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ABSTRACT

This study examined how Mary Priestley musically implemented 15 Andlytica
Music Therapy (AMT) techniques for exploring conscious material, acgessi
unconscious material, and strengthening the ego. Using the Mary Rragstieves at
Temple University, the author listened to 96 recorded examples of individual AMT
sessions with 31 adult clients that were made between the years 1975-1991 to examine
and aurally identify the musical phenomena and patterns occurring in Breestlesical
implementation of her AMT techniques. The results of the study present clinical
considerations necessary for applying each AMT technique and the cliniaallhtakes
of the analytical music therapist. Finally, this study presents distisctietween
traditional and contemporary AMT practice and implications for AMT trainimdy a

supervision.
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CHAPTER ONE
INTRODUCTION
Improvisational Music Therapy

Improvisational music therapy is the use of extemporaneous music-making to
help clients improve or maintain health: it is used extensively in music thenapwith a
wide range of clientele, from nonverbal children to verbal adults. During imptioviah
music therapy sessions, the client typically makes up music spontanebuslplaying
or singing, extemporaneously creating a melody, rhythm, song or instruipectl
(Bruscia, 1991, p. 5). The client may use any musical instrument within his/her
capability (such as voice, percussion, keyboard, body sounds, strings, or wind
instruments) and is guided by the therapist in learning to create and respond to the
emerging sounds. Typically, the goals of improvisational music therapy arkp tinée
client be more aware and attentive to self and others, to aid in self-expression and
communication, to promote insight, and to develop personal and interpersonal freedom
(Bruscia, 1987).

Musical improvisations in therapy can be referential or non-referential. In a
referential improvisation, the music “portrays or represents something noamsesith
as an idea, feeling, image, or story,” and the meaning is derived from réigi®ons
between the sounds and whatever they portray (Bruscia, 1998, p. 7). Conversely, ina
non-referential improvisation, the music “is organized and created accordimnigtty st
musical considerations; it represents, refers to, and derives its meammngrity

relationships within the music itself” (Bruscia, 1998, p. 7).



Two of the earliest and most significant models of improvisational musigthera
are Nordoff-Robbins Music Therapy (NRMT) and Analytical Music Ther@T).
NRMT, also called “Creative Music Therapy,” is an improvisational approach to
individual and group therapy developed by Paul Nordoff and Clive Robbins in 1959. In
NRMT, two therapists work as a team to engage the client(s) in spontaneous music
interactions using instruments and/or the voice. The two therapists work asspaithe
specific roles and responsibilities: the primary therapist improvigbg @iano and sings,
and is responsible for formulating the clinical-musical focus; the co-tilsesapports
the client’s participation by working directly with the child, helping him ortbeespond
to the improvised music and to the clinical intentions of the therapist at the piano
(Nordoff & Robbins, 2007). Contemporary NRMT has evolved and expanded clinical
practice to include one therapist working alone with adults or high-functionerg<li
using the piano or guitar. Musical improvisations created in NRMT are typicall
nonreferential in nature.

In the early 1970s, Mary Priestley, a British music therapist living in Lonchet
weekly with colleagues Marjorie Wardle and Peter Wright to experimgghttechniques
using improvised music, inspired by ideas from psychoanalysts such as Freud, Jung,
Klein, and Adler (Priestley, 1994; Scheiby, 1999). Over a course of 96 documented
sessions, the three practiced improvisational music therapy with one anothey thasi
work on their own emotional issues and on the issues of institutionalized adult psychiatri
patients they were working with at St. Bernard’s Hospital (Priestley, 19840ir aim in
these experimental sessions was to better understand and meet the theragm=utt ne

patients by experiencing music therapy themselves (Priestley, 1994&se &xploratory
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music therapy sessions led to the development of an improvisational approach to music
psychotherapy called “Analytical Music Therapy” (AMT) (Priegfl2975). As the
founder of AMT, Priestley continued to refine and expand her approach, working
primarily with adults, providing training and supervision for students (Bruscia, 1987),
lecturing, and writing books, essays, and articles about her work.
Overview of Analytical Music Therapy

This study focuses specifically on Analytical Music Therapy. tRredefines
AMT as “the analytically-informed symbolic use of improvised music by thsien
therapist and client. It is used as a creative tool with which to exploreg¢h&<inner
life so as to provide the way forward for growth and greater self-knowld&gestley,
1994, p. 3). According to Priestley, the overall aim of AMT is for the client to remove
obstacles that prevent the client from realizing his/her own potential areViachi
specific personal goals (1994). In AMT, the therapeutic work occurs through Hyusica
improvised duets and verbal discussion between client and therapist. The improvisations,
performed on instruments and/or vocally (Priestley, 1994) are referentiadure in that
they are given titles based on the client’s feelings, thoughts, imagesidantasmories,
events, situations, or dreams, which the client or therapist identifies asnesuaisg
further exploration (Priestley, 1994). In a typical AMT session, the theraquistli@nt
begin by identifying feelings, thoughts, and concerns that the client has thattvar
therapeutic exploration. This may be done through verbal discussion or a free music
improvisation. Based on what emerges, the therapist sets a verbal theme ittitéegjeor
for the two to depict improvisationally, sometimes with specifically defioées for the

client and therapist (Priestley, 1994). Afterwards, the client and themgisbbut the
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improvisatory experience, and the client may listen to the improvisation asna ofea
facilitating further insight into the music and its meaning. The therapigtatso ask the
client to draw, paint, or move, either to the identified theme of the improvisation, or to
the recorded improvisation. This is done when the client’s discoveries require furthe
exploration or concretization through means other than music or words.

Clients in AMT may be seen each week, bi-weekly, or every month. Sessions are
usually 50-60 minutes in length and maintain a consistent time frame so thatrihe c
can perceive that the session has predictable boundaries (Priestley, 1975).

Priestley (1994) observed that clients who experienced AMT showed
improvement in the following areas: freer, more balanced self-expressosased self-
respect; a more focused sense of purpose in life; diminution or greater tolgrance
psychosomatic symptoms; quicker recovery from emotional disturbances; asere
adventurousness; more satisfying personal relationships and increase infenkfieyy
The approach has continued to develop as AMT therapists work with increasingly diverse
clinical populations, including children (Kowski 2002; 2003), psychiatric inpatients,
adults seeking personal growth, geriatrics, victims of sexual, physicalatioaal
abuse, eating disorders, substance abuse (Scheiby, 1998) and medical problems in short
and long term treatment (Scheiby, 1999).

Contributions of Analytical Music Therapy to Music Therapy

Priestley’s method constituted a unique and significant contribution to theffiel
music therapy in ways that, decades later, are still unfolding. In AMSicrtherapists
were offered a new method of clinical practice informed and shaped by psysticanal

constructs, with music improvisation and verbal discussion between client andgherapi
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as the primary means of working with a client’s issues. The inception of AMT pdovide
a way of conceptualizing and understanding the interplay between music and the
unconscious, and directly utilized the potential of clinical improvisation to ahcit
work through dimensions of the psyche in ways that had not been explored before.
Furthermore, by Priestley’s example, music therapists were encoucagedergo their
own therapy, support their work through ongoing clinical supervision, and to keep
playing music themselves, so as to “retain the joy of music” (Hadley, 1998, p. 110).

Among the most significant of Priestley’s contributions are the individuaiaya
and group techniques she developed for use in therapy. Originally, most AMT techniques
were developed out of Priestley and her colleagues’ desire to help patigntiseivi
problems (Priestley, 1994), to address therapeutic needs arising from clessisns
(Priestley, 1975, p. 120), and to clarify their problems following personal work done in
their own analyses (Priestley, 1994). The remaining techniques were devetoped f
experiences in workshops and influences from Gestalt Therapy and Psychgisynthe
(Priestley, 1994). In addition, following each experimental AMT session, meraber
the original group gave each other feedback on results of the techniques, atel/Priest
recorded session notes in her diary (Priestley, 1994). In her writingst|&3rigl975)
also encouraged further development of AMT techniques to meet newly arising
therapeutic situations with a variety of client populations, trusting that ‘dleenands
will be met by the creativity of future analytical music therapists” (p..120)

Analytical Music Therapy Techniques
Priestley (1975) defines an AMT technique as “a particular focus farceral

investigation through music which the therapist uses with a client” (p. 120). For
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Priestley, “music is a language—a language of the emotions” (1994, p. 261iprehere
the client’'s emotions, expressed throuigimer music’—are the central concern in AMT.
Recognizing that the exploration of one’s emotional inner territory is ‘arastthaotic,”
Priestley created AMT techniques to help both client and therapist “let thels roieate
and hold a certain focal structure” while improvising (p. 120). Grounded in a specific
technique, Priestley presented a title for the client to improvise based osuiaéais
emotional investigation and assigned roles for the client and therapise tio thie
improvisation.

The technigues of AMT were developed for use with individuals, dyads, and
groups (Priestley, 1975). Individual techniques focus on exploring consciousatateri
accessing unconscious material, and strengthening the ego, while dyadigueshni
center on exploring relationships, and group techniques are designed to explate share
psychological issues. In recent years, AMT clinicians working in incrgigsdiverse
clinical settings have created new techniques involving songs and musgsadlied
meditation (MAM) (Scheiby, 2005) in response to the clinical needs of client popglat
in medical and rehabilitative contexts.

Training in Analytical Music Therapy

Priestley stressed that because the techniques are a primary meplwiofex
client’s conscious and unconscious material, therapists who have not explored their own
inner lives with another analytical music therapist should not use them expatignent
AMT training therefore emphasizes that the therapist first experi@NtT “from the
inside—from the client’s side—and understand the full force of its depth, power, and

physical realization” (Priestley, 1975, p. 33). Priestley (1975) notes thaptsis who
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have experienced and experimented with all these techniques during AMifigrauii
begin to have the feeling of which technique is called for at any partiuitatrip the
therapy” (p. 120).

The musical and personal development required for the work is facilitated through
the therapist experiencing AMT with a trainer, and then undergoing a pratiess c
“Intertherapy,” wherein two trainees work together taking turns at provatdg
receiving AMT under supervision. Current AMT training requirements have been
expanded to include three sequential stages (Scheiby, 2001, p. 300): 1) self-experiences
in both individual and group therapy sessions offered by an AMT therapist; 2) a
minimum of twelve Intertherapy sessions; and 3) individual and group supervision of the
trainee’s clinical work outside of the AMT training dyad (Scheiby, 2001, p. 30fgr A
receiving AMT certification, therapists are expected to seek ongaeglywmusic
therapy supervision, ideally with another AMT-trained supervisor or a licemsative
arts therapist.

Musical Training in Analytical Music Therapy Techniques

AMT techniques are at the heart of the method; they are the primary means
through which client and therapist musically access and explore the clemts@us
and unconscious material and strengthen the client’s inner resources iiottié outer
world. However, despite the centrality of the techniques to the method and thd integra
role of the therapist’s music in facilitating them, Priestley did not extelysivrite about
or develop specific musical training in the techniques. Instead, Priesays provide
clinical vignettes that highlight the purpose, rationale, and results of the techniques

specify the roles of the client and therapist in the music, and offer gemesial
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guidelines regarding their implementation (Priestley, 1975; 1994). Moreowen,gh
AMT therapists have contributed several articles about training and supeishe
method, to this writer's knowledge there have not been any articles or rededrel s
that specifically focus on developing a trainee’s ability to musicalplement AMT
techniques.

The lack of more specific attention on the musical training needed to practice
AMT, seems to be rooted in Priestley’s belief that “it is impossibleaoh a trainee
analytical music therapist how to improvise with a patient. The only thing thatane c
do is help him to teach himself” (Priestley, 1994, p. 143). In Priestley’s viewaliiligy
to improvise would develop naturally, either before or during one’s training period; what
one needs most is to “trust in the validity of his own intuition and his natural musical
response to the patient” (1994, p. 143). Thus, Priestley seems to place greateisemphas
on the development of a trainee’s capacity to attune himself to the clienit'g feas
well as his own and to musically respond with conviction and sensitivity, ratheihthan t
development of advanced improvisational facility (1994).

Since the 1977 publication of the boBkeative Music Theraplgy Paul Nordoff
and Clive Robbins, music therapy texts and journals that include audio samples of
clinical work have increased (Aigen, 1998; Ansdell, 1995; Lee, 1996). However, even if
Priestley had been inclined to integrate audio examples of her work, b#ityria
obtain the necessary funding and technological resources and her desssetogclient
confidentiality may have prevented her from doing so. Furthermore, Priestieyest
that the results of her work with psychiatric patients should be considered in camunct

with the efforts of the client’s whole treatment team and that no one can behstire w
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helps most in creating a successful course of therapy. Therefore, & beBriestley’s
inherent humility and disinterest in calling attention to her own music—apart fl@an w
was necessary to convey the details of each case—may also be a contraatintp f
why so little is known about her clinical improvisations or how she musically
implemented AMT techniques.

One of the most significant reasons why the actual music created in AMT has not
received greater focus is because in the AMT model, it is the emotionity @lidhe
music and its ability to facilitate the client’'s emotional exploration othieapeutic
issue that is more important than the actual musical elements and choices oratles F
reason, proponents of AMT, like Priestley herself, have traditionally not provided
detailed musical descriptions of their work, instead giving more attention tdintizal
challenges of accessing and exploring the client’s “inner musi&giey, 1975, p. 199)
and its emotional underpinnings. In other words, the musical focus in AMT is on helping
the client to explore, allow, become aware of, express, and experience “tindiposk
being contained in many forms of expression with music as the medium and through the
resonance of the music therapist” (Pedersen, 2002, p. 65).

Another reason AMT techniques—as Priestley originally conceived them—have
not received more focus in the AMT literature is that few therapists owkttese
originally trained by Priestley have heard her clinical music. Althouggstiey
faithfully recorded her therapy sessions on audiotape and took written notes in her
journal, her clinical music has not been available to AMT trainees or any othier mus
therapists for study and/or learning purposes. In 2002, however, Priestley donated he

personal/clinical diaries, plus all extant audiotapes of her clinical workasith
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individuals during the years 1975-1991, to Temple University in Philadelphia, PA (K.
Bruscia, personal communication, March 3, 2010). Temple University’s Palery.ibr
and the Music Therapy Division established the Archives of Analytical Musiapiher
with the following two-fold purpose: “to insure the legacy of Mary Priesdlay her
original method of Analytical Music Therapy, and to stimulate proponents of lieodhe
to make further developments in theory, research, and practice”

(http://lwww.temple.edu/musictherapy/home/dbs/amt priestley.htm

The Clinical Music of Mary Priestley

Considering Priestley’s preeminence in the field of music therapyeinarkable
how little is known about the actual music she created in the service of emotional
exploration and healing for her clients. In her writing, she mentions beingpdriieat a
colleague would refer to her own improvisational skills as “brilliant,” quieldging that
she never progressed past Grade Four at the Royal Academy of Music wheaaebe t
She also confessed: “I am admitting this as | thought it might help another would-be
analytical music therapist whose piano performance and sight-reading may beale
wonderful” (1994, p. 4). Without direct access to Priestley’s music, interestddrs,
music therapists, and AMT trainees alike have only brief auditory impressomngife
writing of others who have heard her improvise. For example, Priestlayitsatli
supervisor, J.W.T. Redfearn, who listened to dozens of recordings of Priestley¢almusi
dialogues with patients and trainees over many years, writes that hevisegrduets
are “with the occasional interesting exception . . . musically pleasing aralis@ms quite
beautiful,” containing “sensitive responses” that result in “the alchemyebhi@oise is

transformed towards music, meaningless towards meaning [which is] a rpostant
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and striking feature of the work of music therapy” (Priestley, 1994, p. ix). Although
Priestley’s initial clinical supervisor, Dr. E.G. Wooster, did not direfgrto her

clinical music in his introduction thusic Therapy in Actigrhe noted that “carrying out
the techniques of analytical music therapy is not as easy as it may souadti€pyi

1975, p. 13). He perceived the vital element in Priestley’s music therapy to be her
capacity to facilitate clients’ emotional growth, “which demands firstfaremost [the]
ability to support the patient and contain the emotion, together with the backing of a
helpful environment during the period of treatment, and only secondly [the] appropriate
interpretation or diagnostic skill” (Priestley, 1975, p. 14).

Given this dearth of information available on the music of Priestley and her
proponents, this study aims at gaining a better understanding of how Priestkdfy he
musically implemented the various techniques that she developed for AMT. Thiewill
done through a musical analysis of the audio-recordings of her clinical worknszhiai

the Archives of AMT at Temple University.
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CHAPTER TWO
REVIEW OF THE LITERATURE
Priestley’s Writings on Her Techniques
Three chapters in Priestley (1975) are devoted specifically to degoglamn

AMT technique, explaining why one technique should be used rather than another,
addressing the factors that affect the number of techniques used in each session, and
highlighting the purpose of each technique, with examples in the form of clinical
vignettes. The AMT techniques presented in these chapters were not orgacizdohgc
to the order to be applied in treatment, but rather according to how Priestley (1975
organized them. Specifically, Chapter 14 contains all techniques “suitable for
investigating conditions of which both the therapist and client are fully awaragly,
techniques for exploring conscious material (p. 129). These include the techniques of

e holding;

e splitting;

e investigation of emotional investment; and

e entering into somatic communication.
Chapter 15 focuses on AMT techniques that are symbolic in nature, with the purpose of
facilitating a “creative and fruitful relationship with the unconsciousiie@®ey, 1975, p.
129) and include techniques such as

e guided imagery;

e myths;

e dream intracommunication; and

e dream resolution.
12



Finally, Chapter 16 focuses on techniques for developing the ego, which are to be
used when “there is a greater need for tightening up and achieving conscioakasahtr
creativity in external reality” (p. 137). These techniques include

e reality rehearsal;

e wholeness;

e exploring relationships;

e sub-verbal communication;

e patterns of significance;

programmed regression; and
e affirmations/celebrations.

Priestley discussed these techniques in two ways. First, she used muyicad cl
vignettes to further elaborate on each technique and its practical consiteratiese
vignettes are essential in understanding how Priestley conceived of AMTrand he
techniques in particular. Second, she dispersed discussions on musical matigrsothir
the book, such as her own training in improvisation, general guidelines for how to
develop the improvisational skills needed to musically approach clients in AMT, and a
few specific comments on how to use various musical elements for clinipalges:

What follows is a review of Priestley’s writings on these topics, followed teview of
writings by AMT practitioners.
Priestley’s Own Training in Improvisation

Priestley first came to music therapy at the age of 42 as a professiomastviol

(Hadley, 1998). In her description of a modern improvisation course she found to be

“seminally valuable” (Priestley, 1975, p. 27), she refers to herself asttaersudent
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who had never improvised a note in her life. It was a mysterious awakening” (1975, p.
29). The improvisation course, taught by the composer Alfred Neiman, introduced to
Priestley the potential of improvisation to lead a person “from the inner world to the
outer,” release feelings that previously seemed “immeasurably dangemmisash . . .

on the world” (1975, p. 28), and to have the experience of being “at one with the
processes of life itself” (p. 29). Priestley (1975) explained that the aim obtinse was

to learn to break down traditional forms of diatonic, melodic and harmonic structures and
move into a freer, more atonal way of playing. The “introductory rules” for stsident

“were not to use octaves, or more than three consecutive chromatic steps, or any honest
common chords and arpeggios or to play in accordance with any recognizable time
signature” (Priestley, 1975, p. 28). Several ideas generated by from Psasitlsycal
experiences in the course made a great impression on her (1975) and influenced her
approach to clinical improvisation in AMT, particularly in regard to therizadetween
listening and playing, musical initiative, and the value of atonal improvisation. For
example, Neiman encouraged his students to “hold back until moved to make music by a
genuine impulse,” a feeling he referred to as “music inside leading you oest(&y,

1975, p. 29). Priestley found this experience to be a recognizable, exciting one that gave
her “great joy and freedom” (p. 29). Learning to conceive a musical line, flyem

spaces and step in to meet the ideas of another—regardless of the favorabity of t
situation—also resonated deeply with Priestley both musically and pers(rgib).

Moreover, through atonal improvisation, Priestley was inspired to explore and connect
the “inchoate” music and rhythm of her own inner world to the rhythms of the outer

world (p. 30). She found “a greater capacity for quiet delight, awe and wondmr{jkhr
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tuning into the sounds and music of everyday life (p. 30). For Priestley, this newfound
link between structured music and the music of life was “vital” (p. 30). Fijrratlgstley
wrote that learning to trust her intuition—and the moment—when playing music
“affected [her] whole life,” adding that Neiman’s concurrent emphasis onmgmga
“absolutely in control” of the emotion one is trying to express have important
implications for both client and therapist (p. 29).
Priestley’s Suggestions for Developing Improvisational Skills

Before improvising with clients, Priestley suggested that a traiaee ‘& tap his
own sources of emotion and improvise in every possible mood” (Priestley, 1994, p. 144).
To this end, Priestley recommended two specific practices she developedé&dir den
student. First, Priestley advised that a trainee improvise for ten minutes oartbe pi
each morning, “and just play whatever moods that are [inside] him for that time span”
(1994, p. 144). Priestley also alternated this free improvisation with incidents from he
dreams or ideas from her analytical psychotherapy, noting that these exehelpesl
her to “gain freedom” in her playing (Priestley, 1975, p. 30). Second, Priestleysgajge
that a trainee “go out for a walk and create music in his head to everything tisaesne
.. allowing everything to arouse the music inside him” (Priestley, 1994, p. 144).
Priestley believed that storing memories of the natural rhythms callentthese walks
not only provides resources to draw on in future improvisations, but also helps the
therapist to create “an instant channel of expression that will carrynamyna of the
required emotion without [him] losing control of it or being overwhelmed by it” (1994, p.
144). Other ways suggested by Priestley to develop the art of responding to another

person musically included improvising in duos, trios, quartets, and small groups (1994).

15



According to Priestley (1994), there are two ways of musically nglati a client
in AMT: an “external way’—in which the therapist aims to match a client’s maonds
reply to her phrases of melody—and an “inner way,” in which the therapist Siazafk
to the patient her unconscious feelings as experienced by the therapist in the
countertransference” (p. 143). She noted that “quite a lot can be said to help a trainee to
relate in the outer way but much less in the inner way” (p. 143). Priestley egy@dura
developing the “external way” of relating in a musical relationship thr@xgploration
and attention to one’s response to “rhythmic pulse, melodic phrase, and pregnant pause,”
and the “inner way” through responding and feeding back countertransference emotions
during the time of Intertherapy, when trainees take on the therapist'prdié4). In the
end, however, when a music therapist is working with a client, Priestley (1975)
emphasized that the most important element is the music therapist’s abslitypend his
or her thinking function and enter into another state of being:

In musical improvisation rhythm, pitch, timbre, touch and dynami@nge too

fast for thinking. The therapist responds instantaneously, wholetibadnd

with conviction. When it is all over he can listen to the tapé think and

evaluate his responses . . . But in the heat of the musicalhearust feel and be

and do. It is a kind of Zen in the art of musical relationship. Thinksng

crippling break at such a time. (p.198)

Moreover, Priestley (1994) emphasized that a music therapist “is first and
foremost a musician” (p. 111) and advised therapists to nurture their own connection to
music. In Priestley’s view, clinical improvisation in AMT places unique muaitg
personal demands on the therapist, especially in the emotional realm: “In lighaus

therapist gives of the deepest, richest and most sensitive part of himself” (p. hé8g T

demands therefore necessitate a vital relationship with music for theistisrapd the
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client’s well-being. In addition, Priestley stressed that the musicemapist “must,
more than usual, delve into the depths of himself to find the inner meaning of the music,
so that not just his playing but his whole being resonates with this emotion” |éBriest
1975, p. 47). Recognizing the need for a music therapist to sustain himself masidally
emotionally—essentially, to keep “the instrument of himself in tune”—Pne&ligo4)
offered these words of encouragement:

Let him go back to the music that led him into this [work] and sus{aic] him.

Let him experiment with it as the sacred and healing arittlsat Let him be both

a performer at concerts, however minor, and a listener who carcegp@reshat

great interpretive artists have created out of their more omgepidives. Let him

keep fresh the excitement of new or previously unknown music along with ne

interpretations of old favorites. (p. 111).
In this way, music therapists can keep their joy and love of music alive, so ass® inf
their work with the inspiration, energy, and creativity that clinical improvisaequires.

Finally, Priestley (1994) encouraged therapists to share their love of music
through participating in concerts, as this not only helps them “keep up [their] starfidar
performance” (p. 111) but also nourishes the client in significant ways: “ttegpibier
needs, too, to remain a performer honoring the patients through his art . . . beautiful live
music credits them with being spiritual as well as physical beings &d ¢ta [sic] this
special kind of hunger” ( Priestley, 1975, p. 102). More specifically, Priestley
recommended preparation of music “which speaks to [the client’s] conditionfigaddi
that “almost any music which expresses deep feelings is welcomed” (p. 46).

Writings by AMT Practitioners

In the AMT literature, several articles, book chapters and research stistiessdi

the use of AMT techniques in clinical practice, training and supervision (Bruscia, 1987,
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Hadley, 2002 and 1998; Kowski, 2002; Pedersen 2003 and 2002; Scheiby, 2005, 2001,
1998, and 1991; Scheiby & Pederson, 1999). Bruscia’s unit on AMT was the first and
most extensive presentation of AMT techniques since Priestley (1975). Brusaides
a definition and detailed summary of AMT techniques and their purpose, guidelines for
their use, roles of the client, therapist, and music, and relevant examples igstie s
clinical work. A table outlining sample techniques in AMT for use with individuals,
dyads, and groups is also provided for reference. In addition, Bruscia sunsmarize
Priestley’s guidelines for improvisation, with specific focus on “how eaasical
element might be used in the improvisatory duet with the client” (p. 129). Although
these musical guidelines do not specifically mention AMT techniques, they can be
directly applied to their implementation.

Priestley’s AMT techniques are also described in Hadley (1998). Hemlleyvs
the purpose of AMT techniques in a chapter describing typical treatment procgedures
AMT, and through a personal account of her own sessions as a client in AMT, offers a
sense of how AMT techniques can be experienced from a client’s perspectoley Ha
(2002) also provides short descriptions of typical techniques used in AMT, explaining
that “these techniques were developed as a way to incorporate psychoanabguts
effectively using an improvisational musical medium” (p.41). Hadley (2002) further
acknowledges the overall significance of AMT techniques in the field of mhesiagy:
“The techniques that Priestley developed are what have made her model sovenovati
and have formed a crucial bridge between psychoanalytic theory and mugg'tigpra

41).
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Case studies in AMT provide similar discussion and clinical examples of the
implementation of AMT techniques in the context of a client’s overall treatmec¢ss.
For example, Kowski (2003) states that Priestley’s “holding technique”—used when a
client is in need of the therapist’s musical support in order to fully experianemation
through sound expression—was particularly important in her work with children of
parents treated within a substance abuse program. Holding provided the children with an
experience of containment and an opportunity to express their feelings in acsafe a
caring environment. Kowski also includes a transcribed melody initiatedlmnain
her group as an example of how she used the holding technique to musically support and
hold the children’s “strong musical message” and feelings of grief and ¢pha94).

In Pedersen’s (2003) case study of an adult psychiatric patient with dagysona
disorders, six phases of the client’s treatment process were integrdtedimaal
vignettes describing the methodology and techniques Pedersen used. In a psiotal ses
of the client’s therapy, Pedersen used the AMT technique of intracomunnication,wherei
the client was encouraged to musically express the quality of the imagednedus.
This musical experience created new opportunities for the client to use isgti@vs
within his therapy to “search for inner resources,” “recognize how torfékself up from
the inside,” and—in the client’s words—*“to feel myself—I am allowed to be in the
world” (p. 383).

Finally, Scheiby’'s (1991) case study of psychodynamic improvisation therapy
with a music therapy student offers several examples of the role AMT techigue

serve in facilitating and working through the client’s therapeutic issueserjis from
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the client’s diary integrated throughout the text provide valuable insights intogh&<cli
experience of the AMT techniques used in her therapy.

Benedikte Scheiby, an AMT therapist who originally trained with Prigstiay
written several articles and chapters about AMT training and supervisiomskEuoice,
Pedersen & Scheiby (1999) described the developmental perspectivestbétapmr
training in AMT, the role of the supervisor in Intertherapy, and the value of self-
experiences in the training of AMT therapists. Although the authors did not dyplici
discuss musical training in the techniques of AMT, two cases offer dynanmp&saof
the use of AMT techniques in the Intertherapy experiences of two students) &®see
an AMT supervisor’'s perspective. Scheiby (2001) identifies management of imusica
interventions as one of the “key phenomena” of AMT, describing the musical terglencie
of AMT students and the subsequent musical development and understanding they must
acquire during their training (p. 307).

Scheiby has also written extensively about her contemporary work in AMT w
adults with neurological conditions and in private practice (1991, 1998, 1999, 2005).
Scheiby (1999) notes that her work in a medical setting led her to further expand the
purposes of AMT techniques to include helping the patient access spirituality,itheal w
resistance and denial, manage pain and stress, and relax the body and mind. In another
article that serves as an introduction to AMT and the concept of music as symbolic
expression, Scheiby (1998) provides a general description of AMT techniques and
demonstrates their clinical use in case examples of a music therapy graupahdt
client with a history of trauma. Scheiby (1998) asserts that one of the prinesaty af

therapeutic change in AMT is the fact that it is an “action-modality;tresclient is

20



acting in the form of singing/playing/moving in the process of producing m(si@).

As such, Scheiby describes an example of the “action technique” of guided irshgery
implemented with a music therapy group consisting of clients that were “de@res

isolated, physically impaired, and having intra- and inter-personal commanicat

problems” and suggests other techniques that also could also have been effective (p. 14).
In addition, Scheiby (1998) identifies the action techniques she has found egpeciall
helpful in her work with individuals who have experienced physical, emotional, or sexual
abuse include entering into somatic communication, programmed or spontaneous
regression, free association, splitting, and dream work.

More recently, in a chapter outlining a transpersonal AMT approach for adults
with chronic progressive neurological diseases, Scheiby (2005) describeslan AM
technique that emerged from her work in palliative care called “MAM,” or ‘{tvéliy-
Assisted Meditation” (p. 179). She defines MAM as a mode of implementing music
therapy that “combines elements from AMT and eastern meditative praetizgsed for
use with palliative care patients” (p. 178). Presenting work from a session MfWwith
a client suffering from chronic progressive multiple sclerosis, Sghiistrated “the
ability of improvised music to bring into consciousness what was previously
unconscious, to facilitate access to these resources” and to work with anlessaketoe
the client’s fear of death (p.178).

Although these writings provide excellent explanations and examples of AMT
techniques as Priestley originally conceived them, in addition to describhmggees
that have been adapted or created for expanded client populations, to this author’s

knowledge, there is only one case study in the AMT literature that specifoeliyes on
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an analysis of an AMT client’s improvisations by an author who is not an AMTpikera
(Eyre, 2007) and no studies analyzing the music or musical techniques of an AMT
therapist. Through a reconstructive case study of a client Priestley weitkefdr three
years, Eyre sought to determine if significant changes occurred duriolgtiiés course
of AMT and how these changes manifested in the client’s images, life events aod mus
improvisations. Eyre analyzed the elements and structure of five impromsétm
significant stages in the client’s therapy and interpreted them within hgabytamic
context according to the Improvisation Assessment Profiles (IAPs) deddigd@ruscia
(1987). Results of the study revealed interrelated and congruent changeisraeall
dimensions of the client’s imagery, life, and music. Eyre’s overall rdseagthodology
provides a unique and significant contribution to the AMT literature as a model for
analyzing and interpreting music improvisations in AMT.
Problem Statement

Considering the integral role an analytical music therapist’'s improvisisetrhas
upon the client’s intra-and interpersonal dynamics, therapeutic processnia@d “i
music,” it is significant that there are no studies in the music theraptliter
researching the therapist's music in AMT. Moreover, because the musical
implementation of AMT techniques are central to the therapeutic work in AMT and
because these techniques constitute a major contribution to the field of musig #seaap
model for musically eliciting, working through, and processing a clierdt®nal from a
psychoanalytic perspective, research focusing centrally on the thmisic of Mary
Priestley—specifically, her musical implementation of the AMT technigtraay offer

musical insight, direction, and vision to improvisational music therapists.

22



Purpose of the Study

The purpose of this study was to examine how Mary Priestley musically
implemented AMT techniques for 1) exploring conscious material, 2) accessing
unconscious material, and 3) strengthening the ego. These three categoriesecthmpri
three main clinical processes of AMT, as well as the overarching goaadb of
Priestley’s fifteen techniques. That said, these three goal areas dbvaostexd! of the
goals of AMT, as further described in Priestley (1975, 1994) and Bruscia (1987%g Usi
the Priestley archives at Temple University’s Paley Libraryatitbor listened to
recorded examples of individual AMT sessions with 31 adult clients that wele ma
between the years of 1975-1991 to examine and aurally identify the musical phenomena
and patterns occurring in the musical implementation of AMT techniques. Specific
research questions were

1) How did Mary Priestley use various musical elements (e.g., rhythm, melody,
harmony, dynamics, timbre, etc.) when implementing techniques for exploring
conscious material? These techniques include holding, splitting, investigation of
emotional investment, and entering into somatic communication.

2) How did Mary Priestley use various musical elements when implementing AMT
techniques for accessing unconscious material? These techniques include guide
imagery, myths, and dream work (intracommunication, dream resolution).

3) How did Mary Priestley use various musical elements when implementing AMT
techniques for strengthening the ego? These techniques include realityalehears
wholeness, exploring relationships, affirmations/celebrations, sub-verbal

communication, patterns of significance, and programmed regression.
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CHAPTER THREE
METHOD
Design

The methods used for this qualitative study are based on historical and musical
research. Historical research “is gaining knowledge about the past ésatisally
studying evidence of the past” (Solomon, 2005, p. 552). According to Solomon & Heller
(1982), historical research in music therapy is the systematic study osth@getices,
materials, institutions, and people involved in therapeutic applications of music. The
present study constitutes historical research in that the researtitsysteimatically
study AMT techniques as implemented by Mary Priestley in the past. Udheistalso
musical research in that the researcher will analyze, synthesize, enpdahmusical
materials as represented in the session recordings.

Epistemology

This study will focus on the analysis of historical material from the \zeslof
Mary Priestley, founder of Analytical Music Therapy. Solomon (2005) believeththa
benefits of historical research “include the ability to educate and informspoe and
motivate, and to unify and organize” (p. 558). Moreover, as Solomon & Heller (1982)
assert, the value of historical research in music therapy lies in the appreand
understanding of the rich knowledge gained from the efforts and experienchsrsf ot

Therapists, clients, and students also have a vital interetfteinresults of

historical research in music therapy. Little is known, but muchencan be

known about how music has been used in music therapy. Methods and gjaterial

techniques and literature, skills and concepts have not been definedgbizerni

They represent the accumulated wisdom of many past labors. piEterdo not

2%? to “reinvent the wheel” at each moment of the therapewoiess (pp. 171-
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Through the musical analysis of Priestley’'s AMT techniques, | simitape to
bring forth aspects of Priestley’s “accumulated wisdom,” acquired throagly gears of
clinical practice, study, writing, and reflection. The Priestley ashused to conduct the
analysis are evidence of what occurred in the past; as history, however,dbmebiehe
story of past facts” (Barzun and Graff, 1992, p. 44). As such, the telling of this slory w
be what Hoopes (2000) describes as “an exercise of the imagination,” dating t

history, like life, is a test of our ability imaginatively toape ourselves in the

positions of other people, so that we can understand the reasonsrfactioas.

Through research and study we learn facts about those other p8oplee can

never know everything about anyone, living or dead . . . Imaginatumt fifl in

the gaps of our knowledge, though of course our imaginings must desive fr

facts and be consistent with them (p. 3).

Furthermore, as Tuchman (1998) and Denzin & Lincoln (2000) point out,
historical work, by its very nature, requires an interpretive point of view. Atgpto
Denzin & Lincoln (2000),

this point of view shapes how one gathers, reads, and analyzescalistori

materials. A historian’s account of the past is a social tteatt constructs and

reconstructs the realities of the past. History is alwhgsstory of somebody’s
lived experience. The stories that tell history are always biased; noeeaatell
the “truth” . . . today’s struggles are, then, about how we shall knopatsteand

how the past will be constituted in the present. Every histanie#thod implies a

different way of telling these stories (p. 375).

In light of these beliefs, | acknowledge that the musical analysis conducésa her
is a construction and reconstruction of Priestley’s original AMT techniquebsvil
therefore make no claims of “truth.” Instead, my aim is to examine Pyisstleical-

musical archives for the purpose of exploring the musical implementation dindtrea

of her techniques in the context of past and present AMT clinical practice.
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Finally, Hoopes (2000) emphasizes the importance of recognizing historical
research as a human endeavor, with the potential to impact the researchdr,asmatic
more than, the research itself:

Because history is an act of our minds, historical knowledge e=mh tb self-

knowledge. To test or verify this we must check not only the alafacts but

also our thinking itself. We therefore learn not only about historyabaut the
quality of our minds. The process is no different from that foltbwethe exact
sciences, except that the qualities revealed in historical thimkahgde those of
human and imaginative sympathy. Biases, prejudices, pre-dispasiatins
manner of attitudes and likes and dislikes, which we may not leave®m known
we had, are revealed when we study a discipline like history, itgithuman
content. History should be one of the most interesting, personallgroialg of

all disciplines” (pp. 3-4).

My hope is that engaging in the process of this historical research will lead to new
insights about the music of Mary Priestley in the past, about its meaning evahcs
for AMT in the present, and about myself as a musician and AMT therapist.

Self-Reflection

| first encountered the writings of Mary Priestley when | was a graduatent in
music therapy, and | was captivated. The integrity, personal commitment, aadsens
adventure with which Priestley seemed to approach her work inspired me long before |
could appreciate or understand the in-depth nature of her approach. Experiencing AMT
as a client, years later, marked a significant turning point in my own growtheasan,
therapist, and musician. The verbal discussions following the improvisations were
integrative and insightful, but it is the music | remember; it is the musistiat
“resounds” in my life today.

During my AMT training, | sought to develop a way of improvising that was both

faithful to the method and authentic in expression. Although | had direct experaénces
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AMT techniques on the “client side,” as an AMT therapist in training, | sorestim
struggled with the more practical aspects of implementing the techniquesowmmy
clinical work. My AMT supervisor would often use AMT techniques during individual
and group supervision as a means of working through our clinical material and modeling
the method; this was an invaluable part of my training. Still, | wondered whatriakli
music and AMT techniques of Mary Priestley sounded like, which musical aspécts
any—of my own work in AMT had been handed down directly from Priestley, and how
much further the method could evolve without this kind of tacit knowledge.

| had an opportunity to reflect further on these questions when | was asked to
represent AMT on a conference panel discussing the role of aesthetics in watbods
of music therapy. As | listened to hours of Priestley’s music in preparatitimefor
presentation, | noted her masterful improvisation, the aesthetic qualities wiusic, and
my own surprise that | had nearly finished my training without ever having heard or
studied her music. As an AMT therapist, | find it natural to seek a deepertandarg
of the clinical music of our founder. Personally, this professional search for one’s
musical lineage seems as natural as seeking an understanding of one’s dyvn fami
lineage.

One of the most important factors influencing my interest in this research-opic
and, in a larger sense, the ways | musically approach improvisation in AMT—is my
training and certification in Nordoff-Robbins Music Therapy (NRMT). bogtze that
my natural curiosity about the clinical music of a great pioneer such afi€ri@and my
belief in the potential of her music to reveal the essence of AMT, stems fydnainming

in NRMT, where musicality and improvisational competence are of primagceoon
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While other AMT therapists may share my historical-musical intem3tiestley’s

clinical music and its implications for clinical practice and training, nalisioalysis of

the improvised music created by AMT therapists and clients are not sapentsasf the

method. The research questions explored in this study therefore mirror the furadlament

guestions arising from my training in two different philosophical approaches t

improvising music for therapy. Ultimately, the research questions explothbis istudy

are relevant from inside the AMT perspective given their attempt ttecagausical

portrait of the techniques of its founder, and relevant external to the AMT pérspect

their emphasis on the study of the musical characteristics of Priegtlyrdechniques.
Situatedness

Priestley is a true pioneer in her creation of a psychodynamic approach to music
therapy, As a result, students from around the world sought to train with her (Hadley,
1998). One of the original twenty students who came to train with Priestleg&ach
Danish music therapist, Benedikte Schieby, who went on to establish the first AMT
training program in the US. Scheiby was my AMT therapist and later becartmaingy
and supervisor. Therefore, while Scheiby can be regarded as a “fiesttjen” AMT
therapist, | am a “second-generation.”

This research investigation involved a second-generation AMT-trained music
therapist studying the clinical work of the pioneer or originator of the methoslidks |
came to this study with the expertise and understanding of AMT provided to me by a
first-generation practitioner. Consequently, | was prepared to discover-drstoger
what | may have already implicitly known and understood about AMT, and lls@s a

prepared to learn new things that | did not know and understand about Mary Priestley’s

28



original conception of AMT. In short, | did not know the extent to which my present
knowledge and understanding of AMT is consistent with Mary Priestley’iatigi
conception of it.

Data Collection Procedures

Because there are a large number of case studies in the Temple University
archive, containing so many improvisations and clinical notes, an important tais& for
present study was to select the cases and improvisations that are rapvesexamples
of the AMT techniques under investigation. This selection process was done in the
following steps:

Step One: Select case@riginally, one individual case was selected for each
year represented in the archive (1975-1990), for a total of 14 cases over 3 diffegent t
periods (1975-1980, 1981-1985, and 1986-1990). Selected cases contained a minimum
number of 10 sessions and a maximum number of 40 sessions, with exception of the
years 1975-1976, in which only one session was recorded, and 1986, in which no
sessions were recorded.

Step Two: Locate and organize recording&udio recordings corresponding to
each case were then located to ensure their availability for analisst, a list of
recordings for each case selected was prepared, indicating theramfatiach
improvisation in the CD archive.

Step Three: ldentify all examples of AMT techniques found in eachltese.
master list was then surveyed case by case to find the clinical nostteemtered in
her diary for each recorded improvisation. The clinical notes were then suredgedte

the AMT techniques used in each session for each case, as identified bgyPhiestél|f.

29



The researcher then listened to the recorded improvisations for each cadeeto furt
identify any examples of AMT techniques not listed in the clinical notes.

Step Four: Make a list of examples of AMT technigUdss list of examples
included the following information: 1) Names of the AMT techniques contained in the
example and their categories (exploring conscious material, accassmigscious
material, or strengthening the ego); 2) Name of the case; 3) Session ndngession
date; and 5) Audio file label for each session.

Data Analysis

The musical analysis of Priestley’'s AMT techniques was based on threesourc
First, Bruscia (2001) outlines “the most essential methodological stepsyaiagaind
understanding client improvisations from a qualitative point of view, and examihe[s] t
myriad options and decisions that arise within each step” (p. 4). The second sonrce is a
abridged version of the Improvisation Assessment Profiles, or (IAP’s) (Byu€8a),
which were developed “to provide a way of listening to and analyzing music in aklinic
setting” (p. 1). The IAPs were designed to analyze improvisations atatilyr than
visually, that is as heard rather than as transcribed. The method for anallgsis of
musical data emerging from this study is presented below. The third sow&rwsaia’s
Sixty-Four Clinical Techniques in Improvisational Music Therapy (1987).sd he
techniques were used in the analysis of Priestley’s clinical improvisatiodentify the
musical techniques she intuitively used when implementing her own AMT techniques.
Though Bruscia called these “techniques,” here they are referredrtiessof the

therapist.”
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Sixty-Four Clinical Techniques in Improvisational Music Therapy

Techniques of Empathy

Imitating: echoing or reproducing a client’s response, after tipemes has been
completed.

Synchronizing: doing what the client is doing at the same time.

Incorporating: using a musical motif or behavior of the client as a theme for
one’s own improvising or composing, and elaborating it.

Pacing: matching the client’s energy level.

Reflecting: matching the moods, attitudes, and feelings exhibited by the clie

Exaggerating: bringing out something that is distinctive or unique about the
client’s response or behavior by amplifying it.
Structuring Techniques

Rhythmic Grounding: keeping a basic beat or providing a rhythmic foundation
for the client’s improvising.

Tonal Centering: providing a tonal center, scale, or harmonic ground as a base for
the client’s improvising.
Elicitation Techniques

Repeating: reiterating the same rhythm, melody, lyric, movementnatedc.,
either continuously or intermittently.

Modeling: presenting or demonstrating something for the client to imitate or
emulate.

Making Spaces: leaving spaces within the structure of one’s own improvisation

for the client to interject.
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Interjecting: waiting for a space in the client’'s music to fillhe gap.

Extending: adding something to the end of the client’s phrase to supplement it.
Redirecting Techniques

Introducing change: initiating new thematic material (e.g., rhythmsydes,
lyrics) and taking the improvisation in a different direction.

Differentiating: improvising simultaneous music that is separate, distingt
independent from the client’'s music yet compatible.

Modulating: changing the meter or key of the ongoing improvisation with the
client.

Intensifying: increasing the dynamics, tempo, rhythmic tension, and/odioel
tension.

Calming: reducing or controlling the dynamics, tempo, rhythmic and/or melodic
tension.
Emotional Exploration Techniques

Holding: as the client improvises, the therapist provides a musical background
that resonates with the client’s feelings while containing them.

Doubling: expressing feelings that the client is having difficulty acknowhedgi
or releasing fully.

Contrasting: having the client improvise opposite qualities or feelings.

Integrating: introducing elements of contrast into the improvisation, then
combining, balancing, or making them compatible.

Making Transitions: having the client find various ways within an improvisation

to get from one quality or feeling to its opposite.
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Step One: Listen to Musical DateEach musical example was listened to
repeatedly, using three listening approaches defined by Bruscia (20€4,)foftused,
and positioned.

(a) Free open listeningTo begin the analysis, the researcher listened to each
example, allowing the music “to lead the entire listening experience, faljpwi
everything moment by moment that presents itself as important, striking, restirig,”
(Bruscia, 2001, p. 14). This way of listening can allow the researcher “to apprehend the
unique nature of the improvisation, while also providing an aural image of the
improvisation as a whole” (Bruscia, 2001, p. 14). Written notes were taken.

(b) Focused open listeninglhe researcher then listened openly with a purely
musical focus, using the “salience profile” of the IAPs (Bruscia, 2001; 198%.
salience profile is designed to identify which musical elements (rhyiimiore, volume,
texture, tonality) are most prominent and exert the most influence over the ethentd
(Bruscia, 1987). To do this, the researcher listened entirely to the musical slesment
allowed her attention to shift from moment-to-moment to whatever elemearhbeuore
prominent. Written notes were taken.

(c) Positioned listening:Finally, the researcher listened once more to the
selected AMT technique from an “empathic” position, which involves listening to each
example from Priestley’s perspective, “trying to identify with wisaie] is experiencing
as the music unfolds” (Bruscia, 2001, p. 16), essentially trying “to enter [Byiskt
music, following and engaging the process until [the researcher] canleenéer body

is making the sounds, feel the feeling her sounds are expressing, or understand the basi

33



idea she is using in organizing the sounds” (Bruscia, 1998, p. 8). Written notes were
taken.

Step Two: Discern Part-WholBext, using the IAPs, the researcher divided each
musical example “into meaningful structural units which can be understood sdérm
their hierarchical relation to the whole” improvisation (Bruscia, 2001, p. 19). This was
done through listening once again with the aim of locating phrases and themes within the
improvisation and identifying which musical element will be analyzed in earhesd
(Bruscia, 2001). A phrase was defined as “the smallest, self-sufficienpleterndea
found in the improvisation [that may also] be a rhythmic or melodic motif, or a sound
shape” (Bruscia, 1987, p. 419). A thematic section “is marked off by structural shange
which have a pervasive effect on the overall shape and form of the improvisation”
(Bruscia, 1987, p. 419). As phrases and themes were identified, the form of each
improvisation was determined. All data emerging from the analysis was tfteded on
an Abridged IAPs worksheet (Bruscia, 2003). (See Appendix A).

Step Three: Describe and Analyze Musithis time the researcher listened with
an “element focus(Bruscia, 2001, p. 19) to each musical element identified in the open
and free listening as salient. These elemental listenings were interateyte the
integration, variability, and tension within each musical element, as definieel in t
Abridged IAP rating scale (See Appendix A). The definitions for eachcausgement
are as follows:

a. Rhythmic Elementgulse, tempo, meter subdivision, and pattern
b. Timbre: sound quality, attack, resonance, and instrumentation

c. Volume:sound intensity and mass; dynamics
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d. Texture: overall fabric of the improvisation; pitch registers, voicing
configurations, musical roles of each part, and phrasing

e. Tonal Elementscomponents of modality (scale), tonality, harmony, and
melody (Bruscia, 1987).

The researcher also establishededdtional focus”for analyzing each musical
element (Bruscia, 2001, p. 21). This was done through repeated listenings to determine
1) how Priestley “uses and relates the elements only in relation to [herhogic” (p.

20) (intramusicalfocug; and 2) how Priestley’s music “is related to her client’s through
all the various elements and components of the musi@r(nusical focus(p. 21). Any
changes or refinements in the IAP rating scales following th&temiing perspectives
were then made.

Step Fourldentify Regularities and Relationships in the D##er all samples
of a technique had been analyzed, the researcher looked for musical regaladities
relationships across the examples of each technique. This was done using the four
profiles in the 1APs, which include:

a. Integration: how a musical element is organized simultaneously in time;

b. Variability: how a musical element is organized sequentially in time;

c. Tension the extent to which an element accumulates, sustains, or releases

musical tension; and

d. Salience the relative prominence of any musical element.

Step FiveAdjust Method of Analysigfter implementing the above method of
data analysis for three techniques, the researcher evaluated its effameniedelity. The

above three steps were then modified and adjusted accordinglyler to obtain the
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minimum number of techniques equally across all three time periods, the hesearc
determined it would be necessary to go beyond the 14 initial cases, since no case
contained all 15 techniques. In the end, the analysis required the researchgizt® anal
music examples from 17 other clients in order to obtain the minimum number of
examples for each technique across each time period, to make a total of 31 clients

Step Five: Interpret DataThe musical data on all six examples of each

technique were then compared for similarities and dissimilaritiess{gx, 2001). The
results were summarized in a written report that describes Priegtieigical tendencies
and traits when implementing each AMT technique. Each summary contains the
following information:

a. Therapeutic Contextldentification of therapeutic issues which emerged in
the opening verbal dialogue, and which provide the basis for Priestley’s
selection of a title for the client’s improvisation.

b. Titles Identification of titles given by Priestley for the clinical impratien.

c. Improvisers Identification of the musical roles taken by both Priestley and
the client when improvising together.

d. Role of Therapist Identification of the clinical-musical strategy that Priestley
used based on Bruscia’'s (1987) definitions of 64 improvisational techniques.

Step Six: Evaluate Reliability and Validifyfter the summary report had
been written summarizing the musical similarities and dissimilaritiend in

how Priestley implemented in each technique, the analyses were evaluated

through reliability and validity checks (Bruscia, 2001). To do this, the researche

compared the written summary of each technique with the actual musigaiesnal
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of each example (See Appendix B). To check for reliability, the research
evaluated the extent to which the musical tendency identified in the sumnegary wa
actually present in the musical data. The researcher checked validéy by r
examining all selected examples of each technique to determine the extent t
which researcher’'s summary as a whole reflected the entire sampéeieB

2001).

Organization of the Findings

Results of the musical analyses of the AMT techniques will be presented in the
next four chapters. The chapters have been organized according to how Priestley
categorized the techniques. Thus, Chapter Four will deal with techniques formxplori
conscious material, Chapter Five will deal with techniques for accessingtionscious,
and Chapter Six will deal with techniques for strengthening the ego. Thesehhpers
comprise the “Results and Discussion sections” of this dissertation. kuajltvese
chapters will be a discussion of additional findings related to the role of thpithena

Chapter Seven. The final chapter offers some reflections of the researcher
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CHAPTER FOUR
TECHNIQUES FOR EXPLORING CONSCIOUS MATERIAL

The purpose of this chapter is to present and discuss the results of the musical
analyses of Priestley’s taped examples of four techniques for exploringawsci
material. These techniques are: holding, splitting, investigation of emotnwestment,
and entering into somatic communication.

Holding Technique
Purpose

The purpose of the holding technique “is to allow the client to fully express her
emotion right through to its climax” within the musical containment providetdy t
therapist. This is also why it is referred to as “containing” (Priesii@94, p. 38).

Indications

The “holding” technique is used primarily when the client needs to express
difficult emotions, work through suicidal feelings, or do inner child work. The thelsapist
main goal is to musically mirror what the client is feeling, while also dingia safe

musical container to express those feelings.

Stages

Priestley used the holding technique during all stages of therapy: beginning,
middle, and end. Although in three cases Priestley implemented the holding technique
during the last few sessions, this was much less common and limited to courses of
therapy comprising fifteen sessions or less. Thus, on balance, Priestiey teruse the

holding technique most often in the beginning to middle stages of therapy.
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The holding technique is used in the early stages of therapy for two reasons. First
it is designed to address feelings and issues that the client must begin to wagk thr
before delving deeper into the unconscious, namely difficult emotions and suicidal
feelings, both of which are already in the conscious. On the other hand, inner child work,
another clinical indication for holding, is more appropriate for the second stage of
therapy, as this is already a foray into the unconscious. The second reason that$olding i
an early stage technique is that it is one of the most supportive stances a tbanapist
take in working with a client—it communicates a real emotional presencéing &n
empathic and complementary position, the therapist is musically communi¢afeey:
what you feel, and | understand the kind of support you need from me to deal with it.”
Obviously, this message helps the client to feel safe upon entering the therapeuti
process, while also developing the client’s trust in the therapist, both ess®ettiml

beginning stage of therapy.

Titles

In examples of the holding technique that were analyzed, the titles &riestl
suggested for the improvisations dealt with three types of emotions: djfGalrh and
anxious. Difficult emotions served as titles when the client was feealinglal,
abandoned, or unwanted. When the client was undergoing reparative inner child work,
Priestley used titles that suggested calm emotions. Anxious emotions setiled a
when the client was feeling fearful or anxious about something in his/her preseife.day |

Selecting a title to use for the holding technique is perhaps not as obvious as it

might seem. It is not just a matter of using the same words the client westie the
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emotion. The therapist has to quickly discern the various layers of the emotion, and then
pick just the right word or image to access the layer that the client isteeagglore at
this stage of therapy. Priestley’s Emotional Spectrum, and her insistah@eMT

trainees practice improvising a full spectrum of emotions, seem relevant tectisque.

Role Relationships between Client and Therapist

In the improvisations exploring difficult or intense emotions, Priestley mast oft
took on empathic and complementary roles in the music. For instance, when working
with a suicidal client, Priestley took a musically empathic role, matchimglient’'s beat
and placing it in the musical context of a “heartbeat” to connect the client witdwiner
vital life force. In a complementary role with this same client, Peipgttovided a
steady holding musical structure with chords that conveyed warmth and intonaath
contain and provide an alternative to the emptiness and isolation the client was
experiencing.

Priestley also took an empathic role in improvisations depicting or expressing
calm music. She matched the calmness of the client and provided a holdinglmusi
matrix with qualities that were absent in the client’s own childhood, such asipks4,
freedom, and spontaneity.

In improvisations exploring anxious emotions, Priestley most often took on a
contrasting role relationship. In other words, she improvised music that wasrtiffer
from the client’'s music to provide a musical alternative to the anxious emotiorigttie ¢
was experiencing, and offered the musical catalyst for helping tim¢ diease poignant

feelings of sadness behind the anxiety.
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Relationship between Music and Titles or Emotior

Regardless of the title being improvised, when@wgiementing the holdin
technique, Priestleglwaysused the musical elemernitsa purposeful wato resonate
with the client’s emotions while holding the The table below summarizes the m

salient musical elements in Priestley’s improvisasi of the various emotiol

Table 1. Most Salient MusicalElements in Priestley’s “Holding” Technique

» Melody: dissonant phrases, chromatic figu
rapid sixteentimote tremelos, who-tone

fragments

Difficult/Intense Emotion « Harmony: suspended, augmented/diminis|
with 2nds, 7ths, 9ths, heavily accented ati
chords

e Volume: loud, mirroring client's intens

* Rhythm: stable tempo, rhythm, me

* Melody: pentatonic, middleastern, who-tone
scales

» Harmony: 2nds, 3rds, 7ths, S

Calm Emotion

* Rhythm: stable tempo, clear, repetitious fig
» Melody: unstable tonal centers, atonal meloc

* Harmony: dissonant, alternating major/mi
chords

Anxious Emotion

Role of Therapist

The table below shows the five main roles thatd®leg took in implementing th
holding technique, along with the different waye sinplemented these roles. ¢

chapter 7 for musical dels on how these musical roles were implementedrigstey
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Table 2. Priestley’s Main Musical Roles in the “Holding” Techniqte

Structuring Empathizing Emotional Elicitation Re-direction
Exploration

Rhythmic Reflecting Doubling Repeating Modulating

Grounding

Tonal Pacing

Centering

De-Centering Exaggerating

Splitting Technique

Purpose

The purpose of the “splitting” technique is to explore experiences or situations
involving polarities, conflicting elements, antithetical ideas, or opposingdavithin the

client’s self or in relationship with others.

Indications

The splitting technique is used when the client is experiencing a conflahwit
the self, between self and other, or when the client needs to explore and integjrate spl
feelings about another person. The therapist’s main goal is to integratettloe spli

conflict.

Stages

Priestley used the splitting technique in the first or second stages of thaftapy

she had made sufficient use of the holding technique to establish the cliett’s trus
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Titles

Musical examples of the splitting technique were drawn from titles that Siegge
the conflicting aspects of the client’s self, conflicting aspects ofltaet’s self in
relationships, and the client’s exploration of the conflicting aspects of anotsenpe
Titles for the splitting technique also have to be carefully selected. Coansterence
can interfere here. An opposite of a feeling for the therapist may not bartieeas what
the client perceives as the opposite. For example, the therapist’s oppositgeiomay
be love, whereas the client’s opposite for anger may be fear. The therapistréhkas
to glean from the client what terms best describe the conflict fromigéme’s point of
view.

Role Relationships between Client and Therapist

In the improvisations that explored conflicting aspects of the self, Pyi¢stk
on contrasting, empathic, and doubling roles, often simultaneously. When taking a
contrasting role, Priestley improvised musical qualities or feglopgposite the client to
give the client an opportunity to explore and interact with, rather than be dodnnyate
suppress parts of the self. For instance, Priestley musically highlitetéeltsion
between a client’s polarities of being in the world or inherent contrastsrsidrte
between a client’s masculine/feminine aspects in ways that emph#sgzienpact of one
upon the other. In her empathic and doubling role, Priestley also focused on bringing
suppressed feelings into the client’'s consciousness, using her own counteenaesfe

reactions and/or empathic responses to help guide her in musically expfesbings

43



the client was unable to acknowledge or express fully and to symbolicakisegpthe
client’s struggle for integration.

In the improvisations that explored conflicting aspects of the self in relaipns
Priestley took on empathic, contrasting, or doubling roles. In her empathicrrestlely
empathized with a client’s split-off inner child by creating a playful salsnvironment
for the client to explore this part of herself. In her contrasting role, Ryestisically
depicted the self-part the client was having difficulty integrating,gugiair musical
relationship as a safe means for the client to explore different ways ofibbeing
relationships, and explore her feelings about it.

In the improvisations that explored conflicting aspects of another person,eBriestl
took on both contrasting and empathic roles, symbolically represehengood/bad”
gualities of the client’s loved one and musically empathizindp whe client's deeper
feelings about the relationship.

Integrating a split involves two operations. First, the therapist has to help the
client to musically differentiate each side of the conflict as clearlyossible. The client
has to hear how each side sounds separately, that is in sequence. Then the thet@pist has
musically suggest possible ways of putting those two sides togetherasigausly. The
therapist’s challenge is to appropriately and realistically modifi sale so that the
client hears how both sides can fit together.

These are often tense, uneasy, and ambivalent improvisations, full of musical
dualities within the therapist’s tonality such as consonance vs. dissonanceysnajor
minor, rhythm vs. counter rhythms, melody vs. countermelody, accelerando vs.

ritardando, and so forth. The inherent tension in these musical opposites conveys

44



empathy for the psychic dimensions of the cliesttsiggle, giving sound to emotions |
client may feel dominat¢ by or may deny With a heightened awareness of tr
feelings, and the opportunity to musically engag#hisides of the conflict, the client ¢
begin the gradual process of integrati

Relationships between Music and Title

Regardless of the title beilused, wheaver implementing the splitting technig
Priestleyused the musical elements to facilitate musicaiten musical integration «
musical differentiation between herself and thertli depending on the client’s nee
The table below summarizes the n salient musical elements within the three n

conflict areas addressec the “splitting” improvisations.

Table 3. Most Salient Musical Elements in Priestley’s “Spliting” Technique

* Rhythm: rhythmic/counterythmic figures

o * Harmony: complex, alternating major/mir
ConfllctmgSAeﬁpects g and dissonant chords

» Differentiation: rhythm, harmony, volum
texture

» Tension: unresolved phrases, frequent pai
atonal chords, loud volume

* Movement from differentation to integrat

Conflicting Aspects of th

Self in Relationshi

— » Tension: highly differentiated rhythmic a
Conflicting Aspects of melodic figures, contrasts in keys and regi:

Another Persol « Melody: emphasizing movement toward ¢
away from the other
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Role of Therapist
The table below shows the five main roles that Priestley took in implementing the
splitting technique, along with the different ways she implemented these rades. Se

chapter 7 for musical details on how these musical roles were implementaddiiei?.

Table 4. Priestley’s Main Musical roles in the “Splitting” Technique
Structuring Empathizing Eliciting Redirecting Emotional
Exploration
Rhythmic Synchronizing | Making spaces Introducing  Doubling
Grounding change
Tonal Incorporating Completing Modulating Contrasting
Centering
De-Centering Pacing Intensifying Integrating

Investigation of Emotional Investment Technique

Purpose

The purpose of the “investigation of emotional investment technique” is to clarify
the client’s feelings toward others through exploring feelings about aoredatp or two
characters in his/her life. It is useful when the client is confused andwehead

discussion goes around in circles instead of clarifying them.

Indications

The investigation of emotional investment technique is used when the client needs
mirroring of an aspect of his/her relationship, when it is necessary tplatent feelings
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about a relationship into consciousness, or when the client needs to clarify how the
relationship relates to his/her overall pattern of being with others. Theidteranain
goal in this technique is to mirror the client’s feelings about a relationshigterrpaf

relating to others.

Stages

The “investigation of emotional investment” technique in the second or third
stages of therapy, when the client needs to explore conscious or unconscious feeling
about a relationship or explore relationship patterns. This technique is bedtfeuthe
later stages of therapy, due to the more intense emotional content thaseas ar
suppressed emotions or disowned feelings come to the surface in music.

Titles

Musical examples of the investigation of emotional investment technique were
drawn from titles that explored the client’s relationship with one or more people in the
present or the past, and with whom he/she needed emotional clarification. bealboa
one, these relationships were with family members.

The therapist can go in two directions when selecting titles for the investigpiti
emotional investment technique. Most of the time, the title simply contains the name of
the person(s) being investigated. At other times, the therapist formutédtedased on
one or two feeling words the client used to describe the relationship or person(s) in the

opening verbal dialogue.
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Role Relationships between Client and Therapist

In the improvisations exploring the client’s relationship with either one person or
two or more people, Priestley took empathic and complementary positions to help the
client discover authentic feelings about another person and gain insight about
unconscious feelings that affect his relationships. The working relationship delelope
between the client and Priestley, built on the clients’ experience ofl®yiasta deep
listener and sensitive accompanist, allowed clients to trust the emotiowashe
amplifying and reflecting back through the music.

Musically, these improvisations can be quite charged, with high energy
accompanying the client’s expression. Since this technique involves the musical
symbolization of a person or relationship dynamic between two people, the theaapist
draw upon an array of musical styles, idioms, and modes to express the unique feeling
tone of a relationship and emotional color of a person. If the client seems ready, the
therapist can use countertransference feelings to express emotionsrtheegims ready
to receive and connect with as her own; sometimes; however, a musical porhait of t
relationship or person is all that is needed to uncover the client's emotion and lead to a

deeper understanding. Once again, countertransference has to be carefullyethonitor

Relationships between Music and Titles

Regardless of the title being improvised, whenever implementing the
investigation of emotional investment technique, Priestley used the musmahéteto
create a figure for the client to relate to, and to facilitate musicgratten and/or

musical differentiation between herself and the client depending on thescheets.
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The table below summarizes the most salient musleahents in imrovisations

exploring the client’s relationshipith one, two or more persons.

Table 5. MostSalient Musical Elements in Priestley’s “Investigaibn of
Emotional Investment Technique”

* Melody: atonal, minor, cyclical, theme

« Differentiation/Integration between Priestl
and client's melodies

Client's Relationship wit
One Person

e Variability: rhythm, melody, harmony, timt

Client's Relationship wit - . . .
Two or More Peo%\ « Differentiation/Integration between Priestle

own rhythms, harmonies and melod

Role of Therapist

The table below shows the five main roles Priestley took in implementing tt
investigation of emotional investment techniquenglwith the different ways st
implemented these roles. See chapter 7 for mudetalls on how these musical rc

were implemented by Priestl
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Table 6. Priestley’s Main Musical Roles in the “Investigation of Emotioal
Investment Technique”
Structuring Empathizing Redirecting Eliciting Emotional
Exploration
Rhythmic Synchronizing Introducing Extending Contrasting
Grounding Change
Tonal Incorporating Modulating Doubling
Centering
De-Centering Differentiating
Intensifying
Calming

Entering Into Somatic Communication Technique

Purpose

The purpose of the “entering into somatic communication technique” is to bring
the client’s bypassed emotions manifesting as physical symptoms intenassr In this
technique, the client improvises being the symptom while the therapist getsinvwith

the bypassed emotion by playing the client.

Indications

The entering into somatic communication technique is used when the client is
experiencing bodily dissociation or splits, bodily trauma or iliness, or bodily suppress
of feelings. Priestley implemented this technique under three main ciengest First,
she used it when a client struggling with a physical illness needed to devebtsiex gr

awareness of and/or a closer relationship to the body. These situations focused on usi
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the music to help one client engage with the illness, and/or to interactydvwebtit
through imagery. Second, she used it when a client needed to release feabrigtedss
with physical trauma to the body. Finally, she used it when a client needed teexplor
and/or release emotions held within the body.

Stages

The entering into somatic communication technique was used in the beginning
stage of therapy in every case but one, when Priestley used it in twasaessaons
with a client: once in the middle and again in the late-middle stage of therapy. Thi
technique was not used at all in the end stage of therapy.

This technique is used in the first and second stages for two reasons. First, it
involves the kind of emotional exploration and uncovering that requires time to work
through, and would therefore not be appropriate in a consolidation phase of therapy.
Second, by its very nature, this technique can be a helpful guide in assessing amgl learni
about the client’s past or present emotions on a deep, nonverbal level. In fact, tlyat is wh
this technique is sometimes used as early as the first session.

Titles

Titles in this technique aim to locate the client in relationship to his/her body,
either through focusing on areas of the somatic split or trauma, “being” thef pae
body affected by illness or disease, or consciously releasing suppressezhs in the
body. Priestley’s titles suggested three general ways for a @ientmmunicate with

and/or relate to his/her body: through imagining “being” a part of the body, through
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focusing or reflecting on a part of the body and through imagining interaciiothe
body.

Role Relationships between Client and Therapist

Because Priestley’s main goal was to engage the client in relating mextydi
and authentically to his/her body, she took empathic and complementary positions to
bring forth the client’s conscious and unconscious feelings in the body for emotional
release and to facilitate their integration. As a musical guide to socoaticiunication,
Priestley took one of two positions. In the first position, Priestley misical
communicated on behalf of the by-passed or expressed emotion, with the aim afcallowi
the client to experience it herself. This position was particularlyteféeearhen the client
was suffering from psychological or bodily trauma, suppressing emotions, or
experiencing a mind-body split. In the second position, Priestley creatézievosative
of the body itself, with the aim of providing a means through which the client could
emotionally connect with his/her body. This position was particularly helpfuh whe
clients were suffering from illness or disease.

As clients were often unaware or otherwise unable to articulate the hidden source
of emotion in their bodies, Priestley relied heavily on her “e-countertranségtenc
“empathic countertransference,” when implementing this technique. Through e-
countertransference, the Priestley resonated with the patient’s fetinoggh her own
somatic awareness and was guided to the source of pain or buried emotion in tise client
body. Priestley could then move into the music with a greater sensitivitgas af the

client’s distress and a heightened sense of where the therapeutic workegiald
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In the improvisations that centered on the client’s imagining “being” a part of he
body, Priestley most often took on both empathic and complementary roles to support the
client in attuning to and developing greater empathy with her own body, while using
contrasting musical elements, perhaps as a way of musically symbolifangdand
integration within the body.

In the improvisations that centered on the client’s focusing and/or reflectiag
part of his/her body, Priestley also most often took on empathic and complemergsary rol
to musically express feelings the client was suppressing in the body, or to cadtain a
empathize with deep emotions the client was releasing related to bodily trauara.
improvisation that focused on the client interacting with her own body, Priestley most
often took a redirective role, providing a model for actively engaging with thedrod
guiding the client through a musical “dialogue” with the body.

Relationships between Music and Titles

Regardless of the title being improvised, whenever implementing the enteang int
somatic communication technique, Priestley used the musical elements to promote
emotional and self-awareness as related to aspect(s) of the body beingdexplae
table below summarizes the most salient musical elements in the impangsati

facilitating clients’ somatic communication.
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Table 7. Most Salient Musical Elements in Priestley’¢‘Entering Into
Somatic Communication” Technique

* Rhythm: fluctuating, fluid tempi to suppc
. : - client's breath sounds and mus:
Client Imagines "Being . .
: » Tension: dense, dissonant harmor
Part of the Bod - . :
‘ incrementally changing melodies, frequ
silences

* Rhythm steady, counterhythmic figure:

Client Reflects on a Part « Tension: atonality, augmentation/dimuniti
dissonant intervals, chromatic tremel
major/minor chords, inversions

the Body

* Tension: lack of rhythmic and tonal groul
wide register range, frequent use
dissonance, chromaticism, inversi

Client Imagines Interactin
with the Body

Role of Therapist

The table below shows the five main roles thatd®leg took in implementing th
entering into somatic communication technique, @horth the different ways sh
implemented these roles. See chapter 7 for mudéetalls on how these musical rc

were implemented by Priestl
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Table 8.

Priestley’s Main Musical Roles in the “Entering Into Somatic
Communication” Technique

Structuring Eliciting Empathizing Redirecting Emotional
Exploration

Rhythmic Modeling Imitating Intensifying Contrasting

Grounding

Tonal Reflecting Doubling

Centering

De-Centering

Incorporating
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CHAPTER FIVE

TECHNIQUES FOR ACCESSING THE UNCONSCIOUS

Guided Imagery Technique

Purpose

The purpose of the guided imagery technique is to access the client’s unconscious
images and create a bridge from the client’s symbol to its meaningf@ssiqm in outer
reality. In this technique, the client is asked to image a given scene gnclokeact with

the therapist through sound expression.

Indications

The “guided imagery” technique is used when the client needs to explore the
unconscious or bridge feelings and images from inner or outer life. Priesttethese
guided imagery technique under three main circumstances. First, she used it when
exploration of the client’s unconscious was needed as a means of revealing things about
him/her that were not otherwise accessible to Priestley. Theseosituatcused on
using the music as symbolized projections of suppressed or undeveloped areas of a
client’s responsibility or the client’s aspiration in life and the obstadlds;ainner and
outer hindrances experienced. Second, she used guided imagery when exploration of the
client’s unconscious was needed as a means to explore images emergitige fotient
either during or outside of the session. These situations focused on using th@music t
reflect and empathize with a client’s fear and anxiety to help a clierdsxpmotions of

calm and peace that were otherwise difficult to experience in dailyridetcareflect and
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empathize with a client’s fragmented and disorganized inner stateaa®did ground to
safely release painful emotions and provide an integrative bridge to reality.

Finally, guided imagery was used when exploration of the client’s unconscious
was needed as a means to create a bridge between the client’s inner difeeainmeality.
These situations focused on using the music to symbolize inner qualities e clie
wanted to develop, or qualities that were hindering the client from furthetlgrow

Stages

Priestley used the guided imagery technique during each stage of therapy,
beginning, middle, and end. However, this technique was probably most helpful during
the first or second stages when the client was beginning to access her unconscious
through musical symbols which serve to explore her inner life. These symbels wer
especially helpful to Priestley in communicating aspects of the cligetexperience

which he/she could not yet articulate.

Titles

Musical examples of the guided imagery technique were drawn from titles that
suggested symbolic images drawn from the external, natural world or théschéstnal
world, and were often based on an opening image offered by the Priestley ortinatges

emerged spontaneously from the client during the session.

Role Relationships between Client and Therapist

As Priestley’s main goal was to access and symbolize the client’s grmoss

material, she most often took empathic and complementary positions to reflect the
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client’s emotions, musically amplify the client’'s image, help separatalafine the

client’s feelings relating to the image and explore their qualitiesfsasion, and

deepen the client’s emotional engagement with the image. The therapistmshan

the guided imagery technique is to hold the client in the unfolding emotional qualities of
the music, reflect and create emotionally evocative music for the ersergethe

client’'s images and musical projections and provide an integrative bridgaitp wehen
needed.

Relationships between Music and Titles

Regardless of the title being improvised, whenever implementing the guided
imagery technique, Priestley used the musical elements to help expandritis ithage
and guide the client towards relating to it as fully as he/she was ablg¢abl&d&elow
summarizes the most salient musical elements in improvisations whasarttleased on

images from the natural world or the client’s internal world.
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Table 9. Most Salient Musical Elements in Priestley’s “Guidé Imagery”
Technique

» Rhythm: steady tempo, shifting meter, b
ostinato, parallel 5ths, pedal pc

* Variability: melodic (wholetone, pentatonic
middle-eastern, Phyrgian scales) ¢
harmonic (chord voicings and progressi

* Integration: client's melodies beca
integrated with Priestley's

» Tension: balanced in Priestley's mt
rhythmically and harmonically

Images From th

Natural World

 Tension: rapid tempo, rhythmic complexi
high sound intensity, accumulating ene

Images From the Client without release
Internal World « Variable Tonal Ground: frequent change:
tonality/atonality, chromaticism, and k
centers

Role of Therapist

The table below shows the five main roles thatd®leg took in implementing th
guided imageryechnique, along with the different ways she impated these roles
See chapter 7 for musical details on how thesecalsiles were implemented

Priestley.

59



Table 10. Priestley’s Main Musical Roles in the “Guided Imagery” Techique

Structuring Empathizing Eliciting Redirecting Emotional
Exploration

Rhythmic Reflecting Making spaces Differentiating  Contrasting

Grounding

Tonal Pacing Extending Intensifying Making
transitions

Centering

De-centering

Shaping

Myths Technique

Purpose

The purpose of the “myths” technique is to explore the client’s personal myths
and archetypal images in a non-threatening way. In this technique, theropeovises
on a mythological figure or various scenes from an archetypal storgrwattds, the

relationship between music and scenes are discussed and interpreted.

Indications

The myths technique is used when the client needs to explore and express
archetypal or mythological imagery and energy, and is most helpful fatscido need
to symbolically explore the narrative and meaning of their lives through amgas
created myth, or are seeking contact with their own inner wisdom. Priesddythe
myths technique under two main circumstances. First, she used it when the client’

personal imagery and emotion were in some way threatening and in need of erpressi
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These situations focused on using the music to help the client imagine the scene of a
myth or fairy tale, or himself as the mythological figure. Priestlsy aked this

technique when the client needed to contact his/her own wisdom and archetypad, heali
energy. These situations focused on using the music to help the client imagine
encountering a wise woman or man and asking him/her a question of the client’s own
choosing, or a specific question suggested by Priestley such as: “Whapisbse in

life?”

Stages

The myths technique is best suited for use in the first or second stages of therapy,
during the working phases when the client is accessing and exploring emotions on a

conscious and unconscious level.

Titles

Titles selected for the myths technique are based on myths or archetygped ima
that emerge in therapy or are currently activated in the client’s liféim&s, Priestley
suggested titled improvisations centered on the client’'s musical engageitheatvise
inner figure, based on her intuition that this would be helpful for the client.

Role Relationships between Client and Therapist

When working with a client’'s myth, Priestley’s main aim was to encourage the
client to take an active part in its creation, while enlivening his musicaseptation of
it. In improvisations that centered on images drawn from the client’s personal

mythology, Priestley took a complementary role in the music. For examplst|d3rie
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tonally structured the music through initiating expressive melodies thah sgtening
mood or feeling for these improvisations. When encouraging the client to then take a
more active role in the music, Priestley took on an eliciting role, using anadsfaedal

and frequent rests between phrases to make open spaces for the client thimibate
rhythm and melodies. Finally, when taking a redirective role, Priestjglymincally,
harmonically, and dynamically intensified the music to enhance the drama ofipe im
and the client’'s emotional engagement with it.

When working with an archetype, Priestley’s main aim was to faciltsate
activation together with the client through creating a musically symbdcedé
engaging with the archetypal image, and help the client integrate théeexperin
improvisations that centered on images drawn from archetypal or mytholbgicak,
Priestley most often took on empathic and complementary roles in the music. For
example, Priestley tended to rhythmically and tonally structure tiet'slimusic,
empathize with the client by musically reflecting his feelings, akel @aaredirective role
by harmonically, melodically, and rhythmically intensifying the music
Relationships between Music and Titles

Regardless of the title being improvised, whenever implementing the myths
technique Priestley used the musical elements to evoke musical images eintfe cl
myth and/or mythological figures, help the client express and integrate hiddieg$eor
to reveal inner wisdom and/or healing potentials in the client that were hidden. The table
below summarizes the most salient musical elements of improvisations tediaged

on the client’'s personal mythology or archetypal or mythological figures.
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Table 11. Most Salient Musical Elements in Priestley’s “Myths Technique

» Texture: shifting textures in the music
client and Priestley

* Musical Integration: developed between cli
and Priestley

Client's Personal Mytholox

» Rhythmic Grounding: steady tempo/me
parallel 5ths, ostinati, subdivisions of the |

* Variability: melodic and harmor

Archetypal or Mythologica

Figures

Role of Therapist
The table below shows the five main roles thatd®leg took in implementing th
myths technique, along with the differ ways she impleented these roles. See chay

7 for musical details on how these musical 1 were implemented by Priestl

Table 12. Priestley’s Main Musical Roles in the Myths” Technique

Structuring Empathizing Eliciting Redirecting

Rhythmic Reflectior Making spaces Intensifyinc

Grounding

Tonal Centering Differentiating
Modulating
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Dream Intracommunication Technique

Purpose

The purpose of the “dream intracommunication” technique is to explore parts of
the client’s self temporarily split-off from awareness. In tacghhique, parts of the
client’s dream are improvised with the therapist, who uses the splittingdeehoi help
the client differentiate and integrate different parts of the dream. wisdtds, discussion

focuses on how the dream relates to the client’s life.

Indications

The “dream intracommunication” technique is used when the client needs to
explore split off parts of the self or consciously correct an unbalanced positiestlelyr
used the dream work intracommunication technique under three main circumstances: 1)
when the client needed to explore parts of him/herself, including the shadow, nsgmorie
and/or emotions that been split off and put outside of him/herself—these situations
focused on using the music to help a client explore and integrate shadow figures and
personal painful memories and feelings relating his present life andipcled#dhood; 2)
when the client needed to concretize and consciously integrate an intrapgplithic s
within the self—this situation focused on using the music to help a client irgeigeat
strong and weak part of himself; and 3) when the client needed to consciouslyaorrect
unbalanced position in his life, which was related directly to his own persona-ssue
this situation focused on using the music to help a client explore the balance in

differentiating and integrating his own music from Priestley’s, as in hicmarsslife he
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was struggling to differentiate himself from and maintain emotional bousdattie
others.

Stages

The dream intracommunication technique is used in the first and second stages of
therapy because it involves working directly with material emeriorg the client’s
unconscious, an in-depth exploration that would be unsuitable for the later stages of
therapy.

Titles

Titles usually refer to the most emotionally compelling action, charamténage
in dream or the dream setting itself. Musical examples of the dream work
intracommunication technique were drawn from titles based on three tygesaofs
relating to: 1) shadow material in the client’'s personal unconscious, 2hpkissues in
the client’s present life and those which remained from childhood, and 3) compgnsator

material correcting an unbalanced position the client had taken in his/her pifesent |

The complex and elusive nature of dream material warrants careful coneierati
from the therapist in selecting titles for this technique. The therapist muce adwether
the opening image needs to remain open—suggestive of the dream setting itself—or
focus the client on a specific dream image representing a split-off ghe sélf that the
client may or may not be ready to meet or confront. Staying with the enetgy in t
client’s image, identifying and responding to the most emotionally chargediahat
remaining sensitive to the client’s responses, and using one’s own intuition cdp all he

the therapist to select an appropriate title for the dream intracommonitathnique.
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Relationships between Client and Therapist

As Priestley’s therapist's main goal was to explore aspects of émd’sli
unconscious requiring psychic integration and balance, she took both empathic and
complementary positions to facilitate the client’'s awareness of her ummas\seplit-off
emotions, correct unbalanced positions expressed in the dream and to provide a musical
model for integration. Priestley’s focus when implementing these imptimrisavas to
musically symbolize and amplify the client’s dream images, hold the aliehei
emotional qualities of the music, and assist in their musical integration throughtbse
splitting technique, wherein the parts of the dream that did not meet or confront one

another can be improvised on.

Based on the needs of the client, Priestley generally took one of two musisal role
when using the dream communication technique. At times, Priestley provided a holding
spacious environment for the emergence of the client’s feelings or forftpads in the
dream to musically move toward and away from one another. At other timedeRriest
played a more musically active role, expressing the images, memorggsobons
elicited by the client’s dream, using the splitting technique to facikitatemunication
between the various parts of the dream. Priestley’s countertransferéries ko
emotions coming to the surface from the dream or during the improvisation Fself
example, in Priestley’s improvisations that centered on exploring the syiaréf of the
client’s self represented in the dream, she most often took on empathic and
complementary roles, often simultaneously. For example, with a client whotdrieauat

a murderer, Priestley alternately split her role between the dhietit() and the
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murderer in pursuit of her. She empathized with the overall mood of the dream—and
reflected the client’s feelings of panic and terror—through improvising muisic

structural uncertainty, high intensity of sound and powerful climaxes, anaglagavily
accented atonal harmonies, dissonant inversions, and 6/4 chords. In her role as murderer,
Priestley rhythmically, melodically, and harmonically intensified thesioy “chasing”

the client’s xylophone notes up and down the keyboard with staccato, inverted and
dissonant chords; playing #iratonal melody in the deepest bass register and blurring the

chaotic sound with a sustained pedal.

In an improvisation that centered on concretizing and integrating split pans of
client’s self represented in the dream, Priestley took on structuring gratreoroles in
the music. For example, with a client who dreamt of helping his maimed brother drive
the family car, she structured the client’'s opening melody by providihgralal
accompaniment and musically reflected the emotional qualities betweedretiiss two
split parts (plaintive melody /frenetic drumming), providing a treble counaody and
matching the client’'s energy level through playing heavy, minor chords inrsyrych
with his drum.

In an improvisation that centered on exploring an unbalanced position the client
had taken in his/her present life as represented in the dream, Priestleyterotiak on
complementary roles in the music as a means to facilitate a more balancedrsthe
client’s conscious life. For example, with a client who dreamt of being atepoy’s
ward hospital having something done and trying to learn the other boys’ naresefpri
provided a stable tempo and meter as a structuring ground from which both players’

fluidly changing rhythmic and melodic ideas could move both toward and away from one
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another. Priestletook on a redirective role through providing a cJeample melodic
line in the bass andifferentiating freely with the client’s rhythmsn so doing, sh
offered the client the felom to choose idifferentiate or integrate his own music w
her, while providing a musical “voice” to balan¢e tsplit.

Relationships between Music and Title

Regardless of the title being improvised, wever implementing the drea
intracommunication technique, Pries used the musical elements to amplify
images, action and emotions of the dream with iitmecd helping the dent in finding
meaning foter real life situationThe table below summarizes the most salient ml

elements in improvisations exploring clients’ drearaterial

Table 13. Most Salient Musical Elements in Priestley’s “Drearr
Intracommunication” Technique

 Tension: melodic complexity, structui

Shadow Material in Client uncertainty, atonal, dissonant, chrom.
Personal Unconsciot harmonies

* Variability: rhythmic, melodic, harmon

» Differentiation/Integration: moveme

Personal Issues in Clien between both in the music of client &
Present Life and Childho! Priestley

* Variability: Rhythm, harmony, and music
articulation

* Integration: movement in client's music frc
differentiation to integration

Compensatory Materi:
Correcting an Unbalance
View or Positior
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Role of Therapist

The table below shows the five main roles that Priestley took in implementing the
dream intracommunication technique, along with the different ways she impézient
these roles. See chapter 7 for musical details on how these musical reles wer

implemented by Priestley.

Table 14. Priestley’s Main Musical Roles in the “Dream Intracommuircation”
Technique

Structuring Empathizing Eliciting Redirecting Emotional
Exploration

Rhythmic Reflecting Making spaces Intensifying Holding

grounding

Tonal centering Pacing Extending Differentiating ~ Contrasting

Modulating Doubling

Splitting

Dream Resolution Technique

Purpose

The purpose of the “dream resolution” technique is to provide an opportunity to
relive an unpleasant or unresolved dream through improvising. In this technique, the
client continues beyond the dream to reach some resolution, either alone or with the

therapist.
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Indications

The dream resolution technique is indicated when the client needs to find a new
ending to an unsatisfactory dream or explore latent inner child feelingstl&r used
the dream resolution technique under two different circumstances. First, shewiseal i
the client needed to find another ending to an unsatisfactory or frightening drease T
situations focused on using the music to help the client symbolically fulfill thmalr
intention of a dream, to help bring suppressed feelings and/or unacknowledged inner
resources into the client’'s awareness and stimulate their full expressiestlelralso
used this technique when the client needed to explore latent feelinggradatie inner
child projected in his/her dream. These situations focused on using the music to help the
client raise awareness of the suppressed feelings or unmet emotionabirtesteer
inner child and to seek emotional alternatives.

Stages

The dream resolution technique can be used during all stages of therapy, as the

technique combines both elements of working through and consolidation.

Titles

Titles for the dream resolution technique usually refer to the interrupted dream
scene or the troubling emotion or image in the dream. Musical examples ofdhe dre
resolution technique were drawn from titles that suggested the essenceliehtre c

intention in the dream, the essence of the dream scene or the essence oftheagea
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The selection of titles for the dream resolution technique share similar
considerations and concerns as in the dream intracommunication technique: the therapis
must determine if the opening image needs to remain open, suggesting the unfinished
dream scene, or if the image needs to focus the client on one emotion or emotionally-
charged image as a re-entry point in the music.

Role Relationships between Client and Therapist

As Priestley’s main goal was to bring symbolic resolution to the clientismre
material and raise awareness of accompanying emotions, she took both empathic and
complementary positions to hold the client emotionally in the dream image andlipusica
empower the client to create a new ending to the unconscious conflict expressed in t
dream. There were three general ways Priestley helped the cilientdsolution to a
dream, depending on the client’'s need. First, when the client needed to rejease ps
energy still bound in the dream, she and the client can returned to the dream scene and
musically recreated the unfinished action in sound. Second, when the client needed to
safely experience and release unexpressed, split-off emotions in the Eresstiey
“doubled” these emotions in the music, and supported the client's engagement with them.
Finally, when the client needed to create an alternative, healing figteereate an
unsatisfactory interaction to bring closure to the dream, Priestley took arphiative
figure for the client to relate to in the music.

Relationships between Music and Titles

Regardless of the title being improvised, whenever implementing the dream

resolution technique, Priestley used the musical elements to help the ckgnbtnthe

71



emotional experience tfer dream as lly as possibleexpress and acceptent or
unacknowledged feelings, ¢ find a more satisfying and/or meaningful resolutiorthe
dream. The table below summarizes the most salient musleatents in improvisatior

that focused on retnoing to clients dream scene.

Table 15. Most Salient Musical Elements in Priestley’s “DreamResolution”
Technique

* Variability: tempo, meter, rhythm, meloc
harmony
* Melody: middle-eastern, wholene scale

Client's Intention in th:

Dream

* Rhythmic/Tonal Ground: steady tempo ¢
meter, expressive melodies

* Variability: tempo, rhythm, harmon
dynamics, and register

* Integration: movement in client's music fre
differentiation to integration

» Rhythmic Ground: fluid tempo, bass ostir

* Melody: Lydian mode, pentatonic sce
Harmony: octaves, 7ths, parallel 5ths, atc
chords

* Integration: movement in client's music fro
differentiation to integration

Essence of the Dream Sc

Essence of the Dream Im:

Role of Therapist

The table below shows the five main roles thatd®leg took in implementing th
dream resolution technique, along with different ways she implemented these rol
See chapter 7 for musical details on how thesegalsiles were implemented

Priestley.
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Table 16. Priestley’s Main Musical Roles in the “Dream Resolution” Tehnique

Structuring Empathizing Eliciting Redirecting Emotional
Exploration

Rhythmic Synchronizing Making Spaces Modulating Holding

Grounding

Tonal Reflecting Extending Intensifying Doubling

Centering

De-centering Interjecting
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CHAPTER SIX

TECHNIQUES FOR STRENGTHENING THE EGO

Exploring Relationships Technique

Purpose

The purpose of the “exploring relationships” technique is to explore the nature of
a client’s relationship, and is most useful when words do not reveal or provide insight
about how the client feels about significant persons or relationships. In tmgjiee,
the client may musically depict another person alone, with the therapishassiplitting

technique, or improvise both parties in the relationship.

Indications

The exploring relationships technique is used when the client needs to explore
latent, manifest, or ambivalent feelings about a relationship. Priesddythes exploring
relationships technique under different circumstances. First, she usea itheheient
needed to explore feelings about a person he/she felt emotionally distant. These
situations focused on using the music to promote the client’s awareness, insight and
sensitivity regarding the feelings of another person. Second, she used it wHemthe c
needed to explore latent feelings impacting the dynamics of a relationshgpsiftliation
focused on using the music to bring suppressed feelings into the client’s awa@ness
help the client acknowledge and accept the feelings as her own and to axseess of
unconscious patterns and dynamics affecting the client’s relationship. Trandsed it

when the client needed to explore ambivalent or conflicting feelings abowganper
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These situations focused on using the music to help the client gain clarity about the
relationship through exploring qualities and/or feelings the client exped@mce
relationship with another person. Finally, she used it when a client needed to explore
feelings about loving and being loved by others. This situation focused on using the
music as a symbolic, personified figure to help evoke and promote the clientthasa

of latent and/or manifest feelings about loving and being loved.

Stages

The exploring relationships technique is used in all stages of therapy, asithe cl
may need to explore past and present relationships emerging at varyingtthees
therapy process. Another reason this technique is suitable for all stageausdit
involves exploring the client’s emotions on a conscious level, rather than working to
uncover unconscious material.

Titles

Titles selected for the exploring relationships technique usually nanpeithen
the client is exploring or provide a focus for the client’s role in relatingabperson in
the improvisation. Selected titles also offer the client a perspeobinevihich to begin
the improvisation. Musical examples of the exploring relationships techniqee wer
drawn from titles that suggested using the name of the person(s) the cBestpl@ing
as a musical focus, using the client’s feelings about another person asal foasis,
using the client’s imagination and empathy for another person as a musiusalgod

using the theme of loving others as a musical focus.
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Relationship between Client and Therapist

As Priestley’s main goal was to explore the client’s feelings abolatsoreship
or help the client develop empathy and/or insight about another person, she took an
empathic position to facilitate the client's awareness of her own feedimg those of
others. There were several ways Priestley assisted the cliemtanieg feelings about
another person in music. One way was to musically reflect emotions the clgent wa
expressing about the relationship as he is playing. Another way was to eeptioad
aspect of the client’s relationship dynamic or pattern in the musical duetheitim of
helping the client gain insight into his own ways of being in relationship. [Rseddo
presented different ways of relating through the music, allowing th& ttieexplore and
experience musical alternatives within the context of their own relatmnshi

The music in this technique may not require a bridge into words: the two
instrumental voices of the client and therapist give the music an almost gedsonif
quality, expressive of the interactions, emotions, conflicts, tensions and intinsoy a
in relationships, and a means through which the client can gain insight about the
relationship on her own.

Relationship between Music and Titles

Regardless of the title being improvised, whenever implementing the exploring
relationships technique, Priestley used the musical elements to help thextiore his
latent and manifest feelings about a relationship, become aware of umgl@dyierns
and dynamics the client experiences in relationships with others, and toesgtiele the

feeling of loving and being loved. The table below summarizes the most saliecélmus
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elements in improvisations that centered on expiprelationships, with specific music
focus on the name of the person being explored;libet’s feelings about the person,

client's empathy for the other persond the theme of loving others.

Table 17. Most Salient Musical Elements in Priestley’s “Exploing
Relationships” Technique

» Rhythmic Ground: stable tempo, repeat
rhythmic patterns

» Tonal Centering: pentatonic scale, harmc

Name of Person Client progressions, major/minor chorc

Exploring accompaniment, inversions, pedal p

 Tension: abruptly changing rhythn
melodies, key centers, chromaticis
atonality, dissonance

* Melody: lyrical pentatonic melox

» Harmony: diminished chords, dense, mi
chordal inversions, major/minor progressic
pedal point

» Volume: expressive dynamics

Client's Feelings Abol
Another Persoil

e Harmony: organum and minor chords, 3l

Client's Imagination an parallel 4ths-5ths,

Empathy for Another Pers « Differentiation: between Priestley's stet
pulse and client's diffuse rhythi

* Rhythmic Grounding: slow, rubato ten

» Tonal Centering: poignant, thematic melo
chordal inversions, parallel 5ths, major/mii
7ths, 6ths, 9ths

Theme of Loving Othe

Role of Therapist

The table below shows the five main roles when engnting the explorin
relationships technique, along with the differeratys shemplemented these roles. <

chapter 7 for musical details on how these musalak were implemented by Priest
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Table 18. Priestley’s Main Musical Roles in the “Exploring Relationship”

Technique

Structuring Empathizing Eliciting Redirecting Emotional
Exploration

Rhythmic Synchronizing Making spaces Intensifying Holding

grounding

Tonal centering| Pacing Calming Contrasting

De-centering Reflecting Doubling

Programmed Regression Technique
Purpose

The purpose of the “programmed regression” technique is to support the client in
releasing unexpressed feelings in the past or finding out at what agaia fe&r or
feeling began. In this technique, the client is asked to return to a certain ageidlio
improvise being that age. The client may improvise alone, or the therapisisméye

holding or splitting techniques.

Indications

Priestley used the programmed regression technique under two different
circumstances. First, she used it when the client needed to explore fdaingsre
unexpressed in the past. These situations focused on using the music to release the
emotions and memory pictures of inner and outer events during that time. Second, she
used it when the client needed to find out at what age or period of time a certaig feeli

began. These situations focused on using the music to help already regressed clients
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undergoing a period of emotional disturbance to regress more consciously, becoene awa
of what was happening, and return to the present.

Stages

The programmed regression technique is used in all stages of therapy, but is
probably best in the middle stages of therapy, after sufficient trust has betaisiesd

between client and therapist.

Titles

Titles for the programmed regression technique position the client in theigrast w
varying levels of specificity, either by naming a specific age foclieat to regress to,
suggesting the client “be” a specific age in the past, go back to the past, or focusson one’
inner child. Musical examples of the programmed regression technique werefoyaw
titles that suggested a specific age, or an unspecified earlier age.

Relationship between Client and Therapist

Priestley’s main goal was to facilitate the client’'s regogst an earlier period of
life and release unexpressed emotion. She therefore took an empathic positiectto ref
unconscious feelings or memories the client was unaware of or defendingd.agaitise
therapeutic work in this technique centers on working with the client’s innel; il
emotions and memories released can be intense and painful, requiring suffjcient e
strength for the client to withstand. The therapist must be able to intuit timerefis

any doubt, it is better to err on the side of waiting.
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Priestley musically implemented this technique in three main ways, degeodi
the client’'s needs: First, she provided a holding, containing musical structthe for
client’s expression. Second, she musically reflected the client’'s emasdhsy
unfolded. Finally, she maintained a musical atmosphere of simplicity, opeandss
consistency that allowed the client a feeling of space and safety tostegres

Relationship between Music and Titles

Regardless of the title being improvised, whenever implementing the progchmm
regression technique, Priestley used the musical elements to help theegliess to an
earlier period of time in her/her life so as to release previously uneggres®tions,
memories, and images from the past. The table below summarizes the mosst salie
musical elements in the programmed regression improvisations, based on a agecific

or an unspecified early age in the client’s life.
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Table 19. Most Salient Musical Elements in Priestley’s “Progammed
Regression” Techniqu

Specific Age in Client's Lii

Unspecified Early Age ii

Client's Life

Role of Therapist

* Rhythmic Grounding: steady, consist
rhythmic structure

 Tonal Centering: pentatonic melo
major/minor chordal accompanim

* Tension: shifting tempi, atonal, disson
chords, inversions, suspensions, ab
register and dynamic changes, repeating t
with wide intervallic leaps

* Rhythmic Grounding: steady temy

ungrounded meter

» Tonal Centering: Aeolian natural minor

pentatonic scales; inversions, suspens
augmented chords, parallel 5ths, 6ths,

» Tension: ambiguous, unresolved melc

phrases; high sound intensity; higl
differentiated rhythmic patterns, incremer
rhythmic and melodic changes

The table below shows the five main roles when enynting the programmie

technique, along with the different ways she impmated these roles. See chapter 7

musical details on how these musical roles werdampnted byPriestley
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Table 20. Priestley’s Main Musical Roles in the “Programmed Regregm”

Technique

Structuring Empathizing Eliciting Redirecting Exploring
Emotions

Rhythmic Imitating Making spaces Introducing | Holding

grounding change

Tonal centering| Reflecting Intensifying

De-centering Pacing Modulating

Incorporating

Wholeness Technique

Purpose

The purpose of the “wholeness” technique is to explore the client’s image of
wholeness and accompanying emotions. In this technique, the client improvisebas i
were perfectly whole. Afterwards, the client can share discoveries ahatitwould

make him/her whole.

Indications

Priestley used the wholeness technique under three different circumstainses. F
she used it to explore the client’s potential for wholeness. This situation focusedgn us
the music to help the client discover a musical model for wholeness and provided a
balance of musical opposites. Second, Priestley used it to support the cliemgjthstre
and potential. In this situation, Priestley’s use of the music focused on supporting the
client’s musically expressing his inner strength and independence. Fshadlysed it to

promote the client’s self-awareness and expression of authentic $eelihgs situation
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focused on using the music to help the client become aware of feelings he wetingroje
onto others.
Stages

The wholeness technique can be used at any stage of therapgsoonost likely
used by Priestley in the beginning and end stages for two reasorise beginning of
therapy, it provided a sound portrait of the client’'s image of wiesle and potential.
This provided a helpful guide for both client and Priestley, pointingvineforward for
their work together. Near the end of therapy, the technique proadedans for the
client to reflect on her own wholeness, an endeavor compatible watkansolidation
phase of therapy.
Titles

Musical examples of the wholeness technique were drawn from titles that
suggested the client imagine him/herself as either being whole or a whede pé&or
clients who can imagine themselves as “being whole,” the title can nysefééct this.
However, clients struggling with a low sense of self-worth or depressionintethis
difficult, particularly in the beginning stages of therapy. In these mitgtthe therapist
can select a more accessible title that provides distance betweeertharmd the image,
such as “a whole person.”

Relationship between Client and Therapist

Because Priestley’s main goal was to reveal the client’s strengihzotential,
she took both an empathic and complementary position to help the client explore
emerging feelings and musically symbolize the integration and union of cggosit

Priestley’s musical role when implementing this technique was thdeesble provided
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an open, clear structure to support the clientfgreéssion, maintainetialance betwee
the musical elements (harmony, rhythm, timland roles (musical dependence ar
interdependenceynd reflecedthe client’s musical expression. In this way, tingsic
itself became model of wholeness that the cli couldexperience and integrat

Relationships between Music and Title

Regardless of the title being improvised, whenévgemerting the wholenes
technique, Priestleysed the musical elements to support the clienpsession of he
image of wholeness and potentiThe table below summarizes the most salient mu
elements used by Priestley in the wholeness impatiains, bsed on the client’

imagining himself being whole or as a whole per

Table 21. Priestley’s Main Musical Roles in the “Wholeness” Bchnique

» Rhythmic Grounding: ostinato, fluid terr

» Tonal Centering: consistent
Client Imagines Self "Bein ascending/descending phrase sh
Whole" pentatonic scale and Lydian mc

* Variability: wide range of rhythmic, melodi
harmonic figures

* Integration: between client and and Pries

* Rhythmic grounding: steady tempo and i

 Tonal centering: pentatonic sce
major/minor accompaniment, parallel 5t
bass octaves

* Integration: between client and Priestl

Client Imagines Self As "
Whole Person'
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Role of Therapist

The table below shows the five main roles when implementing the wholeness
technique, along with the different ways she implemented these roles. See tliapte

musical details on how these musical roles were implemented by Priestley.

Table 22. Priestley’s Main Musical Roles in the “Wholeness” Technique
Structuring Empathizing Elicitation Redirection Emotional
Exploration
Rhythmic Imitating Making Spaces Modulating Holding
Grounding
Tonal Incorporating Integration
Centering
Pacing

Patterns of Significance

Purpose

The purpose of the “patterns of significance technique” is to explore the client’s
feelings surrounding significant life events in the past, present or fututhis
technique, the client improvises any part or aspect involved in the event, while the

therapist uses the holding technique.

Indications

The patterns of significance technique is indicated when the client needs to
discover internal patterns surrounding significant outer/inner life changket explore
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feelings about them. Priestley used the patterns of significance technidgrethree
main circumstances. First, she used it to discover inner patterns and feeliogesding
changes in the client’s outer life. Second, she used it to discover inner patterns and
feelings surrounding the changes in the client’s inner life. Finallyusée it to discover
inner patterns and feelings surrounding changes in the client’s physical ait heaith.
Stages

The patterns of significance technique is used during all stages of thevapg, a
client is undergoing inner and outer changes in life and exploring his feelings ladrout t
Titles

Titles in the patterns of significance technique usually refer to signifiife
patterns the client experienced in the past, is anticipating in the future, aeistigur
undergoing. Musical examples of the patterns of significance technique wstreften
based on a significant event in the client’s life, or a significant perideeiglient’s life.
Titles also named a specific place where a significant change inehésclife occurred.

Relationship between Client and Therapist

As Priestley’s main goal was to discover the client’s feelingging) to change,
she took an empathic position to help the client uncover conscious or unconscious
feelings that present obstacles to the client’s fully experiencingcepting life changes.
Priestley’s overall aim in this technique is to help the client experiesrdééntransition
as consciously as possible. To this end, Priestley provided an emotionally resonant
background for the client’s expression, structuring or intensifying the musiedsce
This music can contain archetypal or even transpersonal qualities, as thesclient i

exploring themes which touch upon core human experiences: birth, death, and union
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with the self and others. Various musical idiopsarities, and meaningful silences «
therefore emerge in the improvisation; each hagtfeet of honoring theeeper
movement and meaning behind patterns in the ctidif¢’

Relationships between Music and Title

Regardless of the title being improvised, whenévgementing the pattns of
significance technique, Priest used the musical elements to help doren and
expression to the client’s feelings surrounding rmees and/or anticipation of significa
life events, and discover his inner pattern of elgoeing them.The table belov
summarizes the most salient musical elements imawigations explorig significant

events in the client’s life, or a significant petim the client’s life

Table 23. Most Salient Musical Elements in Priestley’s “Pattens of
Significance” Technique

* Rhythmic Grounding: steady to flu
tempos, ostinati, octaves, parallel 51
rhythmic figures played on subdivisions ¢
syncopations of beat

» Tonal Centering: pentatonic, minor, ant

- . natural minor scales, major/minor chor

Significant Event in th accompaniments, pedal point, orgai

Client's Life « De-centering: atonal, augmented/diminist
chords, chromaticism

» Tension: dissonant chords and interv
chordal suspensions, shifting keys and t«
centers, inversions, unresolved melc
phrases and harmonic chords

* Rhythmic Grounding: stability of tempo a
Significant Period in th repetitious rhythmic patterns

Client's Life * Tonal Centering: cyclical melodic ai
harmonic accompaniment
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Role of Therapist

The table below shows the five main roles when implementing the patterns of

significance technique, along with the different ways she implemented tiese See

chapter 7 for musical details on how these musical roles were implementdaddilei?.

Table 24. Priestley’s Main Musical Roles in the “Patterns of Signifience”
Technique
Structuring Empathizing Eliciting Redirecting Emotional
Exploration
Rhythmic Imitating Making spaces Intensifying Holding
Grounding
Tonal Pacing Extending Modulating Integrating

Centering

De-Centering Incorporating Calming

Reflecting

Purpose

Sub-verbal Communication Technique

The purpose of the “sub-verbal communication” technique is to provide a

nonverbal means for the client to explore feelings blocked through words or tesexpre

positive or negative transference. In this technique, the client and therapstigapr

without title, focus, or roles for a specified time.
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Indications

The sub-verbal communication technique is useful when words fail or become
meaningless, when the client needs to share embarrassing feelingghettlient is
verbally defensive, or when dynamics between client and therapist are notaready
verbalization. Priestley used the sub-verbal communication technique underfesendif
circumstances. First, she used it when the client’s real feelingdbleeted through
words. Second, she used it when the client was having difficulties in expressiog ari
from his/her negative or positive transference feelings.

Stages

The sub-verbal communication technique can be used in all stages of therapy
because at any juncture, the client may simply be having difficulty expyeblsough
words. Improvising with no title for a limited and set period of time determinekeby t
therapist can provide the musical space for the client to encounter his fesithigt
them flow. This expression can then lead the therapist and client into wordgeatye f

Titles

Musical examples of the sub-verbal communication technique were drawn from
improvisations that were untitled. In other words, the client and Priestiggdplathout
a title or focus, sometimes with a time limit of five to twenty minutes.
Relationship between Client and Therapist

As Priestley’s main goal was to facilitate the client’s expoessf blocked or
transferential feelings, she took an empathic position towards difficutidgeedhich the

client was unaware of or reluctant to express. In a majority of the rhagmaples in
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this technique, Priestley reported experiencing strong countertramsgéefieelings either
during the initial verbal discussion with clients, and/or the improvisation itself.
Priestley’s identification and use of her own countertransference thesefaresd to be a
significant element in the implementation of this technique, guiding herdtera the
client was reluctant to express, or even unaware of. When implementing therisab-
communication technique, Priestley offered the client a steadfast ihjrgisance,
reflecting and containing the client’'s expression as it unfolded. She also doubtegsfee
received through her countertransference if the client seemed oeatisf

Relationships between Music and Titles

Regardless of the title being improvised, whenever implementing the sub-verbal
communication technique, MP used the musical elements to help the client unblock and
express his/her real feelings impeded by the limitations of words or tramséeieelings.

The table below summarizes the most salient musical elements in the sub-verba
communication technique, centering on occasions when the client’s feelings were
blocked through words or when the client was having expressive difficultiesgaiigm

negative or positive transference.
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Table 25. Most Salient Musical Elements in Priestley’s “Su-verbal
Communication” Technique

Expressive Difficulties

Relating to Blockec
Feelings

Expressive Difficulties

Relating to Transferen

Role of Therapist

* Rhythmic Grounding: steady to fluid tem

and meter,bass parallel 5ths, ostin
rhythmic/counterhythmic figure:
Tonal Centering: major/minor chorc
accompaniment, jazirfluenced chords
middle-eastern scale, pedal po

Tension: wide range of dynamics, abrt
frequent melodic and harmonic chanc
minor, augmented, inverted, disson
chords, tremelos, glissandi

Rhythmic Grounding: steady tempo, shift
meter, bass parallel fifths and octav
syncopated rhythms

Tonal Centering: pentatonic melodi
major/minor chordal accompanim
De-centering: atonal chords, chrome
melody

The table below shows the five main roles when enynting the si-verbal

communication technique, along w the different ways she implemented these ro

See chapter 7 for musical details on how thesegalsiles were implemented

Priestley.
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Table 26. Priestley’s Main Musical Roles in the “Sub-verbal Communicabn”
Technique
Structuring Empathizing Eliciting Redirection Emotional
Exploration
Rhythmic Imitating Making spaces Modulating Holding
Grounding
Tonal Synchronizing Extending Introducing Doubling
Change
Centering
De-Centering Pacing Intensifying
Reflecting

Incorporating

Purpose

Reality Rehearsal Technique

The purpose of the “reality rehearsal technique” is to raise inner fearstiesx

and negative urges that accompany the client’s life aims, so s/he can facerdundligve

overcome them. In this technique, the client imagines taking a decisive stepswhich i

needed in his/her life and improvises the experience of doing so, focusing on the inner

obstacles or negative forces encountered. The client may improvise alonke threwit

therapist.

Indications

The reality rehearsal technique is indicated when the client needs to explore

feelings relating to her life direction, or rehearse desired stepsion éife. Priestley
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used the reality rehearsal technique under two different circumstancsts st used it

to explore inner fears, anxieties, ambivalences, and negative destrucéiseelaging to
the client’s direction in life. These situations focused on using the music @deh tm
embrace transition, change, and alternatives, to raise clients’reasaref negative
feelings being projected onto others in the workplace, and to help clientssestedaing

an active role in music and in life. Second, she used it to rehearse identified segbs or
life scenarios relating to steps the client wanted to take in life. Theagms focused

on using the music to help the client experience his own inner vitality and feeling of
aliveness, practice becoming more assertive, and imagine going hemhafinal

music therapy session.

Stages

The reality rehearsal technique can be used in all staghsrapy; however, it is
most often used in the final stage as the client’'s focus anstdyes toward desired life
goals begin to take shape.

Titles

Titles in the reality rehearsal technique usually refer to the diéfe’roles,
feelings or difficulties the client wishes to overcome, or positive stepdiém wishes to
take to achieve life goals. Musical examples of this technique were diranv titles that
suggested the client’'s workplace, either relating to her role or desire or actions or
new steps the client desired or was preparing to take in the future.

Relationship between Client and Therapist
When the client’s feelings were presenting obstacles to achidwan life aim,

Priestley’s main goal was to provide a sensitive, empathic alusccompaniment to
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help raise the client’'s awareness of the source of thesag®el Similarly, when the
client needed support in rehearsing a desired step or actiostlériereated an
improvisation wherein the client could creatively imagine engagn the desired aim.
To this end, Priestley offered space for the client to taleading role in the music,
supported her initiative and presented musical alternatives pdoraion, empathizing
with the client’s feelings as she did this.

Relationships between Music and Titles

Regardless of the title being improvised, whenever implementing the reality
rehearsal technique, Priestley used the musical elements to help thendiginei taking
his/her new step, and facilitated musical expression of the feelings andhagesy
have been presenting blockages to the client’s desired life aim. The table below
summarizes the most salient musical elements in the reality rehiegrsavisations,
focusing either on the client’'s workplace or actions or new steps the clgrgdier was

preparing to take in the future.
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Table 27. Most Salient Musical Elements in Priestley’s “Reaty Rehearsal”
Technique

» Rhythmic Grounding: fluid, shifting temp
repetitious rhythms/countehythms playec
on the beat or subdivisions of the b

» Tonal Centering: pentatonic scal
major/minor harmonic accompanime
chordal inversions

» Tension: atonality, dissonance, harmc
complexity

* Integration: client's movement fro
differentiation to integration with Priestl

Client's Workplac

* Rhythmic Grounding: steady tempo; b
parallel 5ths and octaves; ostinato, rhyth
Client's Desired Actions ¢ subdivisions and syncopations of the
Steps Toward Life Airr » Tonal Centering: pentatonic and mic-
eastern scales, major/minor harmc
accompaniment; pedal point

* Integration: between client and Priest

Role of Therapist

The table below shows the five main roles when engnting the realit
rehearsal technique, along with the different wshe implemented these roles. .

chapter 7 for musical details on how these musalak were implemented by Priest

Table 28. Priestley’s Main Musical Roles in the “Reality Reharsal” Technique

Structuring Empathizing Eliciting Redirecting Emotional
Exploration
Rhythmic Imitating Repeating Modulating Holding
Grounding
Tonal Synchronizini | Making Spaces  Calming Doubling
Centering
De-centering Reflecting Extending Intensifying
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Affirmations/Celebrations Technique

Purpose

The purpose of the “affirmations/celebrations” technique is to affirm and
celebrate the positive aspects of life. When the focus is on affirmatiendjeht is
asked to remember anything in life that brings joy or peace, and depiciuicsaity.
When the focus is on celebrations, the client is asked to musically depict an aemgvem

source of joy or pride, happy occasion, or any kind of good news in life.

Indications

The affirmations/celebration technique is indicated when the client needs to
celebrate and affirm feelings of well-being. Priestley used therafions/celebrations
technique under three different circumstances. First, she used it to tebeimaffirm
the client’s feeling of well-being within the music therapy session. Situation focused
on using the music to affirm the client’s feeling of freedom and desireltdedness
with Priestley through the music. Second, she used it to celebrate and ladfichent’s
feeling of well-being related to positive events in his external life. &bigations
focused on using the music to celebrate new steps clients were taking towaodithei
growth. Third, Priestley used it to celebrate and affirm the clientiméeef well-being
at the end of therapy. This situation focused on using the music to celebrate tle growt
the client had achieved in therapy and affirm his feelings of peace, reneeaihg, and

purpose.
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Stages

The affirmations/celebrations technique is generally used immiddle to end
stages of therapy as client and therapist together celdbeteew steps or positive
directions the client is taking in life, affirm the gains ofrdpy, or celebrate the client’s
experience of joy or peace in life.
Titles

Titles in the affirmations/celebrations technique usually refer to paiiveos
events or experiences in life that had gone uncelebrated or positive eventdienttse c
life or therapy. Musical examples were drawn from titles that sugdi@stelebration of
positive events in the client’s life, a celebration of the client’s speatfiorg or a
celebration of the client’s positive feelings.

Relationships between Client and Therapist

As Priestley’s main goal was to celebrate the client’s feglaigvell-being, she
took an empathic position to affirm positive feelings of joy or provide the clightawi
potentially new experience of celebrating without the burden of envy. |Byiafirmed
and celebrated these experiences with the client in three main ways: thnasighlm
reflection of the client’s feelings and encouraging their full exprasey celebrating the
client’s growing independence through encouraging her efforts to take a leading rol
the music, or by creating music that symbolically reflected thanbalar gains the client

has discovered in life.
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Relationships between Music and Title

Regardless of the title being improvised, whenéwgiementing th reality
rehearsal technique, Priesi used the musical elements to encourage thet to take a
leading role in the improvisation, to celebrate affdm new steps and points of grov
expressed in the client’s external life; and tqhbk client express his/her emerg
feelings as fully as he/she was able. The table belomnsarize the most salier
musical elements in affirmations/celebrations tégh@, centering on celebrating posit

events in the client’s life, action, or feelingsvedll-being.

Table 29. Most SalientMusical Elements in Priestley’s
“Affirmations/Celebrations” Technique

* Rhythmic Grounding: steady to flu
Celebrating Positive Even tempo/meter, ostinato, parallel 5tf
in the Client's Lifi subdivisons and syncopations of |
» Tonal Centering: octave melody, pe
point, major/minor accompaniment, glisse
* Variability: rhythmic, melodic, harmor

Celebrating the Client * Rhythmic Grounding: ostinato, live
Action counterrhythms and subdivisions of b
» Tonal Centering: ascending/descenc
melody based on parallel 4tbghs

Celebrating the Client * Rhythmic Grounding: steady tempo/ m

Feelings of WellBeinc » Tonal Centering: pentatonic countermelc
pedal point
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Role of Therapist

The table below shows the five main roles when implementing the
affirmations/celebrations technique, along with the different waysnspleimented these

roles. See chapter 7 for musical details on how these musical roles \wErmanted by

Priestley.
Table 30. Priestley’s Main Musical Roles in the “Affirmations/Celérations”
Technique
Structuring Empathizing Eliciting Redirecting Emotional
Exploration
Rhythmic Imitating Making Spaces Differentiating Holding
Grounding
Tonal Synchronizing Interjecting Modulating
Centering
Incorporating Repeating Intensifying
Pacing Extending
Reflecting
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CHAPTER SEVEN
THE VARIED ROLES OF THE ANALYTICAL MUSIC THERAPIST

While the previous chapter presented a discussion of the conclusions that were
drawn about what clinical considerations are necessary in applying eacheghnique,
this chapter presents a discussion of the conclusions drawn about the clinical aal music
roles of the analytical music therapist. As in the previous chapter, the conclasons
presented in italics, and then discussed.

1) Implementing an AMT technique involves the therapist taking on many different roles
within the same improvisation.

Five roles are essential when implementing most AMT techniques: 1fustngc
the client’'s music; 2) empathizing with the emotions being implied, expressed, or
released by the client; 3) eliciting musical expression of the cliemitdiens; 4)
redirecting the client’s emotions; and 5) musically exploring the emotiong be
expressed or released by the client. MP actually used every one of tlkeesa rol
implementing every technique, either sequentially or in various simultaneous
combinations, depending upon the technique and the ongoing musical situation.

In listening to MP move in and out of these roles continuously during the same
improvisation, one can only wonder about her “stream of consciousness.” Owing to the
nature of both the client and therapist’s shifting emotions, the ever-changingniriom
moment unfolding of improvised music, and the need to perceive and musically respond
to the conscious and unconscious dynamics which occur, the therapist’'s stream of
consciousness must be open and fluid to the fullest extent possible. Because there a

many sources of potential stimuli to observe and respond to at any given moment, the
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therapist must ultimately determine which of these elements arealijmaost salient,
and focus her clinical-musical intensions there.

The therapist’s ability to listen intently to the music—and the client’'s emsti
expressed therein—is probably the most important skill in being able to observe most
clearly what is happening in the moment. Once the music has begun, the therapist’s
consciousness must continually shift between what is emerging in her awarenes
Visually, she has to observe how the client is playing the instrument, and in particular
how the client is using his body to improvise. Emotionally, the therapist has to be
sensing and discerning the various moods, emotions, and feelings being expressed in the
client’s music and the energy behind them. Aurally, the therapist has to be aware of how
the musical elements are being used by both parties to evoke and express thresemoti
arising from moment to moment and how these musically expressed emotiansorelat
the therapeutic issue being explored. And if that were not enough, the therapist has to be
keenly aware of the dynamics of the relationship unfolding in the music—idegtdyic
monitoring transference, countertransference, projection and projectivdioaddiotn.

All these moment-to-moment awarenesses provide essential clinicah&tion to the
therapist on what roles need to be taken when working with the client in each technique

In the same way, the therapist has to shift freely from one musical role to another
when implementing AMT techniques, as indicated by the client's needs and music.

While the interplay between clinical observations and the selection of midesls
indeed complex, the central thread that holds them all together when improvisihgtis w
technigue—and what musical role(s) within that techniqgue—can best help the client

reach and express her emotion in relation to the therapeutic issue at hand? Grounded i
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this question, the therapist’s shift in musical roles can occur quite naturty elsent’s

music and her own clinical intuition provides immediate and continuous feedback. In

other words, the ability to shift consciousness and musical roles while improwging

clients becomes part of the balance between active and receptive modes of being that

seem to characterize the improvisational music therapist, and partichadpalytical

music therapist.

2) While all of these roles can be taken within the same improvisation, certain roles take
prominence over the others, depending on the technique.

Generally, two or three roles are emphasized within the same improvisgaam, a
depending upon the technique and the ongoing musical situation; however, in most cases,
the remaining roles were also used to a lesser extent. Based on which rgaseMP
prominence when implementing each technique, the following guidelines can el offe

e Holding: Structure the client’ music while empathizing with the
client’'s emotion.

e Splitting: Structure, elicit, and redirect the client’s music.

e Investigation of Emotional Investment: Structure, redirect, and elicit
the client’s music.

e Entering Into Somatic Communication: Empathize while musically
exploring the client's emotion.

e Guided Imagery: Structure the client's music while empathizing with
the client’s emotion.

e Myths: Structure and redirect the client’s music.
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e Dream Intracommunication: Structure the client’s music while
empathizing and musically exploring the client’'s emotion.

e Dream Resolution: Structure and redirect the client's music while
musically exploring the client’'s emotion.

e Exploring Relationships: Empathize while musically exploring the
client’'s emotion.

e Programmed Regression: Structure the client’s music while
empathizing with the client’'s emotion.

e Wholeness: Structure the client’s music while empathizing and
musically exploring the client’'s emotion.

e Patterns of Significance: Structure the client’'s music while
empathizing with the client’s emotion.

e Sub-verbal Communication: Empathize while musically exploring the
client’s emotion.

e Reality Rehearsal: Structure and redirect the client’s music while
empathizing with the client’s emotion.

e Affirmations/Celebrations: Empathize while musically exploring the
client’s emotion.

One of the reasons why improvisational music therapy is so therapeutically
potent—and difficult to practice well—is because the therapist can mudigiediyon
many different therapeutic roles and work on many different levels wittlide

simultaneously. The fact that these musical roles often contrast with one amiyher
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adds to the complexity. Still, the listening examples reveal how contrastisigahroles
in AMT work harmoniously together to fulfill each technique.

In AMT, the function of one the most prominent musical roles is often to provide
a grounding, receptive structure for the client’'s music, while the other muslieg)
serve more active functions, working directly with the client’'s emotions. These
dualities in the therapist’s musical role reflect the great emphasiglingh the union
and integration of opposites. Later, more will be said about the prominence of musical
opposites and musical balance in AMT.
3) Structure the client’'s music to help the client be better organized when exploring and

emotion or to provide emotional support or assistance when doing so.

This role was prominent across all techniques but used most often when the
client’s therapeutic issue required accessing the unconscious otlstreng the ego.
When accessing the unconscious, the therapist structures the music to peecbent
from experiencing an excessive flooding of emotions from the unconscious ang to hel
the client feel safe enough to explore her inner life through symbols and the hidden
emotions there. When strengthening the ego, the therapist structures theomeftect
the client’s efforts to develop conscious control of his emotions, to foster dreativi
self-expression, and to clarify his purpose in external life. It is also iengdd note that
the therapist will help to structure the client’s music whenever the thefegsthat the
client’'s emotions or music are going beyond safe or therapeutic boundaréed|ees) of
the focus of the AMT technique.

Priestley structured the client’s music through two strategiesimhgtgrounding

and tonal centering. Priestley grounded the client’s rhythms through maigtaini
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steady tempo and meter, repeating a single bass tone, parallebfiftitcsaves in the bass
register, playing soft, pentatonic chords on the basic beat, and placing chordmbetwe
and in synchrony with a client’s drum beat.

Rhythmic grounding was used for both musical and clinical purposes. Musically,
it was used to provide a rhythmic foundation for the client’s improvising, to help the
client organize his diffuse beating to an underlying pulse, and to stabilizkethiés
abruptly changing phrases, meter and tempo. Clinically, it was used to proeiioigsfe
of safety and stability, to hold the client in the tension of her feelings, and to provide a
rhythmic holding for the client’s release of tears.

Another way Priestley structured the music was by providing a tonal cerater as
base for the client’s improvising. For example, she tonally centered irgtiovis by
providing a key (major/minor), mode (pentatonic, middle-eastern, Spanish, Lyatian),
scale (whole-tone) or by improvising in a variety of styles (blues,,jang) genres (jig,
march). Priestley also tonally centered the music by providing a meldohatos pedal
point, consistent harmonic ground, organum, or chordal accompaniment, playing a theme
and variations of a melody or chord progression, and bringing musical resolution through
ending on a major chord. At times, Priestley suspended or temporarily shifteadler
center to incorporate playful musical elements such as glissandi.

Tonal centering was used for both musical and clinical purposes. Musically, it
was used to organize and support the client’'s melody and to provide emotionally
evocative music for the emergence of a client's images. Clinically, itise&sto
stabilize, contain, or serve as an emotional catalyst for releasingethiesdeelings, to

evoke specific emotions and moods, to portray specific qualities and/or feelingd evoke
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by another person, to express countertransference feelings towarehearld to bring

musical and emotional resolution to an improvisation.

4) De-center the client’s music to catalyze the client’s expression ofagmotihelp the
client symbolize parts of a conscious/unconscious conflict.

This role was prominent most often when the client’s therapeutic issue tequire
exploring conscious material or strengthening the ego and, less frequeteiysiag the
unconscious. “De-centering” (i.e., maintaining an unstable tonal center throughaton
dissonant music) is helpful when the client needs to experience to the exterttladiisa
turmoil underlying his own feelings. The therapist relies heavily on countddranse
when taking this role.

Priestley de-centered the client’s music through creating melodiesnooimas
that were atonal, dissonant, and/or chromatic. De-centering was used for bathl musi
and clinical purposes. Musically, it was used to reflect emotions of a painfalntisi,
or troubling nature, or the dissonance in the client’s relationships. Clinicallgsitised
as a catalyst for the client’s emotions, to confront or contain the client’s urmasc
feelings through the musical expression of Priestley’s countertranstgrand as a
means for expressing the client’s unshaped, inchoate, or psychotic feelings.

The prominence of de-centering in Priestley’s music and her mastertareétl
use of it to express the client’s difficult, inchoate emotions reflectintal potency and
importance in AMT. However, the countertransference issues inherent inteeiug
are significant and merit the therapist’s respectful consideratiorti&mlly, the
therapist must be able to identify and withstand extremely painful, inchoateeasor

states of mind in order to be able to musically express them on behalf of the client.
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Clinically, the therapist must monitor whether her impulse to de-center the imbased

on the client's emotional material or over-identification with the client’stems.
Conversely, the client’'s material may activate painful emotions the teeragy want to
avoid altogether for her own personal reasons, resulting in a missed clinical opportunit
to help the client connect with her authentic feelings. The therapist must aksamdis
whether the client is “pushing” her into playing atonal or dissonant music throeigh th
mechanism of projective identification (when the client induces his own feelinglmnt
therapist).

As de-centering is a technique that de-stabilizes melody, esseritiatyg
psychoanalytic perspective) disconnecting it from the center of the setfijrtical
ramifications can be profound. The therapist’s use of atonal music may engender a
strong negative reaction in the client, who may feel provoked, violated, and challenged
by it. This in turn may activate a strong countertransference within treptbras the
therapist may have her own unconscious need for doing this to the client. Thus, de-
centering is decidedly a technique that must be used judiciously and with much self-
awareness on the part of the therapist. Ongoing clinical supervision, pergmraece
with de-centering in one’s own analytical music therapy, and the developmenticilmus
competency and confidence when improvising atonally can help the therapist navigate
countertransference issues that arise when using this powerful technique.

5) Musically empathize with the client to help the client be aware of self and others, to
model musical expression of emotion, and to provide empathy, support, and
acceptance.

This role was prominent most often when the client’s therapeutic issue tequire
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strengthening of the ego and accessing the unconscious; it was used lessyredeent
exploring conscious material.

Listening to Priestley’'s music helped me understand the many dimensions of
musical empathy in AMT on a new level. Priestley had an extraordinaigahus
capacity to communicate empathy for her clients. Empathizing was one obsier m
frequently used roles, but its significance seemed to be much more than that. My own
sense is that she offered her clients an empathic presence that nftwalllyinto her
musical way of being with them. The connection between Priestley’s emotionsuaitd m
seems almost seamless.

Most often, Priestley expressed her empathy for clients’ moods and emotions by
reflecting them back through her own music using various musical techniques such as
pacing, synchronizing, imitating, and incorporating to convey the emotion she was
picking up in the client. She often seemed intent on helping the client to empathize wit
himself. Also, when clinically indicated, Priestley also empathized withrtiwgiens of
a person the client was struggling with, musically depicting what sheneththe other
person was feeling in the improvisation. Therefore, Priestley’s clinifatefn this
techniqgue were not only to express her empathy and understanding of the client’s
emotions but also to help clients develop emotional awareness and empathy for the
feelings of others.

Priestley identified two types of countertransference that she expedievhen
working with clients. “E-countertransference,” or empathic countertreersfe, occurs
when the therapist becomes aware of the sympathetic resonance of some@iftike cl

feelings through her own emotional and/or somatic awareness. So, in the e-
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countertransference, the therapist is emotionally and musically on the didectiént.
On the other hand, “c-countertransference,” or complementary countestesnts,
occurs when the therapist identifies with one of the patient’s introjects alersaver
by it or forced to imitate it. Here the therapist is emotionally and nllyspasitioned
opposite the client, identifying with the other side of the client’s struggie @ttempt to
discern what the client needs from the “other.” Both types of countertransdere
informed Priestley’s clinical and musical interventions and helped her ligagource
of her emotional resonance and empathy with clients.

Priestley musically conveyed her empathy with clients’ emotions throxgh si
strategies: imitating, synchronizing, incorporating, pacing, exaggeratidgetecting.
At times, Priestley conveyed her empathy through “imitating,” echbiaglient’s
rhythms or melodies after it had been presented. Another way Priestlethezegavas
through “synchronizing,” attempting to musically match some aspect of tn¢<lie
response by doing what the client was doing at the same time. Priesileynaiathized
with clients by “incorporating” their melodic and rhythmic motifs asearta for her own
improvisation and extending it into various keys and registers. Another wayda3riestl
empathized was through “pacing,” matching only the amount of energy or intéagity
she perceived in the client, physically or musically, not the client’s acusitmFor
example, Priestley matched a client’s high energy level by plagd,
ascending/descending arpeggiated chords that rarely resolved, maintaighgaumd
intensity, or introduced descending, chromatic tremolos to match risingridagels in a
client’'s music. At times, Priestley also conveyed her empathy by “esetgmg” or

bringing out and amplifying something that was unique about what the client was doing.
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For example, she amplified a client’s dance-like rhythm by tapping a reddtern
rhythm on the piano bench.

Finally, Priestley empathized with clients by portraying in sound wiet s
perceived the client was feeling at the time, “reflecting” in her mubat the client’s
mood or feelings might sound like, rhythmically, melodically, harmonicatig/or
dynamically. For example, she rhythmically reflected a cliemBsedy or unrest by
playing tempi and meter that were continually fluid and shifting. MelogicBhestley
reflected a client’s feeling trapped by repeating treble tones witbnrental changes in
the bass and repeating the melody over several times over differetéreghe also
reflected a client’s feeling of fragmentation and tension by playing latona
ascending/descending melodic phrases. To reflect a client’s longingf|3riglayed
ascending melodic leaps in a melody that did not resolve. Harmonically, suteih
client’s feelings of warmth and intimacy through playing maj8r 29, 6", 7", and &'
chords, whereas to reflect a client’s feeling of playfulness and joytlByipéayed
whole-tone and pentatonic scales, parallel 4ths-5thard §' chords and a wide
register range.

Empathizing was used for both musical and clinical purposes. Musically, it was
used to reinforce the client for presenting a musical motif, to increaskhethiesc
physical relatedness to the environment, and to support and stabilize the cliggital
response. Clinically, it was used to demonstrate empathy and understanding, yo conve
Priestley’s acceptance of the client’'s moods and feelings, to promotéethtéscl

emotional self-awareness, to increase the client’s comfort, to prepanestitdor
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modulating to another energy level, and to model various ways of working through
feelings.
6) Elicit the client’s music to assist and encourage the client to musically exgeass
or feelings, or to give the client primary responsibility for the improvisation.
This role was prominent most often when the client’s therapeutic issue tequire
accessing the unconscious or strengthening the ego; it was used less oftexpibieng
conscious material. Eliciting is needed when the client needs musical suppotihé
therapist to engage in musical interaction. Priestley elicited ig@’sImusic using five
strategies: repeating, modeling, making spaces, extending, and irmgrjebti elicit a
musical response, Priestley “repeated” the client’s rhythmic antétodic motif, ending
with a rest that provided the client an opportunity to respond or to repeat her own melody
several times over various keys. Occasionally, Priestley occasipnedignted
something musical for the client to emulate—such as “chasing” cantzr‘osdeling”
dynamic movement by playing rapid, complex rhythmic and melodic figures that
musically “chased” one another. Another way Priestley elicited a’sliessponse was
by “making spaces” within the structure of her improvisations, leavingémgempty
silences in the music for the client to interject sounds, playing open, pdfasé
chords, maintaining a wide register range, sustaining the pedal, or magtailong
silence after the music had ended. At times, Priestley elicited théxhesponse
through “extending,” lengthening the client’s phrase by working directly is/her
melody, overlapping her melodic phrases with the client’'s melody and/odextethe

client's musical ideas. Finally, Priestley elicited client’s rausi “interjecting,” placing
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each of her musical phrases between the client’s tones, or waitingiacain the
client’'s music to fill the gap.

Eliciting was used for both musical and clinical purpodéasically, it was used
to provide continuity and/or focus to the improvisation, to provide the client with the
musical space to respond or inject sounds, to create a feeling of spaciousness in the
music, and to hold the emotional space after a poignant musical ending. Clinically,
eliciting was used to invite the client’s participation and/or help engagéie¢hein the
music, to help the client express a complete idea or feeling, to provide almusileh
for the client’s action, to give the client primary responsibility while sgtigg options
for continuation, and to convey attentiveness and readiness to support.

Although eliciting was not a technique Priestley prominently used, in my view,
her use of the technique itself reflects the essence of who she was asahiniiprioviser
and her overall musical approach with clients. For example, the two techniqstieyrie
most often used to elicit clients’ music were: 1) making spaces in the muthe fdrent
to respond, or 2) extending the client’s rhythms or melodies to help the client express
complete feeling. Inherent in these two approaches are a balance betwsess stiiid
musical action, a balance that | believe is embedded in the way she implkesiieof
her techniques—move into the emotion, then dwell there; be silent, then forge ahead in
the music. Eliciting techniques Priestley used most infrequently werd oorsider to
be more clinically intrusive: repeating, interjecting, completing, and hmgdéwhile
these techniques were certainly part of her clinical-musical repedbieseemed to use

them sparingly and nearly always in combination with other techniques.
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7) Redirect the client’s music to shift the client from one feeling, mood, or energy stat
to another (which often may include lessening anxiety and tension), to energize or
arouse the attention of the client, to move the client out of being musically or
emotionally stuck, and to differentiate the client’s and therapist's music to help with
issues of boundaries and trust.

This role was equally prominent when the client’s therapeutic issue r@quire
exploring conscious material, accessing the unconscious, or strengthenigg.the e
Priestley redirected a client’s music using five strategies: introduwtiange,
differentiating, modulating, intensifying, and calming. Priestley introdicb@nge
through making noticeable changes in the rhythmic or melodic motifs, such as
introducing a new mode, used as themes. She also redirected the music by
“differentiating,” distinguishing and separating her own musical part fromlidwet’s by
playing rhythms that were very different from the client’s, yet corbfgmtiAnother way
Priestley redirected the client’s music was through “modulating,” grgdelzdnging
meters or keys while improvising.

At times, Priestley redirected the client’s music “intensifying,inereasing the
dynamics, tempo, rhythmic tension, and/or melodic tension. To accumulate rhythmic
tension, Priestley played an unstable tempo, highly variable rhythmic and/oereount
rhythmic figures, frequent syncopations, and playing on and off the beat or subdivisions
of the beat. To accumulate harmonic tension, Priestley played atonal, dissonant,
augmented, and diminished chords, inversions, suspensions and incremental chord
changes, or sudden, dramatic use of atonal or chromatic harmonies. To accumulate

melodic tension, Priestley played atonal, climactic phrases, unresolved
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ascending/descending phrases, continually changing her melodies and placedsssr phr
between the basic beat. Finally, Priestley dynamically intensifieshtisec through the
expressive use of a wide range of dynamics or increasing dynamiesl t& heusical

climax. Finally, Priestley redirected the music through “calming,educing the

tempo, dynamics, rhythm and/or melodic tension by introducing a simple, nepetiti
melody, shaping her chords downwards to release tension.

Redirecting was used for both musical and clinical purposes. Musically,
redirecting was used to secure the client’s attention, to excite and ertbgdient’s
improvising, to provide opportunities for releasing tension, to help the client move in
different musical directions when her music became perseverative, or iMhbacame
fixed in what she was doing. Clinically, redirecting was used to help the dlifirftem
one feeling or mood to another, to restore emotional order, to establish independence
between the client and Priestley’s roles while maintaining a relatmrtshieduce the
client’s tension and anxiety, or to symbolize the energy and intensity of asctiezsam
image.

Priestley tended to use the redirecting technique when clients wereeakisom
of emotional crossroads or impasse and was in need of her support or redirection to shift
from one emotion to another, find emotional alternatives, or restore emotional order.
Like eliciting, redirecting can be considered a more action-oriented techhmwever,
the two most frequent approaches Priestley used to redirect clients—moduidting a
intensifying—focused more on using the music to help the client to shift or release
emotions, while techniques that might be considered more directive—such as introducing

change, differentiation, or calming—were used less frequently. These musical
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approaches are consistent with eliciting and underscore the belief thatrépestise

musical efforts in AMT ultimately focus on supporting the client’'s authemtiotional

expression, rather than trying to ensure the aesthetic qualities of thesateisic.

8) Musically explore the client’s emotions to bring suppressed feelings to consc®usnes
and to express and own them fully, to bring conflicting aspects of the self into
consciousness or sort out emotional incongruities or ambivalence relating to the self
and others, to model how to make emotional transitions, or to integrate aspects of the
self.

This role was equally prominent when the client’s therapeutic issueedquir
exploring conscious material, accessing the unconscious, and strengthenou the e
Priestley often used countertransference when taking this role. To mueiqgalre the
client’'s emotions, Priestley used five strategies: holding, doubling, camgrast
integrating, and making transitions.

Priestley often used the holding technique to musically explore the client’s
emotions, providing a musical background that resonated with and contained the client’s
emotions. For example, Priestley resonated with a client’s feelingdiésaby playing
a dynamically expressive harmonic accompaniment to the client’s plaingioelynusing
minor chordal inversions that held him in the emotion; Priestley provided a sympathetic
musical structure for another client’s feelings of loneliness and anxgaty minor,
chromatic, and atonal chords. At times, Priestley used the music to exptegssfen
behalf of the client and with the client, musically “doubling” the feelings libatovas
unable to acknowledge or express fully. To double a client’s feelings of loss and

separation, Priestley played melodies based on intervals containing wideadistanc
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including sevenths, elevenths, octaves, and parallel fourths-fifths. To double a client’s
feeling of being unsupported, Priestley played a melody based on ascendergldesc
octaves, dissonant harmonies, and broken chords. To double a client’s feelings of
sadness, Priestley played a dynamically expressive harmonic accorapaugimg minor
chordal inversions that held the client in the emotion, and provided a reverberating
background for another client’s feelings of anxiety and unrest by improvisiraiydiye,
minor melody and dissonant, atonal chords as a holding for the client’s diffuse, shaky

beating.

At times, Priestley helped clients explore contrasting feelings bywiging
opposite qualities or feelings from the client, contrasting her music with éme’sli
through her use of rhythm, melody and/or timbre. Another way Priestley ediloe
client’s emotions was through her use of music to integrate conflicting g mvithin
the client’s experience. To accomplish this, she introduced elements of masicast
into the improvisation and then balanced or combined them. For example, she played
repetitious rhythmic figures to the client’s continually varying onesnter-rhythms,
syncopations, and subdivisions to the client’s steady rhythm, and a consistent amelody
harmony to contrast a client’'s random, fragmented music. Finally, Pyiastd the
music to help the client find ways within an improvisation to get from one quality or
feeling to its opposite, transitioning from music that was structurally e@atplmusic
that was clear and tonally centered.

Emotional exploration was used for both musical and clinical purposes.
Musically, emotional exploration techniques were used to model expressive frgedom

increase the client’s range of expression, to model expressive freedom, andde arovi
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musical balance for the client’'s music. Clinically, emotional explomatchniques were
used to encourage full expression of a client’s feelings while assuringdfeirelease,
to help bring suppressed feelings into the client’s awareness and to stitineiliatel|
expression, and to help the client acknowledge and accept the feelings asola/he
Other clinical uses for the emotional exploration techniques were to conestld3ts
support and understanding while also developing further empathic insights, to poepare f
sorting out incongruities in the client’'s emotions, to provide an opportunity for timé clie
to learn how to make emotional transitions, and to balance the client’s conflicting
emotions.

This group of techniques contains perhaps the most potent examples of Priestley
working on an in-depth, reconstructive level and demonstrates her emotionalityersa
as a clinical improviser. The three most prominent techniques she used—holding,
contrasting, and doubling—focus on expanding the client’s range of emotional
expression through musically helping the client separate and define fealihgselease
emotions that previously had been too difficult or threatening to share, or uncover
suppressed emotions. Listening to these examples, | was struck by ysiestle
musical/emotional sensitivity and trust in her own countertransferenaegfe® guide
her musical interventions, particularly when she used the doubling technique, and in the
absolute necessity of exploring one’s own inner music before working withsciretitis
way. Priestley truly was a musical explorer of the emotionaldeg# of humankind.
Her use of these techniques reflected an incredible courage to musidally gggions
of the client’'s emotional world that were unknown and trust that her countertragsferen

and her musical intuitions would provide the client and herself what was needed.
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In the words of Mary Priestley (1975):

The therapist is an explorer, with an attitude of curiosity and geuna the
regions of inner space. He endeavors to bring the client’s infiieuldies into
external reality by means of sound expression which can béreligh the body,
listened to through the tape recorder, thought about, discussed, expajogdd
and compared with its inner existence. He dares to take #re aljht through
her taboo areas, badlands and volcanic ranges. But only because hé, haasel
explored his own first with a guide (p. 196).
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CHAPTER EIGHT
PERSONAL NOTES
Reflections on Mary Priestley
After spending so many hours listening to Mary Priestley work with slient

musically, | regret never having had the chance to meet her in personsingmayself
in her clinical music over an extended period of time has been the most inspiring and
meaningful experience of my life in music therapy. Beyond the immense learning
afforded by the analysis of her music and techniques, the personal and musitta$ qua
reflected in her music and clinical notes have made an indelible impression upsrame
person and clinician. | was inspired by the intuitiveness, courage, and authé&micity
she demonstrated in her musical improvisations with clients. Musically, anvazed by
her incredible ability to listen to and hear the client’s music, and to musiegdigt such
a wide range of human emotions in response. Clinically, | was acutely awane of h
ability to carefully and differentially use music and words to get "to the"hafdtie
emotion, conflict, or dilemma presented by the client and move from there to the next

step.

Distinctions between Traditional and Contemporary AMT Practice

In her writing, Priestley encouraged AMT clinicians to further her original
explorations and to venture into new clinical directions with the approach. This
encouragement to further develop and expand clinical practice in AMT has been
embraced by AMT clinicians around the world, with exciting results. One of tisé m

valuable aspects of the AMT archive, in my view, is the historical perspectitfers on
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what has changed in AMT practice with regard to Priestley’s originakegion of it and
how these changes came about. Based on my study of the Priestley archive and her
clinical-musical examples, it seems to me that the model itself has ngechlauat some
aspects of AMT clinical practice have. These changes have raisrdlspyestions for
me along the way. Are the changes in contemporary AMT practice intentigrzatules
from Priestley’s original ideas or are they inevitable responses tgiolgatiinical
populations and technology? Are they merely the result of the personal clinicaschoi
and idiosyncrasies of other AMT therapists? How do these departures chaste\Psi
original philosophy, if at all? Are they merely procedural, or do they implibatbasic
philosophy of AMT?

Recent departures from Priestley’s original work need to be considered ioflight
present findings regarding that work. Of particular note are the following iTetthhs:

1) Instrumentation.Priestley traditionally used solo piano to accompany
improvisations, with very few exceptions. In her view, the piano was the mestisdf
instrument for expressing and containing the client's emotional experieaday, AMT
therapists often incorporate vocalizations or singing to accompany the icliaddition
to using many other instruments. This seems to be a significant departure istie s
original practice. In her recordings, there was a purity and simplicityriadie use of the
piano, which was refreshing and quite potent. While inclusion of the therapist’s voice
and other percussive instruments to accompany the client in contemporary AMdeprac
surely contribute to the therapist’s expressive capacities, it also harpotsntial for

transference that seems to be a significant departure and clinical choicg. To m
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knowledge, there has not been any dialogue about this in the contemporary AMT
literature.

2) Adherence to a psychoanalytic orientatidPriestley’s original practice was
grounded in a much more traditional psychoanalytic orientation than is practicedlin AM
today, particularly with regard to the ideas of Freud and Klein. Contemporary
AMT practice reflects a movement toward more humanistic, Jungian, or tramisple
approaches. The whole idea of “interpreting” music in AMT has therefotedljfiite
substantially and become more ambiguous today in ways that would seem helpful to
delineate, especially with regard to AMT clinical training and supervis

3) Recording and playbackin contemporary AMT clinical practice, entire
sessions are often taped. This is another notable departure from the orignual, rast
MP recorded only the clinical improvisations. With very few exceptions, dialogue
between the client and Priestley was not recorded; in fact, it was rarenthear a
client's voice on tape. To be sure, recording AMT sessions in their entinelbe deelpful
in documenting the verbal part of AMT sessions. However, Priestley’s cleey pol
recording only the music seemed to lend an important sense of ritual to the
improvisations and reflected a boundary between the flow of music and words thait seem
worth revisiting as AMT clinicians.

4) The Emotional SpectrunPrior to engaging in this research, Priestley’s
presentation and clinical utilization of the emotional spectrum was a dionesfsAMT
that always eluded me. To my knowledge, the emotional spectrum is not formally
utilized in current AMT assessment or clinical practice, nor is it pahteo€linical

dialogue in AMT. | believe this is a significant loss. Priestley's emotgpedtrum
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reflects, and is based on, one of her central tenets: that a music therapiatg work
is with the client's emotions. While | am not advocating a return to the westl&y
specifically used the emotional spectrum in assessment and in clirss@inse(which
she did not extensively address in her writing or refer to in her clinical notesgn
listening to her music over a period of time gave me a greater appme@atvhy she
felt it was important to "map out" a client's emotions and design concretecatide
ways to work with and think about them in music therapy.
Implications for AMT Training

Musical training

Engaging in this research highlighted for me the need for an AMT clirtigian
possess a highly developed emotional-musical vocabulary and to be able to improvise i
a wide variety of styles and modes, including atonal music. In her writing coilbject
of clinical-musical training in AMT, Priestley placed a much greater asiplon
developing a therapist's “inner way” of improvising, which may lead one to speculat
that perhaps guiding trainees in the “external way” of improvising was nofpastant
to her. My sense is that Priestley would abhor the idea of a prescribed AMEimusic
training or any kind of “how to” approach in AMT that would inhibit a therapist's
natural, emotional response to her client in music. Still, Priestley’s oliingweflects a
great enthusiasm for the value and influence her own improvisation course frgith Al
Neiman had on her both personally and professionally, particularly in prepariteg her
improvise atonally with clients. Perhaps a greater emphasis on the "EXtmuter way
of improvising in AMT—revealed through further study of Priestley’s music bad t

replication of influential components from her own music training—can bring into
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balance what I, and perhaps other AMT therapists, sense is missing from panatgm
AMT training and further enhance our preparation for the work.
Personal Work and Supervision

Priestley's extensive self-analysis, ongoing commitment to hecallini
supervision, and her self-experiences in AMT prepared her to rely as exteasisbly
did on her own countertransference and to work with people who often were dealing with
histories of trauma, abuse, or significant emotional or psychological disrass
musical examples represented in this archive therefore reflect toasdas Priestley’s
strong belief that AMT trainees need to undergo their own analysis and have self-
experiences in AMT to prepare for the dynamic complexity and emotional demands
inherent in this way of working.

Final Reflection

One of the most significant findings for me in this research was discovering the
musical logic between the way Priestley implemented her techniques andgiuatself.
In a sense, | was finally able to hear the music in her words, and the words iasi@r m
The techniques she created for use in AMT are groundbreaking in the field of music
psychotherapy and psychoanalysis because they reflect one of thedirnsbat
extensive integrations of psychoanalytic constructs with the therapedittipbof
clinical improvisation. My sense is that Priestley was inspired to apply peyalybic
approaches in her music therapy work not only because of its transformatstarefier
own life but because she intuited the depth at which both music therapy and
psychoanalytic therapy could expand and enrich the other. The musical bridge between

our inner and outer worlds that Priestley helped to create and cared so much about is
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traversed through the AMTs techniques. Each one was chosen and applied by Priestley
with great conviction, musical commitment, and respect for the deepest palieot’a c
being. The most rewarding aspect of my listening, beyond the musical studigaif “w
she was doing and “how” she did it, was simply hearing these techniques comedlive a
do what they were intended to do to—to help clients set their emotions free, experience
the beauty of their authenticity, and bring hidden, lost, or new aspects of themselves
together again.

| would like to close with a letter to me from Mary Priestley, as it capthees
essence of AMT and the basic theme underlying all the findings of this &tudy.
preparation for a music therapy conference presentation on Aesthetics iticahaly
Music Therapy in 2005, | wrote Mary Priestley a letter to request her thouglhe
subject. This is her reply:

Dear Michelle,

Thank you for your letter of 20/8/05. | looked up aestheticism in my
dictionary and it said ‘the cult of the beautiful.” This, I think is something to be
avoided. The rule is to start where the patient is which may be an angry or sad
place. It may after some minutes call up a soothing sound if this seems right at
the moment, but the aim is to allow the patient to express her (or his) fe¢lings a
that moment without feeling guilt or worried about the expression. | have often
found that patients starting with furious anger end up in tears, and patients who
start in tears end up in fury. One must let this happen and damn the aesthetics.
The therapist’s beginning place is a place to be avoided. The patient must be

allowed to lead the emotion in a way that is meaningful (and often surprising) to
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her (or him). The freedom to express her feelings will afterwards fregdrds
and understanding of her feelings.
Yours sincerely,

Mary Priestley
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APPENDIX A

| mprovisation Assessment Profiles - Abridged
© 2001 Kenneth Bruscia

IMPROVISERS AND INSTRUMENTS:

TITLE? LENGTH:
GIVENS?

SITUATIONAL CONTEXT:

OVERALL IMPRESSIONS:

WHICH MUSICAL ELEMENTS ARE MOST SALIENT?
FORM:

HOW CLEARLY FORMED ARE PHRASES?

WHICH MUSICAL ELEMENTS HAVE MOST TENSION?

ANY OTHER SOURCES OF TENSION?
(Body, Program, Lyrics, Verbal discussion
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I nstructions for Using the Rating Scales

Listen to the improvisation (or section) until you have determined whicheglts are salient
enough to be included in the analysis. Then answer the related questions bélew. If t
improvisation is monothematic, or does not require sectional analysis, Ipetlkaroark in the
appropriate place on the scale; if the improvisation has two or morensetttat have to be
analyzed separately, give each section a letter or number, and placelthat the appropriate
place on the salient scales. Keep in mind that the outer two gradients Bhaided only when
the response is so extreme that the musical element is complgtehdlibe realm of "normal”
musical experience or meaningfulness. In short, the outer two gradiphigpathology.

RHYTHMIC ELEMENTS

How related are rhythm and basic be@ttegration)
No difference |_|_| | _|Ektremely Different

How related are simultaneous rhythmic patafegration)
No difference |_|_| | | Bxtremely Different

How much do tempo, subdivision, meter chan@&iability)
No change |_|_| | | Extreme, frequent changes

How much do rhythm patterns chand®ariability)
No change |_|_| | _| Extreme, frequent changes

What role does client take with tempo/be@t@tonomy)
Mostly follows |_| | |__Mostly Leads

What role does client take with rhythrg®@utonomy)

Mostly follows |_| | Mostly Leads

TIMBRE
How closely related are simultaneous timbrélsRegration)

No difference |_|_| | _| Bxtremely Different
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How much does timbre chang@Zariability)
No change |_|_| | | Extreme, frequent changes
What role does client take with timbrg2utonomy)
Mostly follows |_| | | Mostly Leads
VOLUME
How closely related in volume are simultaneous pgrg&gration)

No difference |_|_|_|_|Ektremely Different

How much does volume chang@/ariability)

No change |_|_| | _| Extreme, frequent changes
What role does client take with volum@utonomy)
Mostly follows |_| | | Mostly Leads
TEXTURE
How different are simultaneous parts in rol@ftegration)

No difference |_|_| | | Bxtremely Different

How different are simultaneous parts in registanegration)

No difference |_|_| | _| Bxtremely Different

How much does texture chang@ariability)

No change |_|_|_| | Extreme, frequent changes
What role does client take with textur@tonomy)
Mostly follows |_| | | Mostly Leads
PHRASING
How different are simultaneous phrases in length/sh@p&gration)
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No difference |_|_| | _| Bxtremely Different

How much does phrasing chand®ariability)
No changes | _|_|_|_ | Ektreme, frequent changes

What role does client take with phrasin@atonomy)
Mostly follows |_| |__Mostly Leads

PHYSICAL ELEMENTS

How well-timed are body movements in relation to one anoffheti€éyration)
No difference |_|_| | _| Bxtremely Different

How much does body expression chan@é&tiability)
No change|_|_| | _|EXtreme, frequent changes

TONAL ELEMENTS

How well does melody fit into the scale and kélyegration)
No difference |_|_| | | Bxtremely Different

How closely related are simultaneous melod{@stegration)
No difference |_|_| | | Bxtremely Different

How closely related is melody and harmoiflyegration)
No difference |_|_|_|_| Bxtremely Different

How closely related is harmony and scale/k@g®egration)
No difference |_|_| | _| Bxtremely Different

How much do scale and key chang@€ariability)
No change |_|_| | | Eixtreme frequent changes

How much do melodies chang@Zariability)
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No change |_|_| | | Extreme frequent changes

How much does harmony chang®ariability)
No change |_|_| | | Eixtreme frequent changes
What role does client take with scale and k&y@®onomy)
Mostly follows |_| |__Mostly Leads
What role does client take with melody&utonomy)
Mostly follows |_| |__Mostly Leads
CONGRUENCE
Any incongruent musical elements?
Any physical incongruence?
Any incongruence between improvisation and verbal materials?

Any incongruence between music and interpersonal relationships?

OTHER PERTINENT INFORMATION:
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APPENDIX B

Musical Analyses

Holding Technique

MB: Example # 1
Title: “Emptiness”
Improvisers: Mary Priestley (hereafter referred to as MP) plays “Emptinesgiiano;
MB plays “Emptiness” on xylophone and drum.
Length: 4:37 (analysis: 1:00-3:35)
Situational Context: Session 20. MB arrives to the session feeling very suicidal, back to
where she was before. MB tells MP she is angry with Ross because she dednNPa
interprets, “You are very angry with me.” MB shows MP the picture of her grdnef
and two poems about death. In one, her remains at least benefit the earth. MRsinterpre
this to MB: “You want your body to be useful for something.” MB feels people are all
getting close to her and threatening her. She feels empty. During the musensts
she is in a “wet dark cavern; she suddenly feels someone near.”
Overall Clinical Impressions: The mood and emotion of this improvisation were
desolate and sad. In relation to the title, the music sounded as if the improvigers wer
expressing a person who was feeling deeply lonely, isolated, and despondent. The mood
and emotion was conveyed by the hollow, remote quality of MB’s diffuse single drum
beats, which were only intermittently related to MP’s melody and rhythmcoritrast,
MP played lyrical, gentle melodic phrases built upon held and broken minor and seventh

chords in a slow, rubato tempo.
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Musical Summary: Most salient were the contrasting qualities in MB’s and MP’s music:
MP held MB'’s rigid, heavy beats on the drum through an emotionally expressive melody
and warm harmonies that moved in time with stability and gentleness. Simi&
maintained the same moderately soft volume throughout the improvisation, whereas
MP’s volume was more variable. Initially, MP’s melody was played withemwasion,

as the top two tones of an opening A minor chord were repeated with an incrementally
changing bass on the bottom. As the chordal melody gradually began to descend more
into the bass, MP created an ornamental variation (A — Al), using broken chords as the
melody line. Harmony was also salient in MP’s frequent use of minor chorths, six
sevenths, and inversions. MP attempted to end the music as she played an F major chord
progression, but she added a closing melodic variation until MB was ready to end.
Implementation of Holding Technique: MP held MB through the stability of her tempo
and seemed intent on drawing MB into the music by helping MB place her drum beats in
a basic pulse, placing her chords between and directly on MB'’s diffuse drum Ipeats. |
this way, MP seemed to connect MB with her own vital life and the holding presence of
another person who cared for her. Through creating a sensitive, fluid, and expressive
melody supported by chords that conveyed stability and warmth, MP offered MB a
holding musical structure to both contain and provide an alternative to the emptiness and

isolation that she was experiencing.
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Holding

RK: Example # 2
Title: “Safe Place”
Improvisers: MP plays “Safe Place” on piano and also uses the piano as a gped (ta
on the bench); RK plays “Safe Place” on autoharp, cymbal, drum, xylophone, and
melodica.
Length: 3:33
Situational Context: Session 4. RK arrives to the session late, as buses were bad,
saying, “Well, what are we going to do today?” Gradually RK brings up gusstbout
life and suffering; non-reaching of goals came up. MP interprets this, dbking
guestions “Was it worth getting into therapy when it had to stop? Was heagearri
worth it for three good years?” During the music, RK feels “deep sounds a@ileagd
high sounds bad; she wanted quietness in her created world.” MP writes, “At the end she
said it was the last session until next year.”
Overall Clinical Impressions: The mood of this improvisation was calm, playful, and
warm. In relation to the title, the music sounded like the enjoyment of a childglayin
near the safety and comfort of its mother. The mood and emotion of the improvisation
were conveyed through the warmth of MP’s harmonies, with frequent use of majar thir
major sixth, and seventh chords. Dense textures (major second, ninths), open intervals
(parallel fourths-fifths), and a significant distance in register batviP and RK created
a feeling of intimacy and spaciousness. MP’s tonal “runs” up and down the piano and
spontaneity in playing the piano bench like a drum in response to RK’s music conveyed a

feeling of playfulness and freedom.
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Musical Summary: Most salient were consistent harmonic and tonal stability, as
exhibited by MP’s frequent harmonization of RK’s rhythmic figures and edtaidist of

a tonal ground of F-sharp major and F-sharp-E-flat pentatonic. Variability is MP’
texture was also salient, as MP shifted from dense to open intervals and tendedhnto play
a lower register than RK. MP held RK through providing structural clarity atabkes
rhythmic ground beneath continual changes in the tempo, meter, and rhythm of both
players. The overall calm of the music was punctuated by the use of musicabisjers
creating momentum and energy and a vibrant middle section marked by both players
tapping out dance-like, middle-eastern rhythms. At the end, MP held the client in bell
like, quiet F-sharp major piano chords in the deep bass.

Implementation of Holding Technique: MP held RK by providing a holding musical
matrix with qualities that were absent in RK’s own childhood, such as warmth (cdnveye
through major second, third, sixth and seventh chords, and dense textures such as major
second and ninths); openness (conveyed through parallel fourths-fifths) and a wide
register range); and stability (conveyed through structural clarmylesthythmic ground,
and consistent harmonic and tonal stability). MP also modeled childlike playfulness,
energy, freedom, and spontaneity for RK through tonal “runs” up and down the piano;
frequent use of harmonic inversions; dance-like rhythms; and playfully using tite pia

bench as a drum.
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Holding

RK: Example # 3
Title: “Things | Can’t Have”
Improvisers: MP plays “Things | Can’t Have” on piano; RK plays “Things | Can’t
Have” on recorder, bongo, gong, cymbal, and xylophone.
Length: 3:48
Situational Context: Session 5. RK has had a happy holiday with Herman, alone, and
was able to have small quarrels. They both have changed. RK has met his pafents. [R
and ] discuss her parents not knowing and the situation with Dieter whom she can’t
divorce; only he can ask for one. MP asks RK, “Do you want a toe in the marriage
leaving all [your] clothes there?" After the music, RK feels the sdoatith her parents
didn’t look so black; she felt that the time would come when she could tell them and be
accepted.
Overall Clinical Impressions: The mood of this improvisation was of unrest, instability
and tension, giving way to a wistful melody in the end. In relation to the title, the mus
sounded as though the improvisers were expressing ambivalence, frustration, and
sadness. The mood and emotion of the improvisation were conveyed through a
frequently unstable tonal center in both players and abrupt changes in RK’s maper, te
and instruments. Tension was conveyed through short, cyclical musical phrases that
rarely resolved and frequent alteration between major and minor keys. The nuesic e
mysteriously on an unresolved, minor chord.
Musical Summary: Most salient was the high differentiation in melody and textural

polyphony between MP and RK, as exhibited by the atonal, one-note melody MP played
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on piano with RK’s short melodic and rhythmic figures on several different instrament
MP’s atonal melody — played in a steady rhythm, tempo and moderate volume — provided
holding for RK’s abruptly changing melodic phrases, meter, and tempo. MP and RK’s
music was closely related at the end, as MP’s harmonic accompanimenginm#gafbr
facilitated a plaintive melody by RK on the recorder that sounded like a soliloquy
Implementation of Holding Technique: MP held RK in the emotional tension of the
music by maintaining an unstable tonal center through frequently shiftysgakel an
atonal melody while remaining consistent in tempo, rhythm, and volume. MP’s
symbolic, contrasting musical voice — held steady through RK’s continuous irgyriabi
timbre, melody, meter, and tempo — seemed to be a catalyst in helping R hedeas
own emotions about “the things [she] could not have” through a clear, plaintive melody
that RK initiated on the recorder. Texturally, both MP and RK underwent a shift during
this improvisation from MP’s initial role as “leader” to “accompaniss,’RK found her
musical voice and expressed her feelings.
Holding

RK: Example # 4
Title: “How | Feel”
Improvisers: MP plays “How | Feel” on piano; RK plays “How | Feel” on triangle,
drum, bongo, guiro, and cymbal.
Length: 3:20
Situational Context: Session 13. RK relates a series of difficult experiences during the
week: the terrible feeling of having to retrieve things from her old house amd $exei

husband and girlfriend there; not being able to get a work permit; feelirtg guér
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having a boyfriend; and doing badly on a school essay and not feeling valued. MP notes
that RK’s “scratchy and spiky playing” makes one want to “explode withrétirsh.”
Overall Clinical Impressions: The mood of this improvisation was of irritation,
frustration, and anxiety. In relation to the title, the music sounded as though the
improvisers were expressing the tension of being held in feelings one wants wasun a
from. The mood and emotion of this improvisation were conveyed through significant
contrasts in the salient musical elements of each player. RK’s musiaj playgevariety

of instruments, was characterized by random rhythmic patterns, unstapieaet
unpredictable variations in volume, while MP’s music maintained clarity thrithey
repetition of octaves in a moderately slow, steady pattern that she taltlennth atonal
clusters in the treble, creating an A-B-A musical structure.

Musical Summary: Most salient were the tonal and rhythmic grounding and stable
musical structure that MP provided as a holding for the random, discontinuous, and
unpredictable rhythmic patterns in RK’s music. MP’s use of bass octave®wm, a s
descending rhythmic pattern — punctuated by heavily accented atonalscingter treble

— created a steady intensity in the music. RK abruptly stopped playing whereiitri
synchronize with her rhythmic pattern on the drum. A long silence ended the music.
Implementation of Holding Technique: MP reflected the random, unpredictable and
unstable qualities of RK’s music by playing heavily accentenmhahtclusters in the treble
and held RK in the tension of her feelings through rhythmicalgurding the
improvisation with moderately slow, repetitious bass octaves. WHil@otes that RK’s
“spiky, scratchy playing made [her] want to explode with fragmg’ this was not

apparent in the music; on the contrary, MP continued to reach out tendkcally
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through the end, when RK suddenly stopped playing as MP tried to synchnatiizesr
rhythm on the drum. MP continued to hold RK in the silence following the music.
Holding

MR: EXAMPLE # 5
Title: “Unwanted”
Improvisers: MP plays “Unwanted” on piano; MR plays “Unwanted” on xylophone
Length: 3:42 (analysis: 1:17-3:42)
Situational Context: Session 64. MP notes experiencing c/t of “deep sadness.” This
improvisation was cut off by MP’s ringing telephone.
Overall Clinical Impressions: The mood of this improvisation was serious, mournful,
and sad. In relation to the title, the music sounded as if the improvisers wereiag@ess
mother holding a child crying tears of deep grief and sadness. The mood and emotion of
this improvisation were conveyed by MP’s steady parallel fifths in thetbassounded
like a heartbeat and a mournful, emotionally expressive A minor melody, supported
harmonically with minor chords that conveyed a sense of sadness, warmth, and intimacy
MR’s short, staccato ascending and descending rhythmic phrases, frequeeiyipla
counter-rhythm or between MP’s beats, contrasted significantly with MR¢s flowing
melodic lines and stable, repeating rhythms.
Musical Summary: Most salient was MP’s stable rhythmic ground, exhibited by MP’s
moderately slow, steady tempo, and an emotionally expressive A minor melody.
Harmony was also salient through MP’s A minor progression consisting of nmowts;
sevenths, ninths, and inversions. MP took a leading role in maintaining both a melodic

figure and ground to support MR’s melodic figure.
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Implementation of Holding Technique: MP held MR’s feelings of being “unwanted”
through a melody line that simultaneously expressed MR’s deeply sad emotion and
conveyed a sense of holding and comfort for this sadness through steady rhythms
resonant of a mother’s heartbeat and harmonies that conveyed warmth and intimacy
this way, MP offered MR an emotionally corrective, musical experience g safely
held in a mother’'s arms.
Holding

RK: Example # 6
Title: “The Week”
Improvisers: MP plays the role of “The Week” on piano; RK plays “The Week” on
xylophone, drum, and cymbal.
Length: 3:24
Situational Context: Session 15, last session. MP notes that RK played “very
fragmented then some feeling and breaking it off for jerky phrase themétimgi.”
Overall Clinical Impressions: The mood of the improvisation “The Week” was
unsettled, anxious, and scattered. In relation to the title, the music sounded as though the
improvisers were expressing the feeling of fragmentation and being pulled in opposing
directions. The mood and emotion of this improvisation was conveyed by the alternation
in RK’s music between short melodic phrases and longer periods of fragmantiminr
beating in a fast tempo and loud volume.
Musical Summary: Most salient was the tonal and rhythmic ground MP provided as a
holding for RK’s fragmented playing, frequently through ascending/desceatdingl

melodic phrases, major/minor harmonic chords, and chromatic figures.
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Implementation of Holding Technique: MP’s steady tempo, high volume, and clear,
repetitious rhythmic figures provided holding for RK’s diffuse, loud beating. aM®
held RK by providing a tonal ground for the intermittent, short melodies that R&t&uiti
and by rhythmically repeating or developing RK’s ideas. MP establishpdthic
rapport with RK by creating atonal melodic phrases up and down the piano and fragments
of whole tone scales to match RK’s fragmentation and ambiguity. MP also held RK i
the inherent tension of the music through the use of inversions and musical pauses and by
mirroring RK’s high sound intensity.
Holding

NH: Example # 7
Title: “Playing”
Length: 3:20
Situational Context: Session 8. MP notes: “NH started [playing] timidly, then we
played the pentatonic together and she cried and cried and cried.”
Overall Clinical Impressions: The mood and emotion of this improvisation was initially
free and playful, suddenly shifting to a tender sadness. In relation toghéhgtimusic
sounded as if the improvisers were expressing the bubbling energy and joy of a child
playing freely and suddenly releasing sadness and tears in the conyoesegce of its
mother. The mood and emotion of this improvisation were conveyed by NH’s initial,
playful tremolos and skipping rhythmic patterns accompanied by MP’s rapid
ascending/descending arpeggios in long, flowing melodic phrases sustaihedoegal.
MP’s slower, more lilting melodic phrase gave way to NH’s sudden, rapid eighgh-not

rhythms up and down the xylophone as MP played a bright chordal melody in G major
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and an octave tremolo in the deep bass. NH joined MP in a playful pentatonic melody,
maintaining a stable rhythm and meter until NH suddenly stopped and starteg cryi

MP accompanied NH'’s tears through a gradual deaccelerando, gentlyngpeati
pentatonic chords in the treble and supporting with stable parallel fifths in the bBss. M
ended the music softly on a G major chord.

Musical Summary: Most salient was melody, as both players’ initial free, playful tonal
runs, and arpeggios — bridged by a brief, legato melodic phrase by MP — led to a highly
integrated pentatonic melody. Rhythmic variability was salient in bothrglaye

movement from rapid, fluid eighth/sixteenth note patterns, to a highly rhythmic
pentatonic section in a stable tempo and meter, and finally to MP’s final deandelén

a rubato tempo. Both players’ music spanned a wide range of dynamics aratgegist
Textural roles also shifted from both players’ initial melodies as two fsguign MP as
ground to MP’s taking on the role of both figure and ground.

Implementation of Holding Technique: MP held NH by creating a playful musical
atmosphere reminiscent of the joy and freedom of a child’s play through rapidiagyegg
variability and spontaneity in rhythmic patterns, energetic surges in tempo rzenaiidy,

wide register range, and pentatonic melodies and harmonies. MP continued to hold NH
in the expression of her sadness and tears by gradually decreasing the yepigoont

soft, repetitive pentatonic chords on the basic beat, and by grounding the rhythm and
melody through stable parallel fifths in the deep bass and bringing resotuti@music

through a G major chord.
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Holding

SJ: Example # 8
Title: “Being Abandoned”
Length: 7:34 (analysis: 1:00-3:24)
Situational Context: Session 5. After 3:24, MP suddenly stops playing. SJ continues
playing alone until the end. MP notes SJ was feeling “anger” and that shezegpéra
“countertransference (hereafter referred to as c/t) torrent of aragsy’te
Overall Clinical Impressions: The mood and emotion of this improvisation was of
haunting desolation and loneliness. In relation to the title, the music sounded as though
the improvisers were expressing the profound loneliness, longing, and vulnerdfahty o
abandoned child. The mood and emotion of this improvisation were conveyed by MP’s
wide distances between intervals and frequent leaps in a chordal melody that did not
resolve; consistently fluid tempo and meter; and dense harmonic chords. SJ mayed th
muted cymbal and Tibetan bell softly in a diffuse rhythm, often between MP’s gtats
frequent, long pauses. MP’s sequenced melodic theme culminated in one dissonant,
repeating chord before suddenly dropping out with an audible, dramatic lift of the pedal
SJ continued playing the drum by herself for a full four minutes before ending the
improvisation.
Musical Analysis: Most salient was harmony, which was conveyed by MP’s sole use of
chords based in the middle and treble registers to create a melody wittuabnti
suspension and no resolution. MP’s dense harmonic chords were marked by frequent
inversions, minor seconds, major/minor sevenths, augmentations/diminutions, and

dissonance. Rhythmic grounding was salient in the fluidity of tempo and meter
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throughout the improvisation. Melody was salient in the way MP sequenced melodic
themes between the middle to treble registers and in the overall melodic shape, whi
incorporated frequent leaps and wide distances between intervals. Texwasova
salient as MP stopped playing in the middle of the improvisation and SJ went on to play
alone; textural roles then changed from MP as leader and SJ as accompahas to S
soloist.
Implementation of Holding Technique: MP held SJ harmonically through her use of
dense, complex harmonies that seemed to musically symbolize the intimacipsd a
relationship (through minor seconds, augmentation/diminution, inversions, and
dissonance), an earlier period of life (through centering the melody in the noddible
register), and longing (through ascending melodic leaps and use of widelsseiciaas
major/minor sevenths and ninths). Musically, MP empathically conveyed a sehse of t
groundlessness in being abandoned (through tempo and meter that were fluid and
continually shifting), being trapped (through sequencing the melody overediffer
registers), and being alone (through a melody consisting only of chords indithe-mi
upper treble). MP musically reenacted abandonment near the end when she suddenly
stopped playing and lifted her foot off the pedal in an audible, crisp way, leaving SJ to
continue the improvisation alone.
Holding

PC: Example # 9

Title: “The Belt”

Length: 7:31 (analysis: 1:00-4:08)
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Situational Context: Session 44. PC tells MP if he lost his job he would kill himself,
and asks, “What's the use [in living]?” MP asks, “What are the things that would make
life worth living?” PC answers, “Companionship, satisfaction with music.” MPsurge
PC, “Hang on to those things and don’t for the moment think how you’re going to get
them.” She writes, “I felt completely unprofessional but felt | had to saygive him
something to hang on to.” PC has on a bright pseudo Indian belt.

Overall Clinical Impressions: The mood and emotion of this improvisation was of deep
grief and despair. In relation to the title, the music sounded as if the impsowiser
expressing a person’s long-held tears of grief received and held byp@ ca
compassionate listener. The mood and emotion of this improvisation was conveyed by
PC's tears as MP started the improvisation with a soft, repeating tone irsthedding
slowly descending, minor chords and inversions in alternating beats. As P@ts cryi
became louder, MP’s volume also increased, and she added repeating paralteldifths
descending minor melody in octaves. As the improvisation progressed, MP’s melodic
phrases gradually began ascending and incorporating major chords, and R@'s cryi
became quieter. MP’s melody ended gently, as MP’s tempo decreased and brought
resolution to the music through a G major chord.

Musical Summary: Most salient was rhythmic and tonal grounding, exhibited by the
slow, stable tempo in MP’s repeating single-tone and parallel fifths in #se d&vad the
improvisation’s tonal center in the key of E minor. Harmony was salient through MP’
creation of melodic phrases based on minor chords, inversions, and octaves. Tension was
also salient in the way MP held the emotional tension through a cyclical melodic

structure and the incremental, harmonic changes MP added in each new chord. Volume
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was salient in the way MP continually adjusted her dynamics to support PC’s vocal
crying. Texturally, MP’s role in this improvisation was as soloist andrapeaist,
supporting PC in the release of his tears.
Implementation of Holding Technique: MP musically held PC through the emotional
expression of his tears with repeating bass tones and parallel fifths w, stdady
tempo and by playing descending minor chords to reflect PC’s falling tedudeacent
into his sadness. MP held PC harmonically by playing frequent chordal invenstbns a
suspensions and placing the incremental, harmonic changes on each new chord. MP held
PC melodically by sequencing the melody over various keys. MP held PC dyngmicall
by shifting her volume to accompany PC’s crying. MP also held by implemgesti
gradual musical transition from the expression of deep sadness and despaistodat se
peace. She did this by shifting her harmonies from minor to major, changing pleectha
her melodic phrases from descending to ascending, and introducing a musical resolution
by ending the music on a major chord. In this way, MP musically offered RGa ck
completion, grounding, and rest.
Holding

KM: Example # 10
Title: “The Fear”
Length: 1:51
Situational Context: Session 9. KM doesn't feel she could take responsibility for
placing her father into a facility on her own. MP writes “she was fairlydalibut

aware [of] what this would do to the family.”
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Overall Clinical Impressions: The mood and emotion of this improvisation was

chilling, gripping, intense fear. In relation to the title, the music sounded as though the
improvisers were expressing the somatic feeling of fear and terrmg faeartbeat,

quivering limbs, and overall constriction of the mind and body. The mood and emotion
of this improvisation were conveyed by KM’s opening tremolos and rhythmic patterns on
the wooden xylophone and MP’s rapid, descending chromatic tremolos in the treble and
octaves in the deep bass. KM’s rhythmic pattern shifted into heavily accentgd, s

tones before resuming rapid tremolos and rhythms up and down the xylophone as MP’s
chromatic tremolo clusters descended to the middle register. The music sikddd a
suddenly played several loud tones accompanied by MP’s dense, minor suspended chords
in the bass. The music ended dramatically as both players ended simultanedusly wit
MP’s audible release of the pedal.

Musical Summary: Most salient was tension in the music of both players. This tension
was exhibited rhythmically by MP and KM'’s rapid tremolos and sixteenth-ntesps

It was exhibited texturally by MP’s wide, contrasting register andmimeanges and
contrasting sound production techniques (i.e. soft, light, tremolos contrasting with loud,
heavily accented bass octaves and dense minor chords). Harmonically, tension was
exhibited harmonically by MP’s use of chromatic, descending tremolo idwsid

suspended minor chords that did not resolve and in timbre through KM’s choice of a
wooden xylophone and the placement of MP’s melodic figures in the high to middle
treble. MP’s heavy, sustained pedal and sudden, dramatic lift of the pedal asite m

ended further contributed to the tension in the music.
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Implementation of Holding Technique: MP held KM by grounding KM rhythmically
with a repeating tremolo pattern; tonally through heavily accented octavesdedp
bass; dynamically by maintaining a volume slightly louder than KM’s; harcabyi
through dissonant, heavy, and repetitive chord patterns that contained KM’s strong,
single-note beats on the xylophone; and texturally through sound production techniques
such as a heavy, sustained pedal and by ending the music in synchrony with KM through
a dramatic, audible lift of the pedal. In essence, MP conveyed empathy foy KM b
creating music that resonated somatically with her experience of fear
Splitting Technique
Splitting
RK: Example # 1
Title: “Observer/Active”
Improvisers: MP plays “Observer” then “Active” on piano; RK plays “Active” then
“Observer” on xylophone, cymbal, and drum.
Length: 3:15
Situational Context: Session 7. RK believes her infidelity to her husband was caused by
a “split between her observer [self], cool and analytical, and her activeagieself that
dictates circumstances and [leads her to feel] she has no choice.” MhabRRK’'s
playing is “very faint and feeble,” and that she experiences c/t of “ddsgasecurity.”
Overall Clinical Impressions: The mood of this improvisation was marked by the vivid
contrast between the vital, driven quality of MP’s music and the faint, almosthhaudi
playing of RK. In relation to the title, the music sounded as though the improvigers we

expressing the energy of a person actively engaged in life and a person who is
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overwhelmed and isolated in life. The mood and emotion of the improvisation were
conveyed through MP’s16-note rhythms set against a lively Spanish idiom, and RK'’s
soft, fragmented rhythms often played randomly and between long silences.aNéwst s
were the highly differentiated roles between the two players — MP’sydlaality and

RK’s ambiguity/passivity — and MP’s dynamic of rapid tempi, frequent coulmyghms,

and syncopation.

Musical Summary: Most salient was the active role MP conveyed in this split by
starting the music and taking the lead in establishing the melodic/rhytiyuie find

ground for the entire improvisation. MP’s rapid, unrelenting tempi in the bass, accente
by frequent counter rhythms and a syncopated Spanish melody played in the treble,
created a dense melodic texture that contrasted starkly with RK’s vagremtoigous
melodic and rhythmic phrases. The music ended as MP brought resolution through a
shift to F-major pentatonic.

Implementation of Splitting Technique: MP symbolically represented the struggle for
RK to integrate a more active, vital self by musically taking on this goleng RK the
opportunity to interact with — and not be dominated by — this more dynamic side of her.
MP musically conveyed RK’s “active” side by playing rapid, sixteenth riotdhms,
frequent, counter-rhythms, and syncopations in a lively, densely textured Spanish idiom

MP’s reported c/t feelings of “desperate insecurity” were not apparent inugie.m
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Splitting

MB: EXAMPLE # 2
Title: “Blue and Orange”
Improvisers: MP plays “Blue and Orange” on piano; MB plays “Blue and Orange” on
bongo drum and cymbal.
Length: 6:02 (analysis: 2:27-5:33)
Situational Context: Session 39. MB begins the session recounting a dream in which “a
man was touching [her] and she couldn’t scream.” MP explains her choice of fi8lue a
Orange” as the title: “I thought this union of opposites [‘blue and orange’] might
symbolize a sexual relationship without arousing defenses...by c/t | plagedsdike a
scream and [MB] said she felt like that.”
Overall Clinical Impressions: The mood and emotion of this improvisation was solemn,
formal, and uneasy. In relation to the title, the music sounded as if the improvisers wer
expressing two people who were relating in a stiff, wooden manner, cut off frong$ee
MP’s musical “scream” suddenly imbued the improvisation with dynamic expness
The mood and emotion of this improvisation was conveyed by the rigidity in MB’s
playing, manifested in the persistent rhythmic pattern she repeated ovetirthe e
improvisation. The solemn, formal quality of the music was conveyed by MP’s short
melodic phrases, which consistently resolved with little tension and were gppgra
lilting bass ostinato that generally remained stable in tempo, meter, and voMiPe
c/t of a person screaming —played spontaneously as heavily accented, rhythdsdrchor
the treble — was all the more jarring given the stability of the raustntext preceding
it.
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Musical Summary: Most salient was MB’s short, perseverative eighth-note rhythmic
figure, which was often not grounded in MP’s basic pulse. MP’s music was highly
structured by a continuous bass ostinato between the octave and the fifth, and an A
minor/D minor melody that varied texturally (through shifting registans)

harmonically (through shifts from tonality to atonality, major to minor). Tense&s w
salient in MP’s sudden, loud burst of treble atonal chords played in a triplet counter-
rhythm, immediately followed by a firm D minor chord in the middle registéis T
sudden musical “scream” seemed to briefly lead MB into a freer, more interac
expression on the drum and cymbal. Except for MP’s loud atonal chords, the overall
volume remained moderately soft and closely related in the musical parts of lyetis.pla
Implementation of Splitting Technique: MP notes that she titled this improvisation
“Blue and Orange” with the idea that this union of opposites might symbolizeial sex
relationship without arousing MB’s defenses. The need for this symbolization and visual
structure of the colors would have been especially important given théschiestory of
sexual abuse by her father. MP’s melody and rhythm were highly structuresidrow
she consistently placed MB’s own rigid, repetitive pattern as a subtle coyttem to

her music and also played out her own c/t of a “scream” as counter-rhythmic, atonal
chords. Drawing upon rhythm as a most basic, physical connection to the body, MP
worked to create a subtle musical tension by unifying the opposing rhythms of both
players behind a melody that contained qualities of formality and greditgtaMP’s
decision to play out her c/t seemed to free MB’s own musical expression, exhibited by
her own sudden change to a more dynamic instrument (cymbal) that she played

interactively, with more variation in rhythm, tempo, and volume.
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Splitting

RK: Example # 3
Title: “Selfish/Social”
Improvisers: MP plays “Selfish/Social” on piano; RK plays “Selfish/Social” on
xylophone, drum, cymbal, bongo, chimes, bells, and tambourine.
Length: 5:42 (analysis: 1:32-4:37)
Situational Context: Session 3. For this improvisation, MP suggests that RK focus on
the idea of “love thyself.”
Overall Clinical Impressions: The mood of this improvisation was explorative,
reflective, and gentle. In relation to the title, the music sounded as though the
improvisers were expressing a parent gently following a young child guike
exploration of play. The mood and emotion of this improvisation were conveyed by the
fluidity of MP’s melodic and harmonic accompaniment to RK’s continually shifting
melodic phrases and rhythmic patterns on many different instruments. Tityeacidr
simplicity of MP’s single-note melodies, parallel fourths-fifths, and fragjuse of the
pentatonic reflected the childlike nature of the improvisation. Slow tempi, a nglera
soft volume, and lack of a consistent pulse or meter in both players gave the music a
sense of spaciousness and peace.
Musical Summary: Most salient was MP’s harmonic incorporation of RK’s changing
melodies, rhythms, and timbres, which created a high level of musical imegrainal
ground was highly variable in both players, as exhibited by the use of a wigeafang
continually changing key centers and scales. Throughout the improvisation, RK

maintained her role as leader and MP as accompanist.
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Implementation of Splitting Technique: MP’s establishment of a fluid, yet stable
ground provided an open, holding space for the emergence of RK’s musical impulses,
which offered RK the experience of taking a leading role in the improvisation as
something positive, not “selfish.” At the same time, MP held RK by harmonically
incorporating RK’s continually changing melodies, rhythms, and timbres, aating
music that evoked a feeling of childhood (parallel fourths-fifths, pentatonic mode, and
single-note melodies). Perhaps in this way, RK was able to feel the safetgeaahi to
explore a more assertive, playful part of herself, held as she was by MAnnslee
Splitting

RK: Example # 4
Title: “Dieter: Bad/Good”
Improvisers: MP plays the role of “Bad” on piano; RK plays role of “Bad” on drum,
bells, xylophone, ratchet, and autoharp.
Length: 7:00 (analysis: 1:00-2:50)
Situational Context: Session 11. MP writes: “Dieter wanted a divorce...We played
[RK’s] ambivalence towards Dieter. It was head music, not touching the depths. W
listened to it and she cried a bit. | said she had a bit that didn’t want to be brave and
independent and she must listen to it too.”
Overall Clinical Impressions: The mood of the improvisation “Dieter: Bad” was tense
and ambivalent. In relation to the title, the music sounded as if the improvisers were
expressing a person who has a strong negative reaction to another person and who is als
avoiding her own deeper feelings. The mood and emotion of this improvisation was

conveyed by the marked differences between the voices of the two players, who
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musically seemed to take on the roles of MP as “Bad Dieter” and RK as herns&lf. R
musical voice was often fragmented with wide range of timbre, abrupt chargeno
tonal/rhythmic center. MP’s musical voice presented dense, somewhat pneocati
atonal chords and musical structure through repetitious rhythmic figurestnellefbass
that sounded almost Gershwin-esque, as if MP were carrying the emotion and energy of
both players.

Musical Summary: Most salient was tension, as exhibited in MP’s music by frequent
accelerando/ deaccelerando, unstable tonal centers, and moderately loud to very loud
volume in both players. Tension was also exhibited through the contrast between RK'’s
diffuse, shaky, often random rhythms and MP’s clear, rhythmic figures andhiaathy
complex, often atonal chords and melodies. The musical interaction between the two
players also highlighted tension, as MP’s direct musical phrases seemqulitp BK's
movement toward and away from MP.

Implementation of Splitting Technique: MP’s musically represented various
dimensions of RK’s struggle to integrate her feelings about the good/bad in ieter b
presenting musical phrases that alternated between the treble/basefmalk),

frequent shifts between major/minor keys, and atonal chords and melodic phrases that
often remained unresolved. MP established empathic rapport with RK by synakgonizi
and incorporating her rhythmic figures into the harmony of the music as a whole and

offering a musical portrait of the deeper feelings that she may have abcelatienship.
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Splitting

RK: Example # 5
Title: “Dependent/Independent”
Improvisers: MP plays the role of “Dependent” on piano and RK plays the role of
“Dependent” on recorder; MP plays the role of “Independent” on piano, and RK plays the
role of “Independent” on cymbal, xylophone, and drum.
Length: 6:00 (Dependent: 1:00-2:56; Independent 3:41-6:00)
Situational Context: Session 10. MP notes: “[RK] didn’t mind being dependent on
something beautiful and didn’t feel the need to be totally dominant.”
Dependent:
Overall Clinical Impressions: The mood of the improvisation “Dependent” was
intimate, reflective, and emotionally compelling. In relation to the title music
sounded as though the improvisers were expressing the existential and emotional
dimensions of being dependent and depending upon another person. The mood and
emotion of this improvisation was conveyed by the movement from musical
differentiation to integration in both players. Initially, the melodies in MP a€d R
music formed two melodies that highly contrasted from one another in pitch rggiste
phrase length, and shape: both players were independent of one another (MP figure, RK
figure). In the middle section, MP became accompanist to a beautiful meloatechy
RK with both players centered in the treble: the music of both players was both
independent and interdependent (MP ground, RK figure). After a short, playful period

incorporating one another’s musical phrases, MP completed the last note of RK’s
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melody, resolving on a major chord that seemed to point toward a new direction: both
players were musically synchronous (MP and RK figure).

Musical Summary: Most salient were MP’s use of tension to hold RK in the emotion of
her own melody and the overall high level of melodic integration between MP and RK.
In the opening section of the improvisation that MP began, ascending octaves
incorporating the whole tone scale formed long, sweeping musical phrasesthzatly

rose and fell in a slow, fluid rhythm. Frequent pauses in MP’s phrasing createska se

of expectation and openness in the music for RK. Integration between MP and RK was
conveyed by frequent incorporation of each other’s melodic phrases and the ending
synchrony in RK’s melody, as initiated by MP.

| ndependent:

Overall Clinical Impressions: The mood of the improvisation “Independent” was

playful, robust, and explorative. In relation to the title, the music sounded as if the
improvisers were expressing the freedom to be authentic in a close relationship. T
mood and emotion of this improvisation was conveyed by MP’s frequent use of
pentatonic melodies, distinct musical sections that varied widely in key, sodle, a
melodic phrasing, and the overall balance between differentiation and synatnimoii i
players.

Musical Summary: Most salient was MP’s harmony, tonal ground in the deep bass, and
the lead role in initiating rhythmic figures to structure and incorporate Ri§thmic
patterns on the xylophone and cymbal. The ending was similar to the first impoovisat
Dependent: MP played a melodic pattern in octaves, and chose to end the improvisation

herself.
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Implementation of Splitting Technique: MP musically represented the split within RK
between independence and dependence by reflecting the experience of both in their
musical relationship. As RK playéddependenceMP musically reflected back RK’s
rhythmic and melodic phrases and/or provided a tonal or rhythmic grounding for her
expression. MP also provided a sense of spaciousness in the music for RK through the
frequent use of octaves, fluid rhythms free of meter, and making space in théanusic
RK. MP maintained independence in her own music by musically introducing change,
creating musical transitions and counter-melodies, and taking the lead roggninitg
and ending the improvisations. As RK play@ependenceMP harmonically intensified
the emotional qualities inherent in RK’s melody through the use of inversions,
suspensions, and major/minor progressions. MP’s incorporation, synchronization, and
extension of RK’s melodies reflected the interdependence and musical yntimac
developing between them.
Splitting

SD: Example # 6
Title: “Being Murdered/Murdering”
Length: 5:07 (analysis: 1:00-2:00)
Situational Context: Session 2. SD reports not being able to sleep after her previous
session when MP had asked her if she felt like a murderer after her abortion. 4P not
the feelings that SD expressed during the music seemed “quite real, ggerhguilt,”
but that the “feelings seem to be reversed.”

Being Murdered
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Overall Clinical Impressions: The mood and emotion of this improvisation was
fragmented, conflicted, ambivalent, and tragic. In relation to the title, the saisded

as though the improvisers were expressing a person experiencing fetlings o
fragmentation and hopelessness. The mood and emotion of this improvisation were
conveyed by MP’s dense, complex, chromatic harmonies; frequent use of dissonant
intervals such as minor seconds, minor sevenths, and augmentations/diminutions; wide
interval ranges; short melodic phrases that were continually and abrugtigiich; and

an overall lack of tonal center. SD played several instruments — including the drum,
xylophone and temple blocks — randomly or on MB'’s off-beats, with periods of silence in
between.

Musical Analysis: Most salient was tension, exhibited by MP’s frequent use of dissonant
intervals and complex, chromatic harmonies; a consistent lack of tonal center; a
abruptly changing melodic phrases. Tension was also salient in SD’sritesaqd
unpredictable shifts in timbre exhibited by her frequent change of instrunmehlzchk of
rhythmic grounding conveyed by frequently random beats that did not coincide with
MP’s basic beat. Texturally, MP’s role in this improvisation was leadér St as
accompanist.

Murdering

Length: analysis: 5:07 (analysis: 2:20-4:40)

Overall Clinical Impressions: The mood and emotion of this improvisation was

haunting and eerie. In relation to the title, the music sounded as though the improvisers
were expressing the quiet space left behind after a tragedy. The mood and emotion of

this improvisation was conveyed by SD'’s flute, which she played with a breathtyquali
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with frequent alteration between major/minor seconds and short, chromatically
descending melodic lines. MP maintained a steady beat through an ostinatoipatter
bass using octaves, and provided an F-sharp major harmonic accompaniment to SD’s
melody with a wide intervallic range. MP initially placed each chord on thbeHt. As

the music progressed, MP’s rhythmic figures expanded slightly to include sutkvadi

the beat.

Musical Analysis: Most salient was SD’s flute melody based on short, often
chromatically descending melodic phrases marked by frequent alteratiareebe
major/minor seconds. MP provided rhythmic and tonal grounding by maintaining a
steady bass ostinato pattern in a moderate tempo and harmonic chords centeyad tonall
the key of F-sharp major. MP’s harmony was salient through her primary usgoof m
chords consisting of frequent inversions and a wide intervallic range (minorlsgvent
elevenths, octaves, and parallel fourths-fifths). Textural roles shiftecsin thi
improvisation as SD was leader, and MP was accompanist.

Implementation of Splitting Technique: In the improvisation “Being Murdered,” MP
seemed to mirror a sense of inner fragmentation, tragedy, and the compiegsfetl
ambivalence that SD may have experienced surrounding her abortion by creatg mus
with complexity and tension. MP did this through the frequent use of dense, chromatic
harmonies, dissonant intervals including minor seconds, minor sevenths, and
augmented/diminished chords. MP’s lack of a consistent tonal center, widelinterva
ranges, and short, abruptly changing melodic phrases created a sins@aos&ension

and groundlessness. By contrast, the tension in the second improvisation, “Murdering,”

was quiet and eerie led by SD’s haunting melody on the flute. MP provided a rhythmic
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and tonal grounding for SD by providing a steady ostinato pattern in the bass with an F-
sharp minor accompaniment. MP’s placement of one chord on each beat further
grounded SD’s melody and mirrored its musical tension and suspension through frequent
use of harmonic inversions. Lastly, MP seemed to reflect feelings of lospayason
that SD may have experienced by musically creating wide distanceshatwervals
and frequently using minor sevenths, elevenths, octaves, and parallel fdtimgs-fi
Splitting

SJ: Example # 7
Title: “Inside Myself/Outside”
Inside Myself
Improvisers: MP plays “Outside Myself’ on piano; SJ plays “Inside Myself” on cymbal,
bells, and xylophone.
Length: 4:05 (analysis: 1:00-2:06)
Situational Context: Session 2. SJ speaks of feeling that “the outside and inside [of her]
were different; people thought [SJ was] hard and independent and men felt afraidl of her
MP notes that in the end of the music, SJ is harder, and MP is softer. MP writes, “l had a
c/t feeling of warmth towards her.”
Overall Clinical Impressions: The mood and emotion of the improvisation were
aggressive, provocative, and penetrating. In relation to the title, the music sounded as
though the improvisers were expressing a forceful, driven, and hardened person,
contrasted with an anxious, timid, and vulnerable person. The mood and emotion of this
improvisation were conveyed by the immediate contrast between SJ’s dytseifte

opening cymbal beats and MP’s loud, heavily accented, dissonant chords in the treble and
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middle registers. As MP introduced steady, repeating inverted minor chords in the
middle register, SJ played moderately soft, rapid rhythmic patterns on tphaye
between MP’s beats or the open spaces that MP left between her dissonant csbels, as
waited at times for SJ to play before resuming again. MP suddenly played loud,
dissonant chords in an ascending/ descending syncopated rhythmic pattern before
returning again to inverted chords on the basic beat. MP repeated this pattern of
juxtaposing syncopated, dissonant chords with inverted, rhythmically stable dimesels t
times during this musical excerpt.

Musical Analysis: Most salient was tension, conveyed by the significant musical
contrasts between both players in volume (MP’s wide dynamic rérg)et¢ SJ’'s
consistently soft); harmony (MP’s complex, dissonance chords to SJ’'s consonance);
texture (MP’s wide register range to SJ’s narrow range), and overall sound producti
(MP’s heavy, staccato accents and pedal to SJ’s lighter sounds on all instjument
Tension was also salient in the musical space between MP’s dissonant charlds, whi
highlighted the silence before and after SJ’s added tones.

Outside Myself

Improvisers: MP plays “Inside Myself’ on piano; SJ plays “Outside Myself’ on
tambourine.

Length: (analysis: 2:26-4:05)

Overall Clinical Impressions: The mood and emotion of this improvisation was
gripping, mysterious, and reverent. In relation to the title, the music sounded as though
the improvisers were expressing a person beholding the inner mystery of antither

warmth and reverence, despite the other’s resistance. The mood and emotion of this
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improvisation were conveyed by MP’s slow, minor inverted harmonic chords that
changed incrementally on each beat. As MP played a major seventh chord, 8/sudde
rattled the tambourine loudly several times before resuming her silencaddé¢d

grounding, descending bass tones, continuing to play in a slow, steady tempo as her
major/minor seventh chords descended to a final F major seventh chord, which ghe softl
repeated several times with increasing lengths of silence in betwees.cM®as

conveyed by the warmth of her harmonies (seventh chords) and stability of tempo and
rhythm.

Musical Analysis: Most salient was harmony, conveyed by MP’s descending bass
melodic line formed by harmonies that consisted of inversions, major/minor chords,
major seventiand ninth chords. Rhythmic ground was also salient, as MP maintained a
steady pulse, placing one chord on each beat. Tension was salient through the
incremental harmonic changes that MP played from one chord to the next, the suspense
created by MP’s chordal inversions, MP’s continually soft volume, and SJ's sudden, loud
rattling of the tambourine in the middle of the improvisation. Tension was also exhibited
by the silence SJ maintained throughout, and at the end, as MP spaced her chords further
and further apart and both players held the silence after the music ended.
Implementation of Splitting Technique: MP musically highlighted the tension between
SJ’s “outside” way of being in the world and “inside” way by playing music that
contrasted with SJ’s in volume (MP’s wide dynamic rarifyp)(to SJ’s consistently

soft); harmony (MP’s complex, dissonance chords to SJ’s consonance); textise (MP
wide register range to SJ’s narrow range) and overall sound production (MPys heav

staccato accents and pedal to SJ’s lighter sounds on all instruments). Tessidsowa
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salient in the silence between MP’s chords and at the end of the improvisation. MP
seems to express her c/t of warmth through her seventh and ninth harmonies, steady
tempo reminiscent of a heartbeat, and soft volume.
Splitting

CM: Example # 8
Title: “Man/Woman”
Improvisers: MP plays “woman” on piano; CM plays “man” on xylophone.
Man
Length: 3:00 (analysis: 1:00-1:28)
Situational Context: Session 2. CM speaks of feeling split between the man inside of
her whom she describes as “working, perfectionist[ic] and busy,” and a woman she
describes as “unable to act.” MP notes that as “man,” she had c/t of feelpgralely
unsupported.” CM confirms afterwards that “she has a feeling of fallgtgeistops
being busy and working [and] can’t relax at all.”
Overall Clinical Impressions: The mood and emotion of this improvisation was of
sadness and quiet unrest. In relation to the title, the music sounded as though the
improvisers were expressing a young child trying to emerge but who keeags bei
oppressed by another person. The mood and emotion of this improvisation in CM’s role
as “man” were conveyed by the heavy, wooden sound quality of CM’s xylophone, as she
loudly played a wide variety of diffuse rhythms consistently ahead of bH3E beat
over the full range of the instrument. MP’s role as “woman” was a marked cdatrast
CM, as she played a quiet, cyclic, minor melodic theme characterized by the gradua

opening out of intervals including major second, third, fourth, and fifth, returning to a
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major second interval at the end. MP supported her melody with dense major/minor
harmonies that frequently included sevenths and ninths and changed incrementally on
each chord. MP’s continual shift between a 3/4 and 4/4 meter and ending on an
unresolved, minor chord also contributed to the music’s sense of unrest.

Musical Analysis: Most salient was MP’s cyclic melodic theme, incorporating the
gradual movement between the intervals major second-third-fourth, pardtlelrfijor
second. Rhythmic ground was also salient through MP’s juxtaposition of a stehbly, sta
tempo with a continually shifting 3/4 and 4/4 meter. Contrasts in rhythm, volume, and
texture in both players were also salient: CM’s loud, diffuse rhythmic pattegre
generally played in a tempo slightly ahead of MP’s and over a wide registgr, while
MP’s steady tempo and soft, repetitive rhythmic patterns centered inddéemegister.
Harmony was salient through MP’s frequent use of inversions, sevenths, ninths, and
dense major/minor chords, which changed incrementally on each beat.

Woman

Improvisers: MP plays “Man” on piano; CM plays “Woman” on xylophone.

Length: (analysis: 1:30-3:00)

Overall Clinical Impressions: The mood and emotion of this improvisation was
provocative, urgent, and aggressive. In relation to the title, the music sounded as if the
improvisers were expressing an anxious, busy person aggressively pushing upagainst
more reserved, isolated, and vulnerable person. The mood and emotion of this
improvisation were conveyed in CM’s role as “woman” through her soft, slow, single
tones on the xylophone which did not coincide with MP’s rapid or rhythmic patterns

tempo at all. MP’s role as “man” was marked by a loud melody that frequently
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incorporated ascending/descending chromatic octaves; dissonant harmsteischnd
broken, inverted, and augmented chords. Throughout this improvisation, MP maintained
a rapid tempo and wide variety of rhythms and counter-rhythms with frequent
syncopation. The music ended abruptly, as both players stopped playing simultaneously
in the middle of MP’s rapid repetition of an inverted chord.

Musical Analysis: Most salient was tension, exhibited by MP’s use of melody and
harmony to create dissonance and suspense, and her frequent use of dissonant, broken,
inverted, and augmented chords and ascending/descending chromatic octaviesy Rhyt
and tempo were also salient through MP’s use of rapid, highly variable rhythmsreount
rhythms, syncopation, and the musical spaces that MP included between CM’'byeats;
contrast, CM’s tempo and rhythms were markedly slower and less complex, as she
played steady, ascending/descending tones throughout. Dynamics in both players’ musi
were also salient, as MP maintained a loud volume throughout, while CM’s volume
remained soft.

Implementation of Splitting Technique: MP represented the split between CM’s inner
“man” and “woman” by highlighting the significant contrasts and tensiondsstweach

figure, especially in ways that seemed to emphasize the impact of one upon théother.
MP’s role as “woman,” MP seemed to musically represent CM’s innexgiglie to act”
through her creation of a melody based on intervals (major second-third-fouatkelpar

fifth —major second) that gradually opened from one to the other, only to contrarct agai
MP also musically represented a sense of inner contraction and resthotioght dense,
major/minor harmonies that frequently incorporated intervals such as sevetthisths

and changed incrementally on each chord. MP’s continual alternation between a 3/4 and
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4/4 meter further contributed to the underlying tension of the music. In MP’s role as
“man,” MP musically represented CM’s “working, perfectionistic, and busy&r man
by maintaining a rapid tempo, consistently loud volume, and by the frequent spaces that
MP created between CM'’s quiet tones, which created a musically provocéticte &P
seemed to represent her c/t of feeling “desperately unsupported” throuightmatis
lacked a stable rhythmic or tonal ground: rhythmically, MP’s patterns corinual
changed and incorporated frequent counter-rhythms and syncopations; meloliiEally
created a melody based on ascending/descending chromatic octaves; reiynbdtfc
incorporated dissonant harmonies and broken, inverted, and augmented chords.
Investigation of Emotional Investment Technique
Investigation of Emotional Investment
FP: Example # 1
Title: “Being the Children”
Improvisers: MP plays “FP” on piano; FP plays “being the children” on xylophone.
Length: 7:05 (analysis: 2:24-7:05)
Situational Context: Session 27. FP opens the session by saying that she is furious at
having to keep discipline at school and angry with herself for doing it. MP wonders what
part of herself FP was having to discipline. MP notes that FP felt “she wasgl¢ind
improvisation] but on hearing the playback saw that | was, but with her music.”
Overall Clinical Impression: The mood and emotion of this improvisation were initially
anxious and chaotic, slowly changing to a more introspective centerednesiatidm ito
the title, the music sounded as though the improvisers were expressing the movement

from anger and confusion to acceptance and peace. The mood and emotion of this
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improvisation were conveyed by FP’s initially diffuse rhythmic patterngeplan a

rapid tempo over the entire length of the xylophone. Similarly, MP’s initialngayas
marked by widely contrasting rhythms, frequent use of atonality and chrasmatigth

no tonal center, and frequent, abrupt changes in register. MP’s gradual transitiba into t
Dorian mode led to higher integration in the music of both players: FP’s rhythms became
significantly more related to MP’s basic beat; both melodies becamecemtezed in
register; and the overall dynamic range became less variable, asiftethte a

moderately soft volume until the end. MP’s ending on a treble, dominant tone gave the
music a sense of both resolution and heightened expectation; FP stopped playing soon
thereafter, and the music ended without resolution.

Musical Summary: Most salient was the high variability in rhythm, texture (FP, MP)

and timbre (MP) until nearly the end, when MP created a tonal center using tae Dori
mode. MP also used a wide range of abruptly shifting harmonies, including: atonality
tonality, chromaticism, and the Dorian mode. Initially, FP’s tempo and meter wer
steady but diffuse, coinciding only occasionally with MP’s own widely changing
rhythms. Similarly, the timbre of MP’s music was highly variable, as couMeye

frequent and abrupt shifts between staccato articulation of rhythmicrsatiegato

chords sustained by the pedal, and a Dorian melody in octaves near the end. In both
players’ music, texture was salient in the breadth of pitch ranges used ared)tienfy
abrupt changes in register. Textural roles also varied over the course of the
improvisation: initially, both MP and FP’s parts were two figures; MPé& latroduction

of the Dorian mode added a rhythmic ground and tonal center to FP’s figure. MP took a

leading role in this improvisation, exhibited by her overall pacing of the mudic. M
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initiated the ending by sustaining a single dominant tone in the treble regRter

continued playing soft, steady tones in MP’s basic beat before dropping out.
Implementation of Investigation of Emotional Investment TechniqueMP intensified

FP’s initially diffuse, chaotic musical expression by playing highlyakde rhythms,
harmonies, and timbre with no rhythmic or tonal ground. This approach seemed to both
anchor FP in the emotion of her expression while also keeping the possibilities open for
whatever would unfold. As FP was possibly projecting her feelings about disaplini

her children onto them, MP used the splitting technique: she took a leading role in the
improvisation, giving FP the opportunity to step out of the disciplinary role to be-=led”
FP did not consciously perceive that MP was doing this — and to separate out her own
anger at herself from her anger at the children. MP introduced significamgecinatne
improvisation through the Dorian mode, which seemed to have a grounding, integrative
effect on the music of both players.

Investigation of Emotional Investment

GF: EXAMPLE # 2
Title: “Mother and Father”
Improvisers: MP plays “Mother and Father” on piano; GF plays “Mother and Father” on
cymbal, bell tree, xylophone, and drum.
Length: 5:55 (analysis: 1:00-2:09)
Situational Context: Session 5. GF speaks of feeling she is responsible for her parents’
unhappy marriage “and had to be therapist to prove she could make reparation, to make a

perfect relationship.”
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Overall Clinical Impressions: The mood and emotion of this improvisation were
unsettled, plaintive, and tense. In relation to the title, the music sounded as if the
improvisers were expressing a descent into feelings that were conflinteetsa, and
unresolved. The mood and emotion of this improvisation was conveyed by the high
variability in range and frequent, abrupt changes in both players’ tempi, rhytinehodic
ideas, harmonies, timbres, and range of dynamics used. GF began the improvisation
mysteriously, playing soft, intermittent cymbal and jangling bells agpMiEd a series

of short ascending/descending phrases composed of dense harmonic inversions.
Following a brief transition initiated by MP, GF’s plaintive melody on theplbne
became a sad duet between the two players. GF’s drum beats, played in a rapid
accelerando and crescendo, led to a dramatic musical climax that MP suppibrted w
chromatic, atonal chords in alternating registers and accented rigolumr-rhythms.
Musical Analysis: Most salient was tension, as exhibited by: the structural complexity of
the music; MP’s frequent use of inversions, atonality, and chromatic harmonies, which
imbued the music with a feeling of suspense; and both players’ continuous forward
motion, leading to the final musical climax. Variability was also salienth@range of
continuous, yet meaningful musical changes in both players’ music was significant i
nearly all the elements; yet, the contrasting musical directions flowedinooth,
compatible way. This improvisation was also highly integrated: MP accompakisd G
continually shifting, yet substantial rhythmic and melodic themes so glibselthe two
musical voices seemed to move seamlessly between being a singlafigugeund and

two distinct, interconnected melodies.
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Implementation of Investigation of Emotional Investment TechniqueMP established
empathic rapport with GF’s intense and complex feelings toward her phyecrtsating
music that was structurally complex, with great tension and ambiguity. MPifigéns
the music’s underlying tension by creating dense, complex harmonies, iiniggurad
extending GF’s melodic expressions, and grounding GF’s rhythms in synchronous tempi.
The two symbolic, musical “voices” of GF and MP, shifting continually betweergbein
independent and interdependent, were reflective of an intimate relationshimgo@ér
the opportunity to explore feelings about her mother and father.

Investigation of Emotional Investment

MB: Example # 3

Title: “Dead and Alive”
Improvisers: MP plays “Dead and Alive” on piano; MB plays “Dead and Alive” on
xylophone, drum, and cymbal.
Length: 5:50
Situational Context: Session 46. MP describes the music as “very dramatic,” reporting
a “strong c/t of vicious anger which | played and soon [MB] started affirmahyeéhmic
pounding on the drum; [the music became] more erratic and [I had] a c/t of sadness.”
Overall Clinical Impressions: The mood of this improvisation was dramatic, dark, and
emotive. In relation to the title, the music sounded as though the improvisers were
bringing emotions of anger and sadness into consciousness that were elidited by t
theme of death and life for MB. The mood and emotions of the improvisation were
conveyed by MP’s atonal, dramatic, yet firmly holding music. Following thditepe

of atonal and minor chords, played provocatively by Priestley in the middle registe
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the piano, MB suddenly changed from playing quiet, intermittent single notes on the
xylophone to “affirmative, rhythmic” beats on the drum and cymbal. In response to c/t,
MP accompanied MB’s increasingly erratic, heavy drum beats with anfiaguninor

melody in the treble.

Musical Summary: Most salient was the high level of variability in MP’s melodies and
harmonies: an initial, single-note minor melody, highlighted by descending isteifval
minor sixth with no tonal center; sudden, atonal melodic fragments, played rapidly up
and down the keyboard; a pensive atonal/minor melody in the treble culminating with
heavily accented chords; a heavily accented, march-like chordal meldaydedp bass
played in keys that descended chromatically; and a final, mournful melody played in
treble octaves, accompanied by minor chords. Tension was salient in MP’s frequent
unpredictable changes in melody; the high intensity of sound in the music of both
players; the sudden, sustained pounding rhythm of MB’s drum and cymbal; and MB’s
increasingly erratic beating, which MP accompanied with a plaintive mdiadlghded
unresolved.

Implementation of Investigation of Emotional Investment TechniqueBYy taking a

leading role in creating melodies and harmonies that were dramatic, atigeptighly
variable, and heavily drawn upon her own c/t, MP was able to both connect and pull MB
through to the expression of her own emotion. MB was then able to sound her anger and

sadness, which she later connected to feelings about her father.
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Investigation of Emotional Investment
M.Wo: Example # 4

Title: “Alice/Susan”
Improvisers: MP plays “Alice/Susan on piano; M.Wo plays “Alice/Susan” on
xylophone, voice, cymbal, and rattle.
Length: (0:44-3:10)
Situational Context: Session 8. M.Wo describes her two sisters as clever and rational,
one sister is into high finance, the other Krishnamurti. M.Wo wants recognition for
advice she thinks is therapeutic for her sister and similarly feels than&tteken
seriously and has been put down in her music therapy work. MP asks M.Wo what part of
her do the sisters represent? M.Wo answers: “the analyzing, organiziagg#ne
dreaming, watching the clouds part.” In the music, M. Wo feels that both sistens “
together in their motherly, tender part and love of the razzmatazz of Améfeca
Overall Clinical Impressions: The mood and emotion of this improvisation were warm,
playful, and humorous. In relation to the title, the music sounded as though the
improvisers were expressing a young girl delighting in playing withibars and
following them around. The mood and emotion of this improvisation were conveyed by
the child-like playfulness, energy, and warmth of both players’ music. MP began the
improvisation with ascending/descending whole tone scales and clustersan a fre
tempo/meter, accompanied by M.Wo'’s playful glissandi and short melodic finégome
the xylophone. As M.Wo began to sing a children’s tune, MP amplified her melody by
simultaneously repeating it in different keys, creating melodic dissonancé/old free

vocalizations, accompanied by MP’s staccato, dissonant chords on the basic beat, led to a
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musical climax wherein M.Wo’s loud, descending glissandi was supported by MP’s
tremolo minor bass chords. In musical quiet space that followed, M.Wo vocalized a
tender melody and began freely improvising vocal sounds in varying melodiceingsg)

and intervals that MP incorporated in various keys and registers, and harmonically
supported through suspended chords, seventh and ninth chords, inversions, and playful,
dissonant, rhythmic clusters. The music ended with M.Wo’s quiet laughter as MP
repeated a dissonant fourth/fifth interval and resolved the music on a C major third.
Musical Summary: Most salient was MP’s harmony, exhibited by her use of whole-tone
scales, harmonic inversions and suspensions, major/minor chords, seventh and ninth
chords, and dissonant chords and harmonic clusters. Tempo and meter shifted freely over
the course of the improvisation: at times, both players’ rhythm and melody were
grounded in the basic beat; at other times, tempo and meter shifted freelyrallietés
included M.Wo as soloist for the majority of the improvisation with MP in the role of
accompanist for her vocal expression.

Implementation of Investigation of Emotional Investment TechniqueMP

implemented the splitting technique for this improvisation, accompanying M.Wo’s
leading role in improvising the two contrasting aspects of her sisters. MPyednhe
dreamy, tender, receptive sister with whole-tone scales implementation chhspsice,
periods of fluidity in tempo and meter, and the frequent use of seventh and ninth chords.
MP conveyed the more active, dynamic, driven sister, with staccato, rieythusiers,
harmonic inversions and suspensions, wide range of keys and registers, and frequent

alternations between consonance and dissonance. MP’s melodic and rhythmic
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incorporation of these contrasting aspects supported M.Wo’s efforts to consciously
integrate them herself.

Investigation of Emotional Investment

KM: Example # 5

Title: “Self and Sisters”
Improvisers: MP plays “sisters” on piano; KM plays “self” on xylophone.
Length: 2:05
Situational Context: Session 27. KM's sister Eileen is taking care of their father and
says he can’'t go home, but she also won’t have him placed in a nursing home. KM has a
meeting about this with the three sisters. MP notes that musically KMkeepitig her
end up whatever my rhythm change threw her but she reverted to strength.”
Overall Clinical Impressions: The mood and emotion of this improvisation were
provocative, riveting, and intense. In relation to the title, the music sounded as though
the improvisers were expressing a person being continually provoked by outsese for
but trying to maintain her own ground. The mood and emotion of this improvisation
were conveyed by KM’s highly rhythmic, alternating quarter and eighth{figpires on
the basic beat and MP’s constant movement both toward and away from KM’s beat. MP
also incorporated harmonies that were similarly unpredictable, altegriegely between
inversions, suspensions, major/minor chords, and atonal chords. Near the end, MP
tonally grounded the improvisation using ascending D octaves in the bass, acgented b
descending, dissonant intervals in the middle and treble registers. MP repeated thi
octave/intervallic melodic sequence in the key of G before KM ended the impiamvisat

with a sudden crash on the cymbal, held by MP’s suspended chord.
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Musical Summary: Most salient was differentiation in the rhythmic figures of MP’s
music: KM’s rhythms were more consistent, consisting of quarter and eighthamotiee
basic beat in a steady, moderate tempo. In contrast, MP’s rhythms were higilieya
marked by patterns that alternately synchronized and contrasted with KNiisnshgs

she played on, off, and against KM’s beat, incorporating subdivisions, frequent
syncopation, and counter-rhythms. Variability was also salient in MP’s hagsjoni
which changed frequently and abruptly, and incorporated inversions, suspensions,
octaves, major/minor, and atonal chords. Tension was salient through the texgsral rol
that included both players as two separate figures.

Implementation of Investigation of Emotional Investment Techniquein this
improvisation, MP took on the role of KM’s sisters by musically recreating the
relationship dynamic that KM was struggling with. MP did this by playomguex,

highly variable rhythms that synchronized and contrasted unpredictably wite KM’
rhythms and provoked or challenged KM to maintain her own rhythmic stability by
placing her rhythmic patterns on the off-beat or subdivisions of KM’s beat and
incorporating frequent syncopations and counter-rhythms. MP also harmonically
represented the discord, tension, and emotional distance in KM’s relationship with her
sisters through her use of inverted, suspended, and atonal chords; octaves; and
unpredictable, abrupt alterations between major/minor chords. Through the music, MP
therefore encouraged KM to experience holding her ground and maintaining healthy
boundaries when faced with relationships in the outer world that challenged leeotens

self.
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Investigation of Emotional Investment
HA: Example # 6

Title: “Ernst/Hans”
Improvisers: MP plays role of “Hans” on piano; HA plays role of “Ernst” on xylophone,
drum, and bells.
Length: 7:00 (analysis: 3:19-5:33)
Situational Context: Session 8. HA relates meeting with his brother Ernest “who
seemed somehow sad inside” despite seeming materially, professionallyrsorhbe
successful, and “couldn’t get on with him however hard he tried; [he] felt one should give
oneself to new relationships rather than struggling with bad old ones.” MP Wi&s:
played his brother’s confusion, strength, and then sadness. He liked how I played
him...and asked if I'd ever played with a certain jazz pianist as | wasitiké h
Overall Clinical Impressions: The mood and emotion of this improvisation were
hopeful, balanced and relaxed. In relation to the title, the music sounded as though the
improvisers were expressing a person who was singing a jazz ballad from @ ,hgogief
contented standpoint. The mood and emotion were conveyed by MP’s thematic, blues-
influenced jazz melody incorporating major/minor sevenths; moderate, staige,t
meter, and volume; and an overall balance between harmonic and melodic variation and
repetition. Initially, HA’s music was more diffuse: his rhythmic and melédures
coincided only occasionally with MP’s and were played in a generally soft eoléms
the music progressed, HA’s rhythmic patterns on the drum and cymbal became more

integrated with MP and dynamically expressive, coinciding half the tirtteher basic
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beat and subdivisions of the beat as MP changed to a major key, shifting out of a jazz
style into a more “march”-like one before returning to the original theme.

Musical Summary: Most salient was MP’s cyclical blues-influenced jazz melody, in an
(A-Al1-A-B-A1-A-Al1-C-A) pattern. Harmony was salient in MP’s use e¥enths,
inversions, overall balance between minor/major chords, an alternatinglsiegle-

melody and chordal melody. Rhythmic grounding was salient in MP’s steady, atabl
moderate tempo and meter. Integration was salient in the independent and
interdependent musical relationship between both players as the improvisation
progressed: HA’s rhythms, initially random and diffuse, began to coincide much more
frequently with MP’s melody, harmony, and rhythm and his sound dynamics became
increasingly expressive and related to MP’s music.

Implementation of Investigation of Emotional Investment TechniqueMP conveyed
empathy for HA’s feelings surrounding his brother’s sadness in life — and his ow
sadness in not being able to connect with him — through a blues-inspired, thematic jazz
melody. The musical balance in MP’s music, exhibited by her use of a cytieralatic
melody and balanced alternation between major/minor harmonies, in addition to the
musical integration that developed between both players, seemed to offer HA aonodel f
the balance, integration, and harmony that HA was seeking in his own life and that he

may have been projecting onto his brother.
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Investigation of Emotional Investment
Isobel B: Example # 7

Title: “Father and Brian”
Improvisers: MP plays role of “Brian” on piano; IB plays role of “Father” on drum and
xylophone.
Length: 7:21 (analysis: 4:00-6:00)
Situational Context: Session 2. IB dreams of her father being comatose or dying then
coming alive and not knowing he had been dead. IB thinks he has been knifed. IB and
her boyfriend Brian are having important issues that made them question wheyher t
would stay together. IB describes characteristics of her fathdingathat both her father
and Brian could not express or deal with emotion. MP writes: “The music was quite
expressive but she had trouble getting into the feelings.”
Overall Clinical Impressions: The mood and emotion of this improvisation were
spirited, robust and vigorous. In relation to the title, the music sounded as if the
improvisers were expressing an active, strong, and dominant person. The mood and
emotion of the improvisation were conveyed through MP’s bright, dance-like melody
reminiscent of a lively jig. As Brian, MP took a leading role, starting thpromisation
with a rapid, repeating single-note figure and introducing a dance-like, thenedody
in the middle-register. MP developed the melody by adding major/minor harmoni
chords between repetitions of the original theme, playing the melody in octaves, and
incorporating frequent counter-rhythms, syncopations, and rhythms emphasizing

subdivisions of the basic beat. As father, IB’s rhythmic patterns wereatedgvith
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MP’s music, matching half the time with MP’s basic beat, and played just asrfteque
on MP’s off-beats or on subdivisions of the beat.

Musical Summary: Most salient was MP’s cyclic melody, played in an (A-Al1-B-A-C-
D-C) pattern and progressing from a single melodic line to chords to octavestabiea
4/4 meter and moderately fast tempo. Harmony was also salient througludéRis
harmonic progressions that frequently alternated between major/mindscHenythmic
grounding was also salient, as both players’ highly rhythmic music freaypo@ted
counter-rhythms, subdivisions, and syncopations. Distinctions between both players’
rhythmic figures were also salient: MP often repeated her figures, \Bfsleontinually
varied. Volume was salient throughout, as both players maintained a high sound level;
IB’s music contained slightly more variation in dynamics. Textural roleaded MP as
leader and IB as accompanist. Finally, integration was salient; both plagesswere
integrated, coinciding with each other half the time.

Implementation of Investigation of Emotional Investment TechniqueMP
symbolically represented Brian through a lively, cyclical melody aeded to
emphasize the more dominant aspects of his personality with the followingiieesmni
starting the improvisation herself with a loud, repetitive single-notedjguaying a
spirited, dance-like jig with a moderately fast, unwavering tempo and meter;iagd us
frequent rhythms that played against the basic beat. MP’s use of a themlatly and
the overall integration in the music of both players were perhaps analogousharthe
“themes” in the lives of both Brian and her father: as in life, both players’lbraraic
was not emotive or emotionally dynamic; as MP noted, this quality of having a “hard

time getting into feelings” similarly carried over into IB’S music
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Entering Into Somatic Communication Technique
Entering Into Somatic Communication
MB: EXAMPLE # 1
Title: “Crying”
Improvisers: MP plays “Crying” on piano; MB plays “Crying” on xylophone.
Length: 5:09 (analysis: 1:00-3:17)
Situational Context: Session 94. MB speaks of feeling shriveled up from lack of tears;
the tears welled up in her throat but didn’t go back. MP notes that during the music she
had no c/t throat sensations, and that MB’s music “sounded playful and gentle and more
with me than before.”
Overall Clinical Impressions: The mood and emotion of this improvisation were quiet,
sad, and reflective. In relation to the title, the music sounded as though the improvisers
were expressing sad, quiet tears rolling down a person’s face. The mood ara e@hoti
this improvisation were conveyed by MB’s gentle xylophone tones and glissandy and b
the quiet intensity of MP’s slow, repeating tone in the middle-register that sblikel@
heartbeat, accompanied by short, flowing melodic phrases and dense, imstssioni
minor and atonal chords that evoked a musical image of falling tears.
Musical Summary: Most salient was MP’s rhythmic and tonal centering, exhibited by
MP’s soft, consistent, quarter-note pulses on a single tone in the middle regester ov
which she played short, descending melodic phrases and chords centered in the key of D
minor. Harmony was salient in MP’s major/minor, atonal chords, octaves, and inversions
that MP played in the treble. Tension was conveyed through MP’s unpredictable

dissonances, incremental chord changes, and placement of melodic phrases and
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harmonies consistently between the basic beat. Integration was asb, saliMB'’s
music was clearly distinguishable from MP’s yet closely intertwinectural roles
remained consistent with MP as leader and MB as accompanist. Although MP’s
telephone rang quite loudly for nearly a full minute during this improvisatiorgntse
not to affect the intensity of the music in any way.
Implementation of Entering Into Somatic Communication Technique:The musical
elements in both players’ music symbolized the somatic experience of,anghgling a
steady heartbeat (conveyed by MP’s soft, steady, rhythmic pulselg fidars (conveyed
through MP’s short, descending melodic phrases, and MB’s gentle xylophone glissandi)
and pools of water (conveyed by MP’s dense, impressionistic minor and atonal chords in
the treble register, sustained by heavy pedal). Through MP’s sensitiveghaldsic,
MB was offered an opportunity to musically release her un-cried tears ancttaithe
MP through sharing her feelings of sadness.

Entering Into Somatic Communication

MB: EXAMPLE # 2

Title: “White Cocoon/Head”
Improvisers: MP plays “White Cocoon/Head” on piano; MB plays “White
Cocoon/Head” on drum.
Length: 5:13 (analysis: 2:05-5:13)
Situational Context: Session 60. MB speaks of feeling in bed that she was a
“disembodied head and her body felt white and tacky.” MP notes that MB’s plaggg w

“very faint and very, very sad at the end...I couldn’t get near her in rhythm.”
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Overall Clinical Impressions: The mood and emotion of this improvisation were heavy,
desolate, and sad. In relation to the title, the music sounded as if the improvigers wer
expressing a somatic split between an extremely heavy, depressedestunckif the

body and a brash, floating, disconnected feeling far up in the head. The mood and
emotion of this improvisation were conveyed in the beginning by MP’s slow, repeating
parallel fifths-fourths rhythmic pattern in the bass and heavy, altegriadiss

major/minor and augmented/diminished chords at the end, interspersed with random
atonal and minor chords and melodic fragments that abruptly changed from the treble to
middle registers. MB’s elusive drum beats often played between MP’s batssmie
randomly and were so faint at times that they were almost inaudible.

Musical Summary: Most salient was variability and differentiation exhibited by the high
musical contrasts between the elements in MP’s music and MB’s music. MP’s
rhythmically stable, slow and repeating parallel fifths-fourths and maijoot chords in

the bass contrasted starkly with her frequent and abrupt changes in rhythter,ragcs
harmonies that included atonal, major/minor, augmented/diminished, and inverted
chords. MB’s music was highly differentiated from MP's music in volume andmhiyt
that MB’s faint drum beats rarely coincided with MP’s underlying pulse. ufaitoles
remained consistent, with MP as leader and MB as accompanist.

Implementation of Entering Into Somatic Communication Technique:MP musically
symbolized the somatic split that MB experienced between her body and head by
contrasting heavy, grounded repetitive chords and parallel movement in thathass w
frequently shifting rhythms, wide register ranges, and complex, braslohigsithat

were disconnected — disembodied — from the whole. Although MB'’s drum playing
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remained elusive, both players’ soft volume, slow tempo, and the heaviness in MP’s bass
chords highlighted the deep sadness that MB may have been dissociating from.

Entering Into Somatic Communication

MR: Example # 3

Title: “My Belly”
Improvisers: MP plays “My Belly” on piano; MR plays “My Belly” on cymbal,
xylophone, shaker, and drum.
Length: 4:10 (analysis: 2:10-4:10)
Situational Context: Session 1. After sharing a brief history about her mother and
father, MR wants to draw parts of her body. MR feels the music is “very tense and
painful;, wanted it to be glibber and relaxed.” MP has c/t of “sensuous feeling and
passion.”
Overall Clinical Impressions: The mood and emotion of this improvisation were
passionate and romantic. In relation to the title, the music sounded as though the
improvisers were expressing the surges of passionate emotion in the body. The mood
and emotion of this improvisation were conveyed by MP’s lyrical, thematic melod
played in a romantic style, incorporating a dramatic contrast of dynanagsgefnit surges
in tempo; the juxtaposition of major/minor harmonic chords and octaves that were
frequently played against the basic beat; and chromatic tremolo figuRRglayled a
variety of instruments in a rapid tempo with frequently diffuse or random rhythmic
patterns and cymbal crashes that punctuated the end of MP’s melodic phraseke Near t
end, MR accompanied MP’s deaccelerando and decrescendo with a soft cymbal roll that

gradually faded as MP ended the music on a C major seventh chord.
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Musical Summary: Most salient was MP’s song-like, romantic melody, played in a (A-
A1-B-C) pattern in a variety of major/minor keys (G major/minor; D minor;iom C
major; G seventh, and C major seventh). Harmony was salient through MP’sypusear
of dense major/minor chords, seventh chords, octaves, and descending, chromatic
tremolos to create a chordal melody with an almost symphonic effect. Tuwabre

salient in MR’s use of several instruments over the course of the improvisdiimnest
played simultaneously and often changing abruptly from one to the other. Voliame wa
salient through MP’s wide range and expressive use of dynamics. Fluitkiypbd was
salient in both players’ music, and rhythm was salient through MP’s counter-rhythm
figures and MR’s differentiated, rapid rhythmic patterns, which coincided only
occasionally with MP’s basic beat. Textural roles included MP as soloist and MR a
accompanist.

Implementation of Entering Into Somatic Communication Technique:MP drew

heavily upon her c/t of “sensuous feeling and passion” to create a romardayrelt
conveyed the energy, drama, and intensity of passion. Musically, MP conveyed this
passion through a lyrical melody based upon dense major/minor chords, often played in a
counter-rhythm to the basic beat; harmonies that shifted fluidly from major/amaor
incorporated the warmth of seventh chords; the suspense of inversions; the drama of

chromaticism; and frequent surges in tempo and dynamics.
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Entering Into Somatic Communication
GASTON: Example # 4

Title: “Fingers”
Improvisers: MP plays “Fingers” on piano; Gaston plays “Fingers” on xylophone, drum,
cymbal, bells, rattle, and clapping.
Length: 5:11 (analysis: 40-2:44)
Situational Context: Session 1. Gaston tells MP that he is the second of eight children
in Canada. As a boy, he had to work in the saw mill during the holidays and couldn’t
play the piano — which used to be his escape — when he cut off two and a half fingers.
MP describes the music as “tremendous sadness, then helplessness, then thisrahd that a
not sticking to anything.”
Overall Clinical Impressions: The mood and emotion of this improvisation was heavy,
impenetrable sadness and restlessness. In relation to the title, theaundedsas if the
improvisers were expressing deep, pervasive sadness eluding severakdtiazopte
out from under it. The mood and emotion of this improvisation was conveyed by the
plaintive, minor melody that developed between both players, marked by MP’s esnphasi
on descending minor third intervals and alteration between augmented fifth and
diminished fifth; and the restless quality of Gaston’s playing, exhibitederief
rhythmic and melodic fragments he played on several different instrumentfiever t
course of the improvisation.
Musical Summary: Most salient was melody, initially established by Gaston’s initial,
repeating, plaintive tone and melodic fragment on the xylophone, which MP imitated,

extended, and developed into a melody with a tonal center of D minor. Rhythmic
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grounding was salient through MP’s establishment of a steady tempo and meter,
exhibited especially through her parallel fifth drone in the bass; converssiorGs
rhythmic figures became more random and diffuse as the improvisation progresse
Harmony was salient through MP’s consistent use of minor chords with emphasis on
intervals creating distance and dissonance, including minor seconds, minor thirds,
octaves, and the alteration between augmented/diminished fifths. Timbsaleas
through the many different sounds Gaston brought to the improvisation with his frequent
change of instruments. Textural roles varied: in the beginning, Gaston wat@olbis
xylophone and MP accompanist; following MP’s musical transition, both players
changed roles, as MP became soloist and Gaston accompanist on a variety ofntstrume
Implementation of Entering Into Somatic Communication Technique:MP used the
holding technique, reflecting the poignant sadness expressed in Gaston’s opening
melodic figure by establishing a stable rhythmic ground using a modesiialyempo
and a tonal center in D minor. MP conveyed empathy for Gaston, reflecting mgdeeli
by imitating his melodic fragments and incorporating his rhythms and tonesiinto a
evolving single-note, chordal, and octave melody.

Entering Into Somatic Communication

M.Wo: Example # 5

Title: “Being the Kidney”
Improvisers: MP plays “The Kidney” on piano; M.Wo plays “The Kidney” with voice.
Length: 1: 27
Situational Context: Session 1. M.Wo speaks about her kidney and recently “cried and

screamed about spinal trouble in husband’s arms.” At 12, M.Wo was “determined to
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learn to be continent at high school.” MP suggests M.Wo “be the kidney.” MP retates c
feeling of “crying like Niagara but can't start to.”

Overall Clinical Impressions: The mood and emotion of this improvisation were
mysterious, suspenseful, and sinister. In relation to the title, the music sounidiae as i
improvisers were expressing the irregular flow of water down a treacheath with

danger lurking around the corner. The mood and emotion of this improvisation were
conveyed by M.Wo’s initial, almost inaudible gasp of breath, followed by quiet, breath
like sounds evocative of water moving through an organ in an irregular way. M.Wo’s
sounds were as soft as a whisper and ranged from an initial sound resemblifghtsquis
three times, to “speee ppp shhh...” which was accompanied by MP with quiet, ascending
F and A major, repeating clusters incorporating major and minor seconds, thirds, and
fourths in the middle register, accented by a single low bass tone of “B.” aAfreef

musical space, M.Wo initiated a soft, repetitive eighth note rhythm on adtitidsas

MP played a one-note, E minor melodic fragment incorporating minor thirds, foanths
diminished fifths. MP played a variation on this melodic fragment in A minor, ending
with the interval from the tonic to the fourth as M.Wo continued intermittent “shhhhtt”
sounds before suddenly dropping out. A long silence followed.

Musical Summary: Most salient was timbre, conveyed by M.Wo’s sound production
technique of using her breath and consonant sounds to represent her kidney. Rhythmic
figures and tempo were also salient in the music of both players, conveyed by M.Wo’s
and MP’s initially fluid tempo and M.Wo'’s intermittent, repetitive consonant sounds and
later contrasted by MP’s steady, almost militant tempo and eighth notenibypattern,

upon which she placed an accent on each ascending tone. Tension was salient in the
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wide register range between both players, and was conveyed by MP’s useeof dens
dissonant harmonies and a repeating, minor melody that changed incremerttadlyt wi
resolution; M.Wo’s abrupt ending; and both players’ frequent periods of silence. Textural
roles also included both players as two figures.
Implementation of Entering Into Somatic Communication Technique:MP reflected
the fluidity in the rhythm of M.Wo’s breath sounds — evocative of respiration and the
rhythmic movement of fluid in and out of organs within the body — by repeating the
rhythms of M.Wo’s breath sounds using dense harmonic clusters sustained by a heav
pedal, matching M.Wo’s soft volume and making spaces in the music for silencerbetwee
rhythms. MP amplified the underlying sense of mystery, suspense, and tenk®n in t
music by contrasting M.Wo'’s quiet, intermittent rhythms with a staccagblyhrhythmic
minor melody in the deep bass, comprised of incremental shifts between minor thirds and
diminished fifths without resolution. Although MP reported experiencing c/t of ngedin
to cry but not being able to start, this was not apparent in the music.

Entering Into Somatic Communication

EP: Example # 6

Title: “Chasing Cancer Cells”
Improvisers: MP plays “Chasing Cancer Cells” on piano; EP plays “Chasing Cancer
Cells” on wooden xylophone.
Length: 4:14 (analysis: 00-2:24)
Situational Context: Session 1. MP notes that EP “looked somehow as if [a] balloon
pricked.” Her doctor had suggested radiation for her cancer 5 days a week, ansl anay, a

prophylactic, remove a breast or gland. MP suggests an improvisation witictise f
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“chasing the cancer cells, gobbling them up then patrolling the body and elnginati
them.” MP notes that EP does this “seriously” and listens to it afterwardsudtfests

that EP “could try and relax and do [this exercise] three times a day iket€ |

Overall Clinical Impressions: The mood and emotion of this improvisation were

initially tense and fragmented, with a dynamic sense of movement, trangidoma

feeling of hopefulness. In relation to the title, the music sounded as though the
improvisers were expressing the image of tiny cells being pursuedestnby other

cells, then hope rising as new cells were formed. The mood and emotion of this
improvisation were conveyed by EP’s rapid, sixteenth-note melodic figumsdnay
random single tones and periods of silence between. MP “chased” EP’s melody wi
rapid, sixteenth note ascending/descending melodic and chromatic figures held by a
sustained pedal, alternately playing her phrases in the musical spaeesrbES’s music

or in synchrony with her. MP punctuated her melodic phrases with minor/major chords,
dissonant chords, inversions, and glissandi. Initially, both players’ music lacked
rhythmic and tonal grounding: tempo and meter in both players’ music was fluid, and the
music was without a stable tonal center. However, near the end, MP initiated an
ascending octave melody based on an inversion of C major, with slow, steady broken
chords that incorporated a higher note upon each repetition, and included an augmented
fourth resolving to the fifth. This excerpt ended on a C major chord.

Musical Analysis: Most salient was the cycle between musical tension and release,
exhibited by both players’ initial lack of rhythmic and tonal grounding; rapid, random
rhythmic and melodic patterns in a wide register range; MP’s frequent and sihiftgot

between major/minor tonalities, dissonance, and chromaticism; MP’s corgrastind
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effects ranging from sustained pedal, glissandi, and staccato notes/eimok tise
suspense created by MP’s frequent use of inversions and the unpredictable, dynamic
musical interplay between both players as they initially played in and out dfreyyc
MP simultaneously held and released the musical tension by initiatingerdagy C
major melody built upon incorporating incremental changes on each rising tdme, wit
emphasis on dissonant interval between augmented fourth/fifth.
Implementation of Entering Into Somatic Communication Technique:MP used
elements of the guided imagery technique in suggesting that EP imaginegchessi
cancer cells, gobbling them up then patrolling the body and eliminating them.” This
image was vividly portrayed in the music through both players’ dynamicifaias
movement, as they played rapid, random, and complex rhythmic and melodic figures in
and out of synchrony with one another; the overall musical tension created through MP’s
frequent and abrupt shifts between major/minor harmonies, as well as her use of
dissonance, chromaticism; and inversions; both players’ fluid tempo; and the rising hope
and seriousness conveyed by MP’s slow, ascending, C major melody based on broken
chords that incorporated one new, higher tone with each repetition.
ACCESSING THE UNCONSCIOUS
Guided Imagery Technique
FP: Example # 1
Title: “Drawing and Table”
Improvisers: MP plays “Drawing and Table” on piano; FP plays “Drawing and Table”
on guiro, cymbal, and xylophone.
Length: 6:50 (analysis: 1:00-4:00)
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Situational Context: Session 21. FP relates a series of images from a recent picture:
cloud/breast, leaf shapes, and herself as parched ground and withered leaf. &tP writ
“She went back to cutting her wrists, the feeling of needing some release, sdmaa,

she almost refused to hear the music — the most psychotic I've ever played — idsounde
like a baby frightened and fragmented and then soothed; she felt tucked up into bed.”
Overall Clinical Impression: The mood and emotion of this improvisation were
frenzied, unstable, and provocative. In relation to the title, the music sounded as if the
improvisers were expressing a person experiencing a fragmented inacexsiaessed
through the body. The mood and emotion of this improvisation were conveyed by MP’s
extreme variability and contrasts in harmony, phrasing, texture, and rhythttecns.

FP’s music was also highly variable in tempo, rhythmic patterns, and textesdhibged

by FP’s frequent, abrupt shifts between scraping and beating the guiro.ragié's

tempo, highly complex rhythmic patterns, and ascending/descending, fragmenteal musi
phrases — in conjunction with FP’s provocative use of the guiro suggesting theaphysi
act of cutting herself — gave the music a sense of being directlydréded@d symbolic of
the body. MP’s gradual transition to tonality was a significant turning poarking the
movement from musical fragmentation to integration.

Musical Summary: Most salient was tension in the music of both players, as conveyed
by the high levels of energy continually accumulated without release; powssfueht
climaxes; the wide dynamic range and overall intensity of sound; and stfuctura
complexity and uncertainty. Variability was also salient in MP’s musicoaseyed by
frequent and abrupt changes in register and breadth of pitch ranges (textige)

contrasts in rhythmic and melodic ideas; frequent, unpredictable charigesiity,
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atonality, and chromaticism (harmony); and abruptly changing sound quadihgsg
from staccato melodic figures and heavy, resonant chords, to ascending/desaersling
(timbre). MP’s basic pulse and meter were consistently stable, and Henihpiatterns
remained even and clear, even as they varied throughout the improvisation; FP’s
contrasting rhythmic ideas, although often behind the basic beat, were oftdy clos
related to MP’s. Near the end, MP’s triumphant E-flat major chordal melosly wa
accompanied by FP’s rapid, almost frenetic rhythmic release.
Implementation of Guided Imagery Technique:Following FP’s description of the
varied image fragments that had emerged from her recent drawings, MBtedgbe
title “Drawing and Table” as a means to further explore her unconscious. MP took a
leading role in creating highly provocative, unpredictable, complex, and intensely
physical music that reflected the nature of FP’s images and the fear gmeéfitation
resulting from a disorganized inner state. MP contained both players’ mugcadsrn
by providing a consistently stable tempo and meter, creating clear nusnsalions that
linked one rhythmic and/or melodic idea to the next, and initiating a strong, resolute
melody that provided a solid grounding for FP to safely release emotions and an
integrative bridge to reality.

Guided Imagery

RK: Example # 2
Title: “Cave Mouth”
Improvisers: MP plays “cave mouth” on piano; RK plays “cave mouth” on xylophone,
drum, and cymbal.
Length: 2:29
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Situational Context: Session 1. No clinical notes were taken for this session.

Overall Clinical Impressions: The mood of this improvisation was serious, dramatic
and tense, with moments of suspense and mystery. In relation to the title, the music
sounded as if the improvisers were expressing a fear of exploring the causéetan
uncertainty of what was inside. The mood and emotion of the improvisation were
conveyed through sudden, unpredictable changes in tempo, meter, and volume, and
unexpected contrasts in the texture of MP’s music, ranging from dense, minor second
clusters and chromatic alterations to octaves and parallel fourths-fifthsical tension

was created through vague musical phrases and random melodic and rhythmic figures
initiated by RK and open spaces in MP’s music for RK to initiate playing,haMie
sustained by the heavy use of the piano pedal. Tension was also expressed through
significant differences in register between MP and RK, as MP often playbstinctly

lower or higher registers in contrast to the timbre and tonality of RK’s music.

Musical Summary: Tonal ground initially consisted of whole tone and middle-eastern
scales, shifting into atonal music leading into the climax in the deep basspidiRo

and RK'’s cymbal, when sound intensity and tempi of both players was the greatest
While tempo and meter remained relatively unstable throughout, MP consistently re-
established rhythmic ground following periods of structural uncertaintyd®atieg

simple rhythmic phrases in a slow to moderate tempo, using tones within theF-shar
middle-eastern and B Phrygian scales. Constant variability in RK’s rhyginmpi,

texture, tonality, and volume created a great deal of tension and momentum, while MP
held RK in the unfolding emotional qualities and drama of the music by making spaces,

pacing, and intensifying the random melodic and rhythmic figures initiatedbyTRe
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music ended in the piano’s middle register as MP alternated paralléid@und fifths in
a B Phrygian scale with RK’s soft cymbal beats, creating a spatsectavith an
unresolved quality.
Implementation of Guided Imagery Technique:Through frequent use of atonality, and
whole-tone, middle-eastern and Phrygian scales, MP created emotionalyi\evatusic
for the emergence of RK’s images and musical projections. MP both intensified énd hel
RK in the tension of the music by sustaining a balance between unpredictatidlity
vagueness and structure and repetition.

Guided Imagery

MB: Example # 3
Title: “Whirlpool”
Improvisers: MP plays “Whirlpool” on piano; MB plays “Whirlpool” on drum.
Length: 2:28
Situational context: Session 5. MP writes: [MB] felt frightened and had an imafge
whirlpool. [She] felt that she was still standing at the entrance to somethirig new
Overall Clinical Impressions: The mood of the improvisation was energetic, intense,
and riveting. In relation to the title, the music sounded as thougmirevisers were
expressing the feeling of being immersed in the energy sawiding whirlpool. The
mood and emotion of this improvisation were conveyed by MP’s rapid, agtedgi
chords, high sound intensity, and long, flowing musical phrases. RhyalhmigIB’s
drum rolls and cymbal crashes — often played in duple meter — provided a cbwytiier-

to MP’s triple meter that added momentum and musical intensity.
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Musical Summary: Most salient was MP’s stable rhythmic ground, conveyed by a
steady, rapid tempo in a consistent triple meter. Tension in MBledy and phrasing
were also salient through MP’s extensive use of arpeggiatedionermplayed in circular
(ascending/descending) musical phrases that rarely resolvednodarate to loud
volume. Texturally, MP was both figure and ground; MB’s role wastlgnass
accompanist.
Implementation of Guided Imagery Technique: MP took the leading role in creating
an auditory image of a whirlpool that was evocative and intense. dviffeged her
empathy for MB’s sense of being “on the verge of something newtreating an
energetic, emotionally compelling melody to elicit the tension feedings that MB
projected onto the image of the whirlpool. MP held MB in the musiprbyiding a
stable rhythm and melodic structure, and maintaining a high sound iptérsn
beginning to end.

GUIDED IMAGERY

MB: Example # 4

Title: “Rock, Pool, Desert”
Improvisers: MP plays “Rock, Pool, Desert” on piano; MB plays “Rock, Pool, Desert”
on xylophone, bells, gong, and cymbal.
Length: 4:34 (analysis: 2:50)
Situational Context: Session 30. MB relates an image of “being a rock pool in the
desert with a spring below connected with an underground endless sea. MP describes the
music as “an amazing piece with my ostinato [in] two octaves and her ripplifyg, live

glissandi on [the] xylophone and gong and bells.”
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Overall Clinical Impressions: The mood of this improvisation was mysterious and
meditative. In relation to the title, the music sounded as if the improvisegs we

expressing an emergence of natural rhythms in nature and the human heart. The mood
and emotion of the improvisation were conveyed by the moderately slow, steadyoosti

MP maintained for the entire duration of the piece and the varied instruments that MB
freely played between MP’s beats.

Musical Summary: Most salient was the repetitious rhythmic pattern, stable tempo, and
the steadiness of bass ostinato based on four tones (E, G, F, A) that MP played as ground
to MB’s rhythmic figures, which ranged from ascending glissandi on the xylophone to
intermittent, random tones on the bell and gong. Texture was also salient, as MB made
frequent changes in instrumentation. The timbre of both players contributed to the sense
of spaciousness in the music, as MP played weighted tones in the lower register of the
piano, and MB played bright, lighter tones of the bell and xylophone. Both players’
music was evocative of the title, as MP’s music was heavy, solid, and ele(necial

and MB’s music more flowing and dynamic (pool, desert).

Implementation of Guided Imagery Technique: The simplicity of MP’s bass ostinato

and steady, yet musically responsive tempo provided an open space and ground for the
emergence and development of MB’s images. The quiet intensity and subtle changes of
MP’s tones in response to the shifting timbres of MB’s music communicated hengngoi

musical presence to MB and held her in the unfolding qualities of their music.
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Guided Imagery

MB: EXAMPLE # 5
Title: “Cave Mouth”
Improvisers: MP plays “cave mouth” on piano; MB plays “cave mouth” on xylophone
and drum.
Length: 4:32 (analysis: 1:00-3:10)
Situational Context: session 4. No clinical notes were taken for this session.
Overall Clinical Impressions: The mood and emotion of this improvisation were calm,
explorative, and mysterious. In relation to the title, the music sounded as though the
improvisers were expressing an open, oceanic atmosphere in which a graderat \@asc
revealing an emergence. The mood and emotion of this improvisation was conveyed by
the soft to moderate volume in both players; the stability of MP’s tempo and ngpeati
rhythmic patterns; the gradual descent of MP’s music from the middleeregishe
bass; and MP’s use of harmonies with qualities of both openness (pentatonic mode,
seventh and ninth chords) and suspense (augmented, inversions), in lieu of a strong
melody line.
Musical Summary: Most salient was MP’s balance between structural clarity, as
conveyed by rhythmic patterns she played in a consistently moderate tempo, and
harmonic tension, as conveyed by her frequent use of inverted, suspended, augmented,
and major/minor chords and intervals (ninth, seventh, sixth) that continually followed a
pattern of suspension and release. Rhythm was also salient: MP’s rhgtbomd —

exhibited through an ostinato pattern with a steady descending pedal point in the bass
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contrasted markedly with MB’s highly variable and elusive rhythmiarég, which she
played mostly outside the basic beat for the duration of the improvisation.
Implementation of Guided Imagery Technique:The rocking, undulating quality of
MP’s stable yet fluid tempo, the openness and ambiguity in MP’s harmonies, and the
overall gradual descent of the music into the bass offered both structure and
encouragement for MB to access images from her unconscious. MP supported MB’s
rhythmic expression by increasing her volume when MB'’s playing became m
interactive and shifting her meter to accommodate and incorporate MBsnhyto the
overall fabric of the music.
Guided Imagery

LUTZ: Example # 6
Title: “Being a Tree”
Improvisers: MP plays “being on tree” on piano; Lutz plays “being a tree” on gong,
xylophone, rattle, bell, and drum.
Length: 8:24 (analysis: 1:58--4:00)
Situational Context: Session 6. Lutz relates that he “wanted to stay in one place now
and do a job and see some results.” MP notes that this was “gentle music; he
remembered [his] grandfather teaching them to draw a tree from the roots ufife tife
the branches and create the thickness of the trunk. Sometimes he listened to me and
wondered if he should follow me as | change the harmonics. Sometimes he didn’t hear
me.”
Overall Clinical Impressions: The mood and emotion of this improvisation were gentle,

dream-like, and mysterious. In relation to the title, the music sounded as though the
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improvisers were expressing the solidity and mystery of a growing tree opisning
branches. The mood and emotion of this improvisation was conveyed by MP’s ostinato,
played in the deep bass with parallel fifths and octaves in a moderate, rookotg te

Both players’ melodies conveyed an organic sense of growth, as MP played gradually
ascending arpeggios based on the pentatonic mode. Similarly, Lutz played a
differentiated, yet compatible melody based on glissandi and ascending/deg@&endi

note melodic figures and thirds, frequently on the off-beat or subdivisions of MRs basi
beat. At the height of MP’s melodic ascent, MP repeated treble chordal inversions
incorporating sixths, major sevenths, and ninths harmonies in a new, 6/8 meter before
returning to the original theme. During the second melodic repetition, MP added dense,
inverted major/minor, seventh, and ninth harmonies in syncopation with a bass ostinato.
Musical Summary: Most salient was rhythmic grounding, exhibited by &g bass,
parallel fifth and octave ostinato and moderate tempo, and MP’s shift in metet/ffom

to 6/8 mid-way through the improvisation. Tonal ground was salient through MP’s
centering her ascending, arpeggiated thematic melody on pentatonic torggadbatly
incorporated one higher treble tone with each repetition. MP’s harmony wa, salie
exhibited by her use of alternating major/minor, seventh, and ninth chords. Integration
was salient, as both players’ melodies coincided with each other half the time.
Implementation of Guided Imagery Technique:MP improvised music evocative of a
firmly rooted tree opening its branches. For example, MP seemed to nyusicall
symbolize the rootedness of a tree through rhythm, grounding the improvisation through

repeating parallel fifths and octaves in the deep bass. MP’s music also evoketirige fe
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of gentle movement and a sense of opening through her shifting meter, alternating
major/minor inversions, seventh and ninth chords, and ascending pentatonic arpeggios.
Guided Imagery

HANNAH: Example # 7
Title: “Mountain Climb”
Improvisers: MP plays “Mountain Climb” on piano; Hannah plays “Mountain Climb”
on xylophone, drum, and cymbal.
Length: 6:56 (analysis: 1:00-3:03)
Situational Context: Session 1. Hannah relates aspects of her biography, including a
miscarriage after she adopted her first child, lifelong depression, temiged, training
as social worker, then breaking down and doing part time jobs, and currently reegiving
therapy and psychotherapy.
Overall Clinical Impressions: The mood and emotion of this improvisation were
initially tense, fierce, and suspenseful, then changing into a more ixefleatiness. In
relation to the title, the music sounded as though the improvisers were expressing a
person’s feeling of heaviness, dread, and tribulation in beginning a mountain climb, then
feeling a quiet sadness and tenderness. The mood and emotion of this improvisation
were conveyed by MP’s long, suspended melodic phrases, initially played as anrA mi
counter-melody to ES’s xylophone melody, using heavy bass octaves in a stepoly te
with shifting meters. MP gradually increased the melodic and harmonic tensiagtthr
ascending minor chordal inversions that incorporated one higher tone on each repetition,
ascending/descending minor and chromatic thirds, and ascending minor arpeggios tha

resolved to F major/minor seventh chords in a rocking, gentle rhythm. The music
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abruptly changed with Hannah’s loud, sudden drum beat. MP’s shifting tonal centers,
sustained pedal, and crescendos/decrescendos added to the tension and drama of the
music.

Musical Summary: Most salient was melody, exhibited by MP’s ascending/descending
melodic phrases, and Hannah'’s xylophone melody, punctuated by intermittent drem beat
and cymbal crashes, mostly in response to the musical changes and/ootmistiated

by MP. Rhythmic ground was salient through the moderate, steady tempo atlg initi
shifting meter of MP’s opening melody. Harmony was salient through M&jsiént use

of inversions, chromatic thirds, and major/minor sevenths. Tension was salient in MP’s
music, exhibited by MP’s long, ascending/descending melodic phrases with no
resolution; chordal inversions, chromaticism, frequent key changes, the sound intensity
MP maintained through her initially loud, heavy octaves, and the
crescendos/decrescendos within her melodic phrases. Integration wasasabiettt

players’ music was clearly distinguishable, yet closely integdjrespecially through

rhythm.

Implementation of Guided Imagery Technique:MP musically created the sense of
tension, suspense, and emotional struggle of climbing a mountain. MP accomplished this
rhythmically by maintaining a steady tempo juxtaposed by shiftingreyetelodically

by playing long, ascending melodic phrases without resolution; and harmonicallgthr

the use of chordal inversions, dissonant intervals, chromaticism, and minor chords. She
also achieved this with timbre through the use of a sustained pedal and heavy style of

playing and with volume through the expressive use of a wide dynamic range. Mihile
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held the client by maintaining a stable, steady tempo throughout, she alsadiciiatee
and transitions through the use of her musical phrases and harmonies.

Guided Imagery

ES: Example # 8
Title: “The Question”
Improvisers: MP plays “The Question” on piano; ES plays “The Question” on
xylophone, cymbal, and bass drum.
Length: 9:39(analysis: 2:42-4:42)
Situational Context: Session 3. ES speaks of her experience of being in groups. She is
able to have attention on herself when not performing, but when saying something that
she thinks is right or making school presentations she feels awful, only thinkingeif her
and not concentrating. MP asks ES: “Why do you have to know everything?” She
suggests ES imagine being in a group and being asked an impossible question. MP
writes, “The music sounded like running away.”
Overall Clinical Impressions: The mood and emotion of this improvisation were of
unrest, instability, and being flooded. In relation to the title, the music sounded as if the
improvisers were expressing the alternate feeling of being rushed abdrnelstkeeping
up. The mood and emotion of this improvisation were conveyed by MP’s rapid,
repeating sixteenth note triplet figures, incorporating accelerandentadcsubdivisions
of the beat; frequent use of broken, inverted chords; and key changes. Additionally, ES’s
diffuse, abruptly changing rhythmic patterns were often ahead of MP’slesicintil

nearly the end, when her rhythms began to relate more to MP’s.
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Musical Summary: The most salient element in both players’ music was rhythm. MP
maintained a rhythmic ground by playing a steady tempo and 4/4 meter supported by
pedal points and a parallel fifth ostinato in the bass. Rhythmic figures wierd sal

through MP’s lively, sixteenth-note triplet rhythms, marked by frequentigraed
subdivisions and syncopations of the beat. Harmony was salient through MP’s use of
inverted, broken chords played in major/minor harmonic progressions over various keys.
Tension was salient through MP’s rapid, forward-moving rhythmic patterosleaando,

tonal centers that frequently changed, and highly accented subdivisions and sgnsopati
played both on and off ES’s beat. Finally, integration was salient in that both players’
music became slightly more integrated in pulse, meter, and rhythmiedigur
Implementation of Guided Imagery Technique:Although MP maintained a stable
rhythmic ground by keeping a steady pulse and meter throughout, her use of rapid,
repetitive triplet rhythmic patterns, highly accented subdivisions, syncopadiahs
accelerate — as well as frequently shifting major/minor harmonic migres, broken

chordal inversions, and shifting key centers — created a sense of momentum, unrest, and
tension that reflected ES’s feelings of anxiety and pressure about engsguegstions in

a group. MP seemed to alternately use rhythm to convey stability — by maintaining he
own, stable rhythm to ES’s diffuse, abruptly changing patterns — and uncertainty by
playing rhythmic syncopations and accented subdivisions of the beat agamst ES’

rhythms.
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Guided Imagery

SJ: Example # 9
Title: “Cave Mouth”
Improvisers: MP plays “Cave Mouth” on piano; SJ plays “Cave Mouth” on bells,
xylophone, cymbal, and recorder.
Length: 6:50 (analysis: 3:45- 6:50)
Situational Context: Session 1. SJ says she has come to a point of needing to make
decisions in her life, as she was on sabbatical and recently recovereah filbrass
abroad. SJ’s musical imagery includes snakes, a dwarf or gnome, and bright sun. MP
interprets this as SJ's healing, masculine side as stunted and male symbsLaof the
Overall Clinical Impressions: The mood and emotion of this improvisation were
reflective, warm, and tender. In relation to the title, the music sounded as though the
improvisers were expressing the emergence of a warm, clear presemre\ited both
comfort and guidance. The mood and emotion were conveyed by MP’s initially soft,
steady tempo, quietly repeating octaves on A below SJ’s short, abruptbjiradpa
rhythms on various instruments. As SJ began playing softer tones on the cymbal, MP
changed her music, adding slow, descending chords in an A minor — G seventh-C seventh
-F major progression. An expressive melody on the recorder then emergesiJfram
she played long melodic phrases, and MP supported her F major/B-flat seventh chordal
melody with a slow, steady pulse in the bass. As SJ's melody progressednihteted
her chords with a repeating triplet counter-melody incorporating inversionisished

fifths; major sixths; and major sevenths. The music ended on an inverted G seventh
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chord falling softly to the open interval of a fourth in the middle register, leavganse

of quiet expectancy, but also that something had opened.

Musical Summary: Most salient was rhythmic ground, exhibited by the slow, steady
tempo MP maintained throughout. Tonal ground was salient through MP’s opening
single tone. Harmony was salient through MP’s initial use of repeating octavoedal
inversions, major/minor harmonic progressions, and frequent use of intervals such as
diminished fifths, major sixths, and major sevenths. Melody was salient, exhipited b
SJ’s long, flowing melodic phrases on the recorder, shaped and extended by MP’s own
melodic phrases, harmonies, and rhythms. Integration was also salient: @ydiatiim
players’ music became highly integrated, as both parts closely relatezhtotbar in
phrase shape and length.

Implementation of Guided Imagery Technique:MP held SJ in the emotional
expression of her musical image and maintained its quiet intensity in ay\neays:
initially, she intensified the music, creating rhythmic tension througllgtegetition of

a single octave amidst SJ’s fragmented rhythms on various instruments iatidgnit
several crescendos/decrescendos. MP calmed the music by slowing dowrptharidm
softly playing warm, descending major sixth and major/minor seventh chords. As SJ
initiated a melody on the recorder, MP helped give SJ’s music shape bygdfiai

length of her musical phrases, giving them expressive shape through a celodgrm

that extended SJ’s musical ideas and directed the flow of energy.
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Myths Technique
Myths

CP: Example # 1
Title: “After Getting the Sword”
Improvisers: MP plays “After Getting the Sword” on piano; CP plays "After Gettirgy t
Sword” on xylophone, and drum.
Length: 12:00 (analysis: 2:30-4:34)
Situational Context: Session 11. MP writes: “After getting the sword [CP] went uphill
to a deep forest with rocks sticking out of the ground and found a white turreted castle
with a white lady living with her maidens. They gave him a meal and in somermayst
way he pledged to give his services; this bit was played very quietly. [€Pglahced
at me when he said it as if | were the lady in question. The music was lovely and most
moving.”
Overall Clinical Impressions: The mood and emotion of this improvisation were
dramatic, energetic, and mysterious. In relation to the title, the nusided as if the
improvisers were expressing a hero entering a dark, mysterious wood, encountering
something that required the need to run rapidly on foot, and stopping to pause before
continuing on the journey. The mood and emotion of this improvisation were conveyed
by MP’s opening, mysterious melody, which she played expressively with organum
chords anchored by a parallel fifth ostinato in the deep bass. As CP initiated an
accelerando on the drum, MP played a suspended minor cluster that suddenly burst into
descending atonal chords in a sixteenth note, syncopated rhythmic pattern asithe m

reached a climax. Both players simultaneously began a steady, drghitiy @ote
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rhythmic pattern in a fast tempo, punctuated by MP’s lively counter-rhythm€PAs
abruptly stopped playing and changed to the xylophone, MP initiated a long, flowing
melodic phrase built on parallel fourths-fifths in a steady, moderate tefo.
accompanying triplet pattern that CP played against MP’s 4/4 meterlgamausic a

feeling of heightened expectancy.

Musical Analysis: Most salient was the rhythmic variability and overall integration in

the music of both players. Each musical section in this improvisation was marked by the
initiation of rhythmic patterns that varied, developed, and changed. While bothsplayer
maintained a stable rhythmic ground despite shifting tempos and meter, thfitures
varied widely, including quarter, eighth, and sixteenth-note patterns thateereted

by MP’s frequent counter-rhythms and syncopations. Integration was salientayfe
both players’ rhythms coincided and related with one another as often as they dndinot, a
in the independent, yet interdependent musical relationship sustained throughout.
Tension was also salient in the form of high rhythmic variability; MP'sfpsudden use

of atonality; and periods of rapid, driving tempos sustained in the music of both players
Finally, textural roles of both players shifted fluidly: while MP gengnamained leader

and CP accompanist, CP rhythmically led both players into each new musidébtmans

and MP followed his lead.

Implementation of Myths Technique: MP created music to evoke musical images of
CP’s myth in several ways: through the open spaciousness of bass organum chords and
long, flowing melodies based on parallel fourths-fifths; the use of highly varygabhnic
patterns and tempos; frequent counter-rhythms and syncopations to stinsdiase af

energy and movement; brief, but dramatic introduction of atonal harmonies; and MP’s
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overall wide range of dynamics and registers. Although MP took an active role in
creating the music, CP led the overall direction of the improvisation bytimitieach
musical transition. In this way, CP was given the opportunity to participayariute
creation and integration of his own life myth.
Myths

CP: Example # 2
Title: “After the White Castle”
Improvisers: MP plays “After the White Castle” on piano; CP plays “After the White
Castle” on xylophone and drum.
Length: 13:05 (analysis: 10:13-13:05)
Situational Context: Session 13. MP writes: “After the white castle, he got up, had
breakfast and the white lady told him to fetch a stag from a mountain forefsuhtethe
way up the mountain, in a clearing was the herd with playful fauns, he lassoed the stag
and on the way home it swam a river ahead of them.... His music had much more
emotional range.”
Overall Clinical Impressions: The mood and emotion of this improvisation were calm
and peaceful. In relation to the title, the music sounded as though the improe@sers w
expressing the peaceful, happy ending to a story in which a hero had overcome many
obstacles and was returning home. The mood and emotion of this improvisation were
conveyed by MP’s C major melody, which developed into a cyclic, hymn-like theme
before returning to a final recapitulation of the melody. As the improvisationgssegt,
CP’s music became increasingly expressive in both rhythm and melody: he gedgres

from playing quarter-note tones and rhythms consistently on the basic blegtittg s
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more complex rhythms with a wider dynamic range. The music endeg,geniWP

played a C major chord to accompany CP’s melody.

Musical Analysis: Most salient was MP’s hymn-like, cyclic C major melody following

an A-B-A-C-D-A form. Both players’ moderate tempo and 4/4 meter remainge sta
throughout. Variability was salient in CP’s music, as he shifted from playintequa

note rhythms precisely on MP’s beats to eighth-note rhythms on subdivisions oftthe bea
with increasing dynamic range and musical expressivity. Harmonyneesalient near

the end, as MP’s alternating major and minor chords decreased in tempo and resolved to
a final C major chord. Textural roles shifted during this improvisation, as MB&lIwiti
played the solo melody accompanied by CP on xylophone and drum; near the end, MP
became accompanist to CP. Integration was also salient, as both playgnsisrand
melodies were equally independent and interdependent in relation to one another.
Implementation of Myths Technique: The hymn-like qualities of MP’s expressive
melody, conveyed through her tonal center in C major and consistent use of a cyclical
musical form; moderately slow, stable tempo and meter; and repetitivemioypatterns
created a peaceful song enlivening the musical representation of CP’s n§th. M
encouraged CP to take an active role in musically recreating and conscicemutgting

the myth by providing open spaces in the music — conveyed by her use of the pedal to
sustain chords and providing frequent rests between her musical phrases — for CP to

initiate his own rhythms and melodies.
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Myths

Annie M: EXAMPLE # 3
Title: “Joseph”
Improvisers: MP plays “Joseph” on piano; Annie M plays “Joseph” on drum and
cymbal, woodblock, bells, and xylophone.
Length: 4:57 (analysis: 1:40-3:52)
Situational Context: Session 2. Annie M relates an image of a wandering boy with an
animal skin, bewildered and alone. MP says that this image sounds like Josephfbeing le
by his envious brothers; MP writes: “This hit home.” MP tells Annie that Joseph “only
got to his true strength by having this experience.” MP suggests that Anhin%aph
and see what happens.
Overall Clinical Impressions: The mood and emotion of this improvisation were serious
and intense. In relation to the title, the music sounded as if the improvisers were
expressing a person going on a walkabout or journey alone in the desert. The mood and
emotion were conveyed by MP’s slow, repeating parallel fifths in thedvabs
major/minor melodies woven between dense, inverted, and frequently dissonant chords
that did not resolve. Although MP’s tempo remained steady throughout, her rhythmic
figures, melodies, and harmonies highly varied. She often shifted between playeg on t
basic beat or subdivisions of the beat, transitioned to several different mdkaic and
frequently shifted keys. Initially, Annie M’s rhythms were diffuse, fragted, and
ahead of MP’s basic beat, yet she often changed instruments in tandem vgith MP
shifting melodies. As Annie M played the drum and cymbal against MP’s basic beat, the

tension increased significantly as Annie M led to the climax with a cyméasth cand
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MP’s descending, major/minor suspended chords. MP accompanied Annie M’s soft,
intermittent cymbal beats with parallel fifths in the bass, and an occasidisagbnant

octave melody played on subdivisions of the beat.

Musical Analysis: Most salient was MP’s rhythmic ground, exhibited by her consistent
use of bass parallel fifths played in a slow, steady tempo, juxtaposed by chordal
harmonies consistently played on subdivisions of the beat. Volume was salient as both
players’ sound intensity built to a climax and gradually decreased. Vdyiatas also
salient, exhibited by the way MP’s melodic ideas continuously varied and change
Lastly, tension was salient harmonically through MP’s frequent use of,denseed,
dissonant chords that rarely resolved; tension was salient rhythmically hhvkiRig
unpredictable changes between chords played on the beat or subdivisions of the beat; and
tension was salient melodically through MP’s ascending/descending meloaseplinat
often remained suspended, without resolution.

Implementation of Myths Technique: MP created music to evoke the myth of

“Joseph,” wandering and alone, by creating a slow, steady, “walkingiat¢innough the

use of repeated parallel fifth tones in the bass. At the same time, MP’seseadadithe
rhythm of her chordal harmonies seemed to reflect a sense of restlesgrasgyj and

the unknown as she played unpredictable rhythmic subdivisions with continuously
changing melodies and dense harmonies that included dissonances, inversions,
suspensions, and several key changes. The vague quality inherent in MP’s continuously
shifting melodies seemed to invite Annie M’s projections onto the music, and the
ongoing suspensions and lack of resolution in the music added to the sense of being

suspended in time.
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Myths

Hannah: EXAMPLE # 4
Title: “The Wise Woman”
Improvisers: MP plays “Wise Old Woman” on piano, Hannah plays “Wise Old Woman”
on drum, cymbal, and xylophone.
Length: 2:46
Situational Context: Session 46. Hannah speaks of not feeling she belongs in the liberal
synagogue; they had women in prayer shawls on the platform. She would haveao talk t
the Rabbi. MP tells Hannah that she “seemed to be able to respect only the views of
men,” such as her psychiatrist and Rabbi. She suggests Hannah imagine finding a wise
woman and asking her a question.
Overall Clinical Impressions: The mood and emotion of this improvisation were
mysterious, dramatic, and evocative of a descent. In relation to the titley#he
sounded as if the improvisers were expressing an invocation or a sacred ritualoothe m
and emotion were conveyed by MP’s steady tempo, shifting meter, and opensnterval
including descending major sevenths and parallel fourths-fifths. Hannah responded to
MP’s highly accented, syncopated A minor chords with soft, intermittent knocking
sounds on the drum, which soon evolved to rapid drum beating with MP. MP repeated
and developed Hannah'’s brief rhythmic pattern into her own minor melodies based on
intervals that alternated between fifths and thirds played on subdivisions of the beat. A
the volume increased in both players, Hannah led a climax on the cymbal, which MP
accompanied with a bass ostinato, repeating parallel fifths in the treblejraord m

harmonic chords on the basic beat. The music became highly integrated as M& began
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march-like, G minor melody with Hannah on drum and cymbal and both players
energetically joined on the downbeat. The music ended dramatically as botls player
suddenly ended together on Hannah’s cymbal crash and MP’s E minor chord.

Musical Analysis: Most salient was MP’s rhythmic ground, exhibited by MP’s steady
tempo and subdivisions of the beat. Both players’ rhythmic figures were aksat,sali
exhibited by MP’s use of a bass ostinato, and rapid eighth note patterns, which Hannah
first established on the drum, and MP developed on the piano. Melody and harmony
were salient through MP’s movement from melodic fragments based on open intervals
such as sevenths, octaves, and parallel fourths-fifths to melodies based on A and D minor
chordal inversions, and finally to a march-like melody in G major, with an E minad chor
punctuating Hannah'’s cymbal crash at the end. Tension was salient through MP’s use of
shifting meters and rhythmic subdivisions, harmonic inversions, and the ingreasimd
intensity of both players. Finally, integration was salient, as both playgtems

gradually became integrated into the same underlying pulse and meter.

Implementation of Myths Technique: MP’s music was evocative of several images: 1)

an archetypal descentonveyed by her initial, descending leap from a minor seventh to
the tonic; 2)nvocation and engagement with the archetypal imageveyed by the
call/response quality of Hannah’s ascending/descending rhythmic-matndiesf on

various instruments and the minor melodies that MP used to reflect Hannah’s music; and
3) integration of the experience and asc¢emnveyed by MP’s chordal, march-like

melody played synchronously by both players on the downbeat until the music’s dramati

end, which was facilitated by Hannah'’s sudden cymbal crash and MP’s E minor chord.
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Myths

M.Wo: EXAMPLE # 5
Title: “Going to the Wise Woman”
Improvisers: MP plays “Going to the Wise Woman” on piano. M.Wo plays “Going to
the Wise Woman” on xylophone and recorder.
Length: 2:30
Situational Context: Session 5. Mo.W speaks about Jungian therapy; MP tells her she
considers some analytical psychotherapy necessary [for music the}ddiBtsvrites,
Mo.W “pushed me into being an information giver.” MP suggests that Mo.W go to visit
a wise woman, asking Mo.W: “What is the purpose in life? The answer is inside you.”
MP writes: “I felt she was totally burdened already and couldn’t takmare, and kept
letting me down by fading out.” MP also notes counter-transference feelingg the
music of “total chaos and lack of boundaries.”
Overall Clinical Impressions: The mood and emotion of this improvisation were of
sadness and fragility. In relation to the title, the music sounded as though the sewsrovi
were expressing a caring person holding something fragile and beginnmgéapart
within another person. The mood and emotion were conveyed by Mo.W'’s quiet melody,
played in thirds between MP’s repeating parallel fifths in the bass and nieedg on
ascending/descending thirds before Mo.W’s music faded. As Mo.W initiated an
ascending melody line on the xylophone, faintly playing on and off MP’s beats, MP
rhythmically accented her own off-beats, tonally grounding the music with A rsixibr
and seventh chords. MP transitioned to a C/F/G harmonic accompaniment and G Major

chordal melody as Mo.W’s melody faded away once again. When M.Wo resumed
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playing a brief melody on the recorder, MP played a counter-melody tot reieéextend
her melodic phrases. Mo.W'’s music faded one last time as MP ended on an F major
seventh chord which left a sense of both players being suspended in the emotion.
Musical Analysis: Most salient was the rhythmic and tonal grounding that MP provided
for Mo.W’s intermittent and fragmented music. For example, rhythmic groumdisg
salient in the slow, steady tempo and meter that MP maintained by repeadihg) par
fifths in the bass, while frequently playing chordal off-beats in the treblemdiey was

also salient and conveyed by MP’s use of major/minor harmonies; ascendingdilegce
thirds; sixth, and seventh chords, chordal inversions and suspensions; and a C/F/G major
harmonic progression as tonal ground for MP’s fleeting melodies. Melodyaliest $n
both players, but differed significantly: Mo.W’s melodies were intermitent

fragmented, fading in and out several times, while MP’s melodies and couloidiese
were fluid and continuous. Finally, volume was salient in the soft to moderately soft
volume maintained by both players and MP’s expressive use of dynamics throughout.
Implementation of Myths Technique: Although MP suggested that Mo.W improvise on
the archetypal image of going to a wise woman, MP soon realized that Mo.W was
already burdened and perhaps wasn'’t ready or able to do this. Musically, this was
reflected in Mo.W'’s tendency to repeatedly fade in and out of the music and also through
MP’s counter-transference feelings of total chaos and a lack of boundariel (véne

not audible). MP therefore used rhythm, harmony, and melody to help Mo.W maintain
musical engagement and provide a holding for her in the music. For example, MP
enlivened the music and encouraged Mo.W's engagement with it by playing

harmonically on the rhythmic off-beats in the treble register, and tonalhgflegting
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and extending M.Wo’s melody with a plaintive counter-melody. MP also provided a
holding for Mo.W by maintaining a steady rhythmic tempo and meter and tonally
grounding the music with major/minor chords and harmonic progressions. MP’s
expressive use of dynamics, and frequent use of sixth and seventh chords, inversions, and
suspensions, seemed to tenderly hold Mo.W in the fragility of her inner state and
feelings.
Myths

MaM: EXAMPLE # 6
Title: “Seeking the Wise Old Man”
Improvisers: MP plays “Seeking the Wise Old Man” on piano. Mary M plays “Seeing
the Wise Old Man” on bongo, cymbal, and xylophone.
Length: 3:36.
Situational Context: Session 10. MaM speaks of working with a client who had sought
over 30 different gurus, mediums and psychics over the years and was eshadiahd
upset by one psychic who said he would unblock her chakras for a specific fee. MP
suggests MaM do 12 sessions with her client on “seeking the wise old man/woman, with
MaM with the safety of earthing via sound.” Then she suggests MaM improvise
“seeking the wise old man” herself.
Overall Clinical Impressions: The mood and emotion of this improvisation were
spirited and adventurous. In relation to the title, the music sounded as if the imgroviser
were expressing the vitality and momentum behind the undertaking of a gretabique
adventure. The mood and emotion were conveyed by MaM’s drum using a wide variety

of sound production techniques (tapping, rubbing, and beating). MP rhythmically
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accompanied MaM by playing on and off her beat with a staccato, D minor seventh
melody, occasionally using dissonant tones. MaM'’s rhythms gradually becarae m
stable in tempo as she frequently and abruptly shifted between different insgument
playing single tones in ascending/descending patterns. MP’s musicseasabble

with frequent and abrupt melodic changes; highly syncopated, repetitive ghythm
harmonies based on major/minor keys; pentatonic and dissonant chords; and harmonic
clusters emphasizing intervals such as the thirds and augmented fifths. Mgilrsgh
continued to vary as she played between MP’s beats.

Musical Analysis: Rhythmic grounding was salient, exhibited by MP’s steady,
moderately fast tempo, meter, and rhythmic ostinato. High variability isasalient in

the music of both players. Rhythmically, MP incorporated syncopations, and both
players alternately played on, off, and between one another’s beats. Melotiéty
melodies shifted frequently and abruptly. Harmonically, MP shifted filaethyeen
major/minor keys; pentatonic, dissonant, and inverted chords; and intervals such as
augmented fifths, thirds, sevenths, and ninths.

Implementation of Myths Technique: MP reflected the sense of adventure, suspense,
and dynamic excitement of a quest through music that was rhythmiocallgagd in

tempo and meter, but was highly variable in several ways. For example, MP frgquentl
played on and off MaM'’s beats; incorporated syncopations and counter-rhythms;dnitiate
brief periods of rapid, driving tempos; and introduced rhythmic patterns that varied,
developed, and changed. She also changed her melodies often, shifting fluidly between

several different keys, tonality and atonality, and modalities such as theopenta
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Dream Intracommunication Technique
Dream Intracommunication
MP: Example # 1
Title: “Nasty Man”
Improvisers: MP plays “Nasty Man” on piano; MB plays “Nasty Man” on xylophone,
drum, and cymbal.
Length: 1:59
Situational Context: Session 37. MB has dreamt that she was dusting a trapdoor, then
that she was in a grand house with a man and woman. She went with the man along a
corridor and a nasty man came. An iron barrier was closed, but he still came.nA fox i
human clothes was there. This is the first of three subsequent improvisatiagegxpl
various aspects of MB’s dream about a nasty man. After the music, MB deshebe
man as “a murderer who wanted to cause any amount of suffering.” MP irdehiseis
a picture of MB’s defense against sexuality.
Overall Clinical Impressions: The mood of this improvisation was suspenseful, dark,
and provocative. In relation to the title, the music sounded as if the improvisers were
simultaneously expressing the dangerous pursuit of a violent man and the panicoand te
of his victim. The mood and emotions of the improvisation were conveyed by players’
sustained, high intensity of sound, sudden changes in tempo (MB and MP), heavily
accented atonal, inverted and 6/4 chords (MP), and the repetitious pounding of MB’s
cymbal and drum.
Musical Summary: Most salient was the tension in the music of both players as

conveyed by the high level of energy in sustaining a high intensity of sound, powerful
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climaxes, and, in MP’s music, a high level of complexity and structural urrdgrtai
Tension was initially conveyed in the rhythmic figure of both players, as MP ‘@hase
MB'’s single xylophone notes up and down the keyboard with staccato, inverted,
dissonant chords. As MB suddenly began basing the cymbal in sticaeigts, MP
increased the tension by playingfaatonal melody in the deepest bass register,
effectively blurring the chaotic sound with a sustained pedal. Harmonically, MP
maintained a high level of uncertainty, suspense, and tension as she played atonal
harmonic clusters and dissonant inversions in unison with MB’s rapid accelerando and
crescendo on the cymbal. Both players’ music ended on exactly the same beat, as MP
played arff 6/4 minor chord with MB’s cymbal crash.

Implementation of Dream Intra Communication Technique: Although not

specifically predetermined beforehand, MP took on dual roles as represented in the
dream: the pursuer and the pursued, simultaneously creating a rhythmic ampidondl

for MB’s musical role as the nasty man. Through the splitting technique, tsfRatkly
played the role of a victim, experiencing panic and terror in an overall dark astérsini
musical atmosphere, and a murderer in pursuit of the victim. In creating thismapt
provocative sound image, MP helped bring aspects of MB’s shadow figure and &elf-par
of purser/pursued into consciousness, particularly as they related to tit's giéenful

memories of her childhood abuse.
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Dream Intracommunication
MB: Example # 2

Title: “Italian Dream”
Improvisers: MP plays “Italian Dream” on piano; MB plays herself in “Italian Dream”
on xylophone and drum.
Length: 7:07 (analysis: 1:00-2:40)
Situational Context: Session 24. MB has dreamt that she was in Room 27, which was
light, bare, and had one bed. She went upstairs to Heather’s room, which was rich with
lovely things, where she was persuaded to paint in oils. She painted coon stooks up on a
mountain side in Italy. She went down to Room 27 again; it depressed her and she got on
a plane where 6 toddlers came on board with a Santa Claus. MB tells MP that 27 was the
age when she left the Bruges convent without money, parents, job or help; Hedther ha
taken her to a carol concert. MP describes the music as “very fragmentedatiBt
experiences fear when she imagines painting the stooks. MP reports having c/t of
“terrible tension.” MB says that she had been feeling this [tension], too, and gging hi
MP notes that all MB’s elation vanished after the music.
Overall Clinical Impressions: The mood of the improvisation was pensive, wistful,
(MP) and timid (MB). In relation to the title, the music sounded as though the
improvisers were expressing the feeling of sad recollections (MP) ahcttanee to be
with them (MB). The mood and emotion of the improvisation were conveyed by MP’s
slow, fluid tempo, moderately soft volume, and a minor harmonic progression supporting
MP’s plaintive melody in the treble. MP built her chordal structure around MB'’s

fragmented playing on the xylophone and drum, often incorporating MB’s tones and
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developing musical phrases between MB’s rhythms. MP’s frequent pauses antedustai
chords contributed to the reflective mood.
Musical Summary: Most salient was the differentiation between the prominence of
MP’s melody and harmony and the fragmented nature of MB’s short, often random
phrases and random notes on the xylophone and drum. Musically, MP’s c/t feeling of
tension seemed to be conveyed through the weighted quality of her D minor/A minor
chord progressions, the frequent, extended silences between her own and MB’s musical
phrases, and the use of a slow, rubato tempo. MB’s tempo, by contrast, alternated
between a moderately fast succession of fragmented rhythmic patterasmdoochmotes
that were only intermittently related to MP’s music and had a skitteringygual
Implementation of Dream Intra Communication Technique: MP created music for
this improvisation that expressed her own c/t, MB’s emotions in the dream, and past
memories elicited by the dream that had not been verbally acknowledged pyidv B
the music. By holding MB in the emotional qualities of the music, MB was able to
affirm afterwards that she also felt great tension and that the muspatisisher elation,
connecting her more closely to the authentic feelings relating to hdifeesituation.

Dream Intracommunication

MB: Example # 3

Title: “Train Image”
Improvisers: MP plays the role of “MB” in the train dream on piano; MB plays the
image of the “train driver” on drum and cymbal.

Length: 1:26
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Situational Context: Session 27. This improvisation is based on a musical image from a
previous improvisation in which MB explored her train dream. During the improvisation
she imagines that she is on a train with a driver “who said he’d only done it the once and
wouldn’t do it again.”

Overall Clinical Impressions: The mood and emotion of this improvisation were

intense, dramatic, and provocative. In relation to the title, the music sounded as if the
improvisers were expressing the chaos and terror of being pursued by a dangerous
person. The mood and emotion of this improvisation were conveyed by the unrelenting,
single-beat pounding of MB’s drum and cymbal, the atonality, chromaticism, and
fluctuating tempo in MP’s music, and sustained high volume intensity in both players.
Musical Summary: Most salient was the distinct roles and rhythmic stétrathe music

of each player in this improvisation and overall rhythmic and harmonic tension of the
music. MB took the leading role as ground, maintaining a rigid tempo and metex as
beat heavily on the drum and cymbal, while MP was the figure on the piano, playing
rapid ascending/descending chromatic sixteenth notes with no tonal center and
atonal/minor chords in a sudden, fast accelerando. The music ended as MB suddenly
stopped playing as MP loudly and rapidly alternated between an augmented and minor
chord in the treble, giving the music a feeling of great tension and suspense.
Implementation of Dream Intra Communication Technique: MP utilized the splitting
technique to give MB an opportunity to musically explore the shadow figure that had
appeared in her dream. MP empathized with MB’s feelings in the dream — sfbhof

MB’s conscious awareness and therefore in need of integration — through a dramatic

musical reenactment of MB’s role as victim on the train. MB stopped anedsthe
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improvisation, and therefore had a leading role in the music; this seemed egpeciall
significant given the emotionally difficult material being worked withihie dream.

Dream Intracommunication

GASTON: Example # 4

Title: “Car Dream”
Improvisers: MP plays “Car Dream” on piano; Gaston plays “the car” on melodica,
xylophone, and drum.
Length: 8:45 (analysis: 6:00-8:45)
Situational Context: Session 25. Gaston has dreamt of his maimed younger brother
going to get his father’s car which was in a deep puddle of icy water. Gastoa felist
go too. He watched his brother plunge in the icy water and thought, “I must warn him
and surround him with warm clothes as he drives off.” The car was black and
impressive. In the dream Gaston said to himself, “This is only a dream,” ated star
analyzing the water as his feelings that were frozen and in need of warkhihg
interprets the maimed brother as a maimed part of Gaston that is allowed tbelrive t
family car; his strong part is now helping the weak part. She writes: “[Gakfaaintive
melodica and febrile drumming | felt were two split parts of his mind comoether.”
Overall Clinical Impressions: The mood and emotion of this improvisation were
plaintive, with a brief period of anxious excitement, returning to a serious, thoughtful
mood. In relation to the title, the music sounded as though the improvisers were
expressing two split energies and/or feelings — plaintive and reflectisigec and
anxious — coming together within a person. The mood and emotion of this improvisation

were conveyed by Gaston’s slow, plaintive opening melody on the melodica; a brief but
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sudden period of frenetic, loud drumming and random xylophone tones played
simultaneously with the melodica; then returning to a reflective, chantriiker melody
near the end. MP maintained an accompanying role to Gaston through her major/minor
chordal harmonic accompaniment, loud, rapid rhythmic figures, and treble counter-
melody. MP softly ended the music on quiet, ascending parallel fourths in the middle
register.
Musical Summary: Most salient was melody in both players, exhibited by Gaston’s
melody on the melodica, initially consisting of shorter melodic phrases edriera
minor triad, and gradually expanding into a longer, more song-like melody withrsgst
tones near the end. MP played an accompanying counter-melody line in the treble
register, modulating freely between several keys to play a singléaweamelody line.
After descending to the middle register, MP quietly ended the music witheqzégting,
ascending parallel fourths incorporating a tone in Gaston’s final chord. Rhykralso
salient, exhibited by Gaston'’s brief, almost frenetic drumming — played ameolasly
with the melodica — in and out of MP’s basic beat, and varying widely in tempo and
dynamics. Harmony was salient, exhibited by MP’s major/minor accompahand
frequent use of chordal inversions and major sevenths to reflect, develop, and extend
Gaston’s melodic and rhythmic phrases.

Finally, integration was salient in the music of both players, intramusically a
intermusically: initially, Gaston’s music was highly differentdgtexhibited by the
contrast between his emotionally expressive melodic phrases on the melodica and hi

bold, frenetic rhythmic patterns on the drum; concurrently, the music between MP and
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Gaston was highly integrated, as their individual melodies were cleailygdishable,

yet closely intertwined.

Implementation of Dream Intra Communication Technique: Through the use of a
dynamically expressive, chordal harmonic accompaniment, MP reflectéonGas
plaintive melody, playing minor, chordal inversions that held him in the emotion while
encouraging him to continue by a counter-melody that frequently modulated keys and
extended his own melodic phrases. When Gaston began playing the drum using loud,
rapid beating with wide contrasts in dynamics and tempo (while continuing tbiplay
plaintive melody), MP matched his energy level by playing heavy, minor chords in
synchrony with him. In this way, MP amplified the distinction between Gaston’s t
musical voices, also represented by the two self-parts in the dreang (samtwveak

part).

Finally, by introducing elements of rhythmic, melodic, and dynamic contrasts i
the overall improvisation, and integrating them into her ending counter-melody, MP
musically reflected the intrapsychic process that she perceivedneadyabccurring
within Gaston. The musical effect of this seemed reminiscent of plainsoragreds
chant, with two distinct parts that blended into a whole.

Dream Intracommunication
MaM: Example # 5
Title: “Shattering Dream”
Improvisers: MP plays “Shattering Dream” on piano; MaM plays “Shattering Dream”
on bells, kalimba, cymbal, and xylophone.
Length: 9:09 (analysis: 2:10-4:31)
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Situational Context: Session 8. MaM has dreamt she was standing with omnipotent but
concerned observers watching a big macho man swinging another man by #mel feet
bashing his brains out; she heard the thud-thud-thud. After [the improvisation], MaM
speaks of feeling anger and needing recognition and valuation at the end. MP writes
“She is much more real [and] felt she really got something out of it.”

Overall Clinical Impressions: The mood and emotion of this improvisation were

initially mystical, becoming child-like, and impressionistic. In relatothe title, the

music sounded as though the improvisers were expressing a young girl enigagiieg,
symbolic play. The mood and emotion were conveyed by the timbre of Susan’s
instruments, the delicate and diffuse qualities of her playing, and her fluid, spounsa
movement between the various instruments, and the soft to moderately-soft vatime t
she maintained throughout. Similarly, the spaciousness of MP’s harmonies —ezbnvey
by her frequent use of organum, open chords, and parallel fourths-fifths in the bass — her
slow, but fluid tempo and shifting meter; lush, dense, impressionistic harmonies that
included intervals such as seconds, sixths, and sevenths; and her fluid movement between
major/minor, chromatic, and dissonant harmonies contributed to the dramatiadgst te
child-like qualities of the music.

Musical Summary: Most salient was variability in the music of both players, exhibited

by Susan’s frequent, abrupt shift between instruments, and the continual changes in her
rhythmic and melodic ideas. Variability in MP’s music was similarly cgadeby her

wide range of melodic ideas and key centers but especially through hemiesrand

chord voicings, which included inversions; parallel fourths-fifths; organum, chigmat

dissonant, and major/minor chords; and frequent use of intervals such as seconds, sixths,
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sevenths, and ninths. Volume was salient in both players: with exception to Susan’s brief
crescendo on the cymbal, she maintained a soft volume; MP’s was similatysof
more dynamically expressive. Rhythmic ground was also salient, exhiyitelP’s
moderately slow, yet fluid tempo. Finally, texture was salient, exhibited®g Mse of
a sustained pedal throughout.
Implementation of Dream Intra Communication Technique: MP’s dense,
impressionistic harmonies, continuously shifting melodies, and the tender,stxpres
gualities of her playing offered Susan a vague, yet child-like musicakatmre to
double her suppressed childhood feelings and further invite Susan’s projections onto the
music. At the same time, MP established a holding and spacious environment — exhibited
by MP’s slow, yet fluid tempo and meter; frequent use of organum, parallel fdifthks-
open chords, and sustained pedal — for Susan’s emerging feelings (resonant from
childhood) of anger, pain and the need for recognition and valuation in life.

Dream Intracommunication

PHILLIP C: Example # 6

Title: “Boys Dream”
Improvisers: MP plays “Boys Dream” on piano; PC plays “Boys Dream” on xylophone
and cymbal.
Length: 6:38 (analysis: 1:31-3:37)
Situational Context: Session 18. PC has dreamt of being a boy in a boy’s ward hospital
having something done and trying to learn the other boys’ names. MP writesgsiaw
sort of innocent music, then getting twice snarled up and angry; he felt he wasrigl|

me and | felt | was following him. He felt it must have a peaceful end.”
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Overall Clinical Impressions: The mood and emotion of this improvisation were
energetic, searching, and purposeful. In relation to the title, the music sounddéeas if
improvisers were expressing the mood and attitude of a guarded boy who is ambbivale
about being with the person in his company. The mood and emotion of this
improvisation were conveyed by both players’ music through their movement between
rhythmic differentiation and integration; their wide range of rhythmiasgdand their
frequent and abrupt rhythmic changes. MP’s music also contained several Bhéts
music shifted harmonically through her continual alternation between major/mi
chords and key centers. It shifted texturally through her alternation bettaeeats and
legato articulation. It shifted rhythmically through her dynamic altesnatin the
underlying pulse, as she abruptly shifted between playing on/off the basiariok
subdivisions of the beat.

Musical Summary: Most salient was variability, exhibited in the music of both players
by the wide range of subdivisions, syncopation, and rhythmic ideas and accents used and
the frequent, abrupt changes made in them. Rhythmic grounding was salieris in MP
music: despite the high frequency of changes in her rhythmic figures, shaimedrd
steady tempo and meter throughout. Tonal ground and harmony were also salient in
MP’s music through her frequent and abrupt modulation between major/minor keys,
inversions, octaves, and parallel fourths-fifths. Variability in timbre alss salient,
exhibited by MP’s shift between legato and staccato articulation, often inntige sa
phrase. Finally, integration was salient in the music of both players: initiadiy

rhythmic figures were differentiated as their rhythmic ideas cdettasith one another

and coincided only occasionally. By the end of the excerpt, however, PC’s rhythmic
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ideas had developed more complexity and range and began to coincide with MP’s music
half of the time, remaining clearly distinguishable from her rhythmiadigbut more
closely intertwined.
Implementation of Dream Intra Communication Technique: MP’s establishment of a
stable rhythmic tempo and meter offered a structuring ground from which bognglay
separate, fluidly changing rhythmic and melodic ideas could move both toward and aw
from one another. Despite MP’s frequent shifts in articulation, key centers, and
intervallic distances, overall, her musical voice maintained clarity andisitpyphat was
especially reflected in her choice to play much of the music using a sietidimline in
the bass. This clarity gave PC the freedom to musically differentiatéegrate his own
music with MP’s. At the same time, MP synchronized, imitated, contrasted, and
differentiated freely with PC’s rhythms in the music. Clinically, tieiersed significant,
as the client was struggling with issues surrounding trust, boundaries, and personal
identity issues in relationships.
Dream Resolution Technique

Dream Resolution

RK: EXAMPLE #1
Title: “Finding a Horse”
Improvisers: MP plays “Finding a Horse” on piano; RK plays “Finding a Horse” on
kalimba, xylophone, drum, shaker, and cymbal.

Length: 4: 55 (analysis: 1:51-3:51)
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Situational Context: Session 12. RK relates a dream in which she “went to clean and
ride a horse from the stables but they had all been taken.” MP suggests Rieplay t
resolution of her dream, which is to “go, find, clean and ride a horse.”

Overall Clinical Impressions: The mood of this improvisation was suspenseful and
exciting, with a dynamic sense of movement. In relation to the title, the exsiessed
an adventurous, high energy ride on a horse. The mood and emotion of this
improvisation were conveyed through MP’s lively rhythms that frequentlyeshirt

tempo and meter, and RK’s unpredictable shifts in tempo, rhythmic ideas, and volume.
Tension in MP’s melody was created by inversions, chromatic harmonies, and
unpredictable key changes.

Musical Summary: Most salient was the wide variability of tempi (moderately fast to
very fast), meter, and volume (moderately soft to loud) in MP and RK’s music. MP also
used a variety of rhythms, modes (middle-eastern and whole tone) and melodio ideas
dramatically convey the unfolding images. MP’s harmonic choices, exhilyitéa b
frequent use of chromatic harmonies, inversions, and key changes, wereiatgorsal

the momentum and tension that they created throughout the improvisation.
Implementation of Dream Resolution TechniqueMP encouraged RK to find a
resolution to her dream by creating dramatic music that reflected the higjy,ene
physicality, and tension of riding a horse. MP’s music captured instinctualtipeim
energy through dynamic variations in rhythm, tempo, and meter; stimulatusg;aty
evocative scales (middle-eastern and whole-tone); and shifting harmoniesnbayed a

sense of movement through frequent chromaticsm, inversions, and key changes.
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Dream Resolution

MB: EXAMPLE # 2
Title: “The Child”
Improvisers: MP plays “child” on piano; MB plays “child” on xylophone and drum.
Length: 4:07 (analysis: 1:00-2:30)
Situational Context: Session 81. MB relates a dream that she had of a compassionate
man and a child dying. MP asks MB to be the child. Afterwards, MB relates hgggsma
in the music: the man beat the child down, and it was dead all the while; then the child
was alive and the father gone. The child felt it had a terrible burden and egbhnarea
a burden.
Overall Clinical Impressions: The mood and emotion of this improvisation were lonely,
pensive, and sad. In relation to the title, the music sounded as though the improvisers
were expressing a young child who was dying, far away from anyone who eaaldar
comfort her. The mood and emotion of this improvisation were conveyed by the open,
spacious qualities established in the very beginning, as MB played a single tbee on t
xylophone and MP responded with a major seventh interval in the high treble, adding
short melodic phrases built on parallel fifth chords with added sevenths, ninths, and
elevenths in a slow, fluid tempo and meter. MP sustained each musical phrase with a
clear, yet heavy pedal until MB’s next note, giving the music a sense osgsggension.
The music was evocative of a child through MP’s melodic phrases, which she played
softly, in a high treble register, gradually descending to the lower madl@pper-middle

register. MP’s abrupt, atonal chords and minor run to the bass led to a recapitulation of
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MP’s earlier, bell-like melodic phrases, built on parallel fourths-fifththe middle

register, again placed rhythmically between MB'’s single totes on tbhehghe.

Musical Analysis: Most salient was the open space in MP’s melodic phrases, constructed
of parallel fourths-fifths, the wide, initial range in register betw®¥ and MB’s music,

and the fluidity of tempo and meter in the music of both players. Harmony was also
salient in MP’s frequent use of parallel chords frequently including intervaksvehths,
ninths, and elevenths. Tension was conveyed through MP’s consistent holding of MB in
the music, in the way she sustained each melodic phrase with the pedal and paused until
MB sounded a note on the xylophone before continuing with the next chord.
Implementation of Dream Resolution Technique: MP musically symbolized the profound
sadness of a dying child through music that created a chasm of vast spacjousness
conveyed by the wide interval range maintained intermusically (betweselfreend MB)

and intramusically (through her consistent use of parallel fourths and fifidhéremuent

use of seventh, ninth, and eleventh intervals). The image of a young child was evoked
musically by MP through the placement of her melodies in the very high treblddtem
registers and by playing in a soft to moderate volume. MP conveyed a dream-like
atmosphere and fluidity of consciousness in dying by playing in a tempo andimag¢ter
shifted fluidly and continually, sustaining the pedal throughout, playing each chard wit
bell-like sonority and resonance, and leaving open spaces between her musses. phra
MP also closely held and maintained connection with MB in the music by placing eac
musical phrase between MB'’s single tones on the xylophone. MP’s music thewgfore n
only helped to bring the intense, profoundly sad feelings that MB experienced aga youn

child closer to consciousness, but also offered MB the musical experience of being he
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through them. In this way, MP musically seemed to embody the compassignearfi
MB’s dream.

DREAM RESOLUTION

YE: EXAMPLE #3

Title: “Canary Dream”
Improvisers: MP plays “Canary Dream” on piano; YE plays “Canary Dieam
xylophone.
Length: 7:31 (analysis: 5:00-7:31)
Situational Context: Session 3. YE has dreamt that she was trying to talk to her family
who all read papers and ignored her. Then a bird flew near the fire, and she screamed
and just put the fire out and John held her hands and wouldn't let go. In the music, YE
goes back to the dream. She feels like kicking the table over and making a scene, she
was so angry. MP notes that the music had “real feeling and a c/t of sadthessrat.”
Overall Clinical Impressions: The mood and emotion of this improvisation were of
loneliness, anguish, and sadness. In relation to the title, the music sounded as if the
improvisers were expressing a woman initially feeling wooden and isolatedngpera
place within of sadness and grief. The mood and emotion of this improvisation were
conveyed by YE's initially stiff, ascending/descending single tones ornytbphone,
accompanied by MP’s plaintive A minor melody in the middle register. As MP
modulated into different keys using a repeating melodic figure, YE playgghchrony
with MP’s slower tempo and mournful, quiet D minor chordal melody that included an
anguished, resounding tone on the fifth of the triad. Both players’ music became highly

integrated as MP repeated a single tone that opened into descending minor chords
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accompanying YE’s melodic figures, and MP began playing on the down beatssof YE’
rhythm. MP accompanied YE's lyrical melody with open parallel fifths in the &ad

treble registers and encouraged her musical engagement by leaving ogsrasiac
maintaining a wide register range for YE’'s melody, playing singlestanthe upper

treble to extend and connect YE'’s phrases, and using a sustained pedal. The music ended
as MP reflected YE’s sadness, playing descending, minor chordal inverglomsating

in a very soft minor chord in the treble.

Musical Summary: Most salient was tonal centering in both players, conveyed by MP’s
expressive, mostly minor melodies that she modulated and developed to hold YE in the
emotional expression of her own melodic fragments and eventual, lyrical melody.
Harmony was salient through MP’s frequent use of major/minor chords and parallel
fifths. Rhythmic ground was also salient through MP’s fluid, slow to modenaiea

and steady meter, marked by two separate deaccelerandi near the begineimd) and
Integration was salient, exhibited by YE’'s movement from playing independént, ye
compatible xylophone melodic fragments that differentiated from MP’s, tadaig

melody near the end that was closely intertwined with MP’s chordal acoomgra.
Implementation of Dream Work/Dream Resolution Technique:Guided by her own
countertransference, MP’s plaintive melodies, minor and parallel fifth harsy@md

slow, yet fluid tempi expressed unconscious feelings of sadness behind the anger in YE
dream. This seemed to release YE into her own emotional expression, as she gradually
took the lead in creating her own melody, held by MP’s soft, minor harmonic
accompaniment and further elicited by her extension of YE's melodic phrases and the

open spaces she made for her in the music. In this way, YE could experience musical
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resolution from the helplessness she experienced in her dream and move closer to the
authentic feelings that related to her real-life situation.
Dream Resolution

SUSAN P: EXAMPLE # 4
Title: “Dream Child”
Improvisers: MP plays “Dream Child” on piano; Susan plays “Dream Child” on
xylophone, ratchet, bells, bongo drum, shaker, and kalimba.
Length: 6:32 (analysis: 3:44-6:32)
Situational Context: Session 8. Susan dreams she is in a warm swimming pool room
with a child with a beautiful face and deformed body with fins; no one seems to lgg carin
for it. Others say, “It'll be all right;” then she felt responsible. MP pr&ts this as
Susan’s inner child projection and her starving own inner child. She suggests that they
improvise on the dream and that Susan “be the child.” MP notes that the music was
“dreamy and peaceful, [with] a c/t of poignancy and anger.”
Overall Clinical Impressions: The mood and emotion of this improvisation were
initially haunting, poignant, then gradually becoming peaceful. In relation toléhehg
music sounded as if the improvisers were expressing a young child’s feelohggspof
loneliness and isolation, then being surrounded by a comforting and calm preseace. T
mood and emotion of this improvisation were conveyed by the gradual movement of
MP’s melody — played entirely in octaves — from a chromatic, to minor, to maglmdic
orientations, as Susan softly played a wide variety of instruments in a difflyseiP’s
slow, steady ostinato in the bass; her use of the Lydian mode; the sense of spaciousness

created by intervals such as octaves, sevenths, and ninths; her wide and frequent
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ascending/descending leaps; and heavy pedal throughout contributed to the dream-like
musical atmosphere.

Musical Summary: Most salient was MP’s octave treble melody, initially centered on a
D minor chromatic, F minor, and C and F major melody lines, which at times also
incorporated both dissonance and tones from the Lydian mode. Harmony was salient
through MP’s frequent use of the warmth of intervals including the thirds, sevenths,
ninths, and octaves. Rhythmic grounding was salient in MP’s steady, stable deep bas
ostinato that briefly changed meters, then returned to a steady, but fluid tempetand
Volume was also salient: both players generally maintained a soft volume thrqughout
however, MP had much more expressive range and shape. Finally, timbre wasrsalie
the constancy of MP’s sustained pedal.

Implementation of Dream Resolution TechniqueTogether with Susan’s spontaneous
movement and diffuse playing between several different instruments, MP’s use of
melody, harmony, and texture seemed to elicit the musical images andSesli

Susan’s wounded inner child while offering a healing, comforting presendeefohiid,
which had not occurred in the dream. In this way, Susan could safely experience
emotions that were split off and temporarily outside her awareness in a holdinglmusic
environment. MP’s music doubled the feelings of loneliness, anger and isolation
experienced by the child in the dream through the wide distance that she maintaine
between the deep bass and her octave, treble melody and her descendingcciindmat
minor melody lines, while her modulation to a major melody line, softer dynamic, and
slow, rocking tempo evoked a feeling of comfort and calm. Finally, MP evoked a child-

like dream state in several ways: through centering her melodies nmostey/treble, her
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expressive use of dynamics and sustained pedal throughout, consistently fluid tedhpos a
rhythm, and the sense of spaciousness created by MP’s frequent use of octaves and
frequent ascending/descending intervallic leaps.
Dream Resolution

SUZANNE B: EXAMPLE # 5
Title: “Burden Dream”
Improvisers: MP plays “Burden Dream” on piano; Suzanne plays “Burden Dream” on
xylophone, cymbal, and drum.
Length: 4:15 (analysis: 1:00-4:15)
Situational Context: Session 3. Suzanne has dreamt that a doctor went into a big room
and an elderly strict woman showed her piano techniques. Then MP came in, gave her
some burden, and she staggered, sat on a small piano chair, put cushions and books on
and couldn’t play strongly. MP suggests that Suzanne repeat the dream with amhther e
Suzanne feels faced with another strong self who finally takes over and tpbenggys
MP interprets this as Susan nearing these aspects of self that shederlgl# to have.
Overall Clinical Impressions: The mood and emotion of this improvisation were
anxious, intense, and militant. In relation to the title, the music sounded as though the
improvisers were expressing a highly anxious person running from a dangerous situation.
The mood and emotion of this improvisation were conveyed initially by both players’ fast
tempi; rapid ascending/descending rhythmic figures; high volume; suddenishift
dynamics and register; powerful, frequent climaxes; and MP’s frequent aseoaiatic,
atonal melodic lines, and chordal clusters. MP synchronized with the initiation of

Suzanne’s sudden, moderately slow drum, punctuating her downbeats with major/minor
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augmented, inverted legato/staccato chords that ascended slowly and witergsieat t

As Suzanne broke off into soft, ascending/descending runs, MP played a forceful, octave
tremolo, and both players recapitulated the previous musical theme, agaithmichy
synchrony. MP followed her deaccelerando with a minor, ominous bass melody,
accompanied by Suzanne’s steady xylophone downbeat. Both players melodically and
rhythmically ended together, as MP softly repeated a suspended minor cliloodi wi
resolution.

Musical Summary: Most salient was tension and variability in the music of both players,
exhibited rhythmically by steady, rapid tempi and rhythmic figuressftaguently and
abruptly changed. The tension and variability were exhibited dynamically theoug

wide range of dynamics and abrupt changes made in sound intensity. The tension and
variability were exhibited texturally through frequent, abrupt changegistee.

Tension and variability were also conveyed harmonically through MP’s use of minor
inversions, atonal clusters, chromatic figures, and major/minor augmentechsevenmls

that frequently changed without resolution. The tension and variability were also
exhibited timbrally through Suzanne’s frequent and abrupt change between ingstume
Finally, tension was conveyed through MP’s overall structural complexity and
uncertainty. Integration was also salient throughout: Suzanne’s figuresaresistently
integrated into MP’s rhythmic and tonal ground half of the time and created a unified
diversity.

Implementation of Dream Resolution TechniqueMP helped Suzanne emotionally
explore her dream by musically recreating the tension she experiencedlnedim. To

accomplish this, MP took a directive role in intensifying and varying thiamnyg,
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harmonic, dynamic, and textural elements of the music and held her in the expression of
her emotion through minor, atonal, chromatic, and augmented chords. As Suzanne’s
more bold musical voice emerged on the drum and xylophone, MP matched her energy
level, encouraging her efforts to “sound out” and integrate this stronger sdifypar
synchronizing with her drum beats, extending her rhythmic phrases, and making
transitions that provided openings for Suzanne to initiate her own musical expression. |
this way, Suzanne was empowered to discover and experience the strength she had
difficulty accessing in her dream and real-life.
Dream Resolution

GASTON: EXAMPLE # 6
Title: “Baby”
Improvisers: MP plays “Baby” on piano; Gaston plays “Baby” on xylophone, cymbal,
bells, and drum.
Length: 7:33 (analysis: 5:25-7:33)
Situational Context: Session 6. Gaston has dreamt that he came into a sparsely
furnished room with a thick pile rug. On the floorboards was a baby covered in a
sheepskin rug. He thought that there was no way to care for the baby. A woman was
telling the articulate baby to shut up and pouting psychic rubbish. On a bed of soft furs
the woman was writhing and showing her leg up to her thigh. MP interprets this to
Gaston, saying, “The bed is like my chair; you feel | am not looking enoteyttlaé
baby part of you. This is a projection of some other relationship.” MP describes the
music as “very purposeful playing.” Gaston says the baby is “despising therktioave

baby is playing and having time and space for itself which he never had.” Mptetse
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the woman as “an uncaring feminine side not helping the baby full of potential to grow
and develop,” saying to Gaston, “You don’t even have a day off to play and be yourself.”
Overall Clinical Impressions: The mood and emotion of this improvisation were

energetic and purposeful, then changing to calm. In relation to the title, the musi
sounded as though the improvisers were expressing a baby purposefully exploring his
surroundings in a warm, structured environment; following a period of discord, a feeling
of calm and peace was restored. The mood and emaotion of this improvisation were
conveyed by MP’s stable, continuous bass ostinato, and a treble melody based on parallel
fifth chords and ascending/descending melodic variations on the pentatonic scale,
accented occasionally by diminished fifths and elevenths. Moving freely beterxesals
instruments, Gaston freely played brief rhythmic figures, xylophone runs, adelate

cymbal crashes both on and between MP’s beats. MP introduced musical change through
her initiation of a melodic line based on dissonant, inverted chordal clusters that
repeatedly began in the upper treble and slowly descended on each down beat. As MP
ended her melody on a minor sixth inverted chord, Gaston brought the music to a close,
steadily repeating the tonic tone on the xylophone. Both players slowly added ending
tones to complete the triad (MP the third; Gaston the fifth) and ended the musicrtogethe
on the same note.

Musical Summary: Most salient was rhythmic ground, exhibited by the steady,

continuous bass ostinato that MP maintained throughout the improvisation. Tonal ground
was also salient in MP’s chordal melody based on parallel fifths and octales a
ascending/descending melodic tones based on the pentatonic scale. Harma@igmias s

through MP’s use of dissonant chord clusters and minor chordal inversions, and through
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her incorporation of intervals such as diminished fifths and elevenths. Varialabty w
also salient, exhibited by Gaston’s use of a variety of instruments thaterehariged
freely and played intermittently on and between MP’s downbeats. Finally, itb@gra
was salient; by the end, both players’ music had become highly integraastas’s
melodic figure became integrated into MP’s ground, and he took on a more independent
role in creating the music.
Implementation of Dream Resolution TechniqueMP provided a holding environment
for the emergence of Gaston’s playful, intermittent rhythms and melodieaibjaming
a stable, continuous rhythmic bass ostinato and a tonal ground that was evocative of
childhood, through chordal melodies based on parallel fifths/octaves, and the pentatonic
scale. MP also seemed to reflect the dark, provocative feminine element@i'&ast
dream through repetition of dense, dissonant, and inverted chords that descended from
the upper treble to lower middle registers while providing a holding, rhythntitxma
through her bass ostinato. Lastly, MP encouraged Gaston’s integration of the mor
caring, tender self-part absent in his dream — conveyed through his sensitica] mus
ending tones on the xylophone — by extending his melodic phrases with her own melodic
tones and emotionally reflecting his calm and peaceful ending by decreasuoiutine
and tempo to match his playing.
STRENGTHENING THE EGO
Exploring Relationships Technique
FP: Example # 1
Title: “Being Phillip”
Improvisers: MP plays “Phillip” on piano; FP plays “Phillip” on xylophone.
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Length: 5:11 (analysis: 2:02-4:12)

Situational Context: Session 15. FP says that she feels she doesn’t know her husband
Phillip. MP says that FP had been so much part of her and vice versa that she couldn’t
see him. Following the music, FP says she felt “right inside him as a tenderahié

place which he was defending, and in life she’d felt him defending more and more. MP
describes the music as “timid, muddled...like someone shut in a paper house quite
unaware of a marvelous world outside.”

Overall Clinical Impressions: The mood and emotion of this improvisation were vague,
timid, and delicate. In relation to the title, the music sounded as if the improvesgrs w
expressing a person who was safe and contained but isolated. The mood and emotion of
the improvisation were conveyed by the airy, open quality of MP’s melodic phrases,
moderately soft volume, and light, delicate quality of sound maintained by both players
throughout. FP’s rhythms were more diffuse and differentiated, coincidingittently

and briefly with MP’s steady, underlying pulse.

Musical Summary: Most salient was the differentiation between MP’s stable rhythmic
pulse and E minor tonal center and FP’s more ungrounded, diffuse rhythmic ideas that
moved in and out of synchrony with MP’s underlying beat. Harmony was salient in
MP’s consistent use of organum chords as well as parallel fourths, fifths, etsdtifait
formed melodies based on the pentatonic scale. Texturally, MP remained nrost ofte
the treble register, grounding the music with the interval of a fifth in the bfiss using
only one hand to play.

Implementation of Exploring Relationships Technique:With both players in the role

of “Phillip,” MP facilitated FP’s musical exploration of him by synchronizimith FP’s
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rhythms, structuring the music by repeating clear melodic ideas andipgpaidteady
tempo and meter, offering musical “space” for the timbre of FP’s instrunyent
maintaining a wide range of registers, and musically reflecting éiRé&sging feelings of
vulnerability, timidity, and isolation to help FP gain more clarity and understanéling
Phillip. MP’s consistent use of parallel intervals, chords, and movement, as\wedl a
differentiated musical “voices” maintained by both players, reflectedufilendture of a
relationship in a musically symbolic way.

Exploring Relationships

FP: Example # 2

Title: “Robin”
Improvisers: MP plays “Robin” on piano; FP plays “Robin” on xylophone.
Length: 6:14 (1:00-2:46)
Situational Context: Session 26. FP has been thinking eagerly of Robin, whom she’s
met caving. He has called FP and asked if he could come for the night and she said she
might be out. FP feels frightened of being emotionally suffocated by him,ngdnin
desperately yet not wanting anything to do with him. MP interprets this aslFBrs
nothing pattern, shutting the door on him and losing him. During the music, FP imagines
driving down to see him and never hears what she and MP played.
Overall Clinical Impressions: The mood and emotion of this improvisation were
scattered, vacuous, and ambivalent. In relation to the title, the music sounded s thoug
the improvisers were expressing the separateness of two people: one petiagranwdi
listening for the other, who keeps running away. The mood and emotion of the

improvisation were conveyed by FP’s rapid, continuously random and diffuse beats on
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the xylophone. MP’s music was more structured through her ongoing, steady inyghm
moderate tempo but incorporated qualities of ambivalence and exploration through short
ascending/descending musical phrases that often sounded like gentle questiorre and we
without resolution.

Musical Summary: Most salient was the overall contrast and high level of
differentiation between the music of both players. Rhythmically, FP’s rapid iere
highly rhythmic but diffuse with no relation to MP’s stable tempo and repeatingldotte
eighth note pattern. Melody was salient through MP’s short, clear melodiephvhih
incorporated ascending/descending minor thirds, parallel fourths/fifths, and
embellishments such as trills and tremolos. FP’s tones on the xylophone lacked
succession or a focus. Harmonically, MP continually alternated betweerdmagor
chords, chord progressions centered on the movement between tonic/dominant, and
included elements of suspension/resolution in the music. Texturally, FP’s péidriedc

as a figure, while MP’s part functioned as both figure and ground; FP also used a wide
breadth of pitch ranges, while MP’s tones were generally grounded in thendass a
middle register.

Implementation of Exploring Relationships Technique:MP musically reflected FP’s
ambivalence and confusion about Robin through melodic, harmonic, and textural
contrasts and polarities. Similarly, the shape of MP’s musical phrases, whic
incorporated ascending/descending eighth notes that were often suspesdted or |
unresolved, sounded like gentle, yet persistent questions. MP’s frequent use of
major/minor thirds and parallel fourths offered a musical symbolization of twoggopl

a relationship. FP’s avoidance of contact and subsequent isolation in the musit seeme
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an important insight for FP as it related to her conscious/unconscious relatioribhip w
Robin.

Exploring Relationships

YE: Example # 3

Title: “Mother”
Improvisers: MP plays “Mother” on piano; YE plays “Mother” on xylophone.
Length: 5:14 (analysis: 1:37-5:14)
Situational Context: Session 11. MP suggests that YE improvise on the theme of
mother, based on her interpretation that YE “was so afraid of ousting mother she let her
walk on her.” MP notes that in the music, YE’'s mother was very “sweet [and]
reasonable,” while MP played “atonally very dissonant and then anguished and sad.”
Overall Clinical Impressions: The mood of this improvisation was heavy, tense, and
despairing. In relation to the title, the music sounded as though the improvisers wer
expressing two people who were not listening to each other: an overbearing, démse m
and a daughter who felt despair and isolation underneath a bouncy, light exterior. The
mood and emotion of the improvisation were conveyed through MP’s use of atonality
and dissonance, unstable tempo, and frequent changes in rhythmic and melodic ideas
which she played heavily in wide ranges of volume. In contrast, YE played light, bouncy
rhythms on the xylophone that were unrelated to MP’s rhythm, volume, or tempo. After
a long, gradually descending chromatic chord progression played by MP, YE ledefly
deaccelerando, and then dropped out. The music sounded like a sentence that stopped in

mid-air, ending on MP’s unresolved chord.
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Musical Summary: Most salient was the sustained musical tension between both
players. MP’s music gathered tension harmonically through her pervasive useabf at
dissonant major/minor, and inverted chords; unpredictable, wide range of dynamalics
abruptly changing rhythms, melodies, and key centers. The sense of tragedynasd sa

in the music was conveyed by the density and heaviness in MP’s chords and overall styl
of playing. Tension was conveyed in YE’s music through the contrasts and independence
that she maintained from MP throughout: YE's rhythms, tempo, and texture congistentl
varied markedly from MP’s, as she played light, almost jaunty melodic phragesajor

key. Likewise, YE's volume remained soft with little dynamic variation. €lwesitrasts
gave the sense that both players were playing two solos simultaneously.
Implementation of Exploring Relationships Technique:MP reflected YE’'s emotional
isolation from her mother by intensifying the contrast between both player&, mus
thereby underscoring the inherent tension in the relationship while giving YE the
opportunity to maintain the kind of musical independence from MP that she hadn’t been
able to maintain with her mother. YE's pattern of relating to her mother byammamng a
cheerful passivity audibly contrasted with MP’s role as overbearing, uastetther. At

the same time, MP’s c/t feelings of anguish, sadness and despair gaveopidHhenity

to encounter underlying feelings that she may have defended against in beconging mor

independent from her mother.
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Exploring Relationships
MB: Example # 4

Title: “Brothers”
Improvisers: MP plays MB'’s two “brothers” on piano; MB plays her two “brothers” on
drum and cymbal.
Length: 3:35 (analysis: 1:00-2:50)
Situational Context: Session 3. MB had been to her brother Ron’s for the weekend; he
had been very rigid with his children who were badly behaved. MB says that skd is tir
of being a family scapegoat and she couldn’t help it if her brother couldn’t accept the
facts. MP describes the music as a “sad, depressed sound being [brother] Roveoing
to [a lighter sound] to represent weaker [brother] Graham.”
Overall Clinical Impressions: The mood of the improvisation was pensive, lonely, and
sad. In relation to the title, the music sounded as if the improvisers were expressi
MB'’s resonance with the depression of her brothers, emotionally and viscerally. The
mood and emotion of this improvisation were conveyed by MB’s slow, heavy drumbeats
between each of MP’s, soft, suspended second chords played in the middle register.
MP’s suspended chords played repetitiously and with heavy pedal tones in the bass, gave
the music a feeling of contraction and relentless sadness. As MP added a slow,
pentatonic melody in the deep bass, MB played the drum continuously in a duple-triple
meter very softly, like a heartbeat.
Musical Summary: Most salient was the harmonic tension sustained by MP’s
repetitious, suspended chords played consistently in a soft volume. Tension was also
conveyed through the pacing of MP’s chords, frequently held until MB’s next drum beat,
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and intermittent pauses. Texturally, MP’s musical part functioned as boté &gdr
ground; MB’s part was undifferentiated and mutually dependent with MP’s. Tempo was
consistently slow, gradually becoming more stable as MP initiated th@d&@istonic
melody.
Implementation of Emotional Investigation Technique:MP held MB in the emotion
evoked by her brothers by taking a leading role in the improvisation, creating a
sympathetic musical structure that included harmonies that suspended MB in the
emotion; musical timbres (middle to low) similar to the gender of her brothers;
maintaining a slow, steady tempo; and empathizing with MB by incorporatirepfie
drum and cymbal beats into her own chords and musical phrases. MP also may have
used the child-like nature of the pentatonic melody to further evoke MP’s memories of
her childhood.

Exploring Relationships

MB: Example # 5

Title: “Loving People”
Improvisers: MP plays a holding role in “Loving People” on piano; MB plays “Loving
People” on drum, xylophone, cymbal, and gong.
Length: 5:32 (analysis: 2:06-5:32)
Situational Context: Session 43. MB relates a variety of thoughts, images, and feelings
about people: receiving a present from her sister; not liking people and wordsgdanci
with her grandfather as lovers and love going outwards; feeling that slie’téaNe her
mother and that Ron was affectionate. MP suggests that MB improvise on the title

“Loving People.” MP describes feeling in the music a “c/t of coldness in gig#rt,
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and sadness, very poignant, in the second.” Afterwards, MB spoke of feeling her loving
needs were not accepted, and that this would always be the same, but last westk she “f
the holding of the music for the first time and that it didn’t hurt to be touched.” The
present analysis includes the second part of this improvisation.

Overall Clinical Impressions: The mood of the improvisation was tender, reflective,

and sad. In relation to the title, the music sounded as if the improvisers wereiagpress
the feeling of being loved and the sadness of love’s absence. The mood and emotion of
the improvisation were conveyed by the openness and warmth in the melody and
harmonies that MP played to accompany MB’s soft rhythms on a variety of iestsim

The music ended gently, as MP slowly played a broken C major sixth chord with the
resonant tones of MB’s gong. A long silence followed.

Musical Summary: Most salient was the poignant, thematic melody that MP played in a
slow, rubato tempo. Harmony was salient in MP’s chord choices, which frequently
consisted of inversions, parallel fifths, and major/minor sevenths, major sixthsnémd ni
chords. Texturally, MP’s tonal part was comprised of a melody and accompaniment,
while MB'’s part created a single rhythmic figure. By the end of theomisation, both
players’ music was significantly more integrated: MB'’s previouslgydhmic, highly
differentiated rhythms began to coincide with MP’s tempo, and her tones on the
xylophone and gong intertwined more with MP’s melodic phrases.

Implementation of Exploring Relationships Technique:Using the holding technique,

MP drew upon her c/t of sadness to create a poignant melody evoking MB’s experience
of loving and being loved. While MP’s melody was reflective of sadness, her use of

harmony also evoked qualities of warmth, intimacy, openness, and safety through her
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consistent use of major sixth, major/minor seventh and ninth chords; parallel fihs; t
frequent open spaces and silences that she left in her own musical phrasesdqidyB t
or simply listen; the holding and sustaining effect of the pedal; a repetitidadime
theme that rose and fell like breathing; and a slow, rubato tempo that oftebleztam
heartbeat. The music almost seemed personified, which may have furtherrezlghte
MB'’s experience of being in relationship with both MP and the music.
Programmed Regression Technique
Programmed Regression
FP: Example # 1
Title: “Inner Child”
Improvisers: MP plays holding role in title of “Inner Child” on piano; FP plays “Inner
Child” on melodica.
Length: 4:31
Situational Context: Session 16. FP has gone on a lovely outing with her pupils and had
some derealization. She speaks of having always been in the mother role, even being
called “the little mother” by her colleagues. MP suggests that she impavithe title
“Inner Child.” During the music, FP feels that she was about 8 years old on cold
linoleum in a long passage between the kitchen and larder. She remembersrgrecurr
nightmare about round things coming to get her in the school patio and walking out in the
kitchen with cold linoleum on her feet. MP notes that FP’s playing was “beautiful.”
Overall Clinical Impressions: The mood and emotion of this improvisation were
reflective, tender, and sad. In relation to the title, the music sounded as if tbeigary

were expressing the sadness and longing of a lonely, sensitive child. The mood and
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emotion of this improvisation were conveyed by the expressive placement cbR#’s |
phrases on the melodica and the dense, warm harmonies of MP’s chordal
accompaniment. The singing quality and silences between FP’s tones andithesens
incremental chord changes with which MP accompanied them characterizedghe dee
listening and interrelatedness in the music of both players.

Musical Summary: Most salient was the high level of integration in the music, as if both
players were playing one unified piece. Texture was salient in the distiestofadach
player (FP as soloist; MP as accompanist) and the wide range inmrbgisteen the
instruments, as MP remained mostly in the bass register, ascending intadhe mi
register only with FP’s descending tones on the melodica. FP’s expresasiamed

notes were held by the rhythm and basic pulse of MP’s chords in 4/4, which sounded like
a slow and steady heartbeat. MP’s chordal harmonies — consisting of inversions
augmentations, sixths, and sevenths — held FP in the tension of the unfolding music: MP
shifted gradually in direct response to FP’s tones, often remaining for lseeatson

one chord before introducing incremental, yet subtle changes. As FP’s phisas be
slightly shorter and more rhythmic, MP incorporated this in her own playing, regumin

a more basic pulse and slower tempo as FP resumed playing long tones againisi¢he m
ended peacefully on an F major seventh chord.

Implementation of Programmed Regression:MP held FP in the emotion of the music
through the constancy of her slow, measured tempo and dense, gradually shifting
harmonies that anchored FP’s expression and offered enough musical tension to
encourage her continuation. MP also created a great sense of spaciousness by

maintaining distance from FP in register throughout the improvisatiomislexpressive
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space, MP provided FP the missing experience in her childhood of being held and
listened to, while also empathizing with FP’s lonely, isolated inner child.

Programmed Regression

MR: EXAMPLE # 2

Title: “Going Back”
Improvisers: MP plays “Going Back” on piano; MR plays “Going Back” on shaker,
Tibetan bells, xylophone, drum, and cymbal.
Length: (analysis: 1:00-2:37)
Situational Context: Session 57. MR speaks of feeling angry with her doctor for her
cold, silent technique. MP interprets this as MR’s anger with her for not being a
therapist, and her playing off one therapist against the other. The doctor said MR want
to be told what to do and wouldn’t play. MP suggests that MR improvise on the title
“Going Back.” MR relates her experience in the music: she was tiny anldesaalf
running and running on the beach, the cherished youngest, then sinister music; everything
was different; her brother Bruce was born, and she went off of the “lonely road” and has
been on it ever since. MP felt this music was “completely different, fluidcarse "
Overall Clinical Impressions: The mood of this improvisation initially sounded like an
invocation and meditation, shifting to energetic, playful, and creative. Inorelatithe
title, the music sounded as if the improvisers were expressing the expefiémceng
inward to immerse oneself in the past. The mood and emotion of this improvisation were
conveyed by openness in the melodies that MP constructed using pentatonic scales,
parallel fourths-fifths, and octaves; the timbre of MR’s instruments @mbee¢lls and

chimes); and the slow, fluid tempo and meter in both players. The music gained tension
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and momentum as MR’s rhythmic patterns on the xylophone became more diffuse and
highly differentiated, and as MP’s ascending melodic phrases built upon oataves a
organum chords became louder and more rhythmic, rising in pitch without release. As
MR led a musical climax with the cymbal, both players’ music became much more
cohesive, as MP began a new melodic theme in a moderate, stable tempo to MR’s
rhythmic accompaniment.

Musical Summary: Most salient was the shifting tonal ground and melodies that MP
established based on the pentatonic mode. Harmony was prominent through MP’s
frequent use of octaves, parallel fourths, fifths, and inversions. Timbre veag sathe
meditative sound of the instruments that MR initially chose to accompany MPhnRRhyt
became salient as MR initiated patterns increasingly unrelated to MiBis end as MP
provided a strong rhythmic ground in the bass through ascending parallel fifth chords,
repeated and sequenced over a wide range of registers. Near the end, both players’
rhythms became more integrated into MP’s underlying pulse and meter. Texsure wa
salient in the role functions of both players: MP was melody; MR was accatpani
Volume was also salient as MR became more dynamically expresghe as
improvisation progressed. Lastly, tension was salient through the increasinty s
intensity in both players as the improvisation progressed, MR’s highly diffeeshtia
rhythmic patterns, and MP’s frequent use of ascending melodic phrases without
resolution.

Implementation of Programmed Regression TechniquevP helped evoke the
experience of “going back” to the client’s past by creating a muditaisphere that was

meditative and open, through frequent use of the pentatonic modality (perhaps supporting
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MR’s regression into childhood); melodic phrases that suggested feelingsope and
harmonies comprised of octaves, parallel fourths-fifths, inversions, and minor chords
with occasional dissonance. MP took a leading role in creating the music and heid MR
the musical tension by maintaining a heavy pedal throughout, creating npiszses
that were at once repetitive and ambiguous, and sustaining a musical mood o¥intensit
and mystery.

Programmed Regression

MB: Example # 3

Title: “The Child’s Music”
Improvisers: MP plays “The Child’s Music” on piano; MB plays “The Child’s Music”
on chime bars.
Length: 2: 56 (analysis: 1:00-2:10)
Situational Context: Session 8. MB says that she hasn’t brought anything to the session.
MP senses that MB was experiencing resistance; MB confirms thiste®d&angry that
MP was rejecting her as a nurse just when she felt most vulnerable. MP wohe#rsrw
MB is testing her by bringing in no poems or writing or drawing, just herself.sd48
that she was “ready to be put in a long box.” MP asks, “Do you feel so lifeless?” MB
replies, “Yes.” MP suggests that MB improvise on the title “The Child’s MusuP
describes the music as “very unsettled, sort of running over the surface. [M&Efe
that.”
Overall Clinical Impressions: The mood of the improvisation was unsettled, lonely, and
dreamlike. In relation to the title, the music sounded as if the improvisers were

expressing a child feeling isolated in her world in parallel play with MRisic. The
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mood and emotion of the improvisation were conveyed by the solitary, differentiated
music between MP and MB, which were similar in pulse (slow) and volume (soft)dbut di
not coincide in melody, phrasing, or pitch. MP’s music conveyed dreamlike qualities
through her creation of short melodic phrases that were variable in meter anallghusic
vague in character. MP’s unexpected shifts from the natural minor scaleafAsade)

to dissonance, inversions, and frequent use of the diminished fifth contributed to the
feeling of unrest in the music. The timbre of MB’s chime bars evoked auditorgsnodg

a child’s music.

Musical Summary: Most salient were the two differentiated melodic figures played
simultaneously by MB and MP. MB’s soft, ever-changing melody in C Major ctatta
with MP’s natural minor melody (Aeolian mode), which consisted of short, st&p-wi
ascending/descending musical phrases and inversions, grounded by palsled tlie

bass. Both players’ melodic figures had a stable tempo but were ungroundedin mete
Tension was conveyed through the ambiguous, unresolved nature of both players’
melodic phrases and the choppy, “skipping” energy in MB’s music.

Implementation of Programmed RegressionMP provided a consistent melodic figure
and tonal ground in A natural minor (Aeolian mode) for MB’s melody on the chime bars.
The simplicity of MP’s one-note melody, sparingly used chords or harmonies, and
frequent musical pauses offered space for MB’s music to unfold and be heard. MP
conveyed empathy for MB’s childhood feelings through the use of occasional dissonance
atonality, and diminished fifths in her melodic line and held MB through her heavy use of

pedal, soft volume, and steady tempo
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Programmed Regression
DH: EXAMPLE # 5

Title: “Six”
Improvisers: MP plays “Six” on piano; DH plays “Six” on xylophone and drum.
Length: 4:37 (analysis: 1:00-3:00)
Situational Context: Session 2. MP describes the music as having “incredible tension
and not being centered.” DH has a memory of the rain pouring down on the window
pane.
Overall Clinical Impressions: The mood and emotion of this improvisation were
anxious, tense, and desolate. In relation to the title, the music sounded as though the
improvisers were expressing a lost, lonely and anxious girl seeking a ssda peplace
to no avail. The mood and emotion of this improvisation were conveyed by both players’
overall lack of stable rhythmic and tonal ground, MP’s frequent use of atonal hasmonie
dissonant intervals and chordal inversions, frequent and abrupt changes in register and
volume, and melodic phrases that cyclically accumulated tension and releas¢heNe
end, the music had a feeling of great uncertainty and vulnerability, as MP plagsd t
from a broken major sixtthord accompanied by DH’s almost imperceptible, treble
parallel fifths on the xylophone.
Musical Summary: Most salient was tension, which was exhibited rhythmically through
both players’ frequently shifting temp. The tension was exhibited harmonicallygtinr
MP’s dense, impressionistic harmonies consisting of atonal and/or dissonant chordal
clusters, inversions, and suspensions. The tension was exhibited melodically through

MP’s atonal, ascending/descending phrases that often included repeatmig,etanes
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between wide intervallic skips and leaps and the rapid, fragmented, and diffusterhara
of DH’s melodic figures. The tension was exhibited texturally through MBtgIENt
and abrupt changes in register. Finally, the tension was exhibited dyrgarhicaigh
MP’s frequent changes in dynamics, and DH’s sustained, quiet volume throughout.
Implementation of Programmed Regression TechniqueMP musically reflected the
feelings of tension, sadness, and groundlessness that DH experienced in heomeigress
the age of six, through a lack of consistent tempo; her use of dissonant, atonal harmonies
chordal inversions and suspensions; ascending/descending melodic phrases with no
resolution in the treble, highly accented, march-like phrases in the deep bass; and
frequent, abrupt changes in dynamics, registers, and sound production techniques
(legato/staccato). At the same time, MP held DH in the expression of hervglainti
xylophone tones and sudden, ascending/descending melodic fragments and drum beats by
playing dissonant harmonies and dynamically expressive melodic passages to hel
contain release DH's feelings.
Programmed Regression

HANNAH: EXAMPLE # 4
Title: “Being Two”
Improvisers: MP plays “Being Two” on piano; Hannah plays “Being Two” on drum,
cymbal and xylophone.
Length: 1:51
Situational Context: Session 34. Hannah is working with her doctor on her being
overweight and relates her various physical illnesses and ailments. MPRaasieh if

she would like to work on the weight in therapy. Hannah says yes, saying shenmgs ski
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as a child and underweight until she was married. As a child, there were camfiicts
parental relationship, and she was jealous of her sister. MP notes that Haathth tri

talk her way out of doing this improvisation. MP describes the music as “very
vulnerable.” The drum was "Mother" telling Hannah what to do, and the cymbal was
Hannah refusing. MP interpreted this as a Hannah'’s “very strong defegisalson,

taking the strength from the inner self.”

Overall Clinical Impressions: The mood and emotion of this improvisation were rigid,
rebellious, and angry. In relation to the title, the music sounded as if the impsoviser
were expressing the intense rebelliousness of a hurt and angry child, shutangd out
feeling shut out by her parent. The mood and emotion of this improvisation were
conveyed by Hannah'’s random, fragmented, ascending/descending rhythms on the
xylophone and loud banging on the drum, and successive, ending crashes on the cymbal,
accompanied by MP’s D minor chordal accompaniment, D Dorian melody, and rhythmic
grounding in the bass.

Musical Summary: Most salient was the high musical differentiation between the two
players: Hannah's fragmented, random xylophone beats and banging on the drum and
cymbal, and MP’s consistent, holding rhythmic structure and D minor tonal ground.
Volume was salient, exhibited through both players’ consistently loud dynamic. Tension
was also salient in Hannah'’s consistently loud volume, rapid tempo, and highly
fragmented, abruptly changing rhythms.

Implementation of Programmed Regression TechniqueMP provided a holding

musical background for Hannah'’s regression to the age of two by offeringe sta

rhythmic and tonal structure. To accomplish this, she grounded Hannah'’s loud,
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fragmented beating with repeating, parallel fifths in the bass, maimgea D minor tonal
center, and playing a clear, repeating melody based on the Dorian scale.oShe als
maintained a consistent, moderately loud volume. MP conveyed empathy for DH by
imitating and incorporating her rhythms into her own melodies in various registers
reflected Hannah's feelings of anger and defiance by playingg bighly accented
minor treble melody, and supported Hannah’s cymbal crashes with strong, resainding
minor chords and inversions in the bass.

Programmed Regression

Gaston: Example # 6

Title: “Wall and Door 14”
Improvisers: MP plays “Wall and Door 14” on piano; Gaston plays “Wall and Door 14”
on woodblock, cymbal, and drum.
Length: 6:35 (analysis: 1:08-3:08)
Situational Context: Session 19. Gaston once said to his wife, “How wonderful that we
have [our daughter] Valerie for 14 years,” and wondered if it was a premonitiBn. M
says a father is everything to a daughter for 14 years. Then when putseity ske
looks away from him to boyfriends, and at the wedding that father must give her laway.
is as if Valerie would die to him at 14. Gaston replies, “She hasn’t had her pexidds y
MP asks, “What was happening to you at 14?” Gaston says at 13 he went to college, and
at 14 his fingers got cut off. In the music, Gaston experienced getting in tahohivait
MP describes as “a deep, strong anger; [he] imagined putting his head down and going

through the door, finding nothing and being impotent and crying feebly for help and not
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getting it.” MP interprets that there could be some envy of Valerie withrigar§ intact

at 14 and her sexual knowledge and life before her.

Overall Clinical Impressions: The mood and emotion of this improvisation were
passionate, energetic, and bold. In relation to the title, the music sounded as though the
improvisers were expressing the unrestrained, passionate energy of anesdoles
swinging between feelings of rebellious anger and exhilaration. The mood atidrem

of this improvisation were conveyed by the juxtaposition between MP’s long, flowing,
sonorous phrases, played with great expressivity, and Gaston’s highly rhytiactets,
and loud beating, played consistently ahead of MP’s beat.

Musical Summary: Most salient was both players’ rhythmic ground exhibited by
Gaston’s rapid, energetic beating on the woodblock and drum and MP’s steady tempo
and meter, which differed at times from Gaston’s (duple/triple). Variahibts also

salient exhibited by Gaston’s sudden accelerando which led to a musical ¢lahae t
sustained by breaking into rapid pounds on the drum. MP’s harmony and melody were
salient, exhibited through her use of a slowly ascending/descending octaverpentat
melody spanning the bass to high treble registers, and the stately, nrajoichordal
harmonic accompaniment and final, syncopated melody that she played to contain
Gaston’s rhythmic beating. Volume was also salient, exhibited by the cohtiloweal
dynamic Gaston maintained. Finally, both players’ music was differenti@ssdon’s
rhythmic figure remained independent from MP’s yet related to it.

Implementation of Programmed Regression TechniquavlP maintained an empathic
role as Gaston musically explored the deep anger and envy that he felt duringited mus

regression to the age of fourteen. She provided a holding, containing matrix for his rapid,
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rhythmic outbursts on the drum by providing a firm rhythmic and tonal structure
consisting of a slow, opening pentatonic octave melody, major/minor harmonic
accompaniment using a repeating rhythmic pattern, and an ending, enehgetial c
melody that she modulated into various keys. She also empathized with Gaston by
dynamically matching his intensity and energy level and synchronizimghgtrhythms.

Wholeness Technique

Wholeness

MR: EXAMPLE # 1
Title: “Being Whole”
Improvisers: MP plays “Being Whole” on piano; MR plays “Being Whole” on
xylophone.
Length: 4:02 (analysis: 1:00-2:10)
Situational Context: Session 63. No clinical notes were taken for this session.
Overall Clinical Impressions: The mood of this improvisation was quiet, reflective, and
reverent. In relation to the title, the music sounded as if the improvisers weeesRQr
an emergence from a larger whole and a musical balance of opposites. The mood and
emotion of this improvisation were conveyed in the music of both players through an
expressive use of dynamics; fluidity of tempo and frequent open spaces in thetheusic;
wide range of rhythmic, harmonic and melodic figures used; and a consistent
ascending/descending phrase shape (evocative of opening/closing). TEhefsens
openness and reflection was conveyed by MP’s frequent use of pentatonic tones, paralle

fourths-fifths, and sustained pedal.
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Musical Summary: Most salient was the overall integration and variability in the music
of both players: MP incorporated MR’s short, minor opening melodic phrase into her
own harmonies, rhythm, and melodies; MR incorporated MP’s rhythms, often playing
counter-rhythms and initiating new melodic ideas in the silence between phradss. M
wide range of gradually shifting harmonies included the use of major/mieovaig
alternating with occasionally dissonant chords, inversions, thirds; seventhsraliel pa
fourths-fifths. Variability was also exhibited in MR’s music through a widgeaof
rhythmic ideas that continually varied and changed. Textural roles also \MRedas
initially soloist with MP as accompanist; then their roles reversed, ISR maintained
the role of leader throughout, initiating each new musical section from open spaces
provided in the music.
Implementation of Wholeness TechniqueThrough rhythms, melodies, and harmonies
that evoked a sense of openness, balance, and space, MP provided a musical matrix and
reflective atmosphere for MR. The music itself sounded like a model of wholeness,
reflected in the ongoing, musical movement between harmony/dissonance/sdand
and independence/interdependence.
Wholeness

KM: EXAMPLE # 2
Title: “A Whole Person”
Improvisers: MP plays “A Whole Person” on piano; KM plays “A Whole Person” on
xylophone.

Length: 2:40
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Situational Context: Session 11. KM has had a bad week; she couldn’t cope with her
father, phoned her sister and took 2 days off. KM speaks of being the only one in her
group afraid of traveling and work. Encouraged by her group, she wrote a leftier to t
Council about her garden plans in spite of her husband’s apathy. MP says KM seems to
be afraid to show her strong side for fear of loss of love. KM replies, “No one loves me
anyway; perhaps [my] daughters. I'd like to be strong for them. My motheik&as |
that.” MP says, “You treat me like that.” She says KM needs to meet more people;
perhaps through evening classes. MP notes the music was “very strong anmdahyt

KM has been thinking of shopping alone.

Overall Clinical Impressions: The mood and emotion of this improvisation were
purposeful, energetic, and balanced. In relation to the title, the music soundéxtas if t
improvisers were expressing a strong, focused person putting her energistawa
positive life aim. The mood and emotion of this improvisation were conveyed by KM’s
energetic, dance-like, measured rhythms, which she played steadily on the aostnbe
the music. MP similarly played a lively, dance-like counter-melody raicceher

rhythms on the subdivisions of the beat, and playing on and off the beat using octaves
and parallel fifths. MP accompanied KM’s changing rhythmic figures withraahe

minor and pentatonic melody, and a harmonic accompaniment that shifted freedgiibetw
major/minor keys. Shortly after MP initiated a gentle melody that em@thsiervals

such as seconds, sixths, and sevenths, KM stopped playing, ending the music on a note of
guiet expectancy.

Musical Summary: Most salient was melody in both players, exhibited by KM’s

opening, jig-like melody and MP’s similarly dance-like, counter-melody, hvikine
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varied by theme and key throughout. Both players maintained a very steady tempo and
meter throughout. Harmony was salient, exhibited by MP’s major/minor harmonic
accompaniment, grounded by parallel fifths and octaves in the bass, and inteivals suc
seconds and sevenths near the end. Integration was also salient, as both players’ parts
blended together to create a unified diversity; each part was clearly distirm@isba
closely intertwined.
Implementation of Wholeness TechniqueMP provided a clear and balanced rhythmic
and tonal structure to support KM’s musical expression of a strong, whole person. She
sometimes redirected the music by modulating the key of her harmonic accaorapiani
and expressed empathy for KM by imitating her rhythms and incorporatimgintive her
melodies. MP also seemed to provide a separate, distinct musical idenfpiessex
primarily through her simultaneous counter-melody — as a way of introducing and/
modeling independence within the relationship; this seemed especially sighifidight
of KM'’s efforts to become a stronger, more independent person within her relgg®onshi
as a daughter and mother.
Wholeness

GASTON: EXAMPLE # 3
Title: “Being Whole”
Improvisers: MP plays “wholeness” on piano; Gaston plays “wholeness” on xylophone,
drum, cymbal, and bells.
Length: 6:10 (analysis: 4:08-6:10)
Situational Context: Session 2. Gaston speaks of having had a vision in a workshop of

the cells that made up his body at conception. He felt a fear that people would bee tha
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was not whole. MP describes the music: “He played desperate notes, then Istarted t
play a quaver background, then a terrific feeling of passion and excitement, and then the
desperate feelings again.”

Overall Clinical Impressions: The mood and emotion of this improvisation were
passionate, reflective, and yearning. In relation to the title, the nmsided as though
the improvisers were expressing both a feeling of soaring and having to be grounde
The mood and emotion of this improvisation were conveyed by MP’s grounding bass
ostinato and the open quality of her parallel fitth melody in the treble regidteh

Gaston energetically accompanied with brief rhythmic and melodic fragmerits on t
drum, cymbal, xylophone and bells. As the space between Gaston’s tones increased,
MP’s tempo became very slow and fluid, ending with soft parallel fifth chordsgla
between Gaston’s single tones on the xylophone.

Musical Summary: Most salient was MP’s rhythmic ground, initially reflected through
her steady bass ostinato; as the music progressed, both players’ temporbecame
slower and more fluid. Melody was salient, exhibited through MP’s parallel fifth,
chordal melody, incorporating tones from the pentatonic scale and Lydian modae Tim
was also salient, exhibited by Gaston’s use of a variety of different iresttawith
contrasting sound qualities.

Implementation of Wholeness TechniqueMP reflected the dual nature of this
improvisation through her steady, grounding bass ostinato and her passionate,
dynamically expressive parallel fifth melody in the treble. MP madesSpabe music

for Gaston’s rhythmic and melodic figures; near the end, the two player€ baeame

more integrated, as they began to play between each other’s beats. MP réféected t
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passionate excitement in Gaston’s music through her strong, containinglgttall
chords, matching Gaston’s intensity and energy level on the drum, cymbal, and bells.
MP also provided a holding for Gaston’s reflective, isolated tones on the xylophone by
maintaining a musical structure that echoed his individual tones, again witlelpiitall
chords, and a sustained pedal, perhaps giving him a sense of being connecteeto a larg
whole.
Patterns of Significance Technique
Patterns of Significance
MB: EXAMPLE # 1
Title: “Marriage”
Improvisers: RK plays “Marriage” on piano; RK plays “Marriage” on drum, cymbal,
xylophone, and recorder.
Length: 3:10 (analysis: 1:10-3:06)
Situational Context: Session 14. RK talks about not being able to work in Switzerland
except as a waitress and not marrying Hermann until he completed his schiwdy®ig
no diploma, so that is pointless. MP writes, “Suddenly | [took] a great big super ego
approach and put the other side that working as a waitress and seeing him weekends
would be a very artificial view of their relationship, and if they were goingttongeried
anyway then this part could just as well be part of it. A load seemed to fall frpshke
was just doing it for the parents and relations.” MP describes the music, indogporat
RK’s images: “solemn church bells then being up in the mountains in the sun and just

being.”
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Overall Clinical Impressions: The mood of this improvisation was initially ominous

and serious, gradually changing to peaceful and harmonious. In relation ttethiedi
music sounded as if the improvisers were expressing the movement from aloneness to
togetherness. The mood and emotion of this improvisation were conveyed by MP’s
solemn, isolated one-note bass melody line as RK played fragments of rhythericyat
on a variety of instruments that did not coincide with MP’s music. As MP initiated a
slow, steady repetition of parallel fifths based on tones from the pentatalac RK

played a pensive, gradually more playful and interactive melody on the recorder.
Musical Summary: Most salient was movement in both players’ music from high
differentiation to integration. Tension was initially gathered in MP’s Islayy A minor
melodic phrase in the bass, which she sustained through RK’s abrupt instrumens change
and fragmented rhythms which were ungrounded in basic pulse and meter. Texturally
MP shifted from being the sole melodic figure to accompanist for RK as shezlplay
chords based on parallel fifths and the pentatonic scale in the treble. As 8&&ym
developed, MP’s alternating A minor and C major chords, played with an accented,
repeating rhythm, coupled with RK’s lively melody as both players’ musiameanore
interdependent. The music ended with a sense of warmth and quiet expectancy, as MP’s
and RK’s combined tones formed a C major ninth.

Implementation of Patterns of Significance TechniqueMP’s opening, solemn musical
image of what sounded to RK like “church bells,” held RK through the unsettled quality
of her own fragmented, discontinuous playing. The stable musical ground that MP
established by playing parallel fifths in a pentatonic scale createdegsetinat perhaps

contributed to RK’s feeling able to “just be.” MP also musically reflectét Riixed
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feelings about when to marry her fiancée by playing a harmonic accompaittiatent
alternated between a minor and major chord and integrated her own, lively melody wi
RK’s spirited melody. This offered RK the musical experience of a poshitegrated
relationship.

Patterns of Significance

FP: Example # 2

Title: “Hampton High School”
Improvisers: MP plays “Hampton High School” on piano; FP plays “Hampton High
School” on dulcimer.
Length: 6:41 (analysis: 4:27-6:41)
Situational Context: Session 19. FP begins the session by saying that she has been
depersonalized and dissociated and has to be taken from school to the hospital. In her
dissociative state, FP tells the male nurse that she is at Hampton High school
Overall Clinical Impressions: The mood and emotion of this improvisation were stately,
calm and imaginative. In relation to the title, the music sounded as though the
improvisers were expressing a young woman’s playful immersion in the ekegad
refinement of a long-ago time. The mood and emotion of this improvisation were
conveyed by the timbre of FP’s instrument; her playful exploration of its various
rhythmic and sound possibilities; and MP’s style of playing, which she réferia her
notes as a “I'century chord and turn pattern.”
Musical Summary: Most salient was MP’s melodic #&entury chord-and turn pattern
in G major, which cyclically returned to the original theme using an A-ATAAGrm,

and the timbre of FP’s dulcimer, including her imaginative exploration of $is baund
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vocabulary (active strumming, plucking, and sliding). Although the rhythmierpatin
both players’ music contrasted markedly (MP’s were stable and repetitroughout
the improvisation; FP’s rhythms contained frequent changes often outsidda&is
beat), the overall parts maintained an integrated relationship, closely inesttas two
figures in a single ground.
Implementation of Patterns of Significance TechniqueMP rhythmically and tonally
maintained a holding, repetitive structure for FP’s highly varyingwhgtand sound
production techniques by playing a steady, cyclical chord and turn pattern inspihed by t
client’s timbre of instrument (the dulcimer). The gentle, yet solid streictuthe music
seemed especially significant given FP’s recent dissociation in hegpprgmote FP’s
rhythmic and melodic organization, feelings of safety and stability, contticteality,
and containment of feelings. The integration of FP’s rhythmic strumming on the
dulcimer with MP’s warm, elegant, and refined"x®ntury chord- and-turn pattern also
seemed to offer FP the opportunity to connect with positive associations and feelings
from a previous period of stability in her life (high school) and to restore the
depersonalization resulting from her hospitalization.

Patterns of Significance

MR: EXAMPLE # 3

Title: “Birthday” (40"
Improvisers: MP plays “Birthday” on piano; MR plays “Birthday” on xylophone.
Length: 4:18 (analysis: 1:00-2:10)
Situational Context: Session 55. MR’s friend Maria visits her. MR has become

forgetful over the meal preparation and cries and wants Maria to cuddle her.y$/P sa
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Maria can’'t be mother when MR has no therapy mother. During the music, MR feels
very angry: jobs stopped at 40, clubs were closed to 40-year olds, and there was less
chance of getting married. MP notes the music was “wistful.”

Overall Clinical Impressions: The mood of this improvisation was lonely, wistful, and
unsettled. In relation to the title, the music sounded as if the improvisers viiatlyini
expressing feelings of anger, giving way to the loneliness and sadnesseatidelThe

mood and emotion of this improvisation were conveyed by MR’s forceful, minor melodic
theme, which MP reflected with loud atonal clusters in the treble. Through shortenelodi
fragments and dense, chromatic clusters in the middle register, MP exteRted M
rhythms in various keys as MR played intermittent, rapid rhythmic patterigeon t
xylophone. Incorporating rhythmic elements from MR, MP introduced a plaintive
melody that sounded like a soliloquy. MR joined in MP’s basic beat, initiating a short
melodic phrase in thirds that evoked the image of a lonely child playing by herself
Silence between each player’s music was brief but frequent throughout. Tloeenmlesd
with an unresolved feeling with MP holding an inverted chord that hung like an
unanswered question in mid-air.

Musical Summary: Most salient was variability in the music of both players, as
exhibited by MP’s frequently shifting tonal centers, fluid tempo, and contrasefaio
themes that repeated and developed throughout. This variability was also apparent in
MR’s frequent and abrupt changes in rhythmic ideas, punctuated by frequenttiatierna
silences between both players. Harmony was salient in MP’s frequent use bf atona
augmented, and diminished chords, inversions, and chromaticism. Textural roles varied

in both players: initially, MR’s part functioned as a figure, with MP asmpipas the
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improvisation progressed, MR and MP’s parts became two melodies. In MP’s music,
harmonic tension was salient through frequently shifting keys, dissonance, and chordal
suspensions; melodic tension was exhibited by MP’s short, consistently changiicglm
phrases that gathered tension with little release.
Implementation of Patterns of Significance TechniqueMP intensified MR’s initial
feelings of anger by playing atonal, dissonant chords, held MR in the tension by
maintaining harmonic and melodic ambiguity, and played minor, melodic phrases that
reflected the deeper emotions evoked by the significance of Hidsidday, such as
loneliness and wistfulness. MP provided an opportunity for MR to integrate these
emerging feelings by imitating, extending, and incorporating MR’s rhigtiard melodic
phrases. Silence in the music of both players seemed significant in offeringdd&fer
reflection.

Patterns of Significance

MoW: EXAMPLE # 4
Title: “Death”
Improvisers: MP plays “Death” on piano; MoW plays “Death” on tambour, gong, bells,
tambourine, and drum.
Length: 2:52
Situational Context: Session 4. MoW has taken a holistic medicine workshop in which
she gave and received energy. She experiences three peaceful deathsubdesdicef
war death, and her father's death. MoW speaks of feeling her father’s spirit ulpaw
from the back of his head. Sometimes she has days in bed when she overdoes things, and

now she doesn’t fume, she prays. She feels near to old ladies as they have slow bodies
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and understand her; they support her with prayer. MP writes, MoW “played a war deat
| felt it as a tribal war. She talked of the ocean of light and the ocean of dabaieg
contained by it like my piano containing her bangs. She played ‘A’ on the tambour and
my finger went straight to A.”

Overall Clinical Impressions: Themood and emotion of this improvisation were noble,
peaceful, and sad. In relation to the title, the music sounded as if the improvisers wer
expressing a tribal death ritual, the release into death, and subsequent peace and
mourning. The mood and emotion of this improvisation were conveyed by MoW'’s
opening, forceful beats on the drum, and the call- and-response rhythmic pattern tha
developed between the two players. MP reflected MoW'’s energetic rhythms oarthe dr
with her own, lively, accented A minor/C major bass melody played on and off the beat
and on subdivisions and syncopations of the beat, grounded by an E minor bass ostinato.
Following MoW'’s brief silence, MP transitioned into slow, repeating D minor4komi
ascending chords, supported by octaves in the bass. Both players’ music became very
integrated as they played an accelerando and crescendo towards a musagaineiked

by MoW'’s continuous rings on the gong, bells, and drum, and reflected by MP’s
modulation from a minor harmonic chord progression to major. As MoW softly tapped
the tambourine and drum on the basic beat in a slow tempo, her playing took on an
almost wooden quality. MP calmed the music by providing a simple, repeating, triple
chordal pattern, accompanied by steady, parallel fifths in the bass. MP endedithe mus
on a quiet F major seventh chord, creating a feeling of being suspended in time.
Musical Summary: Most salient was rhythmic ground, exhibited by MoWislligi

forceful drumbeat; the call and response rhythmic pattern that developedrbbtwiee
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players; MP’s overall steady tempo, meter, and repetitious rhythmie&glayed
alternately on and off the beat and on subdivisions and syncopations of the beat; and
MP’s bass ostinato and use of parallel fifths. Tonal ground was also saliehitezkhy
MP’s frequent use of harmonies based on the fluid movement between minor/major
chords and through her A minor, syncopated melody. Finally, volume was salient,
exhibited in both players through a mutual crescendo/accelerando leading to ailpowerf
climax and subsequent decrescendo/deaccelerando, which contributed to the music’s
peaceful end.

Implementation of Patterns of Significance TechniqueMP’s musical emphasis on
maintaining a steady rhythmic ground and her wide range of rhythmicrsasteongly
played on and off the beat and on subdivisions and syncopations of the beat, contributed
to the tribal feel of the improvisation. MP encouraged MoW’s musical engagement by
making space within the structure of her improvisation for the client to irtidojec
interjecting rhythmically in the client’'s music herself. MP also efnipad with the

client’'s emotions by matching her client’s overall speed and intensityalSthe

redirected the client’'s music through modulating keys, intensifying, andnzathe

music. MP provided a sympathetic musical background for the release of the client’s
feelings by playing soft, slow, repeating minor chords in various keys during oW
period of silence, then accompanied MoW'’s musical climax on the gong and bells with a
triplet harmonic accompaniment in major/minor keys. MP ended the music wittle ge
melody based on the alternation between a major seventh and sixth, which evoked the

feeling of being held or rocked while mourning.
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Patterns of Significance

SUSAN P: EXAMPLE #5
Title: “Being Born”
Improvisers: MP plays “Being Born” on piano; Susan P plays “Being Born” on the
violin, gourd, bass drum, bongo drum, xylophone, clapped hands, autoharp, cymbal and
bells.
Length: 5:33 (1:34-4:52)
Situational Context: Session 9. SP begins the session improvising on the child, and it
wouldn’t come up. MP notes it was a good improvisation. MP and SP talk about how SP
can nourish her inner child: through theatre, reading the same books as her son, prayers,
reading the Bible, and possibly violin lessons. SP’s experience in the music was of
noises inside, contractions, and her cymbal marking the birth. SP said MP’s rasisic w
“like film music;” then the cold, harsh world. Her son Ben'’s birth was normal; ske wa
“in control.” Her other son was caught with a twisted neck for %2 hour with forceps and
was OK. Susan shared her fantasy of having a monster before sterilization. MP
interprets this as Susan’s imagination of her ugly inner child.
Overall Clinical Impressions: The mood and emotion of this improvisation were
expansive, dramatic, and intense. In relation to the title, the music sounded as though the
improvisers were expressing the rhythms of a laboring woman’s body as the baby
descends and surges through the birth canal. The mood and emotion of this
improvisation were conveyed by MP’s opening, fluid tempo, and flowing melodic lines
consisting of ascending/descending pentatonic arpeggios held by a sustdaledSpes

long, descending tones on the violin and a series of big skips and leaps, the alternation of
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MP’s intervals and major/minor harmonic chords, and the variety of rhythmic
instruments th