Tov
modon. Ot ekmoudevtikol yvopiloov v Eueu
embopioc Tov TS0V VO AVOKOADTTEL TO QUGIKO
nep1PdAlov Tov, va SoKIndalet TIg SuVATOTITES TOV,
Vo SLOTPATTEL KOWMVIKEG GYECELS KOl OAQ QVTA VOl
TPOLYLOTOTOLOVVTOL HEGO ard TO Ty viot. [lap’ dda
oVTd, OGOV APOPE GTNV EAANVIKN TPAYLOTIKOTNTO,
dev divetal o omapaitnTog ¥poOvog ylio ovTH TNV
avaykn TV TOWOV Yoo Touyvidy, Kkivnom kot
nepopationd (Apakog & Mriviag 2009).

H Hanko ®g po éumepn modoaywyods xoi
EMGTIOVOG GUVOEEL TO TTOYVIOL LLE TOVE MYOLG KoL
v kivnon — 1o péco onAadn ekeiva mov divouvv

oto moudl evkopieg Yy mpdoPaom ko
aAdnienidopacn pe to mepPdilov tov. H avémruén
MG  OVIIMNATIKNG  KOVOTNTAS — TOL  TOd1o0

EMTUYYAVETOL OPYKE HE TNV KWNTOTOiNon TV
awcOnmplokdv  tov  opydvev. ‘Etor, avty 1
KOVOTNTO GUVOLALETAL UE TNV EUOVTN TEPLEPYELL
Kol TO eVOlpEPOV TOV Todlov, mov KAbe oTiyun

kevipiletar  evepyomoldvIog TS YVOOTIKES,
YOYOKIVNTIKEG KOl ovuvaucOnuatikég Aettovpyieg
tov. H kivnon, ot yot kot n povotkr (0AAG Kot M
OTOLGI0 CVTAOV, WLE TN CIOTN Kol TNV 0KWNGio)
glvar 1o mepleydpevo mov alomoteitan Péca omd To
mayvidla wov €yetl emAéger n Hanko.

"Eyxovtag, Aowwdv, yvdon g madaymyikng a&iog
Tov Toyvidov, 1 Hanko mapovciéler to mhovcio
VAMKO €KOTO LOVGTKOKIVITIKMV TOLYVIODV TO OT0l0
dwokpivovtal og entd gvotnteg. Kpurnplo didpiong
glvarl n obvOEST] TOL TOLYVIOLOD LE TOV AVTIGTOLXO
Topéd OVATTUENG TOL TOdOV KOl TO TTOOOYWYIKO
Kképdog mov emtvyydvetal. Ot gvotnTeg mOL
SLOUOPODVOVTOL LE GVTAV TN O1AKPLIeT TOV VALKOD
glvar: 1) avantuén oxovoTik@v  de&loTh TV,
2) ortopuikny Kor  meEPPOAlOVTIKY)  ETiyvoon,
3) ddkpion YOV — MYOYPOUNTOS KOl TOVIKOD
Vyovg, 4) éleyyoc coUaTiKNG Kivnong, 5) éleyyog
avamvons, 6) dnUovpyikn okéyn Kot 7) xoAdpwon).

Eivor gppavég 6Tt autég ot entd evotnteg ™g
GUVOAO OTOTEAOVV TO GKEAETO Y10l TNV TOAVTAELPN
avémtuoén tov maudov. o to Adyo awtd, o
o0y YOS TOL Oal ¥PNGIUOTOMGEL TO VAMKO 0VTO,
0o avayvopioer 6Tt 1 Todoywywkny ofic TV
TOLY VIOV GUVADEL LLE TOVG GTOYOVG TNG SVYYPOVING
ekmaidevong, mov tpoontadel va eEocpalricel: iogg
gukaipieg pdbnong vy Okovg TOLG  MaONTEG,
KoAAMEPYEWD, TOV OeElOTTOV KOl aVASEEn TV
EVOIPEPOVTIMV  TOVG, OavVATTVEN  TNG  KPLTIKNG
oKEYNG, QUOIKN] KOl  KOW®VIKY  avartuén
(A.EILILEZ. — AILZ. 2003). O 7odaywyog,
TOVAGYIOTOV ~ OTNV  EAAMNVIKY]  EKTOUOELTIKN
Kowotnta,  yvopilet o6t Tt AvaAvtikd
[Ipoypappota Y1ovdmv (AILY) &yovv
Swpopemcel Tovg Pacikovg aEoveg oyedOGHOD
TOUG  TPOCOEPOVTIOS  OVOAOYEG — EUMElPieG  OF
YOYOKIVITIKO, YVOOTIKO KOl  GLVOICONUATIKO
eminedo.

[T cvykekpyéva, 1 Kivnon ypnoyomoteital mg
HEGO Y10 TNV EMYVMOCT] TOV COUOTIKOD GYNUOTOC,
TOV YMPOL KOl TOV YPOVOL TTOV OMOTEAOVV PaCkEG
mpobmobécelg Y mv avamTuén ™mg
TPOCOTIKOTNTOS TOL 7oy, O  éheyyog g
avamvong, M duvVOTOTNTOL  YOAGp®ONS 1
EVEPYOTOINGTG TOV CAOUATOG KOl OA TO TOPATAV®D
glvar ot Bacikoi otoyotl g Puyokvntikig Aymyng
ov mepthopPavel kdbe exmaidevorn uéco ce Eva
gviaio TAaiclo omovdav (Apdkog & Mmiviag 2009).
Xoppova pe ) Bswpia Tov Piaget, n avantoén g
avTiinymg - eite pe akovotikd epediouata gite pe
KwvaisOntikd tpoémo - divel oo modi T dvvaToTNTO
YVOOTG TOV TANPOQOPIOV OV AcpPdvel amd To
nepPdAlov pe v mpdoinym, v enelepyaciao, ™
GUUUOPPMOCT] TOV YVOOTIK®OV EVVOLOV-GYNUATOV
GUUPMOVO, [LE OVTEC, KOl TEAOG TNV TPOGAPUOYT TOV
OTLG OMOLTHOELS TOV €KAGTOTE TEPIPAAAOVTOG.

H onuovpyikdémta omotelel pio  KEVIPIKN
emdioén g exmaidevong onuepa, &vd gival
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Baocikdg otoxoc C AloOnTtikig Ayoyne. H
ONUIOVPYIKY]  €mvONOT  KOTOKTATOL e TNV
KatdAANAn ekmaidevon. H Hanko pe tig amaitioelg
Tov KAOe oy Vo0 e£0OKEL TNV KPITIKT IKOVOTNTA,
™ @oavtacia, eEaokel TOV TEPAUOTIOHO KOl TNV
wavotta e&gpedbivnong, ovaykdlel pe evydploTo
TPOTO TO Toudl Vo KAVEL YPNCN TPONYOLUEVOV
EUTELPLOV Kol va TG a&lomotel yio VEOUG GKOTOVG,
Vo EMAVEL TPOPANLATAL.

H moAbypovn eumepio ¢ Hanko dwopaivetan
O0TO Yeyovdg OTL 1 OvTOmOKPIoN OTO  EMIMESO
OVGKOALNG KOl GTIG OMOITAGEL TOV TOLYVISIDV glvan
EQIKTY, TPOYUOTOTOMGOUUY, €ite mpdkeltor yio
OO0 pE E101KEG EKTALOEVTIKEG avaykeg gite Oyt H
€101KN ekmaidevor eEdAlov €xel oG KOpLo altnud
™G TN GULUUETOYN OA®V TOV TOWdY, YOpig
OTTOKAEIGUO, AVEEAPTHTOC TV OIALTEPOTNTMY TOVG
Kol HE YVOUOVO TS duvatotnTég Tovg. Afvetar

EVOALOKTIKY]  €MAOY] OTOV  Touday®myd  va
OWUOPODOVEL  GTOYOVG  GUUPMOVE  UE  TIG
EKTAOEVTIKEG  avlykeg TV pontov kot

ToutdYpova Olvetoar m duvartdtnra pdbnong oe
OAOVG TOVG LOBNTES TPOWOMVTOG TNV EVEMUATHOOT)
(EKTOUOELTIKT KOl KOWVOVIKT).

H Hanko avtyetoniler avtd to kevipikd 0épa
pe vrevbovomto KabloTOVTAS YVOOTOUS OTOV
aVOYVMOOTN EVOALOKTIKODG TPOTOVG Ko
TPOCOPUOYEC €KEL OOV E10IKEC OUAdES TOLOIDY
mBavoév  duokohevovial, Yoo Topddsrypo AOY®
YOUNANG  ooOnmplakng  Asttovpyikotntoc. Ta
moyviow  Aowdv, omwg  mopovcialovral,
EVILEPMOVOLY Y10 TOV VAIKOTEYVIKO €EOTAMGUO O
Omol0C  OMOJEIKVVEL TN PEOACTIKY ONTIKY NG
Hanko, o kot o1  ozmoutfoelg  givol
TPOCUPUOCUEVEG OE  TMPAYUOTIKEG — GUVONKEG.
Emumpocbétmg, avagéperor n niwio oty omoia
amevfhvovTol oL GTOYOL TOL EMITLYYAVOVTOL KO,
omov ypetdleTal, divovtal EDGTOYES EMEENYNOELS V1O
™V KaAvTepn degaywyn tov Toryviduwy. H capng
KoL TANPG TEPLYPAPT TOV KAOE TTayvidod kabiotd
oML TOL O VIO EQUPUOCILO KOl KOTOVONTH O)L
povo omd tov modaywyod, aAAd Kot amd To yovéd N
omolov evijliko BeAncel vo TOL YPNCUYLOTOLCEL
Aiveton €€dAlov oty apyn tov Piiiov €€nynon
TV OpOV TOL ¥PNClHomovVTAL 6€ OA0 T0 PBifAio.
2mv ewcaywyn tov Pipiiov n Hanko emonpaiver
v eievbepio oV TapEYETOL GTOV VITELOHLVO TOV
TOLVIOOD VO TPOGOPUOGEL TO TEPIEYOUEVO TOV
moyvidlov mov Ba emAéEel, ovUPOVO HE  TO
TPOCOTIKO GTVA  Tov {dov, OAAG kol TNV
TOATIGTIKY]  KOVATOUPO. TOL  €PYNCLOKOD  TOV
mhoiciov. Toviler emiong 611 10 Bapog diverar 610
va emtoyel Kabe modi va oOAoKANP®GEL TO TTayvidt
Kol TOVG 6TdYoVe oL B€TEl aveEapTNTmOG amd TOV
OVIOYOVICUO TOV {0M¢ VIAPYEL AVAUEGO GTOLG
ocoppetéyovies. O OVIOY®OVIGHOG VTOPYEL  ®C
Kivntpo kol 6gv mpémel va, dnutovpyeitor aicbnon
amotuylag 1 kKatwtepdmtag. Edd m otdon tov

EKTTOLOEVTIKOD KPIVETOL KOiplo ¢ TPOG TO V.
EVOLVOUMOEL TO TTodi Tov TOAVOV amoyoNTEVETOL
KOl VO TOVIGEL TNV TAEVPE TOV TOLYVIOOD TOL TO
KOAVEL EVYEPIOTO KO YLYOYDYIKO.

H 3w  Hanko emyeipel va kataotioet autd to
oLy vidla €vo ypNoIHo EPYOAELD Yol TOV TTOOOY®YO,
évo  onuelo  avagopdc Y TNV TEPOLTEP®
a&lomoinon tovg pe mpdobetec dpaCTNPLOTNTES.
Ipdyunatt, pov 666nke m evkaipio 6to GYOAEl0
omov epydlopon va «maifovpe» UE TOVG MoONTEG
Kémolo  moryvidl omd  ovtd. Enpeitéov 0Tl
TPOKELTOL Yot HoBNTEG pE O1dyvTeg avamTuElaKég
dloTapayec oAAG Kol pabnTtég pe younAd vonTiko
duvapkd (yio mopdderypo uobntég pue ovvopouo
Down ka1 obvdpopo Williams). H ocdvroun xot
ovolaoTikn meptypoen g Hanko diver ehevbepia
Kot ovvototnteg  evedélog otov  TOdoywyo.
Kanouo, pdiiota, oy vidl oL
cuumepAapPavovTol Kot avakaAlodv TPOCOTIKES
Hov  pvhiueg ko Piopato, givor  moryviow
OIKOVUEVIK(, OV EVAOVOLY ANV KOl KOVATODPES
ave€opTNT®MG  OKOVOUIK®DYV,  KOWMOVIKOV KoL
TOALTIKQOV TOPOYOVIMV.

Avto 1o Pifiio eivon éva Pipiio yio O6A0VG,
UIKpOUG 1| HEYGAOVG paOnTég, Ywplg QUAETIKNA 1|
GAAN  O1dKpiom, Yoo €00V TOOAY®OYOVS, Yol
HOVGIKOUS OAAG Kal YioL YOVEIC, Y10 TO OYOAEl0 1 Y10l
KéOe ydpo mov anevBvuveTOL 6E TOOLA.
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Avtomdkpion amd ZuvESPLO

21° AwieOvég Xovédpro Tov Association for
Music and Imagery

“Ilotilovrac to Zmopo.: Ppovrilovrog to Awpo ™
(“Watering the Seed: Nurturing the Gift”)

Evayyehia [amovikoAdov

21° AeBvéc Tovédpro Tov Association for Music and Imagery
“Ioti{ovtag 0 Zmopo. Dpovtilovrag 10 Awpo™

(“Watering the Seed: Nurturing the Gift”)

21-25 Tovviov 2011
Chicago, IL, Hvopéveg [Tolteiec Apeptkng

AMI 21st Conference
Wrap-Up

Planting Sunflowers
Watering the Seed
Nurturing the Gift

H Evayyehio [Ioravikohdov cmovdace ovotkn 6to EAAnviko Qdeio AOnvav, MovcikoBepaneio (MA) kot
Nevpoemompes & Avocoroyia oto [avemompio tov Roehampton (Surrey, UK) ko €xetl ekmaidevdel ot
pebodo Movoucofepaneiag Guided Imagery and Music (GIM). ‘Eyet epyactel 6to Aovdivo kor otnv Abnva
GTOVG YMPOVS TNG WUYLUTPIKNG, VEVPOAOYIOG Kot 101KNG aymyne. Ate&dyel oeuivdplo povotkobepameiog,
givar ovvepydng oto EOvikd Komodiotprokd [Navemomuo, oto Iavemotiuio Atvyaiov kot ot Movada
Avamro&laxrg Hadworpkrng (B’ Toudrarpcr KAwvikr| [oavemompiov AGnvav), evad etvor cuvtoviotpio Kot
BonBdc exmaidevong oto EAANVikO exmoudsvtikd mpoypappe MovowoBepaneiog GIM. Mérog g
GUVTOKTIKNG OMAOOG TOV TEPLOOIKOD Approaches: MovaoikoOepansio & Eidikyy Movaoixn Toidoywyiks Kou
wWpvutikt| [pdedpoc Tov EAAnvikod Zviloyov ITtvyovywv Enayyelpatidov Movcwkobepomevtdv.

Email: papaniev@gmail.com

‘Htav o vrépoyn epmepio 1o 21° Siebvég
ouvédplo Tov Association for Music and Imagery
(AMI, www.ami-bonnymethod.org), t0 7@pon-
YOULEVO KOAOKAIPL GTO 1KAY0, OOV Topafpédnka
petald 75 ocvvédpmv amd 12 dapopeticd Kpdtn:
Hvouéveg Iolreieg, Kavadd, Hvopévo Baciielo,
Me&wco, Zovndia, ['epuavia, NopPrnyio, Xovyk-
Kovyk, Nota Agppikn, Avotpario, Néo Zniavoio
kot EAAGSaL.

To ocuvvédpilo avoile pe éva apiépopa otn Lon
kat to €pyo g Dr. Helen Bonny, gunvedotpiog g
pneBodov Guided Imagery and Music (GIM), pe
agopun 10 Odvatd g to 2010, wor pe éva

apiépopa ota 25 ypovia tov AMI, eopéa mov
eknpooonel 1™  MovowobBeponeioo. GIM  oe
TOYKOGUIO  EMOYYEAMUOTIKO — KOL  EKTOUOEVLTIKO
eminedo. O Erich Bonny, yiog g Helen Bonny,
LOPAGTNKE LE TOVG GLUVESPOVG TPOCMTIKES GTIYUES
NG UNTEPUS TOV, KAOME KOl POTOYPUPIES, £YYPOQa
Kot GAAa apyeion amd T (N Kol TNV EMGTNLOVIKN
GUVEICEOPA TNG. AkoAovONCE pia ovaKoivoon pe
YPOVOLOYNUEVE OAOL TOL GNUOVTIKA TNV avarTuén
tov AMI yeyovota, kabBdg kot Alota pe OAo To
debvag aVayVOPIoUEVA TIGTOTOUEVA,
EKTAOEVTIKA. TTpOYpappato. APEco GUVOEIEUEVOG
UE TNV gumvevoTpla kot 10pvTpla Tov GIM ftav kot
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o tithog tov cuvvedpiov (“Iotilovrag to Xmopo:
Dpovrifovrag 0 Adpo”), evd oTdpoL NAOTPOTIOL
dmpioTkay 6€ OAOLG TOVE TAPUPPICKOUEVOLS, Y10
va. GUUPOAIGOVY TOGO TN PPOVTIdN TNG YVAOGNC TOL
oVt Hog denoe 660 Kot TV €EEMEN TG dovAELdg
KOLL TOV £PYOL TNG TPog vEoLG opiloves.

Y10 EMOTNUOVIKO WEPOC, TOAAEG NMTav Ol
afldhoyeg  mOPOLCICE; WAV o€ TOWKiAo
BepnTiKd, KAMVIKO, €PELVNTIKO 1 EKTUOELTIKO
VAKO, KOADTTOVTOG LGOTIHO, OAEC TIG TAELPEG TV
EVOLPEPOVTIOV TV  CLVESP®V:  X0yypova
EPELVNTIKG 0edOUEVA, VEX LOVGIKE TPOYPAULATO,
TEYVIKEG YO OCOUOTIKEG TOPEUPACELS, TPOVUA,
KOOKAG OE0VTOAOYIOG, TPOTOTOMUEVE, UOVTEAQ,
TPOCHOTIKEG TEYVIKES, LEAETEG TEPIMTMONG, GLVOEDT
OMUOTOG HE HOVLOIKN  OKPOOOT, WUYOAOYLKESG
Oeswpieg ommv KAwiKR wPaA&n, NTav péGO o
Oepatoroyia ToL  ouvvedpiov. MetaEd  avtdv
Eexmploa, TO TOPOKATO:

H Denise Grocke, PhD, MT-BC, FAMI,
dtevfdviplo Tov TpNuaTog Moveikobepaneiog Tov
Hovemompuiov g MekPfovpvng kot Tov National
Music Therapy Research Unit (NaMTRU), ota
mA0icl  TOL  TPOYPAUMOTOS  GLVEXLLOMEVNC
exmaidevong oto GIM  éxave v eonynon:
“Engaging with Music in the Bonny Method of
GIM: Inner Odyssey Program (Bonny) and Faith
Program (Bruscia)”, omv omoio €Kove €KTEVN
avéAvon ota avtioTOl0 HOLGIKG TPOYPOLLLOTOL
tov Helen Bonny ka1 Ken Bruscia, ta omoia
eepevvnoe Pabitepo UEC® LOPPOAOYIKNG KoL
(POVOLEVOLOYIKNG aviAvong, otopiog, (oypapldv
KOL VO TIKOV EIKOVOV ard VIAPYOV KAVIKO VAKO,
ou{NTNONG Kol OLLOSIKNG OKPOAGNG.

O Dag Korlin, MD, PhD, FAMI, wyuyiatpos-
yoyoBepanevtig, dtevBuvrg tov European Bonny
Method of Guided Imagery and Music Training
Program «ot  ekmoidevtig  TOL  EAANVIKOD
exmadevTikov mpoypdupotog GIM, mopovciace
NV EVOLOPEPOLGO. EPEVVITIKN €PYOCiaL UE TITAO
“Resources in the Bonny Method of GIM-
Classification and Quantification”. Zto mloiclo
avtig ¢ épevvag, o Korlin  afoloyel  won
KOTNYoplomolel T0  €0POC TV  ECMOTEPIKDV
EUTMELPUDY OV  KATOYPAPOVTUL (OIVOUEVOAOYIKA
katd  Owdwacio tov GIM pe v KAlpoxa
Sropaduiong Self Leadership wg epyaieio pétpnong
MG TPOCHOTIKNG  OMOKANP®ONG  UEC®  TNG
BepamevTikng mopeiag.

To peyaAdtepo OUMG APEPON GTO EPELVNTIKO
HUEPOG AVIKE GE TPELG «YIYOVTEG) TNG EPEVVAG GTOV
topéa Tov GIM, dnAadr| oty Denise Grocke, PhD,
MT-BC, FAMIL, otov Dag Kérlin, MD, PhD,
FAMI, ko ommv Cathy McKinney, PhD, MT-BC,
LCAT, FAMI, oievfovipio kot kabnyntplo
MovoikoBepaneiog tov  Appalachian  State
University. Ot tpeig poli oe otpoyyvAn tpanela, o
MO KOWT, OAOKANPOUEVY] KOL  GYOAQCTIKN

napovcioon ue titho “GIM Research: A Review
and Considerations for the Future” Kotéypoyov
OA0. TOL MEYPL OMUEPO EPELYNTIKA  Oedouéva,
KOADTTOVTOG £TGL V0, EVPVUTOTO QACUA JUPOPOV
mlouciov Kot dwypdpoviag capelg opilovteg yuo
HEAALOVTIKT] TOGOTIKN] KOl TOLOTIKY] €PELVO TPOG
véeg M MNOM LVIAPYoVcES kaTeLOBOVOELS, OO TNV
YoYLOTPIKY, TN vevpoProroyio, v oykohoyia, M
oKOU Kot Tn HEAETN Tov Bswpntikod vroPabdpov
tov GIM.

210 KAWIKO uépog, ot Brenda Burgner, LCSW,
FAMI, yvyoBepanedtpo kot Jim Borling, M.M.
MT-BC, FAMI, «afnyntmg Movowkig kot
dtevbuvng Tov Tpoypdupatog Movcikobepameiog
oto Radford University of Virginia, mopovciacav
10 GIM ©¢ pio 0mOTEAECUATIKY] TPOGEYYIOT| OTNV
OVTYLETOMION TNG OCOUOTIKNG emeepyaciog Tov
tpavpatoc. H mapovsioot| tovg “Use of the Bonny
Method of GIM to Process the Body Memory of
Trauma” otnpiytnke otV apyn OTL TO CAOUO EYEL
TN oK TOL WVAUN, Kot 6to 0etikd poAo Tng
povoikofeponeiog GIM oty avakinon avtdv Tov
LVNUOV KOl EUTEPIOV  OTAV  OOVAEDOLUE  UE
YoyooouoTikég actéveleg. Evolopépov eiye emiong
n mapovoiaon g Carol Bush, LCSW, FAMI,
yuyobepanevtplag, pe titho “Energize Sessions
with Physical Interventions”, otnv omoia piAnce
Y T xpNnon HeO0dELUEVOV TEXVIKOV TAV® GTO
ocopo  tov  Bepomevdpevov, pe  otd0 M
dlevkOALVe NG amelevbépwong «umAoKa-
PIOUEVAOVY) COUATOTOMUEVOY GUVOICONUATOV Kot
aoOnoemv katd ) BepamevtiKn daditkacia.

dotoypagio 1:
ovvepyat Dag Korlin,
eMnvikov wpoypappatog GIM, kot tov Erich Bonny, yi0 g
Helen Bonny

H Evayyedio IlomovicoAdov pe tov
yoyioTpo Kol EKTOLOELTH  TOV

Kanowot eonyntéc «katébecov  epyoacieg pe
mopiopato POCIGUEVA TPOTAPYIKA GTIV TPOCMTIKN
toug eumelpio. o mapddeypa, n €onynon Tov
Michael Viega, MT-BC, FAMI, “Body Listening as
a Method of Understanding the Mostly Bach
Program” Bacilotav omv e&epedivnion
kot gupetikn (heuristic) avédivon tov dvvatoTitOV
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TOL GLYKEKPEVOL TPOYPAUUOTOS, GTO  ONOi0
xpnowonoince o id10¢ v kivnorn tov cOUATOS
Tov, YW  va  ovokaAvyel  emimpocbeto
ocuvouoOnuatikd Kot StoncOnTikd SVVOUIKO — HEoO
amd TNV kivnon — 610 AKovoUX TNG LOVLGIKYG.
Emiong, n Lisa Summer, PhD, LMHC, MT-BC,
FAMI, «afnyntpio kot O1evfoviplo  TUNUATOG
MovoikoBepaneiog oto Anna Maria College (USA)
omv mapovoiacr g “What to Do in Between
GIM Sessions? How a Personal and Professional
Perspective Led to a Pedagogical Philosophy”
oxoAloce TG OvOoKOAEG TPOCHMIKNG dlayeiplong
oto Ouwomnuo  petad ovvedpiov  GIM, ko
TOPOVGIOCE  TO  UOVTEAO  OVTIUETOMIGNG 7OV
OVETTLEE G «TPOCMTIKY LOVGIKY (POVTAGIMON»
(personal music imagery) pe yvopova tn 01Kn g
eumelpio ¢ Toadaymyod Kut BepamenTplog.

E&apetikr| n Beopntikn elonynon “Alchemical
Processes in Terms of C.G.Jung’s Psychology in
GIM Music Therapy” tng Anna Roeckler, FAMI,
opotomafnTikov Kot avaAdTplag Tov Jung, Katd v
omoia. avamtuyOnkav To Pocikd otoyeia g
IMovvykiavig  (Jungian) «oAynueiogy kot TOV
apY£TUTO GUUPOMOUO GE GOUOTIKO, TVELLOTIKO
KOl WYOXoAOYIKO — emimedo, KoBmMG Kor TNV
aAdnienidopacn HeTALD avT®V KOTA T OepamenTikn
mopeio.  OAAOYAG KOl ODTOTPAYUAT®OONG OV
KAMvikn Tpdén tov GIM.

EmumAéov, ota mhaiclo tng maykooponoinong
méov g Ttexvikng tov GIM, n avaykn v
onuovpyios. VEOV HOLGIKAV TPOYPOUUATOV UE
TMOWKIAEG TOMTIGIIKES EMPPOES MTAV OpaTH Yo
axoun po eopd oto Xwkdyo. IToAd onpoviikn n
mapovcioon “Bonny GIM and Jazz GIM: What'’s
the Diff? A Comparative Study of Transcriptions
Based on Five Selected Bonny Method Programs”,
OV NTOV POCIGUEVY]  OTO TEVTOETEG EPEVVITIKO

wpoypaupe.  “Music,  Motion and  Emotion:
Theoretical and Psychological Implications of
Musical Embodiment” mov mopovciocov ot

Hallgjerd Aksnes, kafnyntpio MovcikoAoyiog Kot
Svein Fuglestad, FAMI, povcwoBgpamevtrg ot
BonBog kabnynt — anod to [Hovemomuo tov Ocho
- KoOdG Kol TO VEO UOVOIKO TPOYPOLLLLN
“Springs”, 10 omoio NTav emnpeacuévo amnd TNV
KwéQikn erhocoeio Tov Yin-Yang kot Paciopévo
OTIS OPYEC TOL «UPYN-CLVEXION-0ALOYN-GUVOECT,
a6 TO ovvaderpo Wai Man Ng, FAMI,
povowobepamevty kot kafnynt|  Movoiko-
Oepaneiog 6to Xovyk-Kovyk.

Téhog, mTOAAG MTOV aKOUN TO OPMUEVO TEPAY
™G EMUOPPMOTIKNG GVOTG TOV GLVEIPIOVL, OGS 1M
TEAETY] VLWOOOYNG VEOV HEA®V, M ClOTNAY
dnuompocio, Kol OTEPMG Ol GUVOAVTNGELS TOV
enrtpondv Tov AMI, pe evdlopépovoeg culntnoelg
Yopw omd Ofépoto  deovroroyiog, ekmaidgvong,
OLOOIKOOTIKOV KOl TTPOKTIKOV, KOODC Kol NG
S1ebpLVONC TOV QOPEN GE TAYKOGULIO EMIMEdO. XM

ou{NTNOT, TOAD OTLOVTIKA NTOV 1] GUVEIGPOPE TOV
Dag Korlin wg exmpoocdnov tov Evpomaikon
Awtoov tov GIM  (European Network of GIM-
ENGIM), m omoia 7wpoKeltor vo  AEITOLPYNGCEL
CUVTOUO UE TOPOAANAEG T CUUTANPOUOTIKES
dpdoeig g mpog 10 d1ebvég AMIL. Me agopun ™
dwyeipton g debvoig eméxtaonc tov GIM ko
mg ompiEng tov and 10 AMI, cvotbnke €15k
«Emrtpon Opapaticpov» pe okomd v ovamTuén
Kol dtatnpnon oxéocemv cvvepyooiog uetad twov
Aebvav Opyovicudv-Meimv, ™ OSwyeipion g
SlmoMTIcIKOTNTOS, 1TNg Oebvolds avayvdpiong
Kol Ol0THPTONG TOLOTIKAOV KPITNPimV eKToidgvonc,
KAWVIKNAG TPAENG Ko EPELVOLG.

KAgivovtog, cuvyxapntipla 6to vEO O101KNTIKO
cuppodio tov AMI, O6mwg mpoékvye 610 Likdyo
KoL ELYEC Y1 TV OUOAT S1EEaymYT| TOL £PYOL TOVG:

Maureen Hearns Aaron Teague

[pdedpog Ynrevbuvog Emitponnc
Xoveylopevng Ilpocomkng

Michael Viega Avamtoéng

Yrevbuvog Emitponnig

Agovtoloyiog Erich Bonny
Yrevbuvog Emitponnig

Alicia Picazo Opopaticpov

Ynrevbuvn Emtponng

Exnaidevong Cathy McKinney
YnrevBovn 'Exdoong
Emompovikov Ieptodicon

To ouvédplo Ntav avapeiofrimra (o epmelpio
BeTKNG TPOPOSHTNONG KOl GLUVEDLPESNG Yo OAOVG
TOVG TOPEVPLOKOUEVOLS KOL Y10 EUEVO TPOCMTIK,
TOL AVVTOUOVA VoL TAEWEY® 6TO eTOUEVO AleBvEg
Yuvédplo tov AMI oto BavikovBep (Koavaodds) to
2013!

Mpotewvépevn Tapamopn:

Homavikoddov, E. (2012). Avtandkpion ond cuvédplo:
21° S1ebvég cuvédplo tov Association for Music and
Imagery — “lotilovtag tov omdpo: @Ppovtioviag 10
owpo”. Approaches: MovowkoOeporeia & Eidwn
Movaower Hoidoywyixn, 4(1), 67-69. AvaxtmOnke omd to
http://approaches. primarymusic.gr
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Meragpaopéves Hepuqyerg ApOpav

Translated Abstracts of Articles

BO¢epanevtika Opro kot MovowkoOepamevtikég Ipaktikéc oty
EALGoa: Mo Mwkpn ootk Meiétn

Mopia-Xpiotiva [aradomodiov

Hepiimqyn: H yprion twv Ospamevtikmv opiwv &€ivor o onuoviky OlAoTtacy THG EPOPUOVIS THS
novaxoleporeiog oe d1edvés emimedo. Tlop’ Olo. avta, n empporn TOMTICUIKDV KOl EKTOIOEVTIKMDV TOPAYOVIWY
oty ypnon twv opiwv Jdev Eyxel ueietnlel eic fabog uéyxpt onuepa. Avto to apbpo mopovoialer uio pixphy
TOI0TIKN EPEVVA, N OTOL0, UEAETG, TH xprion twv Oepoamevtikdy opiwv oty uovoikobeponeio omo Ellnves
HOVOIKOOEPOTEVTES Ao AVOVTAS DTOWLY TNV ETLPPOR TWV TPOCWTIKMDV TOVS TOMTIGUIKDV KOl EKTOLOEVTIKWOV
vrofabpawv. o tovg okomols avthg TS Epevvag, oielnyOnray niektpovikés ovvevrevlels e tpeig EAlnves
novaixoleporevtés, ot omoior epyalovrou amnv EALddo. H avdloon twv dedouévawv mov cvAléyOnkay amd tig
ovvevtedéels  éyive ue T HEHOOO  THG  EPUNVEVTIKNG  QOIVOUEVOAOYVIKNG avddveng  (interpretative
phenomenological analysis). Ta Pooixa evprjuoza deiyvovv oti o1 EAInves povotkoBepamevtés ypnoiuomoiody
Ta Oepomevting Oplo. otH HUOVGIKOOEPOTEVTIKY TOVS TPOKTIKY oOupwve ue to Evpwmoixd emoyyeluatikd
wpotvma. Qot1000, 01 Gepamevtés Exavoy A0yo yia eVEMKTH Kol TOIKIAOUOPQYY YpHon TWV 0plwv, OOTE VO,
Tpooapuolovial oTiC TOMTICUIKES OLOPOPES TV TOTIKWV TAOIOLWV 0T omola epydlovial, oAla kair vo
OVTATOKPIVOVTOL OTIC ATOUIKES OVAYKES TV TEAATMYV TOVG.

A&Ea1g KAE1014: povoikobepameio, Oepamevtind Opio, TOATIGUIKTY ETPPOT], EKTOLOEVTIKY EMPPOTN, EvEMEin

H Maopia-Xprotive Iomadomoviov 6Toddoce TAVO Kot Gpmo, Kol améKTnoe dimAouae aprog otny Adnva
kot oimAiope LRAM amd 1o Royal Academy of Music (Aovdivo). AmEKTnoe UETOMTUYIOKO OTN
povokofepamneio (Roehampton University) ko £xet epyaoctel o¢ povouodepanevtpio o oYOAel0 Yo TOLOL
OV £YOVV LITOGTEL YLYOAOYIKT KOl GOUATIKN Pio, 6 KEVIPO MUEPAG VIO EVIAIKEG UE TPOPANLOTO WYOYIKNG
vyelog Kol 6 EEVOVE OVOKOLQIGTIKNG Kol TopnyopnTikng @povtidag (hospice) yio evhiiikeg acOeveic.
Yvvepyaleton pe to Music in Hospitals kot képdioe 10 mpdto PBpafeio oto diebvn dayovioud dprog otnv
Ovoiia o 2010. Zvjpepa, mpoypatonotlel S100KTopkKég 6movdég otnVv Gpra oto Trinity Laban Conservatoire
of Music and Dance (Aovdivo).

Email: mioul4@gmail.com
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Music as a Means of Addressing the Self-Injurious Behaviour of People
with Autism: A Pilot Study on the Views of Music Therapists

Katerina Kargiou

Abstract: This article presents a research study, which explores the views of nine music therapists (from
Greece and the UK) on the use of music as a therapeutic means of modifying self-injurious behaviour of
people with autism. The results show that music, which is based on a musical-therapeutic relationship
between the therapist and the person with autism, can reduce the self-injurious behaviour of people with
autism. Also, the results suggest that there is no particular musical-therapeutic technique and musical
instrument that is more or less effective for the reduction of self-injurious behaviour. These results are
discussed comparatively, taking into account the results of other relevant studies and the international
bibliography.

Keywords: autism, self-injurious behaviour, music, music therapy

Katerina Kargiou studied musicology / music pedagogy at the Department of Music Studies (University of
Thessaloniki, Greece) and completed her MA in Special and Inclusive Education at the Institute of Education
(University of London). Since 2009 she works as a music teacher in special and mainstream schools in
primary and secondary education.

Email: akargiou@gmail.com
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Néec Anpoocievoeig oty EALGoa (2011-2012)

New Publications in Greece (2011-2012)

YuArEyOnkav and tov Nopyo Toipn

Compiled by Giorgos Tsiris

H evommrta Néeg Anupooievoeic oy Erldda
GTOYEVEL OTNV EVNUEPOGT TOVL OVAYVAOGTIKOD
KOWoU ylo TNV TpEYOLTa. EAMANVIKY PiAloypagia
OYETIKA pe Ta media Tng povoikobepameiog Kot
NG €101KNG LOVGIKNG TOOOYDYIKNG.

H evomto vt mepiiapfavel dnpociedoelg
BPri®V, TPOKTIKOV amd CLVEIPLL, KEPOAUIMV
Kot dpBpav mov Exovv dnpoocievtel otnv EALGSQ
K0T TO TPEYOV KoL TO TPOTYOVLEVO YPOVOAOYIKO
étog. [lepriapfavovtar keipeve ypoupévo oty
eMviKy YAdooo, kabBdg emiong Kor ayyAkd
Keieva Ta  omoia.  €yovv  OnMpootlevtel  oe
eMvikég  myég  (Ommg  eAAnvika  PipAia,
TPOKTIKA KoL TEPLOOUKEL).

H evomta avt) onuocievetol otov mpdTo
aplOpud  kabe  TEVYOLG TOL  MEPLOOIKOD.
2uyypaeeic, epeLVNTEG Kot GAAOL EVOLOPEPOLEVOL
elvar evtpdodekTol va oteilovy otov Empeinm
Yovtaéng (approaches.editor@gmail.com)
OYETIKEC TOPOATOUTEG ONUOCIEDGEDMV (DOTE VO
oLUTEPIANPOOVV GTO ENOLEVO €0PIVO TELYOG TOV
TEPLOOTKOD.

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

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

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

Biprio kon Keparara

i

Books and Chapters

Avtopvo, T. (2012). H Dilooopio s Néag
Movowkns (ptep. T. e & O. Dpdykov-
Yoyomaion / emp. I'. Kovléing & O. Opdykov-
Yoyomaion). ABnva: Nmococ.

Ipnyopiov, M. (2011). Movaoiki AvtiAnyn Kou

Anuiovpyio: KaBolikés  2tabepéc Kot
Tohimotikés Metafintés. ABfva: Ne@éin.
Kessler-KakovAion, L.  (2011).  Ogpamcvnixn

Pobuixn: Epopuoyéc otnv Exmaidsvon [loaidiov
Me ko Aiywg Avarnpio. AOva: Fagotto.

Nyman, M. (2011). IHepauatiknp Movoiksy (Utep.
& emyt. A. Zte@dvov). Adnva: Oxto.

Pétowov, X. (2011). Eéepevvarvrag ty Movaoikn ko
mv  Kivngon: Ocwpnuixés  Ilpooeyyioeic  kou
Apaotnpiotyres Movaikoxivytikng Aywyng yio.
Hoiowe Ilpooyoiikns wor Illpwtng Zyolikng
Hlixiog. AOva: Ewpapdg.

Sacks, O. (2011). Movowogpilia: Iloropies ya ™
Movaoikn xai tov Eyképoldo (prop. K. Ilotayog &
A. Xmopakov / emp. T, Homoadéng). Adnva:
Aypoa.

Yakegrrapiong, I'. (2011). Odnyos Aromoritiouixng
Movaoikns Exmoidevong: Zvvoéovrag tm Oswpia
ue v Hpaén. Abnva: Tedio.

Tappis, A. (2011). Avarxvrkilwusvy Movoix.
AbBnva: Fagotto.
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= Apbpa
Articles

Kaverriomoviog, I1. (2011). O Christopher Small
KOl 1 OVOTPOTH] TOL  UOVGIKOTOOOY®YIKOD
Koavova. Approaches: MovoikoBspansio &
Eidikn Movaoixn Hoidaywyky, 3(2), 74-81.

Kessler-Kakoviion, L. (2011). Avtandkpion ond
to Europa InTakt 2010. Culture and Persons
with Special Needs: Music - Silence - Sound -
Movement. Approaches: MovaoixoBepaneio &
E1ducny Movoixn Hoadaywyxn, 3(1), 43-47.

KMjun, A., Owovopidoov, H.I'., ®povdoaxn, M.,
& Mavrtovon, A. (2011). H povowr g
PonOntiké  péco  ommv  eumepic TOL
(QUGOLOAOYIKOD TOKETOV: Mio TOLOTIKY UEAETT).
Noonlevtiry, 50(3), 297-306

Homavikordov, E. (2011). Apiépopo oty Helen
Bonny. Approaches: MovoikoOsparncio & Eidikn
Movaixn Hodaywyixn, 3(1), 6-7.

Homeotavpov, A., Parziani, D., & Toipng, I'.
(2011). Ivtepiovoio. Approaches:
MovaikoBOepaneia & Movaixn
Hoaidaywyixn, 3(2), 90.

Ei0ien

Xappis, A. (2011). Biprwoxpitikn: “Music for
Children and Young People with Complex
Needs” (Adam Ockelford). Approaches:
MovaikoBeparneia & Eidikn Movaikn
Hodaywyikn, 3(2), 113-115.

Toipng, I'. (2011). Avo ypdévia Approaches.
Approaches:  MovaoikoOepancio &  Eidixn
Movaixn Hodaywyixn, 3(1), 2-3.

Toipng, I'. (2011). Mio avackoémnorn Kot avaivon
tov épyov tov Approaches (2009-2011).
Approaches:  MovaoikoOepancio &  Eidixn
Movaixn Hodaywyy, 3(1), 8-17.

Toipng, I'. (2011). «Ildved 6toVG BROLS YIYAVTOV»
- Eykopidlovrog Toug avBpdmovg, tn o1 Kot ™
povoikn. Approaches: MovoikoOepomeia &
E1ducny Movoixn Hadaywykn, 3(2), 58-59.

Toipng, I'., & Homactavpov, A. (2011).
Movoikotpondvtag: H poveikn mpdén wg vyeio
kot Oepomeion péco amod o SIEMIGTNUOVIKN
TPOONTIKY. Approaches: MovoikoBeparneio &
Eidikn Movaoixn Haidaywyikn, 3(2), 91-107.

Yartomovrov, N. (2011). Or ypdvieg Tabnoelc mg
TOVTOTNTO, OC TPOMOC {ONC 1 OC UAVLULO Yo
avadlpopeon eoawtod — Merétn mepintwong
(H ovowotiky cuufoin g HOVGIKNAG 1TPIKNG
Kol TG povoikoBepomeiag).  Aiemotnuoviky
Dpovrida Yyeiog, 3(1), 10-13.

AyyMka apOpa og eAAnvikd
TEPLOOIKA

English articles in Greek
journals

Apostoliadi-Le Bouder, M. (2011). Book review:
“Music Therapy and Addictions” (David
Aldridge & Jorg Fachner, Eds.). Approaches:
Music Therapy & Special Music Education,
3(2), 108-110.

Blair, D. (2011). Book review: “Constructing a
Personal Orientation to Music Teaching” (Mark
Campbell, Linda Thompson & Janet Barrett).
Approaches: Music Therapy & Special Music
Education, 3(1), 40-42.

Dimitriadis, T. (2011). Conference report: “XIII
World Congress of Music Therapy: Music
Therapy in Eastern and Western Philosophy”.
Approaches: Music Therapy & Special Music
Education, 3(2), 116-119.

McCord, K. (2011). Book review: “Teaching
Music to Students with Special Needs: A Label-
Free Approach” (Alice Hammel & Ryan
Hourigan). Approaches: Music Therapy &
Special Music Education, 3(2), 111-112.

Papastavrou, D., Parziani, D., & Tsiris, G.
(2011). Interlude. Approaches: Music Therapy
& Special Music Education, 3(2), 89.

Parker, D. (2011). Reading the music and
understanding  the  therapeutic  process:
Documentation, analysis and interpretation of
improvisational music therapy. Approaches:
Music Therapy & Special Music Education,
3(1), 18-34.

Parziani, D. (2011). Orchestral conducting as
educational practice: A Smallian perspective of
relationships and pedagogy in youth orchestras.
Approaches: Music Therapy & Special Music
Education, 3(2), 82-88.

Powell, H. (2011). Book review: “Connecting
through Music with People with Dementia: A
Guide for Caregivers” (Robin Rio). Approaches:
Music Therapy & Special Music Education,
3(1), 35-36.

Ridder, H. M., & Holck, U. (2011). A tribute to
Tony Wigram. Approaches: Music Therapy &
Special Music Education, 3(2), 62-66.

Stefanou, D. (2011). Making the leap: Christopher
Small’s visionary musicology. Approaches:
Music Therapy & Special Music Education,
3(2), 70-73.
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Swijghuisen Reigersberg, M. (2011). Conference
report: ‘Striking a Chord’; Music, Health and
Wellbeing: Current Developments in Research
and Practice. Approaches: Music Therapy &
Special Music Education, 3(2), 120-124.

Tsiris, G. (2011). “Standing on the shoulders of
giants” - Celebrating people, life, and music.
Approaches: Music Therapy & Special Music
Education, 3(2), 60-61.

Tsiris, G. (2011). Two years of Approaches.
Approaches: Music Therapy & Special Music
Education, 3(1), 4-5.

Wosch, T. (2011). Book review: “Where Music
Helps: Community Music Therapy in Action
and Reflection” (Brynjulf Stige, Gary Ansdell,
Cochavit Elefant & Mércédes Pavlicevic).
Approaches: Music Therapy & Special Music
Education, 3(1), 37-39.
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Ipoceyn Apopeva

Upcoming Events

YvAréyOnkoav and tovg Nwpyo Toipn & Adpa I[avridov

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 evomra ovt) Aettovpyel GUUTANPOUATIKG LE
mv avtictoyn 10toceAMda tov Approaches  O6mov
mpoceépetonl  pio mo TANPNG AMoTto  SpOUEVDV:
http://approaches.primarymusic.gr. Zyetikég TANPO-
popieg mpog dpocievon oto Approaches pmopovyv va
otélvovtal o1 ZuviovioTplo  XuvdéopmV Kot
Apdpevev (Aopa IMovAidov,
dorapavlidou@gmail.com).

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

This section complements the relevant webpage of
Approaches where a more comprehensive list of
upcoming events is provided at:
http://approaches.primarymusic.gr. Relevant informa-
tion for publication on Approaches can be sent to the
Coordinator of Links and Upcoming Events (Dora
Pavlidou, dorapavlidou@gmail.com).

International Association for Music and Medicine

Date: 3-6 July 2012
Place: Bangkok, Thailand

Organisers: International Association of Music and Medicine

Information: www.iammthailand.com

ISME Commission for Special Education: Music Therapy and Music Medicine

Date: 12-14 July 2012
Place: Thessaloniki, Greece

li

Organisers: International Society for Music Education & Greek Society for Music Education

Information: www.isme.org

30" ISME World Conference

Title: Music Education: From Ancient Greek Philosophers Toward Global Music Communities

i

Date: 15-20 July 2012
Place: Thessaloniki, Greece

Organisers: International Society for Music Education & Greek Society for Music Education
Information: www.eeme.gr/ISME2012/index.htm
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Joint Conference

Title: 12" International Conference on Music Perception and Cognition (ICMPC) & 8™ Triennial
Conference of the European Society for the Cognitive Sciences of Music (ESCOM)

Date: 23-28 July 2012

Place: Thessaloniki, Greece

Organisers: ICMPC & ESCOM

Information: http://icmpc-escom2012.web.auth.gr

Perspectives on Musical Improvisation

Date: 10-13 September 2012

Place: Oxford, UK

Organisers: Faculty of Music, University of Oxford

Information: www.music.ox.ac.uk/research/cpccm/perspectives-on-musical-improvisation-
conference.html

SEMPRE 40™ Anniversary Conference

Date: 14-15 September 2012

Place: London, UK

Organisers: Society for Education, Music & Psychology Research (SEMPRE)
Information: www.sempre.org.uk

Music Therapy New Zealand Conference 2012

Title: Music and the Brain: Developing Pathways
Date: 22-23 September 2012

Place: Auckland, New Zealand

Organisers: Music Therapy New Zealand (MThNZ)
Information: www.musictherapy.org.nz

AMTA 2012 Conference

Title: Changing Winds: Innovation in Music Therapy
Date: 11-14 October 2012

Place: St. Charles, IL, USA

Organisers: American Music Therapy Association
Information: www.musictherapy.org

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
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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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