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MUSIC IN CLINICALLY IMPROVISED SONGS
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ABSTRACT

This studyis a naturalistic inquirgxaminng the relationship between lyrics and music in
improvised songs that were createdhia context of NordofRobbinsmusic therapyes-

sions The material was drawn from the therapy process of a woman who canusito
therapy as a result of being diagnosed with-Hodgkinds lymphomaThe author seed

as boththe researcher anthe therapist. The study builds on the current literature cegar

ing NordoffRobbins music therapy in several wa$3 it addresses the deh of lite@a-

ture regarding adult work and psychological proces8eg addresses directly the @t
raction between music and words, something that has not been extensively written about
and, 3) it sheds further light on the shared mutual procesoon§ formatiod wordsand

musi®d between therapist and client, with special focus on the musical directions that
emerge within the process of improvisation and how these can result in music that has
clinical significance and benefit for the client.

INTRODUCTION

Client sings:
You listen to me deeply
Therapist plays:
Single tones from the piano gently, slowly, sounds sustained to create harmony
which contextualizes the cligist melody, creating momentum aledving space
for the voice to continue
And that makes me cry
A new minor harmony from the piano supports the sentiment of the words
Just when | got used to not ever being heard
The tender accompaniment pauses, then comes to a temporary resting place
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| stopped talking
A countermelody from the piano gently echoes the melody
Oh | seem to talk
A pulse generated from the melody is now present in the harmony
People thought | talked
There is a rhythmic quality that now creates a gentle swing
But | ddn@ speak from my heart
A song form with pulse and phrase structure emerges
Music goes to places that words can never go
The intensity builds
Music goes to places that words can never go
The lyric repetition solidifies the song form
Finding my true wice
The music begins to cadence, slowing down and clearly heading for the tonic
Not being afraid
The music and words slow down
You listen to me deeply
A final harmonic cadence
And that makes me whole
The music and words come to a placeahpletion

The interaction described above represents a decisive moment that took place in a music
therapy session where the spontaneous vocal expression of the client combined with the
therapiss music from the piano to create a song of great climgabrtance that contr
buted to the clielis overall improvement. Many improvised songs were created during
the course of treatment, and the audio recordings of them comprise the material under
study. All of the material analyzed in this study was drawmftbis one course of trea
ment: the therapy process of a woman who came to music therapy as a result of being
diagnosed with noiodgkinds lymphoma. Throughout this document the client will be
referred to using the pseudonym Gloria. | was the therapistondated the music with
her.

The improvised songs that emerged over thed& period of time under study
came in a variety of forms and styles. They were sung in different ways that revéaled di
ferent aspects of Glo personality and her changing eroatl state. The unfolding of
the song form allowed me as therapist to guide and alter Glgsychological process
while offering a creative vehicle of expression.

The audio recordings that comprise the archival material under study veere pr
duced as aoutine component of the clinical method of NordBfhbbins music therapy.
As researcher, | examined the relationship between the lyrics and the music imthese i
provised songs. The quality of the songs in this course of thrdy@ycombination of
musicalform and psychological process revealed in the sbrafforded an opportunity
to understand how particular musical elements can have a psychological effect on the



118 Alan Turry

client, and how a cliedt musical expression can reveal her psychological condition. The
study illuminates my method of improvising music when a client sings words rand i
cludes detailed analysis of the musical events that took place during the creation of the
songs.

RELATED LITERATURE

The improvised songs chosen for examination offer an apmioytto understand thenk

kages of musical processes with psychological processes. In music therapy research to
date there has been limited focus on words and music, and on the linkages of musical
processes and psychological processes. While the topmpodvisation in music therapy

has been widely written about (Nordoff & Robbins, 1977; Bruscia, 1987; Aigen, 1995,
1996, 2005; Aldridge, 1991; Amir, 1990; Ansdell 1995; Austin, 2001, 2003; B&wn
Pavlicevic, 1996; Etkin, 1999; Fidelibus, 2004; ForinastQ2t Hesser, 2002; Keith,
2004; Lee, 198%Ravlicevic,1999; Sorel, 2005; Turry, 1998, 2002; Turry & Turry, 1999;
Turry & Marcus, 2003), the subject of the relationship between words and music and the
therapis@s creative process has not been examinedeaatgtetail (Robarts, 2003). In a
recent extensive review of research studies involving an analysis of the music in music
therapy (Bonde, 2005), not one study included music in relation to words thatmvere i
provised and sung by a client. By examining théoladiing improvisation process that led

to song forms, this study may be helpful in illuminating the integration of psychological
and musical processes in the service of a client.

Research in Music Therapy Related to Words and Music

A review of the research on words and music in music therapy reveals a tendency on the
part of researchers to study each as a separate phenomenon rather than examining them
together, even when thesmerge simultaneously as in the formulation of improvised
songs. This is problematic when considering the interconnected nature of words-and m
sic in songs and the power that songs have in terms of therapeutic impact and meaning.
Magill Bailey (1984) repded on the effectiveness of songs in working with caneer p
tients and their families. She described the major themes from the @gasieny choices

and came up with nine categories including songs of hope and songs about feelings. She
concluded that thenemes of song choices often corresponded to what she described as
the three stages of the music therapy prodessitact, awareness, and resoludi¢gn10).

Dileo (1999) writes about the importance of songs in the treatment of oncology patients.
Though sk does not address the process of improvising songs, her thorough description
of why songs are important in general and how they function specifically for clients who
are medically challenged is relevant for this study. She postulates thatipoogde e-

sources for resolving conflicigp.152). The concept of resolution is particularly signif

cant for Gloria as her lyrics often depicted conflicts and her search and discoveny-of sol
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tions. However, neither Magill Bailey nor Dileo included any detailedyaisaof the nu-
sic of these songs. Their analysis and conclusions are based solely on an analysis of the
lyric content.

This tendency to leave out the musical analysis in researching music themapy co
tent that consists of words and music together canb@ls®en in Austiis research. Ast
tin (1996, 1998, 1999a, 1999b, 2001, 2002, 2004), a music psychotherapist who employs
vocal improvisation in her practice, has written extensively about traumatized clients and
the power of singing in working to overcomestkffects of trauma. Her focus on how
singing can both tap into deeply held psychological conflicts of the client and be an i
strumental factor in finding resolutions to those conflicts is quite illustrative and-Hmpo
tant for the field. She has developgusific techniques utilizing vocal improvisation. In
a previous publication (Turry & Turry, 1999), Augsnvocal holding technique, which
alternates two chords in order to establish a harmonic container for the client to sing with,
was compared to the impvisational song forms created in the course of music therapy
under discussion in this proposed study. Though her approach is improvisational, many
of the musical parameters are 4oletermined. Austi® technique preletermines the
harmony and overall mical structurebefore the actual improvisation. The client c&oo
es beforehand the two chords he or she wishes to sing with, and these two chords are
maintained by the therapist without much variance. Much of the improvisational aspect
of the approach comas the way the therapist sings with the client. The music from the
piano remains, for the most part, unvarying. In Austidoctoral research (2004), the
words were examined in detail to understand the psychology of the client and the therapy
process, buthe musical elements were not analyzed in detalil.

Robarts (2003), a NordeRobbins trained therapist who has integrated psych
dynamic therapy theory into her approach, examines the improvised songs created in a
course of music therapy with a girl who faréd early trauma. She eloquently describes
the quality and potency of improvised songs:

When a song arises in music therapy, we hear something special. Freshly
minted in the moment, song comes from the deepest roots of our being,
our embodied self, anehters the creative flow of life. Person meangs-lite

ally fito sound throughand so the voice, with its subtleties of intonation,
rhythmic flow, intensity, and texture, carries the essence of each ferson
individuality. As a bridge between our inner andesuvorlds, and in the
borderland between conscious and unconscious life, song can cémmun
cate our innermost feelings. Whether in a rush of joy or anger, intthe tu
moil of anxiety or the tranquility of musing and reflection, when a song
grows from spontarmisly expressed feelings it is in a sense bothra co
tainer and transformer of feelings, whereby new meanings may be forged.
Songs seem designed to communicate something essential and significant,
and are at their most powerful when drawing from lived arpee. In

music therapy, they can become a means of experiential integration, a
dressing past and present and helping the client look ahead to the future
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(p.142).

Robart$ study is directly related to the material under discussion here. &he d
scribes hemethod in creating the songs with her client, a child named Lyndie, stating,
fias her song develops, | accompany her, maintaining a steady pulse, harmonically e
hancing changes of mood, vocal inflections, and evolving imader$66). She sought
to deeperthe emotional content of Lyndigwords with the music she created with her at
the piano. Robarts brought predictability in chord progressions to create a safe refrain to
return tofiwhen the musical development of emotional express{pti58) was more
than her client could handle in the moment. Robarts clinical approach was similar to the
approach taken in creating the material in this study. It does not contain a detaijed anal
sis of the words and music as the improvisation unfolds.

RESEARCH FOCUS

Improvising words and music to create songs with clients is an established clinical inte
vention. Yet there is very little in the literature about the musical elements utilized and
the relationship between the music and words. This study addresses tienqttesv

can the clinical improviser integrate musical and psychological thinking with more
awareness of this relationship and with more sensitivity to the musical options available?
This study builds on the current literature regarding NorBaibbins msic therapy in
several waysl) it addresses the dearth of literature regarding adult work and psyeholog
cal processes?) it addresses directly the interaction between music and word®- som
thing that has not been extensively written about; &hdt, shed further light on the
shared mutual process of song formadiomords and musié between therapist and
client, with special focus on the musical directions that emerge within the process of i
provisation and how these can result in music that has clingsafisance and benefit for

the client.

The Central Issues of This Study

As the research process unfolded, it became clear that | was drawn to consider several
issues regarding the archived materidiree central issues contained within this analysis
regarding the interconnected nature of music and words in clinical improvisation are:

1. How music helps to shape and define the emotional meaning of the words.
2. The relationship between music and emotion.
3. The relationship between emerging musical process and psychological process.
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The Sources Used to Explore These Issues

Two sources that have influenced this study in particulaTbeslanguag of music by
Cooke (1959andDeeper than reason:Emotion and its role in literature, music, and arit
by Robinson (20080oth Cooke and Robinson have developed ideas that helped me to
make explicit the tacit understandings | had regarding the elementissaf amd the rek
tionship of music to emotion and psychological processes.
Cookebs analysis was more specifocally a
tional qualities. His ideas about major and minor tonalities, how tempos create different
types of tensio and the significance of the direction of tones were particularly useful.
Robinson focused on the importance of psychology and emotion in understanding
what qualities music holds. She developed a method of understanding music by hearing
the psychologicallrama inherent in musical forms as they develop. Her emphasis-on m
sic as an emerging and shifting process, and how this was directly related to emotion as a
process that emerges and shifts through cognitive monitoring, was helpful in considering
the mateial under study.
| do not consider the ideas that Cooke and Robinson articulate as absolute truths,
but as | listened to the material under study and tried to understand it more clearly, Cooke
and Robinsonds ideas made mamugiewordrelatign- i nt ui t i
ship more explicit. This happened during the research process; therefore | have included
their ideas to help explicate my research method. This will help the reader in urdierstan
ing how | developed the findings.

METHOD

There is little precedent for the study of the relationship between words and music in m
sic therapy improvisation. As a result, there was neegisting method that could bg-a

plied to this study. The methdfdat | finally arrived at emerged gradually from nmy-i
mersion in the data. In a way, the method was created, of necessity, as the study
proceeded. The method used is simultaneously an outcome of the study. This ig-charact
ristic of qualitative research.

In order to describe and explain the way the archived material under study was
examined, information from various sources will be shared and various relevant research
perspectives introduced to the reader for consideration. This is because my approach was
an eclectic one influenced by several sources. This is not uncommon when doirg qualit
tive research. Aigen (1995) writes that:

. . . researchers tend not to follow one research paradigm completely, i

stead picking and choosing those aspects of differeptoaphes that

make sense for the needs of a given study. This pragmatic, flexibte ecle

ticism is actually in the spirit of qualitative research approaches that argue

t hat oneds method should never take fj
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study, but rather b#lexibly adaptable to the needs of a specific research
milieu (p.330).

In this section, | will discuss research perspectives that informed the present
study, such as naturalistic inquiry, musicological analysis, and the Ndrdbfiins a-
proach to musi@and music therapy. | include aspects of the Nor&afbbins approach
here because built into the clinical approach is a method of analysis called indexing. |
dexing is used as a clinical tool during the treatment process; | also utilized this indexing
method as a research tool.

Nordoff and Robbins also developed particular ideas regarding the forces of m
sic which have been a major influence for me in my clinical practice. So | will include
aspects of my training and experience as a No#idofibins musichterapist, including
my work with Gloria. | will also share my personal relationship to music, as this is both
an important component to understanding my use of music as a therapist and is a way of
sharing my stance as a researcher.

This study is my attentfo share the essential qualities that emerged fromfspeci
ic material from one course of therapy with the hope that it may be useful for other music
therapists utilizing improvisation when a client sings words. | have chosen material from
one course of hr apy i n order to present Aclinical
work, 0o as this is Athe primary way ti-hat ot he
cation of thesep2l)deaso ( Aigen, 1996,

Every client who attends music therapy at the Nffr&mbbins Center signs an
agreement giving written permission for the sessions to be recorded and that thelse recor
ings would be included in the Centeods archi
ria began therapy with me she readily agreed to thaséitions.

There were several reasons why | chose to study the improvised songs created
with Gloria. Gloria displayed unique qualities while participating in the therapy process.
Though she was not a trained musician, she was unusually open to thel mexsea
rience. She listened to the music with an intensity that allowed her to be moved by it. Her
expressive capacities emerged as she improvised tones and melodic phrases with words.
In addition Gloria was a person who had experience as a client in pssyzdiotherapy
and recognized the value of exploring her feelings and gaining insight into heppsych
logical issues, yet recognized the difference in the mmsiking process inherent inum
sic therapy and the opportunities it held. Together we improvisesicrthat had bothxe
pressive intensity and psychological meaning for her. Often this improvised music
developed into songs. The therapeutically powerful experience of creating these songs,
the amount of songs that were created, their depth and breatitheameaning they held
for Gloria were quite significant and unusual.

Another reason | chose to study this particular course of therapy was that-the ou
come was positive. Gloria reported that her life was more fulfilling, and she was more
involved with p®ple and projects related to music after creating these songs in music
therapy. The effect of music on her life and the link to music therapy was clear. The
songs were a vital part of this link. This is because Gloria, in a rare development for a
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course ofindividual music psychotherapy, learned the song improvisations and shared
them publicly. She organized public gatherings during which she played excerpts from
actual sessions and sang the songs live as well. She created projects to record the songs
with musicians, sang the songs at conferences and workshops, and participatedein a vari

ty of public forums sharing her process in music therapy and her involvement in music.
The songs became affirmations of the changes she was making and a way fa-her rel
tionship to music to continue to flourish.

Trustworthiness

Naturalistic inquiry includes mechanisms that are designed for establishing the trustwo
thiness of the findings. This has particular relevance because | wasebed#ncher and a
participant in the creation of the material being studied. This dual role challenged me to
identify areas of personal bias, needs, and assumptions | may have held as a clinician that
might have impeded my ability to look at the materja¢mly as a researcher. Trustwo
thiness mechanisms, such as prolonged engagement, persistent observation, ad peer d
briefing helped to uncover my preconceived perceptions formed as a clinician. They
helped me to sort out what was my clinical theory an@sdelated to working with

words and music that | already held as | began the study and what | was actually finding
in the data as a researcher. For instance, | had believed that the repeating of a melody
tone was an indication that Gloria was stuck otaalising herself emotionally. What |

found was that there could be several reasons why Gloria was singing one tone, and in
fact the singing of one tone was at times a way for her to experience more emotion, to get
more deeply into the experience.

As a resexher | asked myself if there were times where | was reading more into
the relationship between music and words than was actually there because of my own
need to feel effective as a therapist. Was | making conclusions regarding the psycholog
cal meaning othe musical experience in order to confirm an already formed clinical
theory? Was | reading too much significance into the relationship between the music and
the words as they emerged? These questions helped me uncover my assumptens and r
view my methodas forthrightly as possible. The trustworthiness mechanisms built into
the naturalistic approach, such as prolonged engagement and peer debriefing, helped me
in wrestling with these questions. Sharing my clinical philosophy is a mechanism to help
the readecome to their own conclusions regarding these issues.

The Researcher s Wor k

An interesting phenomenon that took place during the research was my resonating with
certain material that reflected my own emotiostdte as a researcher. | found myself
feeling drawn to and ani mated by words that
voice, in finding a place. This reflected my own insecurities in coming to terms with my
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challenge as a researcher. | had tteotfon how my emotional state as a researcher was
playing upon my listening and analysis of the mwsoed relationship under discussion

in the study. Just as Gloria met challenges that led to her struggle in finding her voice by
singing, | was challengei find my voice as a researcher. Certain words from tbe ar
hival material found their way into my mind even when | was not actively engaged in the
research; and this was an indication to me of my own process.

Although the research was exciting and emggdgo me, there were times | felt
burdened by it and wanted to escapeuit, to |
lar excerpt. Several phrases from the audio excerpts stuck with me. The particular phrases
describing GI| or i a adifficalty stayed gnl ney mindh and vhad tlteo me
realization that this was due in part to my similar feelings regarding the challenge-of wri
ing of the research.

| noticed that | remembered certain themes more than others, and considered that
this was signitant. It could have been that | liked the music that had psychologieal si
nificance to me, that in some way | identified with the issue and the emotional quality of

the musi c. For exampl e, as | started the re
voice, 0 | wondered whether choosing this pa
state as | started the research. |l wondered

to share data in a way that makes sense. | wondered whether | would findceyovo
communicate the essences that emerge from looking at the rich material that lay before
me.

Robinson (2005) points out that how listeners may respond emotionally depends
on whether or not they identify with the psychological drama, or the persaimdisstd

in the music. She explains #dl may feel for
may express nostalgia although the emotion it evokes in me is melancholy, a piece may
express fear while evoking in me only anxi et

In retrospect, thi personal identification with the issues addressed in therapy can
be useful in understanding sources of empathy that took place between Gloria and me, as
| identified and resonated with her struggles and created music that she found meaningful
and powerfu It also indicates an understanding of her process that contributes to my
findings as a researcher. There is a possibility that my ability to resonate in this area may
create blind spots and overshadow other areas. This is a bias that | acknowledge. Did
pay too much attention to lyrics that had themes of struggle and conflict? Did my reso
ance with this material cloud my judgment and ultimately my description and analysis?
Asking the reader to consider this is a way to prevent my potential blind spotrfrs-
ferring to readers. There were many improvised songs that were upbeat and contained
lyrics describing joyful imagery or feeling. These improvisations tended to be faster and
the musical elements stabilized early on in terms of tempo and dynarés. Was less
interplay between myself and Gloria in the creation of them. Therefore, although-I cons
dered them extremely valuable clinically, 1 did not think they would yield as much data
as the songs | ultimately selected. The selection process wikdmibed in more detail
later in this section.
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Discerning my emotional state as | listened to the excerpts helped me to trust my
data analysis. My emotional state affected my listening. If | was feeling relaxed mand ge
erally accepting and supportive bietprocess, | found | could generate material. If | was
anxious, concerned about deadlines or the quality of what | was doing, | tended to gloss
over or miss important material without realizing. Or, | collected so much material that it
no longer seemed Ipgul. The idea of considering my overall state, and how | wasliste
ing, was an important method of becoming more reliable as a researcher.

Analysis

In this study, data analysis as described by Ely, et. al. (19918mpieyed. This entailed
analyzing the data by Aliftingdo the materi al
in order to sort out the data and create categories while recursively immersing oneself in
the data. | have listened to the excerpts mangg over a three year period, continuing to
note specific excerpts that contained qualities related to the emerging categorias and e
tering them in a researcheroés | og.

After identifying forty-eight excerpts for further study according to the criteria
abow, | listened to each of them once. While | was listening | noted particular excerpts to
revisit. This was based on the richness of the relationship between the music and lyric
content as discussed in the description of the initial selection process alae audio
copies of each. | included the moments before an improvised song emerged and ended
the recording when | heard that the musical material was no longer a song, or when the
music came to a natural end. At times a song returned later in theseasien and | e
orded that as well.

At the same time | was selecting, | developed categories regarding thenrelatio
ship between music and I yrics and entered t
these categories influenced the subsequent focusretygss. These categories evolved
as | continued to listen. Here are the original 48 categories as they emerged:

Table 1. Categories That Emerged During Recursive Listening

ELEMENTS OF MUSICAL COMPOSITION

=

Formindg how songs emerge

Blues

Swing feel

Countermelodies

Rhythm

Pulse (vs. non pulse)

Tempo (speed)

Rests

Register

Harmony

Inner voice movement

E N N N A N N e N e R e e N e

Intervals
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Inversions

Melody

Bass lines

Articulation

Dynamics

NON-VERBAL SOUNDS

Singing crying, crying singing

Humming vowels/syllables

Guttural noises

Sighing

Moaning

= [—a [—a |—a |=a |=a | Z|=a |=a [=a [=a (==

Laughing

,_
<
D
0O
wn

Pronound words as they reflect perspective

Themes of lyric contedt (God, family)

Trauma

A=A

Metaphor

T Metat heme of Gloriads therapy in lyrics

RELATIONSHIP BETWEEN LYRICS AND MUSIC

]

Absolute relationshi@ literal relationship between music and words

Aesthetic vs. cathartic

Multiple meanings

Repetitiod music and lyric element

Surprises

Metaphor

A=A (=A=A (==

Leading and following (mutuality) relationship

THERAPI ST86S PERSPECTI VES

Assumptions

Excerpts chosen to listen to again

Comments about the musical experience as it is being created

Parado® therapy theory

Interventions/techniquéswhat is my music therapy method?

Countertransference

Transference

Personal musical history of therapist and its potential significance

Psychological theory

Questions regarding why | did what | did

Effects of therapy

What do | believe vs. what | have found

AlA(=A(=A(=A(A([RA|RA|=2|2|R ||

Vocal quality issues how does the therapist listen?

Utilizing notation forced me to make choices regarding how to represent meter,
measures, and key signatures. Choosing a particular key revealed a preferagqgeaon
for how | organized my thinking regarding the tones.
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Staying true to the essences of naturalistic inquiry, | approached listening to the
material from different perspectives. The most visceral way of exploring the material as a
researcher was kplaying and singing it. This approach is consistent with the arts based
research approach as described by Austin and Forinash (2005). As a researcher, | sat at
the piano and immersed myself in the material in the following ways:

1. Improvising, playing anginging music based on a lyric and music of an excerpt
under review

Playing along at the piano while listening to the excerpt on headphones

Sight reading the musical transcription while singing the words

Improvising while looking at words from several erits

Improvising to develop or confirm an idea related to the analysis

Playing the melody that was originally sung on the piano

Exploring alternative harmonic and melodic choices to what was actually sung
and played

Changing the key to see if any new irfrggjemerge

NookwhN

o

Narrowing the Focus of the Listening

After | had applied this listening method approximately three times through the fifteen
excerpts, | decided to begin to narrow down the number adrpts | would continue to
listen to. The amount of listening perspectives made the listening process unwieldy. |
found myself drawn to those excerpts that continued to yield data, and noted the excerpts
that stood out to me. | also noted the categoriaseahabled me to collect more data as a
means of narrowing my focus.

One of the categories that | continued to collect large amounts of data from was
Al ntervention. o | realized that | was no | or
to understandny reasons for making the musical choices that I did. Rather thanwontin
ing to listen in an open fashion with no explicit agenda, | consciously asked theee que
tions related to therapist method as | listened to the material:

1. How does the therapist liste
2. What does the therapist listen for?
3. What does the therapist do?

In order to discern whether my detailed musical descriptions were effectare, | r
cursively read over the description and asked myself the following questions:

1 Can | hear it in my mind?
1 Does it make an emotional impact when | contemplate the music?
1 Can | improvise at the piano approximating the music based on the dese@ription
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If 1 was able to do this, then | was satisfied that | could leave the description as it
was. | f | de this, théntl triead bolagd ortalber what | had written. | continued
to return to the audio taped excerpts to help develop the written description.

RESULTS

This section contains detailetscriptions and analyses of one of the excerpts selected
for further study from the archived material. | developed a system of presentingceach e
cerpt twice, once to familiarize the reader with the specifics of the excerpt, and the
second time for a muamore detailed description and analysis. The first description and
analysis introduces the lyrics and the therapy process. | did this to familiarize the reader
with the content and the context. | used different dygalics and quotation mar&sto
indicate he lyrics. The second analysis includes the same lyrics, but also includes mus
cal notation, moment to moment analysis including past and present perspectives regar
ing clinical i ntentions, the quality of GIlo
she created, and the relationship between the emerging words and the emerging music.

Findings are embedded in this analysis. It is important to note that many of the
clinical intentions and understandings that | write about from my current perspective as
researcher were not conscious for me during the time of the creation of this material. The
clinical approach calls for the use of intuition, spontaneity, and creative freedomzn utili
ing improvised music that supporTheseforand spur
some of what | did at the time was based on hunches, physical sensations, and emotional
reactions, which fed into my musical choices. My music was informed by my climeal u
derstanding of Gloriads psychaldulatgdjtloagh st at e,
it was influenced by the clinical indexing process that took place each week. | did come
into each session with an idea about how music was affecting Gloria and the dnical i
sues that were emerging and could potentially be addressedth¥eclinical interve-
tions that | made with the music were not planned activities. The research process has
yielded much more data and my awareness and understanding has grown significantly in
understanding what | was reacting to, what my intentiong ward how | was utilizing
the music. Many of the findings embedded in descriptions found in this section emerged
as tacit understandings | had as therapist that have become explicit as the research
process has unfolded.

fiThere, Theré i | | u st riacareassisthinotive demalopment of contrasting
perspectives, and how specific musical elements are utilized in response to partcular d
scriptive imagery of the lyrics.

There, Ther¢www.alanturry.corh

This excerpt contains examples of the many attitudinal and emotional shifts that can take
place within the stream of an improvisation. Gloria sings about how she can take-a supe
ficial stancetomr ds t he worl d, and how this is a ki
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that hides her authentic feelings. She sings of the pain she is in, and then sounds angry as
she blames herself for the condition she is in.

Much of Gl ori ads fer oo lysirging, lmunby spesakirgxhe r e s s e ¢
words. She has a conversation with herself, taking on an impatient tone as she criticizes
herself for having the same compl ai bts agair
i ng her pain an derffustrationdn deating with fhe samesissuegagdin
and again. There is also a dialogue taking place between us. This is because Gloria uses
quite descriptive imagery and as she pauses | play particular musical elemests in r
sponse to the words. She imrtuesponds to my music and continues her lyric creation.

In general, the music from the piano supports her shifting attitudes, playing repet
tive music as she sings of her repeated complaints, and also animates her expression by
adding sharply attackedngjle notes that are dissonant and trigger Gloria to sing with
more energy, at a |l ouder dynamic anst higher
sion from a more cognitive experience to a more emotional one. The music helps to su
tain this difficult emdional state. Then, in a mutual fashion, the music slows and b
comes tender as Gloria shifts her attitude from disgust and anger to tender and sad. She
takes on the position of God in her lyrics, singing comforting words of nurturance. Gloria
cries as shsings. The excerpt ends as Gloria sings about God, and the music shifts to a
Gospel style.

Another thrill

I hide so you canét see me (Gloria snaps her fir
And | go for another thrill

I hide

So you canb6t see me

In a swing style, Gloria sings happily about her self defeating behaviors. When
she celebrates her shortcomings in this way, the swing style often helps her to become
unstuck and more creative in the sessions. Rather than complain about the fact that she
was driven to hiding from the world, here she brings out the sense of satisfaction that she
derives from hiding with the quality of her vocal expression. There was a slight sense of
irony in her attitude at this point. We both were aware that hiding wasonwéthing to
reinforce. Yet, in this instance the paradoxical experience of fusing happy music with this
problem fueled her to explore it more deeply.

I hide
So you canbd
| hide
So you canot
So you canbé
See me

o
—*
%)
o
o
3
®

The musi c c¢hanges storyluefolds asassimedreateb imnagezg 6
scribing her desire to move past the isolated stance she often takes in relating to the
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worl d, and what |l ies inside her when she ren

| step
Out of the bubble

Il m a mess

|l 6ve beermhedut and sl a
I 6dm bl eeding

I &m throwing up

As the iIimagery becomes more graphic and -
detached. She begins by talking rather than singing.

My knees are weak
My ankl es

andt hold me up very wel/l
Everything f

C
0s i ne

Gloria oftencommented critically about her ability to relate to others as ifyever
thing was Afineo when in fact she was exper.
were times when she could keep the fact that she was in emotional pain from her own
consciousnesssashe went about functioning in her daily life. Now she has a dialague b
t ween her Al 0 and her fiyou. o0

Everythingds fine
But 1 6m bl eeding

You did it to yourself

You did it to yourself, who the fuck cares?

Gloria often battled with her intense self crigici and judgment of herself. Two
perspectives have clearly emerged. One persona is describing the pain and asking for
help, and the other impatient, holding back and judging.

|l 6m bl eeding,

I candt wal k,

Il &m bl eeding

I candt wal k

What 6s the @o8e of helping vy

Therebs no use in helping you

Therebs no use to help you because

Youbre just going to do the same thing again

Why should | help you any more?
You keep coming in this room all bloody
Oh you keep coming in this room all bloody

Gloria often worried thashe came to music therapy and described the sstme i
sues over and over. It was difficult for her to find a way to accept and be patient with her
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exploration of issues that did not easily resolve. She was also worried that | veeuld b

come tired of hearing theame issues. It may have been that her words represented her
fears of what she pr oj e comiadglinthisroom gliblbodyoav e f el
By taking all of her expressions seriously and supporting them musically, | attempted to

help her to @sipate her worry that | would eventually tire of hearing about her painful

issues.

Il &m supposed to wash you up and put bandages anc
Comb your hair, wash your face

Give you a place to sleep,

Comfort you,

Talk to you

Listen to you

Play music for you

The quality of expression and the music start to shift here to a more gentle tone.

Cuddl e you and say fAthere, there my dear o
AiThere, there my dear itbés going to be oko
AiThere, there my dear itbés going to be oko

At this point a song form wh a predictable meter and pulse has been established.
Gloria is singing now in a tender way.

Oh my dear
Oh my dear
Rest with me it will be ok
Oh my dear itoll be ok
I 61l wash your face
I 61 | dry your tears
| will bind up your wounds
I 61l wash your face
There is a quality of nurturance in GIlor
reference to the Bible and Godds perspective

| | clean you off,

I 61 1| bind up your wounds
I 611 comb your hair
Rest my dear

Rest my dear

The broken pieces have

Such shargdges

Theydébve cut you my dear
Oh rest my dear

Oh rest

O O O
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Oh rest

Oh rest my dear one

Oh rest

I 61l wash your face

I 61 1 bind up your wounds
I 61 1| comb your hair

Oh rest, rest in my arms

I

know what youbo
I know what youbd
Oh rest, ohrest, oh rest my child

God doesnoét |l eave us, God doesnot | eave us

ve been through
ve been through

Another shift in perspective occurs and now Gloria sings about God, reflecting on the
words she has just sung from Godds perspecti

God d o aveusddmatteewhat | do
God doesnot | eave me, God doesnobt | eave me, God

The intensity and contrasting qualities of emotion contained in an improvisation
that lasted over nine minutes combined to create a powerful experience for Gloria.
times, the experience was physically exhausting for both of us. There was also a sense of
relief and physical release. The pacing within the session was an important factor in
modulating the emotional intensity.

When the issues she was wrestlingwitnwe daunt i ng, Gl ori abs ¢
from different perspectives was the key to enable her to continue her process.

Detailed Description and Analysis

Since much of t AhlereTherr ccwinst aatiinosn dirmmat i ¢ | me
form of the interaction between us is call and response, this example led to the emergence

and consideration of specific ideas regarding how the words Gloria chose and the quality

of how she expressed them influedahe music that | played. The example begins with

Gloria snapping her fingers as she sings. The music has a jazzy swing feel here-and Gl

ria sounds happy, as if she takes pride in her ability to hide:

Swing Feel Dsus D Dsus Dsus D7
f) » | A | | fr—
F LT L — I ) [T I \ I | I I I
y A T N — ] F A—— ] | I & ] |
{ry O I c * - = * [ i ]
7 P I — F -
e p—
A -no- ther thrill [ Thide 50 you can't see me

Knowing her issue regarding her conflict abbiding emotionally, about noteb
ing noticed but wanting to be noticed, contributes to my consideration of her lyrics and
the significance of them for Gloria. The f a
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and her vocal quality is a little wobbly @&dso information that | note. The swing feel has
often bolstered Gloria in the past and connects her to her body as she sings:

6 Gma’ Gmin’ FAminP? Bmin?* Emin’
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50 you can't see me I hide 50 you can't see me

Even as the jaunty swing feel continues, dominant ninth chords move in parallel
motion containing a minor seventh intervaht contributes to a more dissonant sound.
This functions as a subtle form of questioning to Gloria regarding her attitude about what
she is singing. The chords happen after each short phrase that she sings, creating a subtle
call and response form betwelar melody statement and an answering harmonie-stat
ment. This foreshadows much of the form between her melody and my harmony
throughout this improvisation. As | play a walking bass Gloria sings a melismatic phrase
on t hecawodrtda Ak i n dundotHat shelsings with a semse of satisfaction:
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There is some dissonance in the harmony and in combination with the bass this creates a
momentary minor chord where there had previously been a major chord in thesprogre
sion. There is also a subtllash between her melody tone D and the E which is at the top
of the harmony. The bass plays some tones out of the key, hinting at breaking out of the
form. This is an example of a blend of emotions in the music as Robinson (2805) d
scribes. The music is bopredominantly happy and subtly questioning.

Gloria starts to sing slightly softer and holds her last tone even longer, changing
the phrase structure of the melody. | respond by playing fewer notes, and the dverall e
fect is that the music begins to lcs@me of its rhythmic drive. Gloria leaves space in her
melody after this last note and | slow down and then completely stop the walking bass.
Gl oria siBgmétwiitsh |l asgert| e, vul nerabl e voce
key of D major, | swith the style of the music and the emotional mood here.
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| play a melodic fragment A and then F# that breaks the swing feel, holding both
tones. The tempo slows and | play the D chord in second inversion in an open voicing,
giving the chord a less stable ¢jtya | then move the A up a half step from the fifth to
Bb. | play the same movement an octave lower:
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This half step motion upward is clearly heard, and then Gloria utters:
31
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| continue the harmonic motion of a half step rising to represent theidsee-
ping. The tone is a dissonance, and not in the key of D major. It is a step out of D major,
mirroring a step out of the bubble.

Tones that are dissonant are added to the harmony off the beat, creating a messy
sound:

36 TI'm a mess e I've bagn cut and slashed
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nant intervals moving down on the keyboard. The downward direction relates to the idea
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t hat being cut and sl ashed would trifgger
ter and falls in dynamigontributes to the descending direction of the tones at the piano
as well. The form of our musical interaction is call and response, as Gloria creates a lyric,
and | respond, while sustaining tones from the piano between the interactions:

N>

e e e
;.4$:- ﬁ | | =
F e P
The contrastbetween the dramatic lyric and the hollow, almost numb tone that Gloria
uses t o shleedinph enower d hifian si ng

in me. Rather than mirror the hollow tone, | respond to the painful verbal image her
words ewke, playing forcefully with clusters in a higher register of the piano:

==

|t is if I am saying Athis is a terri
slashed and now you are bleeding. 0 dhis
binson(2005) describes, the music commenting on the persona presented by the voice.

My music continues to convey turmoil, yet Gloria speaks the words rather than
sings them with a kind of hollow detachment, with a hint of disdain:

W

® (Spoken)

I'm bleeding

Forcefuly

I'm throwing up

~

My

knees are weak
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L

- ? — _E

[
L

» 7

. :i#i

S

L A

A

T

-\J E n: j-‘%

In response to the lyridbaut her knees and ankles lacking support, | move to the
low register, the supporting component of the piano, and play dissonant tones &nd inte
vals. The fact that the bass is moving and has dissonant tones creates a quality lef instabi
ity, and this relate to the lyric describing her unstable ankles. The last harmonies that |
play in the pause contain the tritone interval, amplifying the sense of instability:

i t-transterenceg ger s
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By dinkl e cant hald me o wady sl E - wety-things fine

I [Fusrar])
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F i vt i
Gl oria sings fieverythingodés fine, o0 in a hi
the harmonyl have jJjust played. I n response | pl a)
fine, using Gloriabés |l ast pitch as the firs

interval of a tritone, which gives the melody a quality of not being fine, of being strange
of being unstable. It is also noticeable because it goes up. My melody has highlighted and
magnified the incongruity between the words that Gloria has sung and her vocalsand mu
ical expression. Gloria hears this melody from the piano and immediates/ypoin the
strange melody with the tritone:

3 wip
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E-very-thing's | fine
PR 2 3 3

|

s’ # F—‘ ——‘A‘:l(“:r' m—
_ 1 1 L 1
1 1 1 1
T L3 T 1

Again | take the melody and echo it, moving it to different tonalities so that there
is a questioning quality in the musi-cal C omr
thing is not fine; somethingisr ong, and we are not seire what
flected in my lack of a clear tonal center and the emphasis on the tritone.

At this point, Gloria speaks. In response to Gloria bringing back the bleeding ly
ic, | bring back the dissonant clustéimem the first time she used the words:

out I'm leeding
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The repeating musical response to the repeating lyric statement gives the music a
for m. It also emphasizes the musical aspect
Gloria has again gone back to sayrather than singing the lyric. The first time | created
this cluster it was a spontaneous, unpremeditated reaction. This time it is somewhat more
controlled, as | am returning to it with intention. The music continues:

you do it to| yourself

Now GIl ori a us e sspontirng towhe characferytitauwa® bleeding.
This character has little empathy for the bleeding character:

vou did it to yourself
whao the fuck cares?

—|
T 1

i}

It is striking that Gloria curses, as it is extremely rare for her. | sense the intensity
of her turmoil. | continue the dissonant thematicsradirst used when Gloria first me
tioned her bleeding. At the end of the phrase | play a D in the bass, the key that the entire
improvisation began with:
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| | |
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I'm bleed-ing
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| start to play a bass line, creating a slight sense of pulse, without establishing a
definitive tempo:

- ¥ Ye— &y L, F i F i
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I can't walk

D slow groove
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The Illyraanditt wabgers my response to abor

pulse. Music with a pulse would not support the idea of not being able to walk. Instead |
hold a minor chord with dissonance as Gloria continues to sing on therenB, wave
ing slightly below pitch as she sings:
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Gl oriads melody stays oénctohédomwad gns e ht Da
the lack of direction described in her lyric is reflected in the lack of a melodic direction.
On thewakor@l abés pitch is slightly below the
middle register of the piano and the grounding D tone in the bass. | then moveGiis D
major seventh interval up a third to ani F#
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The overall musical quality is that theresmmething unresolved, somethingrpai
ful, something unfinished. My analysis suggests that these two tones that form ¢he diss
nant interval are a manifestation of the conflict between the two personae that Gloria has
manifested in singing the lyric: the veithat is bleeding, and the voice that is frustrated
and contemptuous of the bleeding voice. The two perspectives clash, just as the two tones
clash. There is very little musical change suggested here. Gloria continues to speak the
words and the dissonamajor seventh interval is sustained:

What's the use
in helping you?

Now | play the dissonant interval and move it up again, as if mirroring the ongoing and
intensifying frustration that Gloria has, singing from the persona of the potential helper:

ROV

there's no use in helping you

Pt 3

There is a pause here as Glaiaphasizes the reason for not helping. She then
continues:

There's no use to help you because
you're just going to do the same thing
again

o 1Y
..’.

fo

The stateme#t again spoken and not suh@f frustration with her repeated self
injurious behavior, triggers a musical response for me. | begin an ostinato pattern, man
festing the repetitionih he | yr i c. Upon analysis, this
the resistance, 0 a psychotherapy concept
not conscious for me in the moment. There is strong pulse in the music here as the ha
mony moves fom a consonant to a dissonant chord:

t

h
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Gloria continues to speak these words rather than sing them. The volume of the
music from the piano is building. While Gloria starts her spoken phrase, as she forms the
w o r lde dipaddoa loud, sharply articulatsthgle tone that is dissonant to the comtin
ing harmony and hold it while the harmony continues to be driven by the same aecomp
niment pattern:

L
L—j’

¢ \j\
2

The note is a Bb, and because | play it an octave higher and slightly before the G7
chord it stands out agest it. Gloria reacts to the note by raising her voice to a higler re
ister and beginning to sing rather than speak. It was not my conscious intention to trigger
this, but Gloria seems to sing with more energy. Upon analysis, it is as if the note jars her
back into the act of singing. Perhaps the intensity of my reaction gave her permission to
give fuller voice to her own feelings, brea
feel and express anger, to embrace and embody more fully the critical pdrsspeat
the tone several times, reinforcing a jarring quality in the music:

all blood-y oh you keep
T l T l |.‘l =
AisA R AR i
i e —
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| play a C#, another dissonant tone as the harmonic accompaniment pattern co
tinues. This C# played with the G major tonality emphasizes the tritone, a subtle reminder

of the fAeverythingdés fineod tritone heard eal
and the tritone embodies this, which is heard by Gloria as she BenGs#t
G 3 1
Gt = =
v ie see 2 R Cooren)
comdn' in this room all | blood - y! T I'm supp-
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Not only is there a tritone relationship between the bass note G and the melody
note of C#, but there are other intendals/B, E/B that are also creating the sound as
well . As Gloria continues t o sspposefl wiot thass@me
compassion for the persona who is victimized, the music from the piano starts to change:
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psed to wash you up, |put bandages and ointments on | you
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The harmony continues to be dissonant but is softer. Because the previaus sync
pated harmonic accompaniment pattern has stopped, there is dhsersenething new
can develop. In place of the previous harmonic pattern is a kind of tumbling descending
harmonic motion with dissonant intervals moving in parallel motion, and since there is no
tonal clarity, it is not clear where the harmony is head&dria continues to sing in a
kind of detached disdain, as i f thep-critical

port the character that is in pain, all bloodied:
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The words describe acts of compassion, but the tone of the singing reveszts a |
of compassion. | reflect this ongoing conflict continuing to play mainly dissonanbharm
nies, but a quick consonant C major chord is heard. This is a different tonality and hints
at relating to the actual nurturing content of the words. It lasts verfjyband the diss-
nant chords continue:
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The harmony at the piano is moving to a higher register as Gloria continues to
sing:

r
”
NENNERS

Give you a place to sleep... comfort vou
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The harmony continues to contain dissonances but with a more gentle lyricism in
the phrasing. An F# in the middle registdrthe piano is repeated and thus serves as a
bass tone. The tones above it do not relate in a consonant way, but the fact that this F#
tone repeats gives the music a little more anchor, a little more stability. Something is
about to happen, but it is noear what. Gloria pauses briefly and so do I. Something is
starting to shift, both in the piano and
middle register now moves up and down a half step, as if manifesting the shift that is o
curring and wl continue to occur in the way that Gloria is using her voice:
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There is a I|little more tafl ka tgpdiysespaneelf or e Gl
pause and hold the harmony notes liserfoor e con
youy O | thembawm®ny notes to a higher place on the piano. This adds a sense of
building tension in the music. Then | play an ascending run that both responds to the
growing tension and adds to i tplaymadicttoer GI| or i

y o uthedass moves up, and while still below the other harmony tones from the piano,

begins a melodic line that is chromatic, adding a searching quality to the musicuThe m

sic has contradictory qualit@stumbling yet ascending, floating upward, lightly, heading

for an unforeseen destination. The image | have is of a tumble weed being blown gently.

Gl oria continuecaddeaend sbe th&ewomdtidne played
moment, a Db, and begins to sing the entire phrase:
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dear

Cuddle you and say

The qual i twyoiceochang€sl here, iasshes sings with a more sustained
tone and a quieter dynamic. She has entered into the emotional quality of theryric co
tent, singing ficuddl ed and conveying a qual
cuddle. The rhythm of hesinging at the end of the phrase implies a triple metere-In r
sponse, | play even more gently in the higher register, and hearing her Db, | prepare to
har moni ze it .Thekd There mysdboe |s ipnlgasy fian Eb mi nor
repeats the wordsnd melody and create a phrase. An accompaniment pattern emerge
just as Gloria starts to sing
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Now the music has a clear pulse and meter, with gentle countermelodies occu
ring from the piano in the high register. At this point, the shift that has béeipated
for some time actually occurs. The piano music and lyrics now go forward jointly as the
har moni
and fragile. She sustains her melody tones on the last word of trse @ma sounds as if
she may be about to cry. On the last tone of her phrase, the harmony moves frem Eb m
nor to Bb minor, so that she is singing the minor third of what is now the new tonic. The
music from the piano has qualities of sadness and wérimgds of emotion as Roi
son (2005) describdswith the countermelodies actively conveying gentle support and
compassion as eomnentary, as Robinson (2005) also describes. Gloria is reassured by
her words even as she wonders if their promise will be borne out
The same phrase structure repeats, and Gloria enters into the music with a little
more support in her voice, anticipating the return of the chord that starts the phrase again.
The harmony provides predictability and stability. A gentle countermelodyncestin
the high register of the piano, as Gloria continues to sing now in a soft, sad voiae, conti
uing to sing on the Db. A clear song form has emerged at this point:
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After two repetitions of the same lyric and harmony, both Gloria and | change the
form of the music while keeping the same pulse. She moves to a higher tone while |
move to a different chord. The form of the music is propelling both of us at this point,

even while the arpeggiated accompaniment rhythm at the piano stops:
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The forward notion is provided by the anticipation of the melodic rhythm. This
adds a sense of mutuality to the music in that the creation of the pulse is shared between
us rather than being provided solely by the piano. | stop the pulse, and play close to the
melodicrhythm that Gloria sings. | play a very soft tone that adds a dissonance to each of
the chords, giving the music a sense that things are still not quite ok. But therenis a ge
tleness created by the soft attack and articulation in the music that alsd kecdsfot-

ing quality. My commentary from the piano i
sure it wild@l be ok?0 The music continues:
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The piano has both minor arpeggiatithat has a pretty sound along with dissonant tones.
The music blends the emotional qualities of pain and comfort:
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Now the pulse of the music is being driven by the harmonic rhythm, as chords are
changing after every three beats and there is atlean a | directioo, whil
dy leaps up an ascending perfect fifth interval and she sings the higher tone through the
measure:
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This is a wider interval and higher tone than she has been singing previously-The a
companiment pattern is a serigsrising arpeggios. The high melodic tone that Gloria is
singing, plus the form of the accompaniment pattern, combine in a synchronous way,
lending the music a flowing quality, as if flying. The chords of the progreddmmi-

nor, Gb major, Ab majdr include several major chords, giving the music a moré opt
mistic quality. This form persists as Gloria continues:
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The music gets softer and a little slower here, less rhythmically driven as the a

peggiation stops. Gloria is able to support herself as chinaes at a louder dynamic,

confidently singing with a sense of the form of the song as it goes forward:
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