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Tnueiouo tov EmueAnt) Xovaénc

Xopevovrag ta Overpad pog

INMopyog Toipng

“Dream the right dreams,
then dance the dreams awake!”

Ivéigvico pntod

Ta apbpa avtod TOVL TEVYOLG TOPOLGIALoVV éval
€0pog Bepdtov ko mpooeyyicewv. Kabéva omd
ovtd, ®otdc0, Ogiyvel e TO OIKO TOL HOVAOIKO
TPOTO A 1 COAANYN pioG 10€aG, 1 EUTVELGT EVOG
oveipov, yivetor mpdén ko eEghicoeton og €vav
dpKn xopd HEGA 6T YPOVO.

O Carl Bergstrom-Nielsen diepevvd ) yprion
NG YPOPIKNG onueloypagpiog (graphic notation) ot
povokoBepameio — £Vo OVTIKEILEVO TOV EIGT|YAYE O
idlog 10 1987 o©t0 TPOHYpOpUO  GTOVIGDV
povowobepaneiog oto Aalborg University g
Aoviog, kor To omoio onuepa epapudletor Kot
g€elMooetat amd S1APOPOVG LOVGIKODEPUTEVTEG Kol
EPELVNTEC avA TOV KOGHO. Xt0 GpBpo TOL
Topovctalel pio TOKIAIL YPUPIKMOY TOPACTACEDV
omd  O1dpopovg  CLYYPOQElG Kol  KAvelr  pio
OGUYKPITIKN) LEAETN OVTAOV, OVAOEIKVOOVTOG £TGL TO
ebpog  TOV  SUVATOTTO®V  TNG  YPOPIKNG
OTUEOYPOQING Yo TN HovGtKoDepamevTIK TPAEN
KoLl €pEvva.

To emdpeva Sv0 keipeva eykowvidlovv pia
KOVOOPYLOL EVOTNTO TOV TEPLOJKOV TOV APOpPd TNV
Kputikny  mapovsioon  PifAiov kot GAlov
dnpocievpévov vAakov (6mwg DVDs kot CDs). O
Claus Bang ovykekpypéva mapovcudler v
mohvpeoiky mopoyoyn “A world of sound and
music”. Méoa and v €£10TOPNON TPOCOTIKMY
EUMEPUDY KOl 1OTOPIKOV YEYOVOT®V, KOL TN
GLVOEOVOT QVTMV HE BE@PNTIKG KOl EPELVITIKA
dedopéva, 0 oLYYPOQLNS KAvel pio avaokomnomn
TOV TPOTOMOPWKOD TOV EPYOV GTO YMOPO TNG
povokoBepameiog e Topa e TPOPANLOTO OKOTG
ot Aavio, 0AAL Kol G GAAEG YDPES TOV KOGLOV,
omd N Oekaetio Tov 1960 péypt Ko onuepa. Xe
ovTé TO TAAIC10, 0 GVYYPOPEAG Ldg Bopilel Tmg Yo
TNV VAOTOINGT KOIWVOTOU®MV WOEDMV KOl TPUKTIKOV
ypewdletar eamida. «To va eAmilelgy, Ommwg ypaoet
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Kot 0 010G, «oNUOivEL VO LETOTPETELG TO, OVELPO GE
TPOYLOTIKOTITON.

2t ovvéyen, 1 Mapio @povddxn mopovoidlet
t0 PipAio tov Fraser Simpson “The Nordoff-
Robbins Adventure: Fifty Years of Creative Music
Therapy” wol péoa ond plo KPUTIKY OKOMGL LOG
delyvet mwg M oOAANYN plag Wéog Kor M
TPOYUOTOTOINGT TNG EVEYEL TAVTOTE TO GTOLYEID TNG
avaTPOTNG: gival pia ‘mepuétein’.

Olokinpmdvovtag o€ ovtd 1o  TELYOG TO
YOPETIOUO TOL  Approaches piog  axoun
‘mepumételng’ mov eivor POMG OTAL TPATO TNG
Pnota - cuuTEPIACUPAVOVUE  YOUPETIOTHPLEG
emoToAéc amd v Merete Birkebaek, tnv Lori
Custodero, v Isabelle Frohne-Hagemann, tnv
Alison Levinge, tmv Eleanor Richards ko1 tnv Kay
Sobey. To tevyog avtd cvumepriapuPdvel emiong
évo. obvtopo a@iépmpo. oty Sandra Brown, 0
omoio éBave To POwodTpPo Tov 2009. H Sandra
Nrav pio e&€yovoa mpocomTKOTNTA TG Sebvong
LOVGIKOOEPATEVTIKNG KOWVOTNTOG, 1 OToio. HECO
omd TO TUPAdEYHd NG pog €0eige  péEypL TNV
tehevtaio oTypn g onNg TG TOG VoL «X0pEHOVLE
T OVELPA LOGY.

Olorinpmvovtag avtd 1o onpeiopa, Ho 0ska
Vo EMONUAVO  oplopévo  oNUOVTIKE vEa Kot
e€eM&elc oyetikd pe TN AgLtovpyio TOV TEPLOSKOV
Kot TNV gupvtepn dOpdon tov. To XemtéuPplo Tov
2009 vmoypdetnke ocvppovie  petagd  Tov
Approaches xor  tov  EAMAnvikov  ZvAidyov
Kotoptiopévov  Emayyelpotiov  MovoucoBepo-
nevtov (EEKEM) pe okomd ™ odumpal Toug yio
T Onuocieuon TOV TPOKTIKOV 1TNG TPOTNG
nuepidag povowkobepomeiog mov  deEnyaye o
EXKEM otic 13 Aekeuppiov 2008 oto Qvdoeio
Kapdoyeipovpyo Kévipo omnv Adnva. H éxdoon
TOV TPOKTIKOV VToAoyiletal va olokAnpwbel evtog
TOV EPYOUEVOL £TOVG, EVM Bol dMNEOCIELTOHY LTI TN
HOPON  E€0IKOL  TEVYOVG OTOV  1GTOYMPO  TOV
Approaches. H €xdoon TV TPUKTIKOV TPOKELTOL
vo. GUUPAAEL OVGLACTIKG GTOV EUTAOVTIGHO TNG
eEMIVIKNG  povoikoBepamevtikng  PiPAoypapiag,
kKabdg kou oty eykaBidpvon &vog GLAAOYIKOD
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TVEVLLATOG GLVEPYAGIOG UETAED EMGTIUOVIKOV Ko
EMOYYEALOTIKOV ~ QOPEDY  TOL  YOPOL  1TIG
povowoBepaneiog omv  EAAGda  mpog Vv
EKTANPOOT EVOC KOWVOD GKOTOV.

H opdda tov Approaches oméktnoe tpia
Kovovpyle PEAN To omoia Kokwoopilovpe Bepud.
O Stuart Wood éywve pEAOG TNG OULVTOKTIKNG
EMTPOMNG HOVGIKOOEPUTEING TOV 7TEPLOOIKOD, 1)
Epyiva Zopmabavaxn oavélafe mg dwoyepiotpla
TOV GLVOEGUMY KOl OPMDUEVOV TOV 1GTOYDPOV, EVD
o IMavroc Tlomaddkng g JSwyEPIOTAG  TOV
1GTOYDPOL TOV Approaches.

Avtég o1 e€eliéelg ovvodevovtal emiong omd TNV
avapdadon  tov  1otoydpov TOL  Approaches
(http://approaches.primarymusic.gr), kafmg Kot amd
MV gvepyomoinon G MOTOC  MOPUANTT®OV
niextpovikng aAinioypaeiog (mailing list) tov
Approaches. Ta pén g Alotag o evnuepdvovtal
TOKTIKG, LE MAEKTPOVIKT aAANAOYpaQio Yo To VEQ
T00 Approaches, Y. TPOCEYN OPMOUEVA  GTNV
EMLGda, aAAG kol To e€mtepikd, kabmg yuo GALEG
onpoavtikég €EeMEEG TOL YOPOL O TAYKOGHIO
eninedo. H gyypaen otn AMota TapaAnmiov yivetol
dwpéav péco amd ToV 10TOYMPO TOov Approaches
Kot gvBappived OAOVG TOVG EVIOPEPOUEVOVS VO,
yivouv péin.
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Editorial

Dancing our Dreams

Giorgos Tsiris

“Dream the right dreams,
then dance the dreams awake!”

Native American saying

The articles of this issue present a breadth of
subjects and approaches. Each one of them
however shows in its own unique way how the
conception of an idea, the inspiration of a dream,
becomes practice and develops in an enduring
dance through time.

Carl Bergstrom-Nielsen explores the use of
graphic notation in music therapy - a subject he
introduced in 1987 in the music therapy training
program at Aalborg University, Denmark and
which is nowadays applied and further developed
by various music therapists and researchers around
the world. In his article he presents various graphic
notations from different authors which he studies
comparatively, showing thus the range of
possibilities that graphic notation holds for music
therapy practice and research.

The following two texts inaugurate a new
section of the journal that includes book reviews
and reviews of other published material (such as
DVDs and CDs). Claus Bang in particular, presents
the multimedia production “4 world of sound and
music”. Through the narration of personal
experiences and historical facts, and the
interweaving of those with theoretical and research
findings, the author does a retrospect of his
pioneering work in the field of music therapy with
individuals with hearing impairment in Denmark,
but also in other countries, from the 1960s until
today. In this context, the author reminds us that the
realisation of innovative ideas and practices
requires hope. “To hope”, as he writes, is “to turn
dreams into reality”.

Maria Froudaki reviews Fraser Simpson’s book
“The Nordoff-Robbins Adventure: Fifty Years of
Creative Music Therapy” and through a critical
viewpoint she shows us how the conception of an
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idea and its realisation always includes the element
of ‘radical change’; it is an ‘adventure’.

Completing in this issue the greeting of
Approaches — of another ‘adventure’ which is just
in its initial steps - we include welcome letters from
Merete Birkebaek, Lori Custodero, Isabelle Frohne-
Hagemann, Alison Levinge, Eleanor Richards and
Kay Sobey. This issue includes also a brief tribute
to Sandra Brown, who died in autumn 2009. Sandra
was a distinguished figure of the international
music therapy community, who showed us through
her own example until the last moment of her life
how to “dance our dreams”.

In concluding this editorial, I would like to
mention some important news and developments
regarding the operation of the journal and its wider
action. In September 2009 an agreement was signed
between Approaches and the Greek Association of
Qualified Professional Music Therapists (ESKEM)
which defines their cooperation for the publication
of the proceedings of the first one-day music
therapy conference that was held by ESKEM on the
13" December 2008, at the Onassis Cardiac
Surgery Centre in Athens. The publication of the
proceedings is planned to be completed in the
course of next year, when they will be published as
a special issue on the Approaches website. The
publication of the proceedings will contribute
essentially to the enrichment of the Greek music
therapy bibliography, as well as to the
establishment of a collective, collaborative spirit
between scientific and professional bodies in the
field of music therapy in Greece for the
accomplishment of a common purpose.

The team of Approaches has three new members
whom we welcome warmly. Stuart Wood joined
the music therapy editorial board of the journal,
Ergina Sampathianaki became the links and
upcoming events manager of the website, while
Pavlos Papadakis became the administrator of the
website of Approaches.

These developments are also accompanied by

the upgrade of  Approaches website
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(http://approaches.primarymusic.gr), as well as by
the activation of Approaches mailing list. The
members of the mailing list will be informed
regularly via emails on the news of Approaches,
about upcoming events in Greece and
internationally, as well as about other important
developments in the field worldwide. The
subscription to the mailing list is free of charge
through the website of Approaches and 1 encourage
you to become members.
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Xapetiomypres Emotorég

Welcome Letters

Inpeioon Tov Empeint) Zovrogne:

H mopovoa evomra  amotehel ouvvéyeln TV
YOLPETICTNPUOV EMIGTOADY Ol ONOies ONUOCIELTNKAY
670 TPMTO TEVYOG TOV Approaches (tebyog 1, aplBpog
1), kot pe ovtdv Tov TPOMO OAOKANPAOVETOL O
TPOCOTIKOG  YAULPETICUOG £0pTOCHOG
EexvLLaTog TOV TEPLOS1KOD.

TIpookaiécape SGPopovg CLVAGEAPOVG MO TO
eEmTepIKd Vo YpAWouV ol YOPETIGTIPL ETIGTOAN
omov Oo. PTOPOVGOV VO HOPACGTOOV TIG OKEWELS, TIG
€UYEG KOl TAL OVELPA TOVG GYETIKA pe TNV eEEMEN NG
Movoikofepamneiog mg  Ewdumg
Howayoyumg oty EALGSa, Kabbdg Kot Tov v duvapet
poro Tov Approaches oe avtv v EEMEN. Kdbe évag
Ao aVTOVG TOVG GLVASEAPOVG £xEL £pbEL oe emapn, e
TOWKIAOVG TPOTOVG, LE TIG EAMNVIKEG KOWOTNTEG TNG
MovoikoBepaneiog 1/Kot
Mowayoyumg Kot el cupPadel evepyd oty avamtoén

oVTMV.

Kat oy

Kot Movoikng

mg Ewdumg Movoikrg

Ye outd 10 TEVYOC mopovcidlovpe pe  yopd
eMOTOAEG amd  Tovg €&Ng  ouvadélpovg:  Merete
Birkebaek (I'eppavia), Lori Custodero (HITA), Isabelle
Frohne-Hagemann  (T'eppavia),
(Hvopévo Boaoiiewo), Eleanor Richards (Hvopévo
BaoiAiewo) kat Kay Sobey (Hvopévo Baoiiero).

OLokAnpovovtag avtiv v gvotnta, Ha osla va
EVYOPLOTNOW Yo pio aKOUN Popd GOOVG GUVUSEAPOLG
avtamokpifnkav oty TPOCKANGY UG, OTOCTEAVOVTAG
pe mpobupio T KN TOLG YALPETIGTPLOL EMGTOAN TPOG
10 Approaches. ®a Mbeha eniong vo ekEpacw TNV
EUYVOUOCUVI]  HOG TPOG  OAOVG  EKEIVOLG  TOLG
GUVAOEAPOVG OO TO &EWTEPIKO, TO OVOUOTO TOV
omoiov mhavov va unv coumeprapfavovial ed®, aALL
ol omoiol péca amd To £pYo TOug £Yovv GLUUPAAEL, O
Kafévag pe 1o k6 TOL pOVOdIKO TPOmMO, OTINV
avantoén ¢ MovowobBepaneiog 1/kor g Ewdwng
Movoikig adaymywng otnv EAAGSa.

Alison  Levinge
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Note of the Editor-in-Chief:

This section is a continuum of the welcome letters
which were published in the first issue of Approaches
(volume 1, issue 1), and in this way the personal
greeting and celebration of the journal’s beginning is
completed.

We invited various colleagues from abroad to write
a welcome letter where they could share their thoughts,
wishes and dreams with regard to the development of
Music Therapy and Special Music Education in
Greece, as well as the potential role of Approaches in
this development. Each of these colleagues has been, in
various ways, in contact with the Greek Music Therapy
and/or Special Music Education communities and has
actively contributed to their development.

In this issue we are delighted to include letters from
the following colleagues: Merete Birkebaek
(Germany), Lori Custodero (USA), Isabelle Frohne-
Hagemann (Germany), Alison Levinge (UK), Eleanor
Richards (UK) kot Kay Sobey (UK).

Concluding this section, I would like to thank once
more all the colleagues who responded to our
invitation, by willingly sending their own welcome
letter to Approaches. 1 would also like to express our
appreciation to all colleagues from abroad, whose
names may not be included here, but who have
contributed through their work, each of them in their
unique way, to the development of Music Therapy and
/ or Special Music Education in Greece.
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Merete Birkebaek

Former Senior Music Therapist
Gemeinschaftskrankenhaus, Herdecke
Germany

merete.birkeback@gmx.de

I am very happy to welcome Approaches on the Greek music therapy “market”.
It will be a valuable extension for music therapists and researchers — and for those in the making - to have
this kind of forum for exchange and discussion.

I think it is a brilliant concept to host Music Therapy and Special Music Education in one journal. People
who work in the field of clinical music therapy will feel addressed, as well as those working in education
with music supporting children or adults with special needs.
And because there is not such as a clear cut between the two fields, but broad overlaps, I see the journal as a
chance to address everybody who works in any field with music as a unique carrier of possibilities to reach
and meet people in need for it.

My connection to Greece as a music therapist began through exchange with Greek colleagues at international
conferences. I then came to Athens to run seminars and workshops at “Musicing” music therapy centre. I met
participants with a special openness and energy, seriousness and yet lightness which impressed me. I wish
everybody who works within the Greek music therapy community good luck - and also joy - in working for
defining and deepening their work.

Kalos irthate, Approaches!

Merete Birkebaek

Lori A. Custodero

Associate Professor and Program Coordinator of Music and Music Education
Teachers College, Columbia University

New York, USA

lac66@columbia.edu

Welcome and heartfelt celebratory congratulations for the recent launch of this new journal, Approaches. 1t
seems that a journal grows from a community of scholars who have shared academic interests and passion.
Reading through the first issue and looking at the familiar names on the editorial board and staff, it is clear
that this journal has successfully attracted a group of like-minded individuals. It is also clear that Approaches
will build community and strengthen the collective voice of those who are so tirelessly committed to
enhancing the well-being of everyone through music. When imagining possible influences this journal may
have, I reflect on an experience during my first trip to Greece in February, 2006, at the Cerebral Palsy
Greece International Symposium, “Education: A Determining Factor in the Life of Every Human Being”. 1
wrote the following a few months later, and share it in the spirit of your current and future efforts to shine
light where there is currently darkness of the unknown.

This symposium did not end with the paper presentations. We adjourned to the coda, to a place
where actions spoke louder than words, where the reflection of what had been said was manifest in
deed - the Performing Arts Centre, built especially for people living with cerebral palsy. The
denouement was a performance, one offered joyfully and generously by dancers with gloriously
diverse gifts to share. It was the story of The Creation, and though there were many memorable
interpretations, it was the Sunshine that touched me most deeply. The stage was dark, when
suddenly we heard the familiar chorus ring out: "Let the Sunshine In". The lights went on and one
dancer wheeled another to centre stage, her face framed with a headdress befitting an Apollonian
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goddess. She beamed sunlight, her arms waving in beautiful dynamic solar energy, bathing all in the
warmth of aesthetic perfection - she simultaneously became sun and sound. And listening, I felt
myself reflecting her joy, illuminated through her performance.

The power of music to transcend boundaries of difference and enable shared aesthetic experience was never
more evident to me as it was that evening in Athens. As you continue to build community through shared
scholarship in this journal, my hope is that the communities in which you do your work can be featured as
artistic, and that the perceptions that isolate them from other artistic communities be permanently ruptured
and allow for a greater sense of appreciation and mutuality.

Lori Custodero

Prof. Dr. Isabelle Frohne-Hagemann

Professor for Receptive Music Therapy and GIM

Institute for Music Therapy, University of Music & Theatre
Director of the Institute for Music, Imagery and Therapy (IMIT)
Hamburg and Berlin, Germany

i.frohne-hagemann(@t-online.de

With great pleasure I would like to congratulate the birth of Approaches: Music Therapy & Special Music
Education. As 1 have witnessed how much patience and strength it took to establish the music therapy field
in Greece | must strongly express my admiration for the pioneers working on that. The result is remarkable: a
unique online journal that covers many aspects that other online journals do not cover. Dear Greek users,
have a look and explore your chances to contribute so that Approaches will help to establish and develop the
Greek potentials of music therapy. Dear international users, take the chance to get to know more about the
interesting Greek contributions to the field and realize the importance of Greek approaches for the
international scientific community. I feel very happy about this new opportunity to communicate and
exchange theories and experiences online with Greek colleagues and those from other countries.

Isabelle Frohne-Hagemann

Dr. Alison Levinge

Music Therapist, Researcher and Supervisor
Bristol and the Southwest, UK
alisonlevinge@blueyonder.co.uk

Heretismous stous anagnostes aftou tou Elinikou periodikou. Greetings to readers of this new on line Greek
journal.

Having just returned from attending the Greek wedding of a music therapist who qualified from my training

programme, I can still feel the warmth of the sun along with the feelings of warmth expressed by the guests
in welcoming us to their celebration.
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As a previous trainer of music therapists, I know only too well the challenges which face qualified music
therapists developing their clinical practice in Greece. In April 2007, 1 conducted together with Alison
Davies a two-day music therapy workshop in Athens. There I had the chance to work with music therapists
and those interested in the profession. I could see the commitment and dedication toward developing the
profession’s standing, and achieving the recognition music therapy deserves. As well as expanding their
understanding of therapeutic processes, a hunger for meeting and sharing ideas with other music therapists
formed the bedrock of the workshop’s process and gave a vibrant energy to the discussions, debates and
musical exchanges. However, despite the sometimes lonely furrow we seem to be ploughing, by sharing our
experiences and understanding of our work with music therapists from different orientations and cultures, we
can feel that at least we are working in the same field.

Music is, as we know, considered to be a universal language and as someone who does not find speaking
other languages easy, this medium makes it possible to share at a level perhaps deeper than words can
express. As more music therapists find ways of practicing in Greece and are able to share their work with
other professionals, the power and value of this way of offering therapy begins to take a hold. More
specifically, we can help those other than music therapists with whom we work to understand how
significant our intervention can be, particularly for those for whom words either do not come easily or are
not yet to be formed. For like Winnicott’s mother: “The main things that a mother (music therapist) does
with the baby (cl/ient) cannot be done through words” (from Winnicott’s book Babies and their Mothers).

Tis thermes mou ethes!

Alison Levinge

Eleanor Richards

Senior Lecturer

Anglia Ruskin University
Cambridge, UK
eleanor.richards@anglia.ac.uk

Dear Colleagues,

I am very happy to be able to welcome the appearance of Approaches, which shows every sign of becoming
a lively and influential journal; it will be a welcome addition to the growing tradition of clinical and
academic writing in the field of music therapy.

In recent years increasing numbers of Greek speaking music therapy students have chosen to come to the UK
to train, and I have been very fortunate in being able to offer my contribution, for some of them, to their
process towards becoming therapists. Many of them have returned to their own countries to practise in
circumstances which have not always been easy in terms of public and professional understanding of the
possibilities of music therapy, but they have not been deterred; some of their excellent work has been
reflected in their academic writing and their conference presentations. I hope that the existence of this journal
will further their sense of solidarity as a professional group. I hope, too, that it will be widely read not only
by other music therapists, but by other professionals in Greece and beyond, giving them the opportunity to
gain greater understanding of the place of music therapy in the broader range of psychological treatments
and to make well-informed referrals.

I look forward to future issues with great interest.
Good luck!

Eleanor Richards

66




Approaches: Music Therapy & Special Music Education | 1 (2) 2009 | http://approaches.primarymusic.gr

Kay Sobey

Former Tutor of Music Therapy
Roehampton University
London, UK
kaysobey(@tiscali.co.uk

I read the first issue of Approaches with interest and admiration and am therefore grateful for this
opportunity to contribute a letter of welcome and commendation for your exciting new journal. That it is
both bilingual and so easily and freely accessible on the internet is a big bonus and will do much to increase
your readership.

I thoroughly enjoyed the opportunity to come to Greece in January 2006 and meet with your music
therapists, both my own past students and others, but also those who were then planning to train for the
profession. As with other countries I have visited where the profession was not yet securely established, I
was aware of the difficulties in communicating the essence of Music Therapy, what it shares with other
professional disciplines and what differentiates it. There are many problems in combining coherence with
diversity in an emerging profession: a journal that links Music Therapy with Special Music Education will
constitute an excellent forum to address this.

Whilst research and evidence of beneficial outcomes are essential in procuring funding and adequate
conditions for employment, I would like to re-iterate the point made by Professor Tony Wigram of the
importance of publishing vivid accounts of clinical work. As the process is brought alive, the unfamiliar
reader may be engaged and moved sufficiently to realize how outcomes have been attained. It remains the
best way to convey the very specific ways music therapy can harness the emotional impact of music for the
benefit of those experiencing difficulties.

Kay Sobey
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Agiepoua

A@iépopa oty Sandra Brown
27 Maiov 1946 — 1 Xentepfiov 2009

Maoapia ®povdakn, [ToAvva KaBovpa, Mapia Paetn
& INopyog Toipng

Tnv tpdtn pépa tov PHvoTM®Pov EPuye Amd KOVTIQ
pog évog oyamnuévog pog avlpomoc, m Sandra
Brown. H Sandra ftav xabnyntpio, enémtplo kot
ELYLYDTPIO GTO, XPOVIL TOV LOVGIKODEPUTEVTIKOV
OTIOLOMV HOG, EVD APYOTEPO. GUVASEAPOS TOV HOG
EVETMVELCE KOl LOG TOPOKIVIIGE VO OyOVIGTOOUE
OTOV ENAYYEAUOTIKO oTifo" amotélece TPOTLTO Yo
HoG.

Tolovtodyog HovoKds e eEUPETIKEG EMOOCELG
®G TOVIGTPLo, OAOKANPOGE TIG TPOTTVYIOKES TG
omovdég otV yuyoroyio To 1985, 10 1987
KOTOPTIOTNKE MG LOVGIKODEPOTEHTPIOL GTO KEVIPO
povokoBepaneiog Nordoff Robbins (Aovdivo,
UK), evdd 10 2003 ewdwevtnke ¢ Jungian
avoADTPLO. ZVVODOGE OMNUIOVPYIKA OAEG OVTEG TIG
YVOGES KOl 1KOVOTNTEG, WHE OMOTEAECUN VO
ovvhécel pio HOVOSIKN] TPOCOMKOTNTO KOl VO
VANPETNOEL TN Hovoikobepomeio e ToV KAADTEPO
TpOTO, TPOGHETOVTUG TO TPOSMTIKO TNG GTIYLLOL.

H Sandra fitav pio e&€yovoa mpooomKITNTO
0TO YMPO NG Hovoikobepameiog, 1 onoia aPEP®CE
T TELELTOLO EIKOCL YPOVIA TNG EMAYYEALOTIKNG TNG
ong oto povcowobepamevtikd kévipo Nordoff
Robbins tov Aovdivov. Zto Sdomnue avto,
avéloPe Sopopetikég B€celg Kol oppodIOTNTEG:
povaeikofepamedTpio avVAOTEPNG Babuidag,
TOVETIGTNIOKY d1ddokovoa avadtepns Paduidoc,
emONTPLO. KoL HEAOG TOV O10KNTIKOD cLUPovAiov
tov Nordoff Robbins. To 1993 éywve 1 xhvikn
GLVTOVIGTPIO, TOL TPMTOL £TOVG TOV LETATTVYLOKO
TPOYPAUUOTOS OTOLODV KOl EONYAYE £€va VEO
cboTpo oTopkng eromteiog. H cuvolikn cupfoin
Mg o010 &KmodevTikd TpoOypappo tov Nordoff
Robbins ftav avektipnt.

Map’ 6ha ovTd, M OULVEIGPOPA TNG Ogv
neplopioTnke povo oto mioicio g Nordoff
Robbins povowobepaneiog. H Sandra cvvéfBode
OVLOINOTIKA OTNV ovAmTuén g povcikobepameiog
0710 gupuTEPO mAaiclo Tov Hvopévov Baoctieiov,
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oAAG xou og Owebvéc emimedo. IMapovcioce
dovAeld NG o€ d1eBV] cLVEIPLO KoL GLUVEPOAE GTNV
avantuén g povoikobepomevtikng PipAoypopiog
LE EMOTNUOVIKEG OMNUOGIEVCEL;, OTIG OTOieS
KoTESEIEE TN HOVOSIKT TNG IKOVOTNTO VoL GUVIVALEL
TNV OKAOMUOTKY Ypoen He TN Oepamevtikny g
avtiinym (pio Biproypapikn EMAOYN
dnuoocievcedv g mapatibetar oTNV  €mdpEVn
oeMda).

Ye kabe pog okéyn yw T Sandra, TOAAEG
eioveg Epyoviatl oto poord. Kdabe ewova éxel
Own G Jkpn  lotopio Kol €AV KAmOL0g
TOPATIPNOEL 0O TO KOVTE aVTég TIG 1oTopies, Ha
LTopovcE  vo  gvtomicel Kowd  onueic  wov
OVOTTOPLETOVV TO ol NTov 1 Sandra yio pog.

To fivieo eivan oe modon ™y @poa e
emomreiog poli g Eyel polic axovoel
KATI* KATI TO OT0LO OEV KOTAPEPVEIS VO
oKxoVoeLs apyixd, ov kol mpoorobeic! To
woudl  émoule oTO  TOUTOVO KOI EVal
HTOTHUO. HTOW QVETaIoONTO JLAPOPETIKO
omo 1o mponyoduevo. H Sandra eivor oav
va. fobileton oe oot ) oTiyun ue 6o e
0 glval  Kou  ovodeikvoel  kabe
ovvardtnto. addoyng mov kpdfetor  oe
ovtyy ™ otiyun. H povadikn povoikn e
ovtilnyn kor n Pobic Oepomevtin e
YOO GOV OVOIYOVY VOV 0LOKANPWTIKG,
VEo Koauo!

Méoco amd tétoleg eumelpiec, o0 TPOTOG TOL
avtihappdvesal to ypovo dev givor moté 0 1610¢ pe
apw. To «va Ceig ™ oTiyun» Tovel TALov va givat
poévo plo “opaie” €KEPOcn TOL YPNCUYLOTOLELS.
livetar o tpomog mov Pirdvelgs 10 ¥poéVO o1
povoikofepamneia.

[dwitepng onuociog Yyl MV gAANVIKY
HOVCIKOOEPATEVTIKT KOWOTNTA NTAV 1) EMICKEYN
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e, Mall pe Pauline Etkin, omv A6nva tov
Defpovdpro tov 2005. Nomég sivor axdOpo ot
pvrueg  omd  exelvn v nuépa OmOL TNV
OmOAOVGOUE OE pio aKOUn mopovcioot  TNG
KAWIKAG TG dovAeldc. Bupdpoaote to Adylol Tov
ApPIOTOTEAN:  «ElpooTte  oVTO WOV KOVOUUE
emavelnpuuéva. H teleidmra, emopévag, dev eivat
plo wpaén, oAhd pio ocvvhBewon». Epyouevor oe
EMOQN HE TOV TPOTO oL 1M Sandra gpyaldTav Kot
EMKOW®VOVUoE - gite pe Aé€elg, gite pe pHovoikn —
UTOPOOUE VO KOTOVONGOLUE TO A0yl  TOL
dtdonpov EXAnva eihocdeov.

H loumepn g mpocomkdma, 10 {Onpod g
Tveda, 1 wavoTnTd TG va aKovel, va oyetiletal,

vo dlvel éva péPOG TOL €0VTOV TG o€ KAOe
ouvavtmeon, vo SwenTtile, va evbBappivel, va
@EpVeEL eVOOLGIUGHO Kol EUTVEVOT|, ATOTEAODV OAL
exelva mov M Sandra popdotnke yevvoiddwpa Le
TOVG OVOPMOTOVG WE TOVG OMOIOVG EPYACTNKE MG
OepamedTplo, OoAAG KOl pE  TOAAEG  YEVIEG
LOLGIKOBEPATEVTMOV OV ElYoV TNV €VKAPio. Vo
glval pOTNTES, EMOTTEVOUEVOL KOl GUVAOEAPOT TNG.

Olot poc Oo Bopdpoocte T pOvVadIK TNG
aicnon Tov ylovpop, TN GoPia Kol TNV OyAmn TNG.
Xe OMOVG oG Agimel Kal TNV KpaTdpe 6TV Kopdud
Hog KaODG TPOYWPAUE «...TPOG TNV EATIOO UEGH
670 GyvmoTo» .

Bifloypaguciy emhoyr] dnpoocievoemv s Sandra Brown

1999:

2002:

2008:

ApBpa:

1992: Sretto: The relationship between music therapy and psychotherapy
British Journal of Music Therapy, volume 6, issue 1, pp. 25-26

1994: Autism and music therapy - is change possible and why music?
Journal of British Music Therapy, volume 8, issue 1, pp. 15-25

1996: Clinical improvisation in creative music therapy: Musical aesthetic and the interpersonal
dimension (together with Mercedes Pavlicevic)
The Arts in Psychotherapy, volume 23, issue 5, pp. 397-405

1997: Supervision in context: A balancing act
British Journal of Music Therapy, volume 11, issue 1, pp. 4-12

1999:

Some thoughts on music, therapy and music therapy: A response to Elaine’s Streeter’s
‘Finding a balance between psychological thinking and musical awareness in music therapy
theory — a psychoanalytic perspective’

British Journal of Music Therapy, volume 13, issue 2, pp. 63-71

Keopdhoio Bifdv:

The Music, the Meaning, and the Therapist’s Dilemma

In the book “Clinical Applications of Music Therapy in Developmental Disability, Paediatrics
and Neurology” (editors: T. Wigram & J.D. Backer)

London and Philadelphia: Jessica Kingsley Publishers

“Hullo object! I destroyed you”
In the book “The Handbook of Music Therapy” (editors: L. Bunt & S. Hoskyns)
Hove: Brunner-Routledge

Supervision in Context: A Balancing Act

In the book “Supervision of Music Therapy: A Theoretical and Practical Handbook”
(editors: H. Odell-Miller & E. Richards)

London: Routledge

I« forward in hope into the unknown”. Me avtiv v @péon 1 Sandra TeAeinoe 1o TpocwmKd TS onueiopa To omoio eixe ypyel

v va Swefaotel Tnv nuépa g kndeiog .
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Tribute

A Tribute to Sandra Brown
May 27, 1946 — September 1, 2009

Maria Froudaki, Polina Kavoura, Maria Rafti &
Giorgos Tsiris

On the first day of September Sandra Brown, a
beloved person to us, passed away. Sandra was our
tutor, supervisor and enthusiastic supporter during
our music therapy training, while later she became
an inspiring colleague who prompted us to find our
position in the professional field; she was an
exemplary paradigm to us.

A talented musician with  exceptional
achievements as a pianist, she completed her
studies in psychology in 1985, two years later she
qualified as a music therapist at the Nordoff
Robbins Music Therapy Centre (London, UK) and
in 2003 she became a Jungian analyst. Combining
creatively all this knowledge and potential, she
composed a unique personality and served music
therapy in the best way adding her own personal
timbre.

Sandra had been a leading figure in music
therapy, who dedicated the last twenty years of her
life’s work at the Nordoff Robbins Music Therapy
Centre in London. During these years, Sandra took
on a variety of roles: senior music therapist, senior
tutor, supervisor and member of the board of
governors. In 1993, she became the clinical
coordinator of the first year of the master’s degree
training programme at Nordoff Robbins and she
introduced a new system of individual supervision.
Her input in the training course was invaluable.

However, her input was not limited to the
context of Nordoff Robbins music therapy. Sandra
contributed essentially to the development of music
therapy in the wider context of the UK, but also
internationally. She presented her work in
international music therapy conferences and
contributed to the development of music therapy
literature through the publication of articles and
book chapters, where she demonstrated her unique
ability to combine academic skills with therapeutic
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insight (for a selected bibliography, please see the
next page).

Every time each one of us thinks of Sandra,
many pictures come to mind. Each picture has its
own little story, and, if someone could look closer
into these stories, they could find some common
threads which may represent who Sandra was for
us.

You have supervision with Sandra. The
video is on pause. She has heard
something, something you cannot really
hear at first although you try! The child
played a beat on the drum which was
slightly different from the previous one. It
feels as if she totally moves into this
moment and brings to life all the
possibilities of change which were hidden
in it. Her unique musical awareness and
her deep therapeutic insight open a whole
new world in front of you!

Having had this kind of experiences with Sandra,
the way you perceive time is never the same as
before. “Living in the moment” is not just a ‘nice’
expression to use any more. It becomes the way
you experience time in music therapy.

Her visit to Athens in February 2005, together
with Pauline Etkin, was of great importance for the
Greek music therapy community. We still have
very strong memories from that day when we had
the chance to enjoy one more presentation of her
work. According to Aristotle, “we are what we
repeatedly do. Excellence, then, is not an act, but a
habit”. Experiencing Sandra’s work and the way
she communicated with others - either with words
or with music - we can relate with the famous
Greek philosopher’s words.
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Her bright p

ersonality, her vivid spirit, her

ability to listen, to connect, to give in every
encounter a part of herself, to enlighten, to
encourage, to bring enthusiasm and inspiration is
what Sandra has generously shared with the people

she worked with

as a therapist, but also with many

generations of music therapists who had the chance

to be her students

All of us wil
humour, her wis
miss Sandra and

“...forward in hope into the unknown™".

, supervisees and colleagues.

1 remember her unique sense of
dom and compassion. All of us
keep her in our hearts as we go
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Articles:

1992:

1994:

1996:

1997:

1999:

Book chapters:
1999:

2002:

2008:

A selection of Sandra Brown’s publications

Stretto: The relationship between music therapy and psychotherapy
British Journal of Music Therapy, volume 6, issue 1, pp. 25-26

Autism and music therapy - is change possible and why music?
Journal of British Music Therapy, volume 8, issue 1, pp. 15-25

Clinical improvisation in creative music therapy: Musical aesthetic and the interpersonal
dimension (together with Mercedes Pavlicevic)
The Arts in Psychotherapy, volume 23, issue 5, pp. 397-405

Supervision in context: A balancing act
British Journal of Music Therapy, volume 11, issue 1, pp. 4-12

Some thoughts on music, therapy and music therapy: A response to Elaine’s Streeter’s
‘Finding a balance between psychological thinking and musical awareness in music therapy
theory — a psychoanalytic perspective’

British Journal of Music Therapy, volume 13, issue 2, pp. 63-71

The Music, the Meaning, and the Therapist’s Dilemma

In the book “Clinical Applications of Music Therapy in Developmental Disability, Paediatrics
and Neurology” (editors: T. Wigram & J.D. Backer)

London and Philadelphia: Jessica Kingsley Publishers

“Hullo object! I destroyed you”
In the book “The Handbook of Music Therapy” (editors: L. Bunt & S. Hoskyns)
Hove: Brunner-Routledge

Supervision in Context: A Balancing Act

In the book “Supervision of Music Therapy: A Theoretical and Practical Handbook”
(editors: H. Odell-Miller & E. Richards)

London: Routledge

! With this phrase Sandra concluded the personal note she had written in order to be read on the day of her funeral.
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Graphic Notation in Music Therapy:
A Discussion of What to Notate in Graphic
Notation, and How

Carl Bergstroam-Nielsen

Abstract

This article presents graphic notations of music and
related forms of communication in music therapy
contexts, created by different authors and
practitioners.  Their  purposes,  objects of
description, and the elements of graphic language
are reflected upon in a comparative discussion.
From that it becomes clear that the aspect of
overview is a fundamental one, facilitating
perception of complex data. This also makes
possible to memorise complex data, extending the
natural limits of human memory. Discovering
hidden aspects in the clinical data, as well as
sharing and communicating these aspects are also
important concerns. Among the authors discussed,
there is a large variety both in goals and methods.
Keywords are proposed to circumscribe moments
of possible interest connected to graphic notations.
1 suggest that the discipline of graphic notation can
be useful for the grounding of music therapy
presentation and research in empirical, clinical-

Introduction

In music therapy practice, improvisation is
frequently used. Clients’ expression of their
emotions and interaction between therapist and
client often take place within the medium of music.
In order to keep track of what happened in the
music throughout several sessions, tools for
description are needed. Such tools will also be of
use when the music therapist is to report in some
detail about the therapy in a multidisciplinary team,
as part of clinical assessment, treatment, or during
supervision. The same need for descriptive tools
also appears in music therapy as an academic
research discipline, where cases often undergo
detailed analysis.

Music, including music in therapeutic contexts,
generally needs description if it is to be studied in
depth and findings are to be shared. Our perception
of the music may, first of all, be more or less clear.
If the music presents ‘unknown land’ to us, we

musical reality, and welcome further discussion
and explorative work.

Keywords: graphic notation, musical analysis,
music analysis, microanalysis, improvisation

Carl Bergstrom-Nielsen (born 1951) is a Danish
music therapist, as well as improviser and
composer. He became Cand. Phil. in musicology
from Copenhagen University (1984) and took
training lessons in music therapy with Benedikte
Scheiby. From 1983 he has been an assistant
teacher at the Music Therapy education at Aalborg
University and from 1984 he has practised music
therapy in Copenhagen with adult mentally retarded
clients.

Email: www.intuitivemusic.dk/intuitive/imail.htm
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might not know fully how to orient ourselves in it,
and possessing descriptive tools may help us in this
situation. What we think we have heard may be
incomplete — listening to a recording may reveal
something new, and notations might do a similar
job when looking at them twice. Music therapists
will often listen for “what it means”, that is, making
therapeutic interpretations, during clinical music-
making, and may miss details or aspects that could
be of use later, in case the music itself cannot be
recalled. When communicating to others, without
having a complete playback of the music in
question, description serves to suggest to both the
reader and auditorium member what the music was
like in order to give a more vivid image of it. Also,
it will enable them to verify and critically examine
what the empirical data from which conclusions
were drawn is. The memory problem has great
practical significance: it is impossible to remember
clearly many details of music after some time —
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they fade away and must be refreshed or recalled.
And even if video or audio documentation exists, it
could take a long time to go through it. Some
composed music has scores, but improvised music
has not'.

As a music therapist, one may write verbal
accounts, and indeed, words can serve as an
extremely flexible way of notating music. In a
previous publication (Bergstrom-Nielsen 1998b) I
presented a scan through music history of how
words serve as notation, in part or wholly. One
could even imagine keyword systems and memory-
stretching techniques, wusable also for blind
colleagues. On the other hand, pictures allow for
overview ‘at a glance’, while verbal accounts used
to describe music, like music itself, are bound to a
real-time sequence. Pictures allow for “random
access™”, like when looking freely around on a map.
Through a pictorial representation, details and
whole can appear integrated, and a large number of
data can also be quickly comprehended by others.
This is the overview aspect, meaning that details
are easily synthesised into a whole and yet remain
available for attention in their individuality.

In the actual process of music therapy, as
participant or as a listener who shares time and
space with those who play, visual representation is
often not relevant. There, listening, action,
presence, intuition may be what matters. Then, it is
only later, when the music has become something
remembered that the nature of its representation
becomes an interesting issue, in case you wish to
dwell upon what happened for further analysis.

The visual representation is a kind of substitute
for the ‘real thing’. It serves as a source of
information in its place. But it does not just reduce
information, it also adds something new. Since the
medium is different, we view relevant details and
structures in a new light and gain new insights.
Like a map of a city or a landscape by the aid of
which we do not lose our orientation not being able
to remember exactly street angles and directions.
Thus, generally speaking, the representation
becomes a tool for gathering new knowledge about
reality which subsequently feeds back into practice.
Through this it is possible for us as music therapists
to have access to a mass of empirical data

!'Lee (2003) goes beyond the kind of pragmatic arguing for the
importance of studying the music itself that I have stated
above. He suggests that the meaning of music forms and
structures cannot fully be reduced to words or other media,
coining the term “Aesthetic Music Therapy”. This of course
accentuates the necessity of having a clear and full experience
of the music.

% This notion is used in computer science and it is present in the
common notion of “RAM” — Random Access Memory.
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independent of their direct experience, so as to find
a systematic method for studying and evaluating
music therapy practice.

Standard music notation can and should indeed
be used in some cases. It has been employed with
virtuosity by Colin Lee’ (1995, 2003). But not all
music therapy could be notated in this way.
Sometimes details would be overwhelming. The
more complex the music is, with maybe no clearly
discernable tempo, rhythm and pitches, the greater
the need is for a notation system that captures and
shows what the musical elements at work are (for
instance, various textures, timbres, densities,
irregular figures/motifs, and how form elements
relate dynamically or in other ways to each other).

Such a problem was, however, encountered
before in the history of music notation, following
the advent of new experimental music since 1945.
It was addressed by composers and, subsequently,
by music educators who created “aural scores™.
New experimental music could be conceived
according to new ideas of performance practice
which did not aim at reproducing a detailed ‘text’,
but instead were meant to stimulate the interpreters’
own creative activity. At the same time, the new
sounds were often not metrical in their rhythm nor
traditionally pitched and so could not be notated
traditionally. As a result, new signs and notation
means were introduced, some of them being more
or less widespread, others to be found just within an
individual work.

In traditional music before 1950, how to notate
was a matter of course. But with the new and
experimental developments, the choice of notation
became a matter of choice, or of invention, for the
music composers. There is a body of literature on
such notation developments (for examples and
historical accounts, see Brindle 1986; Gieseler
1975; Karkoschka 1972), stemming from a
musicological, as well as from a music
conservatory-related context. A strict theoretical
analysis of music elements is not an absolute
requirement for creating a graphic notation. Yet
theoretical thinking on the background of historical
experimental and new music concepts is relevant.
How can we describe improvised music which may
sound very different from classical and popular
musics with their well-known forms? My method

3 This is presented in a number of his writings; see Lee (2003)
for a literature list. A particular form of its use is on a basis of
MIDI-instruments and computer write out of the notation as
described in Lee (1995).

4 See Bergstram-Nielsen (2002) for further literature lists and
comments on the body of notation literature, as well on aural
scores.
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of parameter analysis is an answer to this (see
Bergstrom-Nielsen 2006).

Till now, notation technique has hardly been the
subject at all in music therapy studies. However, as
it appears from the above, parallels and inspirations
can be found. It should also be noted that in
musicology after 1945, tables and other schematic
depictions often play an important role in the
discipline of music analysis — regardless whether
old or new music is analysed. Nowadays in life, we
encounter design and layout everywhere — in
written advertising, in newspapers and magazines,
on the internet etc., which testifies to the power of
visual communication to integrate details and to
arouse our attention.

So, let’s notate! But how? We need to develop
notation forms that are adequate — both in relation
to the music and music therapy process in question
and in relation to the purpose of our analysis of it.
In recent years, some new work in the field of
graphic notation has been carried out which
interestingly throws my own practice at Aalborg
University into relief. At Bar-Ilan University in
Ramat-Gan, Israel, my method was tested in
teaching practice and taken as a starting-point, and
Gilboa and Bensimon’s own MAP method was
developed. Efrat Roginsky studied with Avi Gilboa
and developed, together with Gilboa, the DMAP
method. Giorgos Tsiris wrote, as part of his studies
at the Nordoff Robbins Music Therapy Centre in
London, a microanalytic case study in which the
use of a graphic score played an important role to
his analysis. These are the main recent studies I
know of outside Aalborg. In the following, all those
mentioned approaches to music notation will be
presented in more detail, starting with the work that
has been carried out at Aalborg University, and
perspectives of employing different graphic
representations shall be discussed.

Graphic notation at Aalborg University

The subject of “graphic notation” has had its place
at Aalborg University, Department of Music
Therapy, since the very first examination in 1986,
and regular teaching began by me in 1987. This
discipline is part of a complex curriculum’. For
many years it was taught separately. In 2007 it
became part of “auditive analysis” — a discipline
which comprises also various phenomenological
and hermeneutical, interpretative methods that
employ verbally based analysis, both for
description and for conveying the meaning inside

5 Further details can be found at the homepage of the Music
Therapy Education, Aalborg University: www.musikterapi.aau.dk
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the music, what it actually “says”. Presently,
eighteen lessons in all are devoted specifically to
graphic notation training. The below examples
(figures 1 to 7) are directly related to this training
activity.

Graphic notation can be used in “simple form”
or “elaborate form” (as well as in various stages in
between)’. One could also use drawings as a
creative medium within therapy, but this is a
different matter not to be elaborated upon here. The
simple form is intended just as a sketch, maybe to
memorise the music after a music therapy session,
maybe to give others a quick idea of what a given
music was like. One is to “take a line for a walk”
(as the visual artist Paul Klee said) and allow also
for some simple figures you might come across
easily, while listening only once. The result should
reflect the behaviour of the music itself. This
objective orientation is important when others are
to get an idea of how it sounded. It does not at all
rule out, however, expressive qualities. Here is an
example of my own (see figure 1). Please read it in
two lines from left to right, like a text.

We may work on the visual appearance by
dividing it into sections and adding fictitious,
metaphorical titles to the sections. Thus, a
phenomenological interpretation of semantic
content is added to the syntactical description of the
sound itself (see figure 2).

The elaborate form requires repeated listenings,
and it uses visual symbols which are to be
explained in a legend. These are created
individually for each piece. Such symbols may
arise spontaneously already while doing the simple
sketch (see figure 1) — please look at it again and
see how small melodic figures manifest themselves
both up and downwards in the second section. Note
also how different forms of trills appear in the last
section. Now look at figure 3, and read the
explanations. This chart is my attempt to explain
how to proceed with a fictitious example, just out
of fantasy, in order to show the principles of
making elaborate graphic notations’.

% In a forthcoming publication (Bergstrem-Nielsen in press) I
deal with the simple form, commenting on a previous
publication of mine (Bergstrom-Nielsen 1998b). In another
publication (Bergstrom-Nielsen 1999a) I present an example of
the elaborated form. Schou (2003) provides further examples,
all from a single case. A large number of students’ works have
been preserved in my archive.

7 The “interpretative-hermeneutical” elements mentioned in
figure 3 which may be added to an elaborate graphic notation
connect graphic notation as a descriptive method to the
psychologically oriented parts of therapy theory. Mahns (1998)
places it into a comparative perspective, while Langenbach
(1998) points out the importance of drawings being an artistic,
non-verbal medium that allows a continuation of the creative
flow.
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--“L -L' \'.\’\g.v

Figure 1: Graphic notation, simple form
(listen to sound example 1: Lauri Nykopp, solo saxophone, from demo tape, 1978)*

ANIMALS ARE FED.._ EAT\NG- -

Smeq LT WA~

PEACE

ATV AP Pomffotn i,

Figure 2: Graphic notation, simple form with sections and titles

8 In order to listen the audio excerpts which are referred to throughout this article, please visit the online Appendix of Approaches,
volume 1, issue 2 (http://approaches.primarymusic.gr).
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There are preparatory exercises for making the
elaborate notations. The main ones concern the
invention of symbols and the division into sections
of a music selection. Many of these have been
described in previous publications of mine
(Bergstram-Nielsen 1992a, 1992b, 1993, 1999b).
In the following, I list two different examples by
students of mine, with their legends, which were
both created in their written examination in 1995,

e Lintvy

Piteh

®

| LONGING, IN THE LIGHT

MOVING OVER THE INNER DARKNESS I
!

0

following my graphic notation course, as part of the
bachelor exam at Aalborg University. Note that
there is also a time axis, and try to follow them
while listening. Before listening to the sound
example and studying each graphic notation (figure
4 and 6), however, I recommend studying the
legends of each notation respectively (see figure 5
and 7).

e o
THESTRENGTH - TO MEET ANEW
(AND COURAGE)

Figure 4: Graphic notation by Charlotte Lindvang
(listen to sound example 2: an excerpt from a music therapy session, 1995)
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The original drawing (figure 4) had the size of three
A4 pages. Verbal explanations in the legend (see
figure 5) add details and more explicit focus to the
graphic signatures. Once you have read through the
legend, you should have a fairly good overview of
what the important elements of the music are,
according to the creator of the notation. Implicit in
the choice of symbols is an analysis that
distinguishes between “melodic and rhythmic
movements with echo”, “small rhythmic phrase
with only two tones”, “broken chord” and ‘“fast
upward running passage” in the playing of the

EXPLANATION OF SIGNS

PIANO:

XYLOPHONE

ECHO

xylophone. Such an analysis may result in quite
different sets of symbols for different pieces.

No details concerning either the client or the
working issue of therapy were given. Titles of
sections are fictitious, for illustration of how the
author perceived it. This may thus be a starting-
point for an open exchange of perceptions and ideas
between client and therapist, or maybe therapist and
supervisor, or within an interdisciplinary team, in
which the meaning of the music is examined. The
next notation (see figure 6) describes the same
music.

., LILAC, ALL THE WAY

MELODIC AND RHYTHMIC MOVEMENTS WITH

DEEP TONES WITH ECHO

TAPPING ON THE WOOD OF THE PIANO
(ON THE LID)

SMALL RHYTHMIC PHRASE WITH ONLY TWO TONES

i

BROKEN CHORD

"SCATTERED TONES" (NOT MELODY AND NOT

BROKEN CHORD)

e

BROKEN CHORD

FAST UPWARD RUNNING PASSAGE
* (SLIDING UPWARDS, XYLOPHONE)

Charlotte Lindvang, 1995

Figure 5: Legend for Lindvang’s notation
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LEGEND

V7
=

METALLOPHONE

O A~

\\\‘}, = PIANO
993

_ PIANO
jo\/a = TREBLE
/\/} PIANO
7\3/ \_ = BASS
|7 [ - STROKES
¥ N < onN woob

OR SIMILAR

METALLOPHONE

R

METALLOPHONE
&
GLISSANDO

Figure 7: Legend for Dammeyer’s notation

This notation (figure 6) had the size of two A4
pages. The two notations (figure 4 and 6) differ in
some details, which are to be expected, since our
interpretations of music and music-making are
subjective creations. This subjectivity, however,
should be an informed one, having gone through
methodical discipline, employing critical reflection
along the way. Intersubjectivity is aimed at through
measures of time axis and legend, and through
grounding in the descriptive level. It should also
have become clear that authors have creative
freedom to find their own way to do it.

These two notations both show the importance
of parts coming close together and melting
together, as it were, at least in the last section. At
this place, I would like to make just a few
observations: both notations make very clear the
difference between deep and high tones on the
piano — we are not just dealing with different
pitches, but with registers having quite different
perceived qualities. Individual pitches are, by the
nature  of  spontaneous  drawing,  rather
circumscribed freely than worked out in detail. The
“coming together” or “melting together” in a
similar register could loosely correspond to the
“sound mass” described by Nunn (1998), rather

80

than to traditional

categories
accompaniment. One generally useful keyword for
an analytical view of improvised music, bridging
old and new, could be that of polyphony. Parts have
not been arranged beforehand and may have all
degrees of independence or the opposite (including
dialogue, common pattern-building, and so on).

of melody/

Gilboa and Bensimon’s MAP method

Gilboa and Bensimon’s study (2007) is a
presentation of their graphic method MAP — Music
Therapy  Analyzing Partitura. Gilboa then
proceeded to an empirical test of the efficiency of
this method in conveying clinical information to
colleagues (see Gilboa 2007). In the first article, the
authors  stress  the  endeavour  towards
standardisation ~ and, consequently, towards
depicting “basic elements” which are independent
of specific therapeutic notions and directions, such
as playing instruments, singing, listening to music
or sitting in silence. We can see this being reflected
in the notation (figure 8) and its legend (figure 9).
Silence, talking, singing and playing — including
instrument being put down - are distinguished.
Thus, patterns for the individual participant can be
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studied horizontically as well as group patterns
vertically. In addition to being characterized by a
picture, instruments are grouped as either melodic
or thythm instruments. Excerpts of melodies and
rhythmic patterns are transcribed along the way and
their tempo is measured. Whereas all the previous
examples presented in this article were dealing with
music only, this one (figure 8) has verbal
components as well, the topics of which are
indexed with letters followed by numbers. Letters
are further part of a two-level hierarchy in which
the most important group having to do with the
main theme of the session are marked in bold. A
special indication peculiar to this or only to some
sessions is, however, the turn-taking game marked
with arrows in the last score system, section two.
The introduction of such special symbols reflects
that in addition to standard forms of representation,
according to the authors, “different forms should be
developed for different contexts” (Gilboa &
Bensimon 2007: 40).

In this example (figure 8), formal description
rather than phenomenological interpretation
prevails. On the level of graphic method, one can
note that the present example was created by the
computer, while the previous ones were drawn by
freehand (figure 4 and 6). Symbols comprise both
icons, bearing resemblance to something depicted,
and purely index ones that make reference solely
through a laid-down rule as explained in the legend
(figure 9), such as the letters indexing themes of
conversation.
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Roginsky and Gilboa’s DMAP method

Efrat Roginsky studied with Avi Gilboa and
built her Dyad Music Analyzing Partitura
(DMAP) on the basis of Gilboa and Bensimons’
method (2007). Roginsky (2009) uses it to
convey the results of her analysis of a mother-
infant communication process and the presence

of different types of relationship (see figure 10).
The symbols quoted here were meant to be
edited into a video documentation. Thus they

would

complement

the

video

and be

immediately visible to those following it.

(3
Session 1
Enabling Enabling Organizing Enabling Enabling Enabling Enabling
Mother Q
‘-—' ‘E! ._:
n ) ) [T
Coordinated Conflicting Conflicting Conflicting
A response Stuck Stuck needs needs needs Stuck
hild
' 1:00 2:00 3:00
1.a.1 Entrance 1.a2 Entrance 1.b.1 Openning song 1.b.2 Openning so+g 1.c.1 Dyad playing 1.c.2 Dyad playing 1.c.3 Dyad playing
. . : Modeling for :
Enabling Enabling Enabling Enabling mother Enabling Enabling Enabling
Mother
@ N t N m
) — ¢z x> ) =
7 7 V
Conflicting Power = Intervening = Conflicting
i needs struggle attention struggle bonding Regressive Coordinated needs
4:00 5:00 6:00
1.c4 Dyad playing 1.c.5 Dyad playing 1.c.6 Dyad playing 1.c.7 Dyad playingl  1.¢.8 Dyad playing 1.c.9 Dyad playing 1.c.10 Dyad playing
Enabling Bridging Enabling Supporting The stranger  Organizing Organizing
Mother
ND m t w @ @
- = -0 » 5  § 5 w aw | ™™
Conflicting Power = . Conflicting onflicting| ~ Coordinated Coordinated | Intervening =
il struggle needs attention Coordinated needs Separated needs response response bonding
:00 8:00 9:00 10:00 11:00 12:00
1.c.11 Dyad playing 1.c.12 Dyad playing 1.d.1 Towards end| 1.d.2 Towards end 1.d.3 Farewell 1.d.4 Farewell | 1.d.5 Farewell
Figure 10: Roginsky and Gilboa DMAP notation
Visual symbols for dyadic relationships are Roginsky developed a number of further

explained every time they occur so that a legend is
not needed for frequent consultation. However,
they fall into a pair of categories. The red symbols
have to do with lack of contact, the blue ones imply
interaction of some kind.

symbols not used in the cited notation example (see
figure 11).
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o

Lack of
empathy

N

Mutual Creative R Intimate R Joyful R Evolving R
play R

S| RK|== | © om0
Age- Coordinate Holding R Differentia Maternal
related R dR tive R holding R

i | | do| == | 1]

Power = Manipulatit
attention ive R

Figure 11: Legend for Roginsky and Gilboa’s notation

The graphic language moves here within strict
limits, that of arrow shapes and very few additions.
Symbols are easy for the eye to grasp, because of
their simplicity, but there is yet a vast variation.
They belong to the category of pictograms, which
are symbols that are also encountered in the public
sphere, conveying messages for the traffic, and
other orientation aids.

Tsiris's analysis of musical activity

The notation in figure 12 serves the analysis in a
microanalytic music therapy case study (Tsiris in
press). This is a case study of a five year old boy
with autism who had individual music therapy
sessions. The main theme of this microanalytic case
study is ‘freeing’ and focuses on working through
resistance and rigidity towards achieving greater

84

outer and inner mobility (Nordoff & Robbins
2007). This notation was created as a result of
several analytical steps. As a background,
spectrums of outer mobility (both on music and
movement level) were formulated. The data
obtained through microanalysis of a short video
extract (1 minute and 30 seconds) and the notated
details in the graphic notation were segmented and
underwent further development in a thorough
verbal description according to the afore-mentioned
spectrums of outer mobility. In this context, various
“pivotal moments” were also identified as part of
the microanalysis.

As it can be seen in the graphic notation and its
legend (figure 12 and 13), there are both iconic
symbols of body movement and conventional
music notation symbols, as well as a few
expansions of them.
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Comparative discussion

All the works discussed above, whether originating
from the Aalborg University context, from Gilboa
and Bensimon, from Gilboa and Roginsky, or from
Tsiris, are graphic notations, but they certainly
reflect different approaches. I have already stated
various observations with the descriptions so far,
but in order to approach a clearer and more
systematic understanding of the possibilities of
graphic notation, a comparative discussion is

undertaken as follows. In this discussion,
therapeutic contexts and purposes are considered,
as well as also technical aspects of notating — in
other words, the “practicalities’ of notating.

In the following table, some important
characteristics of the different notation examples
described in this article have been summarised and
compared, both regarding the practical context and
the graphic language (see table 1).

Categories Category A Category B Category C Category D Category E
Therapeutic Purpose of What is described Graphic language: Graphic language:
or other context graphic notation main elements way of production
Example(s)
. Symbols created for the
i Overview and individual selection of music
a) concert music communication in the . X :
Aalborg University ; context of supervision, Music Symbols are used in a free,
context b) ar}alytlca] interdiscinlina team; (descriptively and expressive way, together with | Freechand drawing
music therapy h pl ?] ? phenomenologically) | frames and colours. Sections
with an adult fesearcl, also xor . have verbal titles. Parts are
therapists” own reflection. .
arranged in a score.
Symbols from a vocabulary
aiming at standardised,
general description of music Computer based
. Music therapy Overview and Music and verbal therapy sessions, photo icons mp
Gilboa & . N . . (mixed vocabulary
. with a group of communication in communication of instruments, short quotes of .
Bensimon . L . . of graphic and font
adults analysis and research. (descriptively) standard music notation, clements)
letters referring to
conversation themes. Parts are
arranged in a score
. . imple, pi -like.
Adding analytical Simple, pictogram-like Computer based
. Symbols depict forms of R
. . comments to a video. . . . . (almost exclusively
Roginsky & Mother-infant L . Outcome of interaction using pairs of
. L Pointing out categories of | . . . L font and standard
Gilboa communication . . . interaction analysis arrows in different ways. Red « ’
relationship according to . . autofigures
. and blue indicate main
analysis. . elements)
categories.
Symbols are largely iconic.
Three different dimensions of
Individual music . . . body movement (“general”, Freehand drawn
. Microanalysis, Music, o . o . s
. therapy with a Lo . . size and axis” and “hands”), symbols within a
Tsiris communication in physical activity . . .
five year old boy analvsis and rescarch (descriptively) different instruments computer printed
with autism Y ptively including the therapists’ frame.
accompaniment are depicted
in a score.

Table 1: Basic comparison of the described graphic notations

Table 1 summarises characteristics of the various
notation systems in the following basic categories:

Category A

Contexts of therapeutic interest comprise therapy
settings ranging from therapist-client dyad to
group, with participants from infant to adult age'’.

10 The concert music example was included for the sake of
demonstration — similar sketches could have been made of
music therapy (see also Bergstrom-Nielsen 1998a).

87

Category B

As for the purpose of notations, overview is a
primary concern in most cases. One could argue
that for Tsiris (in press), the aspect of recording the
data precisely takes priority over making the
presentation easy to read. But, in any case, the
simultaneous score arrangement permits an
immediate perception of how individual events
appear in time. The aspect of sharing can also be
important, as it could take place in supervision, in
general  exchange between colleagues, in
multidisciplinary teams, at conference presentations
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and in publishing written works. However, sharing
does not seem to be the main one for Tsiris (in
press), the notation being primarily for the
researcher's analysing process. To be sure, there is
still such an aspect in documenting this stage,
allowing the reader to go back and review the data,
but it does not seem to be the most important one.
Memorising is mentioned in one case: the Aalborg
University context.

The benefits of overview have to do with the
limitations and shortcomings of human memory.
When notations are overlooked “at a glance”,
contents seem to be brought directly into a special
kind of retention. Compare for example the
immediate feeling of having all the experience “still
around you” when coming home from a journey,
with the unavoidable loss of details and different
ways to retrieve some of the information later. My
references for the memory concepts here are mainly
Noll (1977) and Sarath (1996) who employ such
notions to illuminate improvised music practice.
Visual designs thus serve as important aids to
cognition, which may result in both greater
efficiency of processing the given data further, as
well as in improved communicability. Being able to
bring to attention, present, analyse and synthesise
large amounts of music data serves the empirical
grounding of music therapy studies.

Category C

What is described in the studies is not just sounding
music. Other elements from the therapy situation
exemplified here were verbal communication and
physical behaviour of different kinds.

In describing and representing elements of the
therapy  situation, authors show different
orientations towards their empirical realities.
Through repeated watching of video segments,
Tsiris (in press) gathers together a large amount of
exact observations of fast occurrences, so that
patterns which were not so obvious when
witnessing the events in real time may become
clearer, like when looking into a microscope.
Gilboa and Bensimon (2007: 41-42), on the other
hand, employ, in their own words, a “wide-angle
lens”"". Their way of observing music activity also
emphasises objectivity, while the selection of what
can be considered main issues of conversation
relies to a somewhat higher degree on

! The fact that music may be analysed from both macro- and
micro-perspectives may shed some critical light on the current
terminology of “microanalysis”, which seems to have been
taken directly over from psychology. Analysing the music
itself is not necessarily “micro”, so why not simply speak of
“musical analysis” when the micro level is not of special
interest?
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interpretation. The Aalborg University context
makes reference to objective data such as
instruments played, the location of events in time,
and musical descriptions'?, while also providing a
phenomenologically based interpretation which

manifests itself in segmentation, titles and
expressive design.
Roginsky’s  (2009) graphic representation

conveys segmentation and characterisations of
segments, which is to be presented along with the
‘raw’ empirical video documentation.

Category D

Graphic languages and designs have been created
by the authors anew in interaction with the specific
materials they worked with. Symbols may be iconic
(bearing resemblance to what is depicted) or purely
index-like (like the letters indexing conversation
themes in Gilboa's notation). The symbols
employed by the Aalborg University context
incorporate expressive elements, elsewhere a more
formal approach prevails. These are two different
distinctions, since expressive symbols are not
necessarily iconic of anything concrete, and vice
versa. Gilboa and Bensimon (2007) raise the
question of whether standardisation of design and
symbols is desirable, in the interest of facilitating
exchange of information between therapists.
However, they also concede that given the variety
of possible therapy contexts, special symbols may
be invented for each case and supplements made to
the general overview. Moreover, in analogy with
photography, they state that “a good photographer
knows that no single lens can serve effectively for
all pictures” (Gilboa & Bensimon 2007: 40),
meaning that different time scales must be available
for music therapy analysis. In Gilboa (2007) the
interest in communicability was further pursued by
carrying out a test of the MAP method which
measured  “comprehension” and  “analytical
potential”, compared to a verbal account, and the
comments from test persons were discussed.

Category E

Ways of production include both freehand and
computer based versions'’. Computer production
could, in a very convenient case, be based on
standard fonts and graphics provided with standard

12 Categories such as “small rhythmic passage with only two
tones” and “broken chord” (see figure 5) may be said to have a
tendency towards the objective and verifiable, however
mediated through musical analysis.

3 They may of course be freely combined. Personally, I
frequently use scanning and computer editing as a supplement
to freehand drawing.
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programmes, but what we have seen so far implied
substantial development work. All except the “fast
sketch” approach by the Aalborg University context
have been laborious to produce, taking several
hours of work, not just for developing their
symbols and design, but also for each case to be
analysed'*. Could automated computer analysis
yield an answer, or some of the answer, to this
problem? One possible useful tool to consider may
be the MIA software'” which transforms the
waveform known from wave editors into
simplified, smoothed envelopes. Other possible
forms to consider include spectrograms (commonly
used in wave editor software) and still others'® (for
some illustrations of these, please see the appendix
of this article).
Benefits and limitations
approaches

of the different

The different approaches have their own benefits
and limitations, viewed as models for possible
similar endeavours. That of the Aalborg school is
adaptable to different clinical contexts and practical
conditions, as it appears to me. A limitation exists
in the fact that each notation, at least in the
elaborated form, must be studied individually with
its own legend. Therefore, it could be well-suited to
contexts in which individual sessions are looked
upon, such as in supervision and in discussions of
specific clients during interdisciplinary meetings.
The Gilboa and Bensimon (2007) approach, on the
other hand, makes it possible to overview many
sessions, whether with the same clients
participating or others. It is, however, not

concerned with interpretation of musical contents,
such as moods, emotions, and psychic processes,
although keywords are given concerning verbal
elements of the therapy. This speaks for its use in
research where many sessions are analysed or for
use together with further mapping of details.
Examples published so far employ, as was quoted
from the authors above, a “wideangle” view.
Roginsky and Gilboa’s pictogram design conveys
messages instantly to the reader. It is well suited for
summary purposes and for pointing out, as it was
intended for the video medium. However, it can
hardly stand alone, it must be preceded by analysis
and more explanation. Finally, the approach of
Tsiris (in press) presents a systematic scan through
many dimensions of behaviour and shows how
much, and what, is going on during music-making
within short spans of time. This analytic stance
works well to expand the immediate perception and
to take attention to details which may be important,
although they might not have been perceived
clearly before. It therefore appears to be a
“microscope”, well-suited for research in which a
deeper understanding of specific passages is
crucial, be it in order to assess more accurately
what the clients' resources are, as here, or in order
to illuminate other issues of clinical or theoretical
interest.

The following table attempts to extract
keywords and potential moments of interest from
the reflections made above (see table 2).

] . raphic language: raphic language:
Contexts Purposes What is described C p. ¢ anguage Graphic langu ‘ge
main elements way of production
Differing kinds of | Overview Music Different symbols and Freehand/computer
activity, age and L .. design (fonts/graphics standard/
number of Scrgtm}smg empirical Verbal o . newly created)
L reality in order to communication Formal/expressive
participants 4 .
describe hidden aspects . character Fast/slow
Non-verbal/physical
Sharing activity The question, to which The question, whether
M. L. degree standardisation is automated computer
emorising desirable

analysis could assist
notation, and how

Table 2: Possible moments of interest connected to graphic notations

4 Gilboa and Bensimon (2007: 40) discuss this and view
software development as a way to reduce time expenditure.

15 Available from www.miamusicmap.com

6 Software which can construct “rhythmograms” and

“chromagrams”, as presented in Jensen (2007), is still under
development.
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Conclusion

In the graphic notations of music from therapy
sessions reviewed here, there is a wide variety of
approaches and systems used. They all differ in
contexts, purposes, and graphic language as
reflected in the comparative discussion above. This
strongly seems to reflect the variety of music
therapy activities and the different nature of
questions that therapists and researchers may wish
to clarify. Despite this variety, those who employ
graphic notations appear, generally, to have a
strong interest in overview in common. There are
also some possible interests in mapping hidden
dimensions of empirical reality and of
communicating to others. Graphic notations
facilitate thus both the analysis, synthesis and
presentation of empirical, clinical data in processes
accompanying clinical work, as well as in research
processes, and the communicability of results. One
could ask, critically, whether graphic notations,
when presented to an audience or to a reader before
the music is heard, might also block the direct
listening experience. Or, when made after a session,
could they filter out some aspects of the experience
in favour of others? These are general problems of
a written culture, also known from the study of
classical music. We are, however, very far from
being at such a point at the present state, and
moreover, visualisations tend to be more
ambiguous than words and to stay within a non-
verbal realm.

When so widely differing approaches are found
in such a relatively small selection of studies
presented in this article, one could hardly expect
possible uses and forms to be exhausted. Also, a
number of questions could be raised about fields to
develop further, as for example: How can computer
visualisation be used? How can the macro- and
micro-oriented approaches presented here be
further developed? Could we learn more from
contemporary composers and selected
contemporary music description systems about how
to notate clinical improvisations?

There is still much discovery awaiting us in this
field. We could inspire each other by exchanging
experiences of how quickly-made sketches could
enhance our own daily conduct of clinical activity,
exchange different personal views of how to make
the notations, and when; report about which
presentations work or not at interdisciplinary
meetings — in short, how graphic notations interact
with other activities.
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Appendix

Figure 14 shows some automated computer
visualisations of sound example 2 which was
previously depicted graphically in Figure 4 and
Figure 6. More particularly, it shows from top to
bottom: standard waveform (from Wavepad
software), chart according to “Moving Average
method” (value 300), chart according to “Peak
Envelope method” (value 350) (both MIA
software), spectrogram (Nero software).
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Figure 14: Some automated computer visualisations of sound example 2
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Introduction around the world. Since my retirement, however, I
was urged by my music therapy colleagues at the
Aalborg University to collect, document and pass
on the scientific theory and practical experience
that I have acquired during five decades of
therapeutic  and  educational work  with
approximately five thousand children and
adolescents.

In 1998 I retired after thirty-seven wonderful years
(since 1961) of employment as a music therapist
and audio speech therapist. During those years I
worked at the Aalborg School in Denmark,
Training and Guidance Centre for deaf, hearing
impaired and deaf-blind children and adolescents,
and in between as a lecturer and presenter of our
music therapy programmes in forty-two countries
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“Retired” was perhaps not the correct word,
because since then it has been my wish and my
work to pass on these experiences from a life’s
work in music therapy so that it could be easily
accessed by music therapists, music teachers,
speech and language therapists, physiotherapists,
occupational  therapists and other clinical
professionals. This work is also directed towards
parents, teachers and carers in children’s homes,
social centres and youth groups, as well as many
others within the multidisciplinary teams working
with these children and adolescents.

In 2005, and in cooperation with the Aalborg
School and Aalborg University, the Music Therapy
Association “A World of Sound and Music”, which
I co-founded in 2000 and still chair, published a
multimedia project on three dual layer DVD+R’s in
Danish with Sign Language. This multimedia
documentation is intended for PC and includes
material for treatment, education, training and
research in music therapy for deaf, hearing
impaired and multi-handicapped children and
adolescents. The multimedia documentation
comprises work with children and adolescents, aged
two to twenty-one years old, with a hearing
impairment (e.g. deaf, hard of hearing, with a
cochlear implant), learning disability, multiple
disabilities (e.g. deaf-blind), physical disability,
mental retardation, developmental disability,
behavioural or communication disorders. It also
contains a wide range of both individual and group
music therapy approaches including auditory
training and training in sound-perception, musical
voice treatment, speech- and song therapy, dance
and movement, drama, as well as instrumental and
orchestral work.

In the spring 2008, after three more years of
hard work, the Association was able to establish the
finances for the online version “A World of Sound
and Music” in English with International Sign
Language along with an online version in Danish:
“En verden af lyd og musik” with Danish Sign
Language. They are each in an extent of 27
Gigabyte and therefore the most comprehensive
multimedia documentations in the field of music
therapy, which were presented at the 6™ Nordic
Music Therapy Conference at Aalborg University
in spring 2009. Currently on our website
(www.clausbang.com) a German version is also
presented, while by the beginning of November
2009 a Spanish version (“Un mundo de sonido y
musica”) will be included.

“A World of Sound and Music” includes nine
chapters (chapters A to I) with material for
treatment, education, training and research. Below I
will present each of these chapters by describing
their contents and providing occasionally some
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theoretical background and information. However,
this is not intended to be a theoretical or research
paper. It is rather intended to be a review of this
multimedia presentation. This review takes the
form of presenting a life’s work “A World of Sound
and Music” in a personal way where personal
experiences, stories and theoretical information are
interwoven. In this way, I start by sketching briefly
my own personal background and journey into
music, music therapy and music education.

Personal background and journey

My own musical life started at the age of four with
piano and accordion lessons. Soon I started being
able to bring relaxation in my severe attacks of
asthma through playing classical music (mostly
Chopin on my piano), while the accordion showed
me how to breathe. Later on, and after having
graduated on my way to the conservatory, I had a
dream of becoming a professional concert pianist.
However, I thought of ‘securing’ my future through
a teacher training, still concentrating on the most
important thing in my life: music.

When 1 tried to play Beethoven’s Ilate
compositions, I was challenged by the fact that he
had composed them after being profoundly deaf
since his early thirties. Beethoven wrote in his
Heiligenstédter will — his ‘testament’ — that he felt
like an outcast, isolated by the community. Surely
he was facing great difficulties being deaf and at
the same time severely impaired in perception,
communication and in social prospects. I wondered
how he was able, still in the most exceptional and
divine way, to think in these outstanding musical
terms, when not being able to hear the music.
Beethoven was my challenge.

On the 1* of May 1961, at the age of twenty-
two, I was employed at the Aalborg School and
Guidance Centre for the Hearing Impaired, Deaf
and Deaf Blind under the auspices of the Danish
Ministry of Social Welfare and started out with
music. That was the first music programme of its
kind in the Nordic countries. From the very first
day the children responded actively to the music I
played on the grand piano. They leaned against it,
climbed on the top of its cover, or even under the
cover! The music was perceived in their bodies
instead of the ears, or as a supplement to their
residual hearing. Therefore, music stimulated
responses from the children’s voices and influenced
in a new way the verbal monotony by the children
who could not hear their own voices. The music
had a pedagogical as well as a therapeutic effect,
but at that time we called it “music education”.
Later, in 1969, Dr. Paul Nordoff and Clive Robbins
described my work in music with children and
adolescents at the Aalborg School as “music
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therapy”. After that our music-programme gained
new aspects especially with focus on the children
and adolescents with additional limitations and
more specific needs.

In this presentation I am not able to share with
you all the memories from that time. On the
multimedia project however, which I present here,
they are all collected and presented along with a
long list of documentations from my work in the
years until 1998 — the year of my retirement from
the Aalborg School.

Since then it has been my wish and my work to
collect, document and pass on the knowledge and
the experience 1 acquired during almost five
decades of therapeutic and educational work in
cooperation with these children and adolescents at
the Aalborg School and around the world, where
our work has met interest and formed programmes
of benefit to children and adolescents with
deafness, hearing impairment and further
limitations of function.

I have always tried via the music to show the
talents of our children which, musically seen, are
fully equal to those of the normally hearing ones.
The children that I have worked with, from the age
of two to twenty-one, were always enthusiastic with
experiencing their own achievements and this has
confirmed my idea that other people should have
such an experience. I am referring to music
therapists, music teachers, speech and language
therapists, physiotherapists, occupational therapists,
teachers and carers in children’s homes, social
centres and youth groups and many others within
the multidisciplinary teams, as well as to the
parents, whose role is central.

The parents’ consent to use material from the
participation of their children, as well as the support
from my adolescent students has made it possible to
gather all this material in “A World of Sound and
Music”, which I have dedicated to my students and
their families. Therefore all introductions, radio and
television broadcastings are naturally interpreted in
Danish Sign Language and International Sign
Language. Of course, I should also mention that
this extensive multimedia production has only been
made possible by virtue of the enormous good will
in the shape of grants and donations to the project
from different ministries and funds.

“A World of Sound and Music” contains
primarily music therapy in practice and
documentations of its effect compared with

statements of the theoretical background. It is my
hope that the use of an interactive, audio-visual
medium will give the finest potential for presenting
its wide range of material and will provide an
experiential basis for communication, treatment,
education, training and research. I hope that this

95

will also be an inspiration and significant
contribution to the development of teaching,
therapy and treatment methods for children and
adolescents for whom music is therapy; for whom
music therapy opens new perspectives and
enhances their quality of life in “A World of Sound
and Music”.

Chapter A: Profile

The first chapter of this multimedia documentation
is a presentation of my personal context, as well as
of my work as music therapist and audio speech
therapist at the Aalborg School and around the
world. It opens with the DR-TV programme “You
and the Music”, which in 1978 was the first large
television programme about music therapy at the
Aalborg School. This programme shows many
different musical activities, as well as interviews
with deaf and hearing impaired individuals about
their experience of music therapy.

After that, a series of radio and television
programmes follows, where I explain my view on
music as therapy with recordings of individual and
group therapy.

On the occasion of the 3™ European Music
Therapy Conference in Aalborg in 1995 the
TV2/Nord brought TV programmes about the
conference and about the music therapy work at the
Aalborg School, at Aalborg Psychiatric Hospital
and about the music therapy training at Aalborg
University.

This first chapter includes a series of my articles
and publications in Danish, Swedish, Norwegian,
English, French, German and in other languages.
Moreover, a Music Therapy Diploma Project from
Aalborg University about the Sprybemus method
and the Claus Bang method, and a Teacher Training
College Project “Deaf - Body & Music” is
presented.

My work as the vice-president and instructor for
“The Beethoven Fund for Deaf Children” since
1981 is illustrated by two BBC-TV programmes
about the work in Great Britain.

In Germany, I have been a lecturer, instructor
and Member of the Board for the International
Society for Further Training in Music Education
(I.G.M.F) since 1976. In connection with this work,
video programmes have been produced containing
my demonstrations  with  severely  multi-
handicapped children in Germany and with deaf
and hearing-impaired children and adolescents in
Switzerland. The first chapter concludes with
literature lists, links and references.
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Chapter B: Kindergarten and pre-school
(3-6 year old children)

To those with normal hearing, sound is an auditory
perception. The sound waves however can reach us
in other ways, too. They can be felt through the
skin and the bones in all parts of the body, in
addition to the ears.

To the deaf child music is thus primarily a series
of vibrations, which are perceived and transported
to the brain along other lines than the auditory
organ and the hearing aid. Nonetheless, these
vibrations can carry rhythms, sounds and melodic
sequences, and cause reactions in the deaf child
leading to activities of great value to him/her.

The deaf child’s experience of music is different
from that of those with normal hearing. By
touching the sound-source (e.g. by sitting on the
loudspeaker, by feeling the vibration on the floor,
by touching the musical instrument or by touching
his/her own or another person’s voice apparatus -
the larynx) the child will have a contact-vibration-
sensation of sounds, speech, song and music. But
even at a distance from the sound-source, the deaf
child can perceive the sound as sound-perception,
as sound-waves created by the vibrating sound-
source and transmitted through the air. Sound can
be felt through the skin and the bones in all parts of
the body, even in the ears. The lowest tones are
perceived in lower parts of the body (i.e. in the feet,
the legs and the pelvis), while tones of higher
frequency are perceived in still higher parts of the
body (i.e. in the chest, the throat and the head)
which means also in the ears, even if the child has
been born as profoundly deaf. This means that,
from the feet to the top of the head, the human
being, and especially the deaf, is sensitive to
musical sounds. This sound-perception cannot be
compared with what we hear, but it enables the deaf
child to be in contact with the surrounding world of
sounds and in some extent, even in some cases to a
high extent, to be able to compensate for the
missing hearing.

The fact that the rhythms and tones are
experienced from within as vibrations connected
with the auditory input (i.e. kinaesthetically and
auditory, rather than visually), gives rise to a
spontaneous desire of the deaf and hearing impaired
person to transform the perceived rhythmical-
musical influence into their own form of expression
(i.e. movements, mimicry, speech and singing).

Music therapy in kindergarten and pre-school is
in close cooperation with the correspondent
teachers. The work presented in this chapter
comprises auditory training and sound perception
with the vibration-bench, drums and tone-bars,
training of the accents in music and speech,
exercises in phonation with wind-instruments (e.g.
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reed-horns), musical voice treatment, speech
therapy and articulation with tone-bars and spectral
converter, response-training, expressive movements
to music and further more.

All this happens as a play-game with content
and structure, with the purpose of developing the
deaf and hearing impaired child’s consciousness
about the world of sound. This includes an auditory
training of the residual hearing, an improvement of
a rhythmic-melodic voice and speech, an increased
control in movements of the body, eye-hand
coordination, an improvement of  body-
consciousness and apprehension of form, as well as
a development of joy in creativity and social
behaviour.

Chapter C: Children in class groups
(7-12 year old)

The children in chapter C are in class-groups.

Music therapy has, from first to fifth class, became

an integrated part of their education in cooperation

with the class-teacher, speech therapist, art teacher

and other members of the multidisciplinary team.

Our music therapeutic work aims, among other

goals, at:

e promoting interaction,
social skills,

e enhancing speech, language and learning,

e promoting motor, sensory and cognitive skills,
as well as

e supporting musical training and development.

communication and

In this framework, we try to motivate the children
to enhance their creativity, to expand personally
and develop new interests. Through movement,
dance, drama and group instrumental playing we
try to develop self-reliance and self-discipline, as
well as cooperation and social living together.

Music gives our children significant emotional
experiences and realizations. It focuses on their
talents, instead of their problems and limitations
which might be a result of the hearing loss or
further reduction in function. So, music is self-
reinforcing as children experience through it
success.

In music therapy however music is not
considered as a goal in itself. Music is one of the
most important pedagogic and therapeutic means of
developing an acoustic-visual-motor unity. It is an
optimum means of communication in a world of
entirety, which is also for the child or adolescent,
who does not hear as people do mostly, but
nevertheless is in “A World of Sound and Music”.

Deaf and hearing impaired children, and that
counts also for the normally hearing children, can
learn the language in the best way, understand it
fully and thereby communicate in an optimum way,
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by expressing the language through verbal action.
Only when a child actively carries out the action
described in the language, is the content understood
completely. Children however can also learn
through musical action.

In our efforts to teach the children to experience
music with an active listening-perceiving relation to
it, we use musical auditory training, voice treatment
and speech therapy. Here we use, for example,
tone-bars and spectral converter, songs with
“Children’s Play Songs” (by Nordoff and Robbins),
rhythmic, expressive movements and dance, rhythm
and note reading, as well as instrumental work with
various musical instruments.

Especially for deaf and hearing impaired
children and adolescents, music activity and active
listening to music can produce functions supporting
the acquisition of language, attention and
perception, as well as the transfer of movement to
sound and vice versa (i.e. an experience of the unity
of language, music and movement).

Chapter D: Voice treatment, speech and song
therapy

The voice material of the deaf and hearing impaired
child and his means of communication has
throughout the years been the main point of my
work in music therapy at the Aalborg School and
around the world.

Chapter D focuses on voice work, which
comprises all groups of children from kindergarten
to the upper classes. In this sense, this chapter is
considered as one of the most comprehensive and
central of this multimedia production.

Speech is one of the most rhythmical and
musical human activities. At the same time, speech
and language are the most valuable instruments for
communication and memory. Therefore working
with deaf and hearing impaired children's speech
and language is most essential. One of the
additional difficulties in the case of deafness and
hearing impairment is that the control of the voice
is lost completely or partially, often resulting in
monotonous or forced, strained and squeaking
voices. This is to a high extent hampering these
children and adolescents in their communication
with those who are able to hear.

Music and language offer so many points of
resemblance that the basic elements of music can
be employed as a means of teaching the hearing
impaired children and adolescents to break verbal
monotony, to speak rhythmically and melodically,
and this way develop their communication skills.

The crux of the music therapy programme at the
Aalborg School is therefore voice treatment, speech
training and language stimulation through music;
musical speech therapy, which starts when the

children are two or three years old and is then
integrated into the daily teaching of articulation and
speech with co-operation between parents, advisers,
teachers, speech therapists and the music therapist.
By this form of therapy we try to improve the voice
levels and the voice qualities of the children. At the
same time we systematically teach the accentuation
in intensity, duration, pitch and intonation by
utilizing the children’s residual hearing by means of
hearing-aids, the ability of sound-perception in the
whole body, and the contact-vibration sense,
particularly in the limbs.

In musical speech therapy a great number of
special musical instruments are used, such as Sonor
tone-bars (see picture 1 and 2), the frequencies of
which are from 64 Hz to 380 Hz - a range that the
majority of the deaf people have some residual
hearing. This means that the residual hearing can be
activated to a certain degree and utilized through
work with the tone-bars which possess very specific
acoustic-vibratory qualities. The children usually
like the tone-bars very much, because their sound is
heard in the hearing-aids and felt all over the body.
Among other things, the use of tone-bars has given
remarkable results in the form of sonorous voices at
a good level, which is more easily understood and
better heard in both the children’s own hearing-aid
and by their normally hearing peers.

Picture 2: A deaf child playing and vocalising the tone
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In this chapter you will find articles and
publications in Danish, Swedish, Norwegian,
English and German. There are radio and television
broadcastings among other things about the co-
operation with Aalborg University and my research
project on “Physiological Sound Functions,
Perception and Reproduction of Sound in
Profoundly Deaf and Normal Hearing Children
Exploring the Use of Tone Bars in Sound Analysis
and Musical Speech Therapy” (Bang 1973-1976).
This research project started at the beginning of the
1970’s through my investigations on the effect of
certain musical instruments. This project, which
was the first Nordic research in music therapy, was
granted by the Danish State Research Council for
the Humanities and the Institute for Phonetics
University of Copenhagen, while its results
determined the effect of the tone-bars in musical
voice treatment and speech therapy for deaf and
also for hearing children. Since then the sound
therapy with tone-bars has become a central part of
musical voice treatment and speech therapy.

Chapter D also contains a long series of cases
with deaf and hearing impaired children and
adolescents in sound and song therapy, where you
will find my translations and publications of Paul
Nordoff’s and Clive Robbins’s “Children's Play
Songs” in the three Nordic languages with sheets of
music and studio-recordings (Bang 1972). In this
part of the chapter you will also find many other
types of the use of songs in therapy also with sign-
language.

The tone-bars are demonstrated in praxis and in
sound-diagnostics with children. The examination
of the effect of the tone-bars in sound and spectral-
analysis are demonstrated through research
recordings and results, which are documented in
sound-files and graphs with  explanatory
commentaries. The chapter concludes with a
demonstration with the use of new ethnic
instruments from Schlagwerk-Percussion and of the
spectral converter in musical voice treatment and
speech therapy.

In all this we must not forget that the sign-
language is the mother-tongue of the deaf child,
even if I have leaned very much to the oral element
in my work. When both of my hands were often on
the piano keys or holding another musical
instrument, the rhythmic-melodic sound of my
voice, the mimicry, the natural gestures, dancing
games and play-songs with the music had built
many bridges across the communication gaps.

Chapter E: Multi-handicapped children and
adolescents (3-16 years old)

Fundamental human features are contained in the
various ways of experiencing music, whether one
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has special needs or is typically developed. All
persons, even children and adolescents with
profound and multiple learning disabilities, respond
to musical stimuli and so they are all musical to
some extent or another. From this perspective, in
music therapy we meet everyone as musical beings.

In the most profoundly deaf person and in the
person with severe additional reductions of function
of motor, sensory or emotional character, a musical
being can be found and this being has the right to
be granted the opportunity to be included in
participation in music. Through music therapy we
try to bring the person out of the isolation caused
by the reduction of function or disability.

Music can establish contact without language
and through music therapy we find unused potential
in other communicative paths that enhance the
development of language. Since music produces a
means of communication of a predominantly
emotional and non-verbal character, it has great
application exactly where verbal communication is
not possible because the spoken language is not
fully developed or understood.

To all people, but in particular to people with a
communication disorder, listening to music and
music-making means communication. Music
appeals to the human being as a whole and
influences the total personality in a way different
from other forms of therapy (e.g. speech and
language therapy).

Music therapy work with children with a hearing
impairment and multiple disabilities is varied and
differs highly because of the extensive individual
considerations taken into account. We must
concentrate on how music therapy can develop the
potential of the individual child. Consequently,
towards the end of the 1960s, we introduced at the
Aalborg School an individual music therapy
programme for our multi-handicapped children, in
particular, to serve as an alternative to and a
preparation for possible later musical group work.

In this work the most important purpose of all is
to procure conditions of life acceptable to children
with special needs, where they have the possibility
for self-expression and communication. What is
essential in these cases is to find a way of opening
up their music experiences and activating them
“within the music” by means of developing various
means of expression that are possible for the
children (i.e. breathing, singing, mimicry, body
movements or beating a drum).

Often music has turned out to be the only
practicable way to obtain therapeutic and pedagogic
results, especially as for improvement of the child’s
condition and his potential in communication,
perception, action and social prospects. We are able
to move ahead in music therapy as far as the
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children’s potential allows. But the music must be
adapted to the child, not the child to the music. The
aim of the music therapist is therefore centred on
the person, and is not starting out from the music.
Therefore, music activities are planned and chosen
according to the specific needs and possibilities of
each person. One of the most important points of
music therapy is to concentrate on the individual
person by taking under consideration their
problems and difficulties, but indeed, and maybe
first and foremost, their possibilities and potential
(see picture 3).

Picture 3: Spectral converter and two
multi-handicapped children with tone-bars

Chapter E includes many cases of children and
adolescents with multiple disabilities, all of them
exceptional musical personalities, in individual and
group therapy, in musical speech and song therapy,
in dance, as well as in instrumental and orchestral
work. At the end of the chapter there is a recording
on the subject and a demonstration with severely
multi-handicapped  children in  Pforzheim,
Germany. Finally, there are recordings from an
individual music therapy case. This case shows my
work with the first multi-handicapped child that I
had the chance to work with individually in 1971.

Chapter F: Deaf-blind children and adolescents
(3-20 years old)

The Aalborg School was the first place in the
Nordic countries, in the late 1960s, where music
became part of the treatment and education of deaf-
blind children and adolescents arranged according
to the diagnosis and specific needs of each person.
This form of individual music therapy was inspired
by the American-English music therapists Dr. Paul
Nordoff and Clive Robbins and broke new ground.
One of the most important therapeutic principles
in this work is to build on what already exists in the
child and make it appear in the consciousness of the
child. These means of expression can be breathing,
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vocal sounds, speech, song, mimicry, signs, body
movements, beating a drum and so on. It is
necessary to be flexible in regard to instrumental
methodology, because of the difficulties in co-
ordination, hearing loss, field of vision,
apprehension of space or physical restrictions,
which may demand a simplification of the task.

Music is one of the best ways of keeping the
attention of a human being, because it is a constant
mixture of new and already known stimuli. The
active and attentive condition, which can be
obtained through adapting the music to the person’s
responses, is an excellent resource for all kinds of
learning.

We regard music, among other things, as a form
of structured sound, just as in language, and
musicality as the ability to respond to the musical
stimulus and to create music by ourselves. The
person who is listening, or perceives with other
senses the innumerable variations of those musical
sounds, is himself creating music (see picture 4).

o <

Picture 4: A deaf-blind child on the piano

It is crucial in music therapy to motivate and
stimulate the child to an achievement and then
support and stabilize this new development in any
imaginable way. During the music activities, I have
felt and listened as a music therapist into children’s
music, ‘tempting’ a development and trying to
reinforce this new development.

In my work with the deaf-blind children and
adolescents in the Deaf-blind Department at the
Aalborg School and in the Youth Centre for Deaf-
blind, neighbour to the Aalborg School, I met in
music therapy a series of outstanding personalities,
all of whom contained a wonderful musical human
being. In chapter F some of them are shown in
individual therapy with drums by the piano, on the
vibration-bench, where they feel rhythms and
music, in song therapy, in sound therapy with tone-
bars and in dance on a wheel-chair.
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Music therapy with the deaf-blind children and
adolescents is also the theme in a broadcasting,
while the chapter concludes with recordings of
individual therapy cases with three deaf-blind girls
in the years from 1971 to 1975, which were some
of the first attempts of individual music therapy
work with deaf-blind children and adolescents.

Chapter G: Movement and dance therapy,
drama

Particularly during the first years of life, sounds and
music are perceived directly by the body. This is
also true even to a higher degree with the hearing
impaired child who compensates for the reduced
hearing, and as a supplement to limited residual
hearing, is perceived by his whole body. Therefore
music and movement are inseparable.

Formerly, the deaf children were often
designated as “eye-creatures” because of their
auditory problems they rely strongly on their visual
resources. Music therapy with these children
unmistakably confirms that the best way to bring
about a visual and an auditory combination is by
the use of the motor element. Thereby, we
experience the deaf person as a total being who
receives through music a multi- sensory impact on
all his/her senses.

By means of the musical activities, the child
with special needs has the possibility of expressing
feelings and ideas, which he is not yet able to
express in words or in a bodily way (i.e. through
mimicry, sign-language). The child has a possibility
of co-ordinating their voice with music and
movements in a relaxed spontaneous way, while the
articulation difficulties, for the time being, are
insignificant. Stimulation through physical action
and motor training contributes to the initiation of
linguistic development. The awareness by the child
or adolescent of his body and of his motor
functions, the kinaesthetic perception and feedback
is extremely important for auditory perception and
linguistic skills.

Chapter G shows the children and adolescents,
from three years old in the kindergarten “Bambi” at
the Aalborg School up till the upper classes,
participating in activities of sound perception and
accentuation of sound and music. It shows the use
of the vibration-bench, motor exercises and
expressive movements from our Rhythm-
Programme for Movement and Speech Stimulation,
as well as other rhythmical and creative dance
activities.

In the musical adventure “A Journey to the
Moon” play, movement and drama help to increase
the capacity for concentration of the children and
their ability to transform sound impressions into
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movements and feel joy in the co-operation with
the others in the group.

The musical “Pocahontas” was a result of the
successful interdisciplinary teamwork between the
music therapist, class teachers, the speech therapist
and the art teacher (see picture 5). Children took
part in this positive teamwork between different
groups in speech and song accompanied by sign-
language to their own manuscripts and in self-
created costumes and scenes.

Picture 5: Pocahontas dance and drama

The so far greatest challenge came in 1980, where
nine deaf adolescents from the Aalborg School
(Denmark) together with nine deaf adolescents
from the Samuel Heinicke School for Deaf in
Hamburg (Germany) opened the International
Conference on Education and Training for the Deaf
in Hamburg Congress Centre with three thousand
delegates from eighty different nations in the
audience.

My very best dance, however, I had with Anne
Marie with deaf-blindness and cerebral palsy from
the Youth Centre for the Deaf-Blind. On her wheel-
chair she taught me her own personal and beautiful
interpretation of what a dance can also express.

Chapter H: Instrumental and orchestral work

Most children and adolescents who are deaf can
through the hearing aid distinguish sound from
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musical instruments, especially in the lower
frequencies, where even the profoundly deaf may
have a small residual hearing. They can
discriminate differences in the most important
elements of music, which are intensity, duration
and pitch, as long as the difference is of a certain
extent.

Since 1961 I have investigated and researched
the effect of musical instruments and how they are
experienced by deaf and hearing impaired children
and adolescents. All deaf children and adolescents
perceive the sound of drums, while they generally
perceive the sound from a wooden instrument better
than metal sound (e.g. they perceive the sound of
xylophone better than the sound of metallophone).
The deaf and hearing impaired prefer low sounds
from tone-bars in rose-wood in the frequency area
from 64 Hz to 380 Hz, simply because they are
heard and felt better. That is the reason why a large
selection of different wooden instruments with low
sounds is presented in the instrumental and
orchestral work of this chapter.

The music instruments that I often use in music
therapy have a span from 32 Hz up to 4.096 Hz,
namely from 3 octaves below middle C up to four
octaves above middle C. From my experience with
deaf people, 32 Hz is felt mostly in the feet, 64 Hz
around the knees, 128 Hz in the pelvis, middle C
with 256 Hz in the chest, 512 Hz in the throat and
1.024 Hz in the head. Higher frequencies are often
felt on the crown of the head and the hair. A very
profoundly deaf girl told me once, that the highest
tone from the soprano-glockenspiel (i.e. four
octaves above middle C, 4.096 Hz) tickled her in
the eyebrows. At the same time music in that
frequency range is an outstanding means to activate
and utilize the residual hearing through the hearing-
aid. Consequently musical instruments are
indispensable in auditory training and training in
sound-perception.

So, music is more than “just music”, and
musicality has not only to do with the auditory
skills. As the late Danish professor of music,
Gunnar Heerup, once said: “Musicality is not a
special talent. Musicality is part of the common
intelligence”. I would like to add: “All this lives not
only in the ears, but in the brain and the soul”.

In this chapter we will meet many of the
children and adolescents in this work with
instruments, individually and in groups playing
together (see picture 6). The first television
programme from the music therapy at the Aalborg
School was “You and the Music” in 1978. After
that you will find a series of activities, such as:
rhythm-groups, orchestra with Orff-instruments,
playing on the organ, guitar and drums and finally
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improvisation on new ethnic instruments from
Schlagwerk-Percussion.

Picture 6: Orchestral work “Amazing Grace”

In an extraordinary part you will get a good idea of
the sound analysis made on some of the instruments
and illustrated in the spectral converter. This
analysis is thoroughly described for research
purposes in chapter D.

From the orchestral work you will find the
concert performed at the opening of the
International Conference on Education and
Training of the Deaf in Hamburg in 1980, my
thirty-seventh and last Christmas concert in 1997
and finally the farewell concert on the 14" of
August 1998, where all students at the Aalborg
School along with my colleagues and me marked
my round day and my farewell to the school.

At the end of my workshop in I.GM.F. in
Germany in 2001 the participants played a series of
my music arrangements. These arrangements have
been made accessible as PDF files in the
multimedia documentation “A World of Sound and
Music” by my successor, music therapist at the
Aalborg School, Kent Lykke Jensen.

Chapter I: Four decades in music therapy:
A retrospect

This final chapter looks back on the building and
further development of the music therapy
programme at the Aalborg School through four
decades from the 1960s until the 1990s.

As I explained previously, when I was employed
at the Aalborg School in 1961 there was no music
on the timetable, like in all other Nordic schools for
the deaf. I found it was a great lack in the schooling
of the deaf and hearing impaired and in their life in
general. So, I decided to take the challenge and to
try to do something about it. The motive power was
my delight for children and for music, and I always
had in mind, that Beethoven became deaf in the
middle of his unbelievable career as composer, but
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continued to create immortal music, even when he
was profoundly deaf.

Study visits in Germany, Holland and Austria in
the years from 1961 to 1965 gave me inspiration to
the building of a music programme with
rhythmical-musical education and dance.

By means of well preserved audiotape
recordings since 1961 and videotape recordings
since 1968 (therefore in black and white) we get in
this chapter an insight into the work with rhythm
and dance (see picture 7). This work was called
“music education” in the 1960s. But when Dr. Paul
Nordoff and Clive Robbins, during my study with
them in 1969, heard and saw these recordings of
mine, they described them as “music therapy”. The
music made by the students and me at the Aalborg
School had not only a educational, pedagogical
effect and purpose with “music as a goal in itself” ,
but also a therapeutic effect and purpose with
“music as a means”. It was music therapy! The
same year the Danish Society for Music Therapy
was founded and I had the privilege to be co-
founder.

Picture 7: Deaf children around the piano in concert

By the celebration before Christmas in 1969 the
deaf, hearing impaired and multi-handicapped
children at the Aalborg School presented a Danish
first performance of “Goldilocks and the Three
Bears” - my translation and adaptation of the
Nordoff Robbins production, in a multimedia
performance (Bang 1972). Then, in 1970 the music
therapy programme at the Aalborg School was
presented for the first time by the International
Congress on Education of the Deaf which was held
in Stockholm.

In the same period we introduced the use of
songs in therapy following the Nordoff-Robbins
method with my translations and adaptations of
their “Children's Play Songs” into Danish,
Norwegian and Swedish editions (Bang 1972). In
1977 the Aalborg School celebrated its twenty-fifth
anniversary with music and dance. In 1982 I
published “Rhythms for Children for Movement
and Speech Stimulation” (Bang 1982) and at the
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same time the music therapy work in kindergarten
and pre-school was intensified. By documenting the
effect of different musical instruments in the music
therapy programme we succeeded in extending the
entire instrumentarium to comprise also specific
music-therapeutic instruments.

In the 1980s we had one weekly music therapy
session and one dance session on the timetable for
all classes at the Aalborg School and our music
therapy programme became a basis for other
schools. In the 1990s the interdisciplinary
teamwork between the music therapy and other
teams at the Aalborg School flourished. This
decade is on the focus of the previous chapters.

Concluding reflections

The most important duty for me as a music
therapist has always been by means of music to try
to give these wonderful, individual, exceptional and
outstanding personalities, the optimum potentials to
discover themselves as being on the same level and
of value to the others. With these efforts in the
meeting with all the children and adolescents I have
been privileged to share experiences in music with
them.

The thousands of children and adolescents I
have meet at the Aalborg School and around the
world in the forty-two countries I visited, and with
whom I have had the great privilege to share my
life, have given me extensive human experiences
and values as long as time goes by. Therefore, I am
thanking all the children and adolescents, their
families, as well as my colleagues, staff and the
direction at the Aalborg School for the good
cooperation throughout the past decades, which
now, forty-eight years after that it all began, has
made my life’s project “A World of Sound and
Music” possible.

Looking back, I must say that all my hopes and
more than that have come true. One of the main
aspects is that music has expanded within
multidisciplinary teams, which are nowadays a
reality and guarantee for the future of our
profession.

In concluding I would like to wish you all, dear
friends and colleagues, meaning in all the
remaining years of your life. Meaning is something
we build into our life, starting fairly early and
working at it fairly hard. We build it out of our own
past, out of our affection and loyalties, out of the
experience of mankind as it is passed on to us, out
of our own talent and understanding, out of the
things we believe, out of the people and things we
love, and out of the values for which we are willing
to sacrifice something.

The words ‘faith’ and ‘hope’ has followed me
all my life. For me faith means believing the
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unbelievable, and to hope means hoping when
things are hopeless. I have great faith and hope for
the future of music therapy and for all the people
we meet in music throughout the world and who
have a potential for development and enrichment in
life through music as therapy. We are all musical,
and music is the only language in the world which
is understood by all people.

For them, as for you, dear colleagues and
friends, and for me: “To hope is a duty, not a
luxury. To hope is not to dream, but to turn dreams
into reality”. I wish you all many fulfilled dreams.

As ABBA sang: “What would life be - without a
song or a dance - what are we?”

Therefore 1 say: “Thank you for the music!”
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Ao tov Fraser Simpson

London: James and James Publishers Ltd. (2009)
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The
NORDOFF-ROBBINS

\/{ @L Adventure

oM

@

H Mapia ®povoaxn, MMT (NR), eivar povcikobepomehtpio ekmaidevpévn otny tpocéyyion tov Nordoff
ka1 Robbins. "Exet onpovpyncet moAdég 0€ceic povokobepaneiog atnv EAALGSO o dNUOGLOVE Kol 1010TIKOVG
popelg vyegiog, woyxikng vyeiog, €WOwKNg ayoyng kor ame&aptmong. Eivor 1dputikd pélog g pn
KePOOOKOTIKNG etaupiog «Musicing» yio v vmootmpiEén ™¢ Nordoff Robbins povcucobepaneiog otnv
EXLGda. ‘Exer AaPer pépog oG TPOoKEKANUEV EIOTYNTPLOL GE EMOTNHOVIKA GUVESPLOL Kol OOGOKEL (G
eEmtepikn ovvepyatda oto Kamodiotploko [lavemotuo ABnvav kot oto [Hovemomuo loavviveov. Eivat
TTVYL0VY0G ToL Mabnpaticod Tunpotog Tov Karodiotpioxkov [avemotnpiov AGnvov.

Email: musictherapy@musicing. gr

Mol Bpédnia pe To BPriio oto ¥épla pov, EVimoa
mv gyydTnTa IOV AVOTTUGGETOL LOVO OTOV KPATAG
KétL Ko pmopeic vo 10 mapatnpnoelg amd tOGo
kovtd. To PAéupo pov otopdtnoe otov TitAo.
«Tott mepuméteio;»  avapomOnke. ‘Eva  mwoAld
Ae&kd e EMAnvikng  yAdooag, mov  cuyva
YPNOLUOTOID, LOV EMETPEYE VO, d® ol TOPAUETPO
IOV OV OLEQPELYE.

H mneputéten  eumepiéger v évvoln g
avatpomng (Anuntpdiog 1951) kot avtd axppaog
glvar mov mpaypatevetor to PiPiio. TIpocpéper
OTOV avOyvVOoTN pio 1010itepo AETTOUEPT Kot
Bacwopévn oe mAOVGCI0  gpguVNTIKO  VTOPabpo
TEPLYPOPN TNG avaTpomng mov cLVEPRN ot Lmég
OpKETOV  avOpOT®V  KOTG TN  OldpKE  TOV
tedevtaiov 50 ypdvev, OTOV GUVAVINGCOV O
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Sdpopn Tovg LI OTAT), TPOTOTLTN KOl 0VOEVTIKY
1Wéo — pio Wé€o mov Bo pmopovoOpe vo TNV

tomobeTcovle  OTO yopo  tov  [dedv
(O@eodmpaxdmoviog  1941) g  mhatoviKig
@UOCOPI0G.

H 18é0 g povowng g Bepamneiog, 6mmg ovt
OVOOEIKVOETOL HECO OO TNV KAVIKT] OOVAELL TOL
yopopotikov ddvpov towv Paul Nordoff ko Clive
Robbins, eaiveton -oto BifAio tov Fraser Simpson-
vo €yel avtdvVoun LITOGTOGCT, OTMG TOAAEG (QOPEG
mapotnpeitor vo copPaiver pe v owbeviikn
onuovpyio. H Dolto (1998) ypdoer vy v
embopic tov euPpvov va yevvnbel kol otnv
nepintwon g Anpovpykng Movoikng Ogpamneiog
(Creative Music Therapy) ovt mn okéyn 6o
pmopovce vo taplalel. H mvevpotikny oyéon wot




Approaches: MovoikoBeponeio & Ewdikn Movown [Modaymyn | 1 (2) 2009 | http://approaches.primarymusic.gr

OCUVEPYEWD TV JVO YEVWNTOP®V TNG (QOIVETOL VO
€XEL ELPLONGEL TO amOLTOVpEVE oTolEin TG (ong

omv embopio  ovtig ™G oOAMNyYNg  va
amoKaAVQOEL.

e dlopopeTikd onpeio Tov PiPfiiov, propovue
VO EVTOTMICOVUE OVOPOPEC — OTUTMUEVES e

AemtdTTO KO EVAGONGio — GTN POVASIKOTNTO TG
obong g Anuovpyikrs Movowkrg Oegponeiog.
@aiveton  va  eivor  ovtd  To Wdlaitepa
YOPOKTNPLOTIKA, TO 07010 EMIPOHV GTO TVEVLUA KO
oTNV Yoyn HE TPOTO OV KaBIGTA TIG AVATPOTES O)L
povo duvotég aAAG ovyve  avamogevktes. H
TPOTOPYIKT OALOYT] CUVIEAEITAL GE £VO, ECOTEPIKO
eminedo, OMuovpy®VTOG  €TGL  €va  1oYLPO
TpocoTKd KivnTpo, T0 omoio, 66O OVATTUGGETOL,
onuovpyel  {updoelg o€ SOMPOCHOTIKO Kol
Kowovikd eminedo. 'Etol, dwopopetikég  opdoeg
avOpdnov 8o apedodv NV KiynTiplo dHvapun g
Anwovpywng Movowng  Ogpameiog ot pe
Wwitepn  Bépun, Bo mpooeépovv yevvalddmpa
OIKOVOUIKODG TTOPOVG 1 €pY0, SOMOTOVOVTOG TIG
dVVATOTNTEG TOL CVOTyOVTOL.

H moAdypovn avth dadikocio ToV oTadloK®V
oAayov Oa empépel eEellelg og apKeETONS Kl
SKPITovg  TOUE(g pio  povoobepomevTiKg
TPOGEYYIOT OVATTOGGETOL, Ol VANPEGIEG LYELOG
yivovTOol OTOTELEGUATIKOTEPES, 1| EPELVO. 0ELIOTTOLE
VEOL EMICTNUOVIKG EPYOAELD, 1 OKAOT|LOIKY YVAOT|
eumiovtileTor. Axoun, ool povetkoi
OAVOKOAOTTOUV  €vOl  KOWVOUPLO  LOVOTATL  GTNV
emayyeApatikn tovg Cmn kot yaddec dvBpomot
amoAQUPAvVOLY  To  OQEAT NG HOLOIKNG G
Oepanciog.

To Piprio mapovoldler 10 mopdderypo piog
OGUYKEKPIUEVIG LOVGIKODEPOTEVTIKNG TPOGEYYIONG
OV OVOMTOGOETOL TOpOAANAa pe pio 1dtaitepa
EMTUYNUEVT] Kol Hokpd exotpoteio  e&gbpeong
OWKOVOUIK®Y TOpmV, GTNV Oomoie 1 HOLGIKN
Bropnyovia kot ot id101 01 HOVGIKOL SLdPAUATIGOV
évo. onuavtikd poro. Amotedel  a&loonpeiowto
EMITEVYHO. TO YEYOVOG OTL EVIEANDC Ol0POPETIKOL
(QOpeig, OMMG Yo TOPASEYHO KPOTIKOL (OPES,

EMALYYEALLOTUKES EVOGELS, QULOVOPOTIKES
OPYOAVAOOCELS,  EMYEWPNOCES KOL 1 HOVCIKY|
Bounyovia  cuvovtobvtal, HE  0QOpUn TNV
Anpovpyn Movoikn ®epomneia, Ko

ocvvepyaloviar emowodountikd o Pdabog ypovov.
To Tépvpa Nordoff Robbins Bpicketar ato moprva

TG mg OMNOVPYIKNG GLVAVINGNG
KOAAMEPYDVTOG Kol dtnpodviag pio otabepn
ocvvepyacio pall tovg.

O Fraser Simpson peTOQEPEL  HE  TO

YOPAKTNPOTIKG gvaicOnto Veog g YpaPNng Tov
v aictnon avtng g «tepmétency. Emonpaivet
TIG OWPOPETIKEG OVAYKEG 1TNG KABe ypOoViKNg
OTLYUNG, Ol Omoleg kol odnynoav otn Afyn 1oV
KOTAAANA®V KaTd TepinTmon omnoedcewv. Yo
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avtd To Tpiopa, to PiPrio mepLypdest pion aAndvy
mepmETEWN, KoOMC Kataypdesl Puo mwpog Prua
0,1t oVVEPN 670 Tpaméll TV SOTPAYUATEVGEDV
OAo. avTd TO YPOVIdL — amd To Eekivmuo péxpl
apkeTd mpoceata. Eivar modd avoivtikdg oty
TEKUNPI®OT  ONUOVIIK®OV — omoQdce®v  Tov
eAetncov — M TOWTNTO TG EPEVVITIKNG HOTIAG
Tov gival a&loonueinT.

Kotd v oavdyvoon tov PiPriov, &dv o
OvVOYVOOTNG €YEl KATOW TPOCMOTIKY] GYECN LE TO
Y®PO NG povoikobepameiog, VIGPYEL TEPITTOON VO
Vidoel cuvouoOnpotikd apoio - yeyovog mov
Kotadelkvoel v mpdbeon  axpifelg G
oLYKeKPIEVTS apnynong. Edv opwg e&etdoovpe
ond pio amoctacn To Oéuata mov  SlaKivovv
oLVOLIGONUATA — AVOPEPOLOL KUPIWG GE EGMTEPIKES
dyotopnocelg kol otn dwdoy| TV yevemv- Oa
LTOPOVGOLE VO SIOKPIVOVLE TNV OUKOVUEVIKOTITO
OUTOV TOV dVCKOA®V KOl CTUOVIIKOV (NTUAT®V
pe To omoio epYOULOOTE OVTWETOTOL, KAmoln
YPOVIKN OTLyUY], €1 ®G dTopa, &ite ¢ HéEAN
opadwv 1 opyoviopuov. Xopig apeiPorio, sival
Wwitepo  ONUOVTIKO  OTAV  EMITLYYAVETOL 1
opipoven HEGO GTO TEPAGLO TOL YPOVOV.

Eivor modd onpovtikd o évav opyovicpd va
€YeL TNV WKOvOTNTO VoL GVALOYILETOL TIG TPAEELG TOV
napehdovTog. H opipdmta mov emdevioeton oty
EMKOWVMVIO TNG 16TOPIlOG TAPAKIVEL TOV AvayvVdOGTN
va epmiotevdel Tov opyaviopd Nordoff Robbins,
S0t 011 Swdpopn Tov Oyt LoVo £xel EMPUOGEL OO
O0OKOAEG KOTAOTAGES KOl &Y€l LAEPTNONGCEL
eUmOoIn, OAAG eival oe 0éom va popaletar v
YVOGON VNG TG O100pOoUNG.

[No  AOyovg meplocOTEPOVG TOL  €VOG, 1TO
ovykekpipévo  PipAio  oamotelel  yevvalddwpn
TPOGPOPA 1| KANPOd0Gio TPog OAEG TIG LEAAOVTIKEG
veviég tov povowobepanevtov. H Lydia Flem
(2004) emonpaiver T peydin dpopd peTa&d TOL
TL KAnpovopeic kot Tt 6ov  KAnpodotovv. H
KAnpovoud amotehel pio vopikn mpdén mov oe
OPNVEL VO OVTILETOTICELS OVOTAVINTO EPOTNULATA,
evd M KAnpodooion pmopei va  Bswpnbel  ©g
YEVVOIOO®PT EMAOYN TNG TPONYOVUEVNG YEVIAS VOl
S1EVKOAVVEL TO TTEPAGLLO TG 1OTOPLOG.

210 ovykekpévo PiPAio Epyetan 6TO TPOGKNVIO
Kol M otopio. TOV ovOpOTOV TOv £0pacav MG
dnuovpyoi tng wortopiag. H npoonddeio tov Fraser
Simpson va pog dmoel pia YAapupn TEPLYPAOT TV
YEYOVOT®V KOl TOV KOPLOV YOPOKTHPOV etvat
eopetikny. Méoa amd KPO OTOCTACUOTO KOl
OTTOANVOTIKEG CUVIOUES OUYNOELS, EMITLYYOVEL VO
TPOCOMCEL GE OAOLG TOLG TPOTAYMOVIOTEG Ui
avOpomivn TTVYY SLTNPDOVTOS TAPAAAN L KoL TNV
OTOLTOVUEVT] OOGTAON - amopaitntn TpobndOeon
Yo TNV S106QAAIoT] TIGTOTNTOG Kot aKPiPELag.

210 soayoywko onpeiopa tov Clive Robbins,
potid pov tpdpnée n epdon «dramatis personaey.
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Mov £épepe 6t0 Vou TOVG PHBOLE TOV GUVAVTALE
0T0 apyoio eMAnvikd dpapa. Katd v avdyvoon
Tov Pifriov, vip&av STIYHEG TTOV PTOPOVGO. VO
dKpived OTOVG YOPOKTAPEG oTOElD Oamd TOLG
poOLovg Ko o cOUPOLN TOV gppavilovtal ota £pya.
00  AwoyOlov (Evuevides) xor tov  Evpurion
(Opéotng). YmpEav otiypég mov oKEPTNKO TOV
Paul Nordoff «tov MAMO  avOUESO  OTOLG
avOpdnovgy (Robbins 2005) - coav tov 1dtogun
avBpomo WOV  WEPLYPAPETOL  OTO  £PYO0  TOL
Apiototéln (Melayyolio ko Idiopvie — To 30°
TpOPANUE) 1 cav Tov GvBpoTo ToOV PTOPovoE vV
oLVOLALEL TO TPITTVYO «EPWS, PIAOCOPIM., LOVGIKT»
g TAateVikng okéymg (Mdavog 2007).

H 1otopw avadpoun oty TpocEyyion TV
Nordoff Robbins mpoc@épel otov avayvdotn Kot
pio Topdmievpn eE1GTOPNON TOL EMAYYELUOTOS TNG
povaeikofepaneiog 61 povo otn Bpetavia aiid kot
o€ GMheg yopes. O Fraser Simpson ypaeetl yio
obotoon kot TN Osopkn  avayvapion  Tov
EMAYYEALOTOC, YO TN ONHOLPYiL TOV TPOTOV
Oéoewv epyociog.  Aev avoaeépeTor UOVO OTIC
VIKNQOPES OTIYUEG, UIAGEL KOL Yl0L TO. EUTOIIN TTOV
TPOEKLYOV  OTNV ~ Topela, Yoo TIC HEYAAES
OMOYONTEVLOELS, TG  MNTTEG, TNV EAAEwM
APNUATOSOTNONG, TNV ovayK™ Yo eEomAopod.

Méoa ot 6eAideg Tov Piriov, 0 avayvdotng
pumopei v Bper mAnBdpa TEYVAGUATOV TOVL Ol
TPOTOYOVIOTEG  ENWVONGCAV  TPOKEWEVOL Vol
OVTIETOTICOVV TIG TOPOUTAvVE Ovokoiieg. €Ug
napddetypo, o LTopovoa Vo avapEP® TV WA TG
KWWNTNG povadag povoikodepaneiog.

Edv o avayvdomg €xel oxéon pHe TO Y®OPO NG
HOVGIKNG, TO ovykekpévo Pifilo pmopei va
OOTELECEL EUTVELGT] KoL GLPOPUN VIO TEPALTEP®
depevvnon doeodpwv Bepdtov — 6mwg 1 16Topia
ToV KAGSOL TG povoikobepaneiog otnv Bpetavia n
Kol 68 GALEG YDpES, TO0 BewpnTikd vdPabpo ™G
povowkobepaneiog N aKOUO KOl Ol EMITUYNUEVEG
xopnywég evépyeies.  Eivar emiong mbavov va
dnuovpynBodv EPOTAUOTO TTOV VO ATOTELEGOVV
agopun Yo eMAAEOV ONUOCIEVGELS. AVOQEP® MG
nopadeiypoto pio mhovhy pelhoviikny €kdoor TV
ovvBécewv tov Paul Nordoff 17 g vadpyovcag
aAnroypaoiog peta&d tov Paul Nordoff ko Clive
Robbins pe tov Dr. Herbert Geuter.

Ye ovykekpuéva onueion oto PifAio vrapyovv
BepnTiKd OomooTAcUATe Yo TN povcikofepameio
omov mapovolaleTol pe OmAGTNTO O TPOTOG TOV
Aertovpyel Kol 0OG TPOTPEN® VO LOIPUCTEITE TO
BPrio avtd pe @idovg M cvvadéreovg mov Ba
EMBLUOVGOV VO OTOKTNOOLV [0, GUVOAIKT EIKOVOL
vy ™ povowobepameio — 1oTopiKy, avOpdmIVY,
Oeopnricn. Tlopddha avtd, emewdn T0 VYOG NG
YPOPNG TOPUTEUTEL CLYVA GE Ypovoypapia, ivol
ToAD TOAVOV 0 AVOyVOGTNG TOL OV EVOILPEPETOL
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YWOU TN GUYKEKPIUEVT] TPOGEYYION VO, KOTAKAVGOET
omd TANOGPAL OVOLLATOV Kat JUEPOUNVIOV' .

Yto rteAevtaio pépoc tov  PiPAriov, o6mov
avapépetal otic d1ebveic TpmTofoviies - av kol dgv
givon Eexdabapo mote TO dedopéva Tov TapabETEL O
OLYYPUPENS EVILEPGONKOV Y100 TEAEVTALO POPH — O
avayvaotng Bo avokoAOyel T SpopeETIKOTNTA
oV VIapYEL oty idpvomn evog gopéa Nordoff
Robbins g 10 omotéleoua TV B10UTEPOTHTOV -
TOATICUIK®Y KOl TOAMTIK@V - TOL gUPavifel KaOg
yopa. H idpvon evoc opyavicpod 6mwg to Nordoff
Robbins dev Ba fjtav duvatov va Paciletor Tavo og
évo.  mpokoBopiopévo  mpdtumo.  Avtifeta,
kabiototon  omoAVTOG Goég 0Tl KAbe  ydpo
akoAovBel T du TG Sadpoun.

¥t0 mAaiclo avtd, Oo pmopovoops  va
avaioylotoope Eava v dmoyrn tov Even Ruud
(2009) mepi avOpomvng a&lonpénetloc, Bétoviog 1o
efng  epomnua:  «Xyetiletar 0 TPOMOC WOV
avtilappavopacte v avOpomivn a&lonpémelo pe
TOPAUETPOVS TTOV OPOPOVV TOAITICUIKE, 1GTOPIKA
KoL TOALTIKA {nTApota;y

O ypdvog elvol OVOTOGTOCTO GULGTATIKO TNG
otopioc. To ovykekpévo Piiio mapovsidlel to
¥POVO KOl TOV GUYYPOVIGUO YEYOVOT®OV MG EVVOlESG
nov Ba mpéner va Aafovpe coPapd vroyn pog. H
yvaoon mov popaletor avtd to PPiio pmopel va
OTOTEAECEL TOAVTIHO €PYOAEID OTO YEPLOL TV

povowobepanevtdy  mov B Bgdnoovv  va
GLAAOYIGTOVV TNV TPOCHOMIKY TOVG TOPElol Kol Vo
avalnroovv TPOTOVG YopTOYPAPNONG

LEAAOVTIK®OV SUVOTOTHTMV.

Ziyovpo ypAe® OmO TNV OMTIKY YOVid €VOG
EMAYYEALOTIO, TOL OVIKEL OTNV TPAOTN YeEVIXL
EKTOUSEVUEVOV povotkoBeparmevtdv oty EAAGOa,
TOTEV® OUMG OTL M O KATO OKEYTN aPopd Kide
ouvadedpo. To ouykekpipuévo Pifiio amoterel pia
opn ondvinon omv gpatmon «Mnropovue va
npoonepacovpe v lotopion;  Awpdlovrag,
KotéMEa oto OTL TeEMKE i0mG dev UmOpPOvUE Vo
npoonepacovpe v lotopio. Avtd Opwg mov
pmopobpe va kdvovpe gival va tn {noovpe kot va
T dnpovpyodpe. Kot evdeyopévms, KoTovomvtog
TNV, VO EXIGTEVSOVLLE T POT| TOV TPAYUATOV.

TNa eniloyo Ba MBera va Bopunbovue éva otiyo
tov EAOT (1998): «Na duthdvete kaAd tov agpa
OTO VIOVAGTL GOG» AVTIKATOTTPILEL TNV TPOSPOPA.
tov Pipiiov tov Fraser Simpson o péva
TPOCOTKA.

' To 2007 exd60nke to Piprio Every Note Counts — The Story
of Nordoff-Robbins Music Therapy tov 18iov cvyypopéa, T0O
onoio mepLapPavel onpavTIKEG OTOYPAPies apyeiov Kot givat
mo  Quukd otov  avayvootn. H - mapovciccn  tov
npoypoppatiCetar vo dnpootevdei oto emdupevo TEHY0G TOL
Approaches:  MovaikoOepomeioo &  Eioikpp  Movaixn
Hodaywyixn, 2 (1), Avoign 2010.



Approaches: MovoikoBeponeio & Ewdikn Movown [Modaymyn | 1 (2) 2009 | http://approaches.primarymusic.gr

20G TPOTPEN® VO OMOAOVGETE TNV OVAYVOOT|
tov PPriov pali pe éva motipt “Moet and
Chandon” 2.

Biproypagia
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Maria Froudaki, MMT (NR), is a Nordoff Robbins trained music therapist. She has founded many music
therapy posts in various public and private settings in Greece - in mental health, special education, oncology,
drug addiction. She has participated in many scientific conferences. She also lectures about music therapy in
collaboration with the University of Athens and the University of loannina. She is a member of the non-
profitable society “Musicing” for the support of Nordoff Robbins music therapy in Greece. She has a degree

in Mathematics from the University of Athens.

Email: musictherapy@musicing.gr

Once I held the book in my hands, I tried to fully
take in its title. I asked myself, “Why is this an
adventure?” A  Greek dictionary, however,
promptly provided me with a parameter that had
been escaping me.

Adventure can be defined as “radical change”
(Dimitrakos 1951) and this is exactly what this
book is about. It offers the reader a detailed
description, = well-researched and eloquently
expressed, of an exciting upheaval which took
place in many people’s lives — over the course of
fifty years — whereby these people stumbled upon a
simple, clear and original idea — an idea which
sweeps us back in time to Plato and his theory of
ideas (Theodorakopoulos 1941).

The idea of music as therapy, as it sprang from
the work of the very charismatic duet of Paul
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Nordoff and Clive Robbins, seems — in Fraser
Simpson’s book — to have a life of its own, as is
always the case with original creations. Dolto
(1998) writes about the will of the embryo to be
born and this could also apply to Creative Music
Therapy. The spiritual connection and collaboration
of its two progenitors seems to have sparked the
will of this pioneering concept into life.

Throughout the book, there are subtle and
discrete intimations of the unique nature of Creative
Music Therapy, which becomes interwoven with
the human spirit and soul in such a way as to make
radical change possible and almost inevitable. The
initial change takes place internally, creating a
strong personal motive. It then blossoms, weaving
its way into society and different groups of people
who more than willingly fall into its momentum.
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The entire process brings forth an evolution in
many different areas; an approach to music therapy
develops, health  services improve their
effectiveness, research reveals new scientific tools,
academic knowledge expands. In addition, many
musicians discover a new path in their lives and
thousands of people’s lives are transformed by
music as therapy.

This book encompasses the paradigm of a
specific music therapy approach which grew and
expanded in parallel with a very successful long-
term fundraising strategy, where the UK music
industry and the musicians themselves played such
an important role. It is a most extraordinary
accomplishment to have Creative Music Therapy
bring together the very different worlds of public
sector institutions, professional associations,
charities, enterprises, the music industry and private
entities, with the Nordoff-Robbins Charity at the
very core of this creative convergence, fostering a
long-term and sound collaboration of these sectors.

Fraser Simpson conveys the feeling of this
‘adventure’ in his characteristically sensitive
writing style. He highlights the different needs of
each period which led to the appropriate decisions
being made. In this sense, Fraser Simpson’s book is
in fact about a real adventure, as it presents a blow-
by-blow account of what was happening on the
negotiation tables for many years - from the very
beginning up to quite recently. He is painstakingly
thorough in his documentation of the major
decisions that were made; the quality of the
research is of a commendable standard.

Whilst reading the book and if one has any
personal connection to music therapy, one may
become uncomfortably emotional and this is a clear
indication of how accurate the narration is. If one
was to take a closer look at some of the historical
issues which appear in the narration (I refer to two
of them: the internal splitting and the change of the
generations) one could discern the universality of
these difficult and crucial matters in the way they
manifest themselves and confront you, whether you
are an individual, group or organization. It is surely
of great importance when maturity flourishes over
the passage of time.

It is crucial for an institution to be able to ponder
the actions of the past. The maturity demonstrated
in sharing this history prompts the reader to have
trust in Nordoff Robbins organisation, which has
survived all these difficult stages in its development
and overcome many obstacles.

In many ways, this book is a generous gift or a
bequest for all future generations of music
therapists. Lydia Flem (2004) highlights the vast
difference between what one inherits and what one
is bequeathed with. The inheritance is a legal action
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which leaves you alone to face many open
questions. The bequest can be seen as the generous
choice of the old generation to pass the history on
to the future.

Fraser Simpson’s work provides the reader with
an understanding of the history which enlightens
the present and leads smoothly into the future.
Moreover, the story of the people who created this
history has been brought to light. Fraser Simpson
has done excellent work in presenting a vivid
picture of the events and the main characters.
Through a series of vignettes and delightful short
stories, he manages to give all the protagonists a
human aspect, keeping the necessary distance to
ensure accuracy.

It was in Clive Robbins’s welcome note that my
eyes fell upon the expression: “dramatis personae”.
This expression reminded me of the myths we
encounter in ancient Greek drama. While reading
this book, there were moments where I could see
characters from the works of Aeschylus
(Evmenides) and Euripides (Orestis) hiding
between the lines. There were also moments where
I could not but think of Paul Nordoff — “the sun
among men” (Robbins 2005) — as the ingenious
man described in the work of Aristotle
(Melancholia and Talent) or the man who combines
the philosophy, music and eros of Platonic thinking
(Manos 2007).

The history of the Nordoff Robbins approach
allows a side view of the history of the music
therapy profession in the UK and other countries.
Simpson writes about the establishment of the
profession - the first music therapy posts. He speaks
not only of the ‘victories’, but of the obstacles as
well; all the frustration and the losses, the hostility,
the lack of funding, the need for equipment.

Throughout the book, one can find a
considerable number of possible tricks that the
protagonists came up with in order to keep their
work running. I could cite the idea of a mobile
music therapy unit as an example.

If you are in any way associated with or a part of
the music world, this book may inspire you to
conduct further reading on various issues touched
upon by the author — the history of the profession in
the UK or in other countries, the theoretical basis of
music therapy, or even the management of
successful fundraising campaigns.

Questions may be posed which prompt further
reading in addition to further writing and
publications. As an example, I could mention the
scores of Paul Nordoff’s compositions or the
existing correspondence of Paul Nordoff and Clive
Robbins with Dr. Herbert Geuter.

There are specific points in the book where one
can find vignettes of music therapy theory which
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illustrate how music therapy works in very simple
words. Therefore, I urge you to share this book with
friends and colleagues who might be interested in
music therapy, as it provides a historical, human,
theoretical view.

However, because the style of writing is at times
very much like a detailed chronology, it is possible
that a reader who is not interested in this specific
approach may be overwhelmed by so many names
and dates'.

Upon reaching the last part of the book which
refers to all the international initiatives — though I
wondered whether all information was up to date -
the reader will discover diversity in the
establishment of Nordoff Robbins music therapy,
depending on the particularities of each country and
the cultural or political differences. The message
conveyed is that the establishment of an
organization like Nordoff Robbins is not dependent
upon a set paradigm. On the contrary, the work in
each country develops its own national identity.

In this context, I encourage the reader to
reconsider Even Ruud’s (2009) view on human
dignity by asking the question, “Is the way we
perceive human dignity relevant to cultural,
historical and political matters?”

Time is integral to history. This book shows that
time and timing are crucial parameters to keep in
mind. The shared knowledge of this book can be a
very useful tool in the hands of a music therapist
who would like to reshape his/her own professional
path and find ways to map out future possibilities.

I may be writing this from the perspective of a
pioneer music therapist in my country, but I do
believe it is relevant to every professional. This
book is a well thought out answer to the question,
“Can we skip history?” The conclusion I have come
to — through reading this book - is that, no, we
cannot simply skip history. What we can do is live
through it and create it. However, by achieving an
understanding of history, we can probably speed
things us.

I would like to conclude by quoting a Greek poet
(Elitis, 1998): “Nicely fold the air in your
cupboards”, as this is what Fraser Simpson has
expertly done for me.

I strongly urge you to read this book while
enjoying a glass of “Moet and Chandon™”.

' In 2007, Fraser Simpson published his book Every Note
Counts — The Story of Nordoff-Robbins Music Therapy which
is a companion to the book presented here. It is illustrated with
many pictures and therefore it is easier for the reader. A review
of this book is planned to be published in the next issue of
Approaches: Music Therapy & Special Music Education, 2 (1),
Spring 2010.

2 The UK branch of “Moet and Chandon” has been a keen
supporter of Nordoff Robbins.
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Translated Abstracts of Articles

I'paguci] Enpeoypagio oty MovowkoOBepaneio: Mia Zvintnon ywe to Ti va
Xnpewovoope ot Ipagucn Xnpewoypoagio ko [ag

Carl Bergstrom-Nielsen

Hepidnyn: Avtd to pBpo TopovGIalel YPaPIKEG GNUEIOYPUPIEG HOVOIKNG Kol GAA®V GYETIKAOV HOPODV
EMKOW®VIOG oTo TAaiclo TG povaikobepaneiog, ol omoieg dnpovpyNOnKay amd SoPOPETIKOVS GUYYPUPEIG
Kot emayyelpotieg. Ot 6KOTOl TOVG, TO OVTIKEILEVO TG TEPLYPUPNG TOVG KoL TO. GTOLYEID TNG YPUPIKNG TOVG
YADGGOG TEPLYPAPOVTAL 6TO TAAICIH P0G GLYKPITIKNG cu{nTnong. Amd avti ™ cv{nnon yivetor capég OtTL
1 didotacn TG emoKOTNoNG ivar BepeMmong, kabmg drevkoAbvel TV avtiinyn cuvbetewv oToyEiwy. AVTo
kabiotd emiong dvvarti TV aTOUVNUOVELGT GUVOET®V GTOYEl®V, EMEKTEIVOVTAG TA (QUOIKA OploL TNG
avOpdOTIVNG LVAUNG. AKOUN, N OVOKOADYT KPULUUEVOV TTUXOV OTo KAWVIKA ototyeia, kafng kot 1 dtovopn
KO 1] EMKOWVOVIO 0VTOV TOV TTVYOV gival onpovtikd (ntmuato. Meta&d tov cuyypaeiény Tov culntovvral,
vrapyel plo peydAn mowcidion 6Gov aopd TOvg oTOYXOVLS, OAAG Kou TG peBddovs. Aéfeig kAedd
VTOJEIKVOOVTOL Y0 VO TEPLYPAWYOVV OTIYHEG TOHAVOD EVOLLPEPOVTOS TOV GUVOLOVTIOL HE TIG YPOUPUKES
onueloypapies. Ilpoteiv 6Tt 0 KAGOOG TNG YPOPIKNG OMUEOYPUPING UTOpel Vo €ivol YpNOLHOG Yo Vol
ompiéel TV mopovcioon TG Hovowkobepomeiag Kol TNV €pEUVEL OTNV EUTEIPIKY, KAWVIKN-LOVGOIKN
TPOYHOTIKOTNTO, EVO TPOCKAAD TEPATEP® GLLNTNON Kol dtepevvnTiKd £pyo.

AEEa1g KAEWOWA: YPOQIKT GNUEIOYPOPIN, OVIAVOT] LOVGIKNG, HOVGIKT OVAALGT), LKPOAVAALGT,
VTOCYESOGUOG

O Carl Bergstrom-Nielsen (yevvnuévog to 1951) eivor Aavog povoikobepamevtne, kabmg emiong
AVTOoYESIOOTNG Kot cuvBETe. ‘Eywve Yrmoynelog Addxtopog ot povotkoloyio and to [Navemotyo g
Komeyydyng (1984) xkor mopoakolovOnoe pobnpote kotdptiong otn povowobepomeio pe v Benedikte
Scheiby. Amd 10 1983 eivar Ponbog ddokarog 610 €KmAdOELTIKOG TPOHYPOLLUO LOLGIKOBEpamEinG oTOo
[Mavemotio Tov Aalborg kot and o 1984 epyaleton og povoikodepamevtig otnv Komeyydyn pe eviiikoug
TEAATEG JLE VONTIKT VOTEPTON.

Email: www.intuitivemusic.dk/intuitive/imail.htm
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Minpogopics ko Ipodwaypagég

To Approaches amotehel 10 TPMTO EAANVIKO MAEKTPOVIKO EMGTNHOVIKO TEPLOOIKO TO OMOI0 €ivan
aplEpOUEVO TOG0 6T0 Tedio tng Movowkobepaneing, 6060 kar oto medio ¢ Ewdwkng Movoiknig
Howayoync.

To Approaches ekdidetor 600 Qopég to ¥povo (Avoiln katr POWOT®PO) 68 NAEKTPOVIKT LOPPT Ko
giva ehedBepa TpoosPacipo amd Tov kabe evolopepopevo. TIpokertor yio pio Tp®TOTOPLOKY dPACT Yot
o EMNVIKG dedopéva 1 omoio. vrootnpiletar evepyd amd tnv ‘Evoon Exmodevtikov Movoikig
Ayoyng [pwtoPdduag Exnaidevong (EEMAIIE).

Opapo Tov Approaches €ivol 1 GUGTNUOTIKY AVATTVEN Kot TPODONGN TOL EMGTNHOVIKOD S10AOYOL, M
yoviun oovvdeon g Bempiog pe v mpaln, Kabmg kot 1 £yKupn EVUEP®GN TOV EVPVTEPOV KOLVOV
péca, amod tn dnpocicvon ApHpmv kol EpELVOV GYETIKGV Ue T Movacikobepaneia 1 / kol tnv Edwm
Movown TMowoyoywk. Méco amd TOV 16TOY®PO TOL TEPLOJIKOL UTOpPEl OKOUN O KaOe
EVOLOPEPOLLEVOG VO, EVILEPDVETOL VIOl TPOGEYN dpDOLEVA (OTWG GVVESPLOL KOl GEUVAPLA), KABDS Kot va
avolnTd GALe oYETIKE NAEKTPOVIKA TEPIOSIKE KOt 1IGTOYDPOVG.

Yog TpookaAoVE Vo cupPdAiete otV avdmtuén Tov Approaches amoctéhvovtag To dpbpo cog Tpog
dnpooievon (ta dpbpa propodv va etval Ypoppéva otnv EAANVIKN 1 ayYAIKT YAOGGO), 1| Lolpalopevol
TG 10é€g oag pali poc. Arootoln dpbpwv mTpog dnpocicvon yivetor LEG® NAEKTPOVIKOD ToyLIPOUEIOL
otov Empednt Zovtaéng: Nopyog Tolpng, giorgos.tsiris@gmail.com

Mo meplocoTepeg MANPOPOPIEg GYETIKA UE TIG TPOdOYPUPES VIOPOANG ApBpwv, TNV KOTOXDP®ON
TVELHATIKOV SIKOUOUATOV, KaODG Kol T @AOcoQia TOV TEPLOSIKOD, EMOKEPTEITE TOV 1GTOYMDPO TOV
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Information and Guidelines

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

Approaches 1is a biannual electronic publication (spring and autumn) 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.
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