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slow. There was a great deal of mutuality in our musical interaction, enhanced by his growing
ability to extend rhythmic phrases (initiated by me) and sustain vocal lines independently. The
frequency of Jason’s singing increased, as did his ability to sing in an accurate pitch relative to
the key. Jason exhibited a greater range of affect, spanning from expressions of apparent
excitement to thougﬁtful contemplation. Overall, Jason was more affectively and musically
emotive during this musical experience.

In the beginning of the session, Jason was given a choice of playing cither the marimba
or the woodblock. In past sessions, he had selected the marimba, designating it to represent the
Titanic; however, in this session, the woodblock was chosen. Jason’s primary objectives were
more task-oriented, revolving around the construction of the ship and getting it ready for sea.
While building, Jason was able to organize his ideas into a sequence of events, including
building the bottom, middle, and top of the ship as well as the first, second, third, and fourth
smoke stacks. Jason and 1 worked together, our roles serving a similar function as builders. We
shared a common goal, which made the interpersonal dynamic more egalitarian. This resulted in
even exchanges between musical and verbal ideas in the construction process. In the session
log, the importance of the builder’s role in Jason’s story song experience had been highlighted.
Jason’s role was described as not “possessing any great power, ability, or weapon, but was just
an ordinary worker making something large, substantial, significant, and even historic, thereby,
seeming to imbue Jason with an inherent sense of strength” (McClure, 2012, unpublished).

In an analysis of the written descriptions, themes such as readiness, eagerness, impetus,
industrious, and sense of purpose were coded. Readiness and eagerness refer to Jason’s overall
disposition, exemplified in his initiation of building the Titanic and enlisting me to play a major

role in its construction, Industrious describes the innate qualities of the builders, diligently
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working to accomplish the goal of finishing the ship. The industrious nature of the worker
transferred to Jason's musical play, evidenced by his continuous beating or hammering. The
musical qualitics, as well as the story progression, reveal Jason’s apparent impetus to be engaged
in a step-by-step process meant to propel the project forward. Clearly, building the ship and
preparing it for sea were the primary goals, which were reflected and conveyed musically by the
driving but stable beat present throughout this section. During brief moments of musical rest,
Jason continued to hammer, showing a sense of purpose and desire to complete the goal,

The music in this section can be broken down into two parts: The initial and final phase
of construction. E minor was selected for the initial phase, reflecting Jason’s decision process in
choosing which instruments to use and assigning their roles. More harmonic structure was
incorporated as the song progressed and Jason came up with new ideas, such as the need for a
crane. Although I played variations on the harmonies, the basic chord progression consisted of e
minor, D major, G major, and B major. With harmonic support from the guitar, Jason sang short
phrases and sometimes sustained one or two spoken words. For example, the following excerpt
notates Jason’s sung melody as he wiggled the crane (mallet) back and forth while in its holster:

(see Figure 8.)

< Me— . S——— o —

Do-de o de do da do

Figure 8.

Jason also vocalized during our game of fill-in-the blanks. For instance, I sang “There were _
smoke stacks and ___ passengers aboard the Titanic” which he excitedly sang the numbers
“four” and “300" in response to the verbal cues. As Jason’s beat became more syncopated with

dotted rhythms and eighth note pick-ups, I modulated to C major and matched his basic rhythmic
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pattern. Towards the end of this musical section, the tempo increased as Jason tapped the
woodblocks faster and faster; however, he stopped completely in response to a musical break.
Then, using elongated arm movements as cues, I guided Jason into striking the woodblocks two
more times to end the musical phrase.
Vignette II (session 43)

Maiching his apparent excitement [ sing, “Ooooh, the Titanic’s ready to sail, to SAIL!”
Jason points to the left side of his chair saying "“The ocean’s over here... Hmmm, we-we-we need
to carry it.” Itap a basic beat on the woodblock as we work together fo carry it over to a short
pedestal. "The workers are carrying the ship, the ship...the workers are carrying the ship to the
ocean’ I sing with a sense of fervor. Jason quickly plops down onto the chair in front of the
woaodblocks and enunciates “I'm the captain.” Following his lead, 1 sit down and face him while
buoyantly singing the ascending vocal line, “Here we go! Let’s... cast...off.” Puckering his lips,
Jason creates and sustains a “boooosh” sound effect to signal the ship's casting off. His sound
effect grows in intensity and dynamics, becoming more boisterous and musically climactic.
Matching his increasing intensity, I execute a flamenco style rasgueado effect while ascending
chromatically up the frets of the guitar. Iresolve to C major 7 chord as Jason sustains a soft
“oooh, " adding warmth to his seemingly cathartic sigh. Then, he expressively relays “The
ocean feel. Still in C major I sing “Sailing, Sailing on the ocean...sailing along, sailing along.”
Jason imitates my side-to-side movements as I sing “And the ship’s going this way...and that
way.” His blue eyes light up as I rock faster and faster, speeding up the tempo. Then, all of a
sudden, Jason sings in a quiet voice "Oh no, it’s getting daaarrk. " I reflect his change in tone by

modulating to a minor. “Quick, " Jason shouts, “Slow down the brakes ... hit the BUNKHEADS. "



The Call for Bravery 61

Jason stomps his foot while tapping the woodblock harder and more erratically. He stops, looks
up at me, and says with a smirk “Do you know what I can’t see that's in the middle of the
Atlantic Ocean?” Exuding a sense of anticipation, I reply “Qooh, a sea lion?” “Nooo,” Jason
stresses, releasing a slight giggle. I continue to guess then pause as Jason leans in towards me
and whispers, “An ICE...BERG.”
Discussion of Vignette I1

In this section, Jason initiated a new theme of carrying the ship to the water. In previous
sessions involving the Titanic, the ship was typically lowered onto the sea with a “dock crane.”
Jason seemed excited to be moving the Titanic to the ocean, indicated by his burst of energy and
animated expressions. He worked diligently and collaboratively, as we lifted and carried the
woodblocks, setting them down on a short pedestal located across the room. Once the Titanic
cast off, Jason’s demeanor changed. He looked more relaxed, sitting in repose facing the
woodblock ship. The tone of the music reflected this change in mood and energy, becoming
more legato and serene, Jason seemed to revel in this new musical climate, vocalizing soft
aligned with the lulling meter of the music, showing increased physical coordination and
metrical symbiosis with the oom pah pah fingerpicking pattern being played on the guitar.
Jason’s motions fluctuated, as he swayed slow or fast in response to the changes in tempo,
Moving out of this tranquil mise-en-scene, Jason subsequently initiated a change by
communicating that it was getting “dark” outside. His vocal quality was lower and more
rounded, creating a darker timbre corresponding to the sable description of night. This set the
tone for the rest of the story which seemed to occur after dusk., Bettelheim (1989) interprets the

onset of night in fictional literature as a foreshadowing device symbolizing the “devouring of the
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day,” alluding to dark or challenging times ahead (p. 98). Jason supports this inference with the
introduction of the ominous iceberg; however, there was still a level of playfulness as he smiled
and giggled during our seemingly amusing guessing game. Jason expressed an expansive range
of affect and vocal qualities which shifted depending on the context of the story. He also
sustained engagement during certain interactive motifs, like the guessing game and the
movement imitation game of swaying fast and slow.

Jason’s role in the story shifted from ship builder to captain of the Titanic, placing him in
a leadership position. In previous sessions involving the Titanic, Jason had frequently assumed
the role of captain, with the captain’s mission changing each session. Frequently, the captain’s
quest was about saving either the ship or its passengers, but in other sessions, the captain’s
mission was to prevent other ships from sinking by making them stronger and sturdier, ensuring
the safety of future passengers. In this version of the story, the captain’s purpose is not as clear;
however, since the captain is commonly responsible for making decisions and solving problems
in the story, it can be assumed that his purpose was to maintain some level of control as the story
unfolded. This role seems to resemble an authoritarian archetypal figure like that of the father or
leader who is the protector and enforcer of law and order (Jung, 1990, p. 78).

In the written descriptions, the words flow, tranquil, legato, anticipation, and suspense
were highlighted as salient terms. The first three words describe the fluidity and peacefulness of
cruising out to sea, indicating the comforting effect of the tides, In this section, the music is
described as legato and flowing, conveying the tranquility of being on the water. Jason seemed
to be in a calmer state while listening and singing to the waltz-like tempo and legato phrasing,

adapting to this musical change and exuding a feeling of tranquility. However, he then created a
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level of suspense by introducing the themes of darkness and an iceberg looming somewhere in
the ocean. This served to build up a sense of anticipation and suspense for what was to come,
This segment began with a basic chord progression in C major, utilizing the bass note
pick-ups to create a sense of urgency and cohesion in working together to carry the Titanic to the
ocean. Remaining in C major for most of this segment, only the tempo, dynamics, and rhythmic
accents were changed contingent on Jason’s vocal lines and the emotional quality of his
expressions. Once the ship was completed and placed on the ocean, changed to a 3/4 tempo in
order to musically emulate the back-and-forth rippling motion of the waves. Utilizing higher
registers, I sang more legato and frothier melodies which created a fuller arch in the overall
phrasing, and complemented the rolling strums of the guitar. Jason nodded his head while I sang

the following phrase: (see Figure 9).
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Figure 9,
T'adopted the melody from Leon Redbone’s “I’m Sitting on Top of the World” because of its
fluidity and case which seemed to encapsulate this moment of calm before the storm. Jason
Jjoined me in singing the phrase, “Sailing along. ..sailing along,” demonstrating an ability to sing
parts of phrases in close unison. Jason swayed his body to the beat while following my side-to-
side movements. He also changed his tone of voice, speaking barely above a whisper in the

phrase “Oh, no...it’s getting daaark.” Jason seemed to experiment more with his voice while in



The Call for Bravery 64

a calmer physical and emotional state, singing more tonalities and in higher registers; however,
the timbre of his voice dramatically changed when he stated “It’s getting dark.”
Vignette 111 (session 43)

“Oh no,” I curiously retort, “Where is this hidden iceberg?” After a few minutes of
suspense, I grab the black and white diembe and sing “Is this it?” With a perplexed expression,
Jason shakes his head and says “no, it's small on the top.” Not seeing an instrument that fits
this physical description, I turn the djembe upside down, tap a basic syncopated beat on its side,
and sing “Oooh, maybe this is it?" Without directly answering, Jason points to the drum and
shouts in a rhythmically related way “Look out! It's geiting closer!” Pretending to look over the
side of the ship, he adds “It’s scraping the side...Now the ship’s breaking in half.” Together, we
make crackling noises as I slide up and down the guitar creating a dramatic effect. In a somber
tone, I woefully sing in the style of a sea shanty “Ohh, what shall we do now...what shall we do
now?” With a wave of his hand, Jason signals me to follow him as he Jumps up out of his seat
and starts to run around the room. “Where are we going, " I inquisitively sing. Jason keeps
running while breathlessly murmuring “Go-go-got to run up.” “Ah, great idea, " I quickly
affirm, “Let’s get to the deck.” I match our running pace by strumming fast downward strokes
while muting the strings with my left hand, crealing a more percussive feel. “The water’s getting
higher” he exclaims as he begins to jump around. “Look, the water’s at my hips...what should
we do” I sing, wondering how this story is going to unfold. Jason gestures to his neck and
slowly vocalizes in a slightly raspy voice “It's under here.” We continue to run back and forth
from the front of the sinking ship to the back until Jason stops and spea- sings “You're
drowning.” Before I can respond, Jason comes up with the solution to “pull me in a life boat.”

Wandering around the room a few times, he looks at me with a shocked expression and says "“Oh
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no, but there’s not enough...there were a lot of people on the Titanic.” As I approach him, Jason
softly comments “They re jumping out the windows becatse they're SCARED. " Holding a V7
chord I ask him if we can help them, but gel no response. After a few seconds of silence, I pull a
Jew instruments from the bin on the shelf and urgently inquire “Can any of these help us?”
Jason eventually takes the plastic castanets and plays around with them in apparent
contemplation of what to possibly do with them. On the guitar, I incorporate many of his
rhythms into the established meter. Then, Jason’s playing comes to a halt as he elucidates,
"These can help us breathe under water.” He hands me one of the castanets and sings “Let’s
go, " as we pretend to dive into the sea. Under the water, Jason comments “the fish are all
around us.” Pointing to something on the wall, Jason explains “I'm gonna bite that big fish.” ‘
He flips his castanet 90 degrees and makes a biting motion with the outer shells, I gotit" he
exclaims. Subsequent to his brief battle with the prodigious fish, Jason continues his exploration
of the sea. The tone of the experience changes as Jason becomes more playfid and subdued
- while exploring his oceanic surroundings, including an octopus below and g swimming whale in
the distance. During this time, I modulate to G major and play “Octopus’ Garden” singing,
“I'm swimming under the sea in the Atlantic O-cean with Ja-a-son.” Juson jovially imitates
some of the melody, repeating “Swimming under the seeeeq, " Continuing on, I sing "I like to be
under the sea with Jason looking at all the Jish.” Jason glances up at me partially singing “But
we like to beee in the ocean, but we like to be in a boat all the time.” Qur journey into the deep
comes to an end as I introduce a slide whistle representing a ship off in the distance. Jason
Jollows my lead in swimming towards the ship's “horn.” He sighs an expansive “ahhh” then

excitedly states “The Carpathia is here to rescue us!”
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Discussion of Vignette 111

In this final section, Jason was more vocally, musically, and affectively responsive,
showing a heightened Ievel of engagement in the interaction and the story. The accumulating
problems and ongoing suspense seemed to help Jason sustain engagement and formulate
potential solutions (i.e. using castanets to breathe underwater). There were multiple moments of
sustained back-and-forth interaction which seemed to increase the intensity of the scenario, like
running to and fro on the deck trying to escape the rising water level. He emotively expressed
that people were so scared they jumped out of the windows, but did not explore this further.
Jason seemed more focused on the rising water, rather than the passengers that needed rescuing,
which was common in previous sessions, Jason normally made it to a life boat; however, there
were none available in this rendition of the Titanic. This was a new development in the story
and, as a résult, Jason was encouraged to come up with a different idea to save us. Eventually,
he was able to create a new solution using the castanet as an underwater breathing device,
allowing us to swim away from the wreckage and explore new territory. This was the first time
Jason delved into the “dark™ ocean which has always seemed implicitly scary to him. His
breathing mechanism helped him face his fear of the water and facilitated his exploration of the
subaquatic world. Floating among the different underwater life forms seemed to alleviate the
gravity of the situation and Jason’s fear. Towards the end of the story song experience Jason
stated “We like to be in the water, but we like to be in a boat all the time,” which seemed to
imply that Jason didn’t mind the water or possibly exploring unknown situations as much as he
used to, but, prefers the feelings of safety and security that a boat offers. This was another
pentacle moment in Jason’s therapy in which he conquered a frightening aspect of the story,

coming through it with a deeper awareness of himself and his environment,



The Call for Bravery 67

The salient words highlighted in the written descriptions were urgency, panic,
perseverance, scary, anticipation, and resolve. Jason exhibited a sense of urgency in trying to
escape the prospect of drowning, Panic came up multiple times in describing Jason’s facial and
vocal expression in response to the limited number of life boats. He also expressed a sense of
panic as the water level rose up to his nape region. During these times of apparent chaos and
panic, Jason persevered, coming up with solutions that seemed to help placate his anxiety. He
was also able to overcome scary elements like the dark and deep ocean. There was an overall
feeling of anticipation throughout this segment; however, this started to fade as Jason
familiarized himself with the underwater environment, imagining fish and other sea creatures.
Jason’s story began to resolve while in the water, but seemed to gain. a greater sense of closure
with the advent of the safe rescue boat.

The music was diverse in this final section, consisting of more harmonic and rhythmic
variations than previous pieces. I began in A minor, but gradually changed to a Spanish idiom,
creating more tension with prevalent intervals like the augmented second between the second and
third scale degrees. I harmonically branched out of the key to better reflect Jason’s sound effects
or story content. For instance, I executed a slide effect to represent the scraping of the iceberg
while singing atonally. Then, I settled back into A minor, vacillating between A minor and G

major while singing an improvisational sca shanty (see Figure 10).
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Figure 10.

Speeding up the tempo to match Jason’s running, created a sense of urgency by re-introducing a
Spanish-like progression. A series of diminished chords were incorporated to reflect Jason’s
expressed dismay and worry after he discovered that there were no more life boats. After Jason
selected the castanets, I slowed the tempo to match his playing. Jason seemed to have difficulty
playing them by the handle so he moved his hand positioning to the outer shells, allowing him
more control with his pincher grasp. Jason did not sing as many phrases, probably because it
was too challenging to execute while running and moving around the room; however, there was a
moment of synchronicity when he looked at me and sang along to the phrase “under the seaaa.”
The tempo slowed as Jason and I pretended to pull ourselves up onto the rescue boat and Jason
sang the following melody on an “Ah” vowel while I continued using the words: (sce Figure

11).
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Summary

The overarching themes in this story song about the Titanic relate to hrokenness and
powerlessness. This theme, along with other elements in the story, seems to parallel that of
Humpty Dumpty who meets his destructive, fateful fall which results in irreparable damage. Part
of Jason’s music therapy process became about re-enacting this enigmatic story of the Titanic
that seemed to puzzle him, until it could be resolved. In the beginning, the focus was on
combating the destructibility of the ship but gradually shifted to the calamity of the iceberg,
followed by the underwater experience. Essentially, Jason was processing the irony of the
unsinkable Titanic, trying to make sense of this disastrous story. Additionally, Jason focused
other confounding aspects of the story, such as the shortage of life boats which exacerbated the
devastating impact of the story. He explored all of these elements, devising ways to salvage
characters in the story, whether it was the Titanic, captain, first-mate (me), or future passengers,
Eventually, Jason moved away from the theme of saving to exploring new depths under the sea.
Like Humpty Dumpty, Jason basically fell with the Titanic, gaining a new understanding of the
experience of descending into scary unknown places. As a result, Jason seemed to realize that it
was not as frightening as he initially expected, possibly allowing him to feel a sense of resolve
and acceptance with the fate of the Titanic and its passengers. The ocean did not become a
haven of comfort for Jason, but it was no longer an intangibly dreadful place, In this session,
Jason chose to dive into the unknown and tolerated it more the further he explored. In the end,
he preferred the safety of being in the rescue boat or on Humpty Dumpty’s proverbial wall.
Overall, the improvisational musical narrative of the Titanic provided Jason with a safe container
to freely explore the seemingly unfathomable outcome of this tragedy, allowing Jason to

consciously and unconsciously enhance his understanding of the phenomenon through symbolic
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exploration, thereby gaining control over the story, and achieving a level of mastery in finding

resolutions.
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Discussion
The purpose of this thesis was to explore the ways improvised story songs in music

therapy reflect Jason’s lived experience. In doing so, many questions were asked, including;

1. What are the musical and contextual themes of the experience?

2. What do the story songs reveal about Jason’s developmental and therapeutic process?

3. What’s happening in the therapeutic relationship during the creation of story songs?

4. What is Jason’s relationship to improvised story songs?
Musical and Contextual Themes

The results section delineates the musical and contextual themes in each song; however,

there are meta-themes that show the overarching flow and progression of Jason’s experience
with improvised story song. The initial phase of therapy can be encapsulated by the word
exploration. The first musical selection created during this phase speaks to Jason’s journey of
exploration, including his challenges of overcoming anxiety and moments of insecurity in his
new environment. “Space Exploration” contains lots of space and freedom, vacillating on the
continuum of structured and unstructured musical elements such as rhythm and tempo. This ebb
and flow of structure seems to match and reflect Jason’s experience in music, the school, and
possibly in life during this time, He frequently showed a desire to explore, but at times seemed
hesitant or anxious to take initiative. Therefore, there needed to be a delicate balance of structure
and lack thereof in facilitating Jason’s process in learning to cope with his anxiety and become
more comfortable, Space and freedom were extremely vital in providing Jason time to make
sense, become aware of, and adapt to his surroundings. In this song experience, Jason expressed

a desire and need to be very brave, insinuating that he did not feel brave yet. He became
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increasingly aware and comfortable of the music room, musical experiences, and me through his
exploration which paved the way for Jason to feel braver in his story songs.

During the middle phase of therapy, Jasen developed confidence and exuded an
cagerness to explore scary and unpredictable components of his stories. In “The Fire Breathing
Dragon,” Jason assertively and cagerly sought out the dragon, acquiring skills to face challenges
instead of evading them. He continued to experience moments of anxiety, but was able to lean
on our relationship and the music for support. The underlying theme in this story song relates to
his need fo act. Jason needed to confront the dragon and he seemed to feel that it was time to
face it. He was ready to play the hero or the one who defeats the antagonist of the story,
revealing a new found sense of confidence and assuredness. His urgency and assertiveness
indicate his growing bravery in facing challenges in the story songs and in life. The music was
also more assertive, consisting of a driving impetus enhanced by the structured and grounded
rhythms and tempi, reflecting his developmental change. Additionally, the music was more
specific to characters in the story with the use of motifs and delineation, matching Jason’s
growing awareness of and identification with each character. Essentially, Jason was beginning
to develop feelings of bravery and courage, serving him on his purposeful quests in the story
songs.

In the last phase of therapy, Jason seemed imbued with a stronger sense of purpose. In
the “Titanic” song experience, Jason was more determined to figure out the phenomena within
the story. He showed flexibility in the music and changing roles, relating to his immediate goal
in the story song (e.g., constructing the ship, navigating the ship, saving the ship), Jason was
more industrious and creative at finding ways to achieve these goals, showing a greater impetus

and readiness in getting to work and working through events in the story. He developed skills in
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making decisions and coming up with solutions to problems. Jason was ready to delve into and
explore scary territory, like the sea, despite his feelings of fear or anxiety about the unknown.
He also felt responsible for the fate of the characters in the story and, as a product, became more
determined to help them and himself, The music encompassed many of these characteristics.
The rhythmic and melodic contour was more bombastic at times during crisis and pensive while
Jason formulated new ideas or resolutions. Open harmonies were used during somber moments
in the story and became more complex to parailel climaxes. The musical arch matched Jason’s
emotional journey as he expetienced bravery in a variety of contexts, involving multiple tasks
and more complex challenges.
Developmental Process

Jason experienced tremendous growth during his time in music therapy. In the initial
phase, Jason was still acclimating to a new environment and music was primarily used to help
foster a safe place for him to explore the many facets of his new experience and his responses to
them. Jason’s need to explore aligns with Erikson’s (1993) second stage of psychosocial
development, elucidating the importance of exploration in achieving greater autonomy over the
environment (p. 23). In this stage, children gain more control over their abilities, learning the
basic premise of cause and effect which fosters independence and self-awareness. For Jason, this
earlier period of therapy was a time for him to explore music and musical sounds, allowing him
to gain a greater awareness of his creative and musical self and to build a relationship to musical
experiences. I played a supportive role, providing him with a lot of space and breathing room to
become oriented, as a way of enabling him to better cope with difficult transitions through
musical symbolic play. Music became a haven for Jason to explore the symbolic realm of play

with the use of instruments and metaphor.
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Jason expanded and cultivated his play skills over the course of ten months in music
therapy, becoming more musical and mutually interactive as time progressed, His musical and
contextual themes became more complex as they explored aspects of human emotion, feelings,
fallibility, disappointment, and triumph. During the middle phase of Jason’s therapy, coinciding
with the creation of “The Fire Breathing Dragon,” he settled into the space and in our
relationship, allowing him to explore deeper contextual and musical avenues in the story songs.
He exhibited a greater sense of purpose in trying to understand the various elements of the stories
and in essence, his outer and inner reality, developing courage and the ability to make decisions
while also engaging in more mutually shared experiences. Erikson’s (1993) third stage of
psychosocial development focuses on the concept of mastery (p. 25). During this time in a
child’s development, he or she usually becomes assertive and takes initiative in social play (p.
26). As Jason’s musical and personal awareness grew, he was able to initiate more of his ideas,
helping him to make choices and create resolutions to conflicts or challenges by exploring
“variations” (Rubin-Bosco, 2002, p. 123) of the themes and issues that emerged in the story.
Additionally, the roles that Jason adopted while enacting his stories enabled him to experience
moments of joy, weakness, fear, anxiety, silliness, perseverance, fulfillment, and success that all
contributed to his mastery and understanding of the outer or real world.

Jason’s personality flourished in music as he grew more confident and self-aware. He
exuded a sense of purpose and excitement when in the music room and especially in our story
song experiences. He initiated more ideas but also learned to accept and adapt to the ideas of
others. Jason’s inner music child became more expressive and outwardly engaging as he
developed musical awareness and skills such as singing and playing basic beats. He gradually

gained more control over a range of musical elements, including dynamics, tempo, and meter
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changes. Initially, Jason rarely sang and usually spoke verbal dialogue, however, he learned to
create simple melodies and sustain notes enhancing his expressivity. He developed a voice
which became a prominent presence in singing his narratives and sharing in the musical
experience. Musical instruments were always a major part of his therapy, metaphorically
representing various objects or biaces which enriched his stories and enabled him to feel a sense
of security during his pilgrimages. However, he also developed an ability to play them in a more
musically related and purposeful way, such as tapping the djembe in tempo and modulating
dynamics with minimal support. Through the use of improvised story songs, Jason acquired
basic musical skills allowing him to develop more control and, as a result, a better understanding
of cause and effect. In discussing the importance of control, Schwartz (2008) emphasizes
“Music, for children developing control, finally becomes something that belongs to them” (p.
81). Gaining a sense of control in music seemed to empower Jason, enabling him to take
ownership of his abilities and strengths as he navigated through the world of pretend play.
Enhancing social skills was a major goal area for the course of therapy, and Jason grew
substantially in his ability to interact, listen, and converse with others. He developed a greater
prowess to be flexible in the moment, adapting to his environment and the people in it. He
increasingly became interested and adept at having shared experiences with others, initiating
more conversations and sustaining back-and-forth dialogues. In music, Jason and I developed a
strong, trusting therapeutic relationship as we went on adventures, fought dragons, and survived
tragedies together. He became 'more communicative and expressive as he learned to identify his
feelings and the feelings of other people, just as he identified with the characters in his stories.
During the last phase of therapy, Jason was still gaining mastery over his environment, but

became increasingly concerned with moral issues of right and wrong as he developed a deeper
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awareness of his relationship to other characters, including myself, in his stories. Needing less
support, Jason could listen and respond to questions, comments, and reactions; helping him to be
more socially attuned, Initially, Jason had a difficult time adapting to musical or thematic
changes initiated by me, however, he learned to become flexible in our interaction which
impacted the stories making them more unpredictable, surprising, and seemingly more engaging.
Schwartz (2008) discusses the social aspect of music with young children in the following:
Language and music are intertwined in this level. Children use single words and then
short phrases within the musid, and most often recall the words more accurately than
either the rhythm or the pitch intervals. They enter into the social world of song, but also
establish their own musical 'repel“coire through spontaneous song creation. (p. 81)
Improvised story songs provided Jason with opportunities to explore our social world in a
symbolic fantasy realm, which also transferred outside the narratives. They also seemed to
deepen his sense of self as he gained independence and mastery of the inner and outside world.
During music therapy, Jason expanded his play skills by engaging in more cooperative
and collaborative play. He also grew to be more spontaneous, learning to cope with anxiety
related to the unfamiliar or unexpected change. Jason became more adroit at sequencing events
in the story and delineating and exploring other elements such as characters, plot deviations,
point-of-view or role changes, and dealing with conflict and resolution. During times of
distraction, Jason could usually be redirected back into the musical interaction within the context
of the narrative, He increased his ability to sustain engagement in the creative process, allowing
him to expand on both thematic and musical ideas. Jason also leamed to extend short musical

phrases, by adding his own dynamic or tempo changes. Overall, Jason’s awareness of his
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abilities and strengths deepened during his therapeutic process, helping him to become more
confident, assured, interactive, and expressive in and out of music therapy.
Therapeutic Relationship

As mentioned carlier in this study, I also possess a special relationship to narrative, which
1 feel enhanced my work with Jason. I found his proclivity to story and story songs fascinating
which grew as our relationship developed. Throughout our time together, I felt an unconditional
positive regard that helped foster a supportive and nonjudgmental therapeutic climate, providing
him with a space to explore and grow. Jason was encouraged to express and learn about his
musical being and, in return, I discovered latent aspects of my own musical self in our story song
experiences. My confidence and awareness grew along with his, strengthening my ability to be a
more effective and intuitive therapist and person.

Strong countertransference often accompanies such commonalities. I experienced
moments of countertransference, especially in the beginning phase of Jason’s therapy. 1
frequently felt very protective of Jason in and out of the therapy room, but this protectiveness
also came up in our story songs. When Jason seemed to struggle or express anxiety, I wanted to
rescue him from the conflict or source of this reaction. However, T quickly became aware of my
role as the rescuer, soon recognizing it as a deterrent to his growth. Jason needed to experience
moments of uncertainty and anxiety in order to learn how to cope with and overcome emotional
and symbolic obstacles. My role was to utilize music to support him through these potentially
uncomfortable times and to discern when to directly or indirectly intervene. He deserved the
opportunity to grow without me impeding his therapeutic process, and this would result in a
more independent and self-assured Jason. After processing this with my clinical supervisor, my

primary goal was to use this countertransference in way that benefited him, thinking of his needs
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while deepening an awareness of mine in relation to Jason. In the process of introspection, I
learned to decipher how to best support Jason on his journeys in ways that, at times, challenged
him but also provided him with a level of autonomy in making choices or changing directions
within the story songs. This became a delicate balance, because of his need to initially be in
control of the progression of the story. Therefore, I had to find ways of helping him develop his
ability to be more flexible and adaptable without rescuing him from crucial moments of growth,

Another important part of our parallel process dealt with facing conflict. During Jason’s
therapy, it became clear to me that I am not always comfortable dealing with conflict or
witnessing others confront it which contributed to my need to rescue Jason. In order to support
his process of facing, coping, and resolving conflict in the story songs, I had to come to terms
with my own need for growth in working through and processing conflict. For starters, I had to
learn to trust myself and my own ability to productively and effectively work through
interpersonal conflicts that came up between Jason and me. Instead of backing away from or
trying to ameliorate uncomfortable moments of resistance or challenging dynamics, I learned to
let go of my own fears and insecurities, allowing the conflicts to surface and unfold and utilizing
them for individual and interpersonal growth. As a result, the trust between Jason and myself
deepened, strengthening our therapeutic relationship. Conflict resolution became a prominent
part of Jason’s therapy, especially in processing and understanding tragic stories like the Titanic
and World Trade Center, and, hence, it became increasingly imperative for me to examine my
relationship with conflict. Strengthening my coping and resolution skills provided me with the
necessary accoutrements and resources to better facilitate Jason’s therapeutic process.

During the course of Jason’s therapy, his areas of growth were often congruous to mine.

For instance, in decpening my awareness of countertransference and needs, I found that I was
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able to be more intuitive, creative, therapeutic, and observant. As a product of this, Jason also
became more creative, musical, and interactive. Additionally, my professional prowess and
confidence strengthened as I examined ways of being more impactful musically, therapeutically,
and interpersonally in our sessions. I consistently watched and analyzed archive videos,
illuminating ways of improving my therapeutic style and, of course, the effectiveness of the
interventions I utilized. Similarly, Jason explored confounding aspects of the world through
improvised story song, often re-enacting parts of the story in trying to make sense of such
external and internal quagmires symbolically. Finally, Jason developed a keener acuity in
making choices and creating solutions to problems, and paralleling this growth, I developed a
greater acumen in making therapeutic, creative, and musical decisions.

In essence, our parallel process was an insightful and enlightening experience for me. It
allowed me to rekindle my relationship to musical narrative in a new and innervating context,
especially as the therapist. Our apparent connection to story facilitated the development of our
therapeutic relationship, establishing a deep bond during the course of therapy, Overall, creating
improvised story songs was an invaluable learning experience for both of us that galvanized my
affinity to musical narrative and its clinical relevance in music therapy.

Relationship toImprovised Story Songs

Improvised story songs played an integral role in Jason’s therapeutic process. They
helped facilitate growth by providing him with a safe forum for exploration and self-expression.
Through the medium of musical narrative, Jason explored new territories, took on challenges,
faced his fears, conquered great obstacles, coped with conflicts, learned to problem-solve, and
experienced triumph. Concurrently, Jason developed his own musicality and creativity through

the symbolic use of instruments and singing his story. His propensity for narrative quickly
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became evident, as he came alive in the improvisational story songs, which was not always the
case with more structured interventions. They also facilitated the development of musical
awareness and interpersonal skills, allowing his aesthetic experience to become more complex
and diverse. Ultimately, the improvisational story song experience was the driving catalyst for
growth in Jason’s therapeutic process.

Narrative was not only an important part of Jason’s therapy, but an essential element in
his life world. He entered the music therapy room a story teller, and it was my job to utilize
music as the primary medium to engage him in telling his story and growing while enacting the
spontancous narrative experience. In music, Jason’s stories varied in context, themes, aesthetic,
archetypes, and resolutions, but they all served an axiomatic purpose of facilitating exploration,
development, awareness, and growth. There was a difference in Jason’s disposition and way of
being during musical narrative experiences that set them apart or distinguished them from other
nonstory experiences, explicitly and implicitly revealing his close relationship to narrative.
Jason’s movements became more purposeful and his body language was more animated. He
became more emotive, displaying a wider range of affect, indicating that Jason was more
emotionally aroused, engaged, and connected during the story song experience. He was more
playful and energetic, but also exuded a sense of purpose and gravitas during his various
endeavors or quests in the stories. Essentially, musical narrative seemed to be a living, evolving
organism which Jason could safely and naturally be a part of, grow with, and experience freely.
Research Process

There was approximately a 6-month gap in between ending therapy with Jason and
beginning this research study. This time allowed me to reflect on Jason’s therapeutic process

and what I learned as an intern, During this period, I gained a new perspective as I acquired a
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holistic understanding and sense of our overall experience together. Additionally, this distance
helped prepare me for the role of the researcher, allowing me to step outside the experience,
processing it in a new light. As the therapist and researcher, I had to continually check in with
myself to ensure the accuracy and trustworthiness of this report. Journaling and supervision
were crucial aspects of this process and helped me to remain conscious of my thoughts, feelings,
motivations, countertransference, and influences. As a result, I gained new insights regarding

this experience which enhanced and enriched the research.
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Conclusion

Improvisational story songs entail an unfolding process which “reflect the client’s
journey” (Tamplin, 2006, p. 177) of understanding or making sense of his or her reality. In
Jason’s case, his story songs, or musical journeys, reflect his lived experience in so Imany ways,
revealing important facets of what it means to be Jason. The symbolic realm of musical
narrative encompasses poignant metaphorical and allegorical meaning, conveying both conscious
and unconscious aspects of a person. Jason frequently explored the use of metaphor in his
stories, enabling him to process his inner and outer world in a creative milieu that he could
understand and relate to. According to Sylvia (2011), “Humans have both an outer and inner
reality... Allegory and metaphor serve to depict the theater of this inner reality” (p. 2). Jason’s
stories illuminated areas of psychosocial development, including his needs, dilemmas, and
strengths, which were explored utilizing the vehicle of symbolic play. Essentially, Jason’s story
songs mirrored and shed light on his experience of: being in and adapting to a new and foreign
school, learning to confront challenging obstacles, and dealing with conflict. These areas
possibly related to Jason’s social experiences with peers, enabling him to make sense of a

| seemingly nonsensical world and develop personal and interpersonal awareness by building

relationships with me and characters in his stories. Most importantly, improvised story songs
enhanced Jason’s understanding of the ebbs and flows of being human in regards to experiencing
fear, moments of weakness, anxiety, joy, friendship, mastery, and triumph. Relating to musical
narrative, Chukovsky (1963) states “Fantasy is the most valuable attribute of the human mind
and it should be diligently nurtured” (p. 14). Improvised story songs played an essential role,

bringing to light Jason’s creative and musical self while nurturing his proclivity for fantasy and
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‘narrative. They helped him gain mastery over his environment and access the courage and
bravery he so desired, helping him cope with life challenges and, as a result, experience growth,
Implications for Music Therapy and Future Research |

While researching story songs in music therapy literature, T was surprised to find a dearth
of information and studies on the subject matter, especially research involving clients with
developmental delays. Loewy (2003), Rubin-Bosco (2002), and Aigen (1991) are some of the
few authors who have written about the value of story songs in clinical work, but more research
is needed to really assess the role of improvised story songs in specific populations, age groups,
and theoretical frameworks. This study helped illuminate the impact of improvised story songs
in working with a preschooler with developmental delays, revealing important implications of
the use of story song in enhancing development. However, there is much more to uncover
regarding this technique and its role in the therapeutic process, Considerations for future
research may include examining: the relationship between music and story; the relevance of
improvised story songs with regards to specific areas of psychosocial development including
self-expression, coping, and social awareness; and the application and uses of story songs with
various populations. Hopefully, this study can be used as a spring board for future research on
improvised story songs and can help to broaden music therapists” and other professionals’
knowledge of story and its importance to the human experience as it relates to the therapeutic

process.
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APPENDIX A:

Informed Consent for Participant

Title: The Ways Improvised Story Songs Reflect the Lived Experience of a Preschool Age Child
with Developmental Delays.

Student Investigator:
Emily McClure

4143 39" P1, Apt. 40
Sunnyside, NY 11104
Egmcclure@gmail.com

Faculty Advisor:

Barbara Wheeler PhD, MT-BC
Adjunct Instructor of Music Therapy
Molloy College
bwheeler@molloy.edu

Dear Parent,

As part of the requirement for my music therapy graduate degree at Molloy College, I am
conducting a qualitative research study exploring the impact of improvised story songs in your
child’s music therapy experience at the child development center. I will review archive
materials, including audio/video recordings and written documents, in order to examine
prominent improvised story songs and experiences related to these songs, illuminating important
aspects of the therapeutic process including clinical needs, strengths, and areas of growth. From
this research, I hope to gain deeper insight on the potential meaning(s) of these improvisational
musical experiences for your child, myself as the therapist, and our therapeutic relationship. In
addition, this study may help deepen the music therapy community’s understanding of
improvised story songs in clinical practice with young children,

For the purpose of this study, I will need to examine your child’s records including written
documents and archive audio/video recordings collected from September 2011 to June 2012,
Only 1, the researcher, and my faculty thesis advisors will have access to the information gleaned
from records and data from the audio/ video recordings. Written documents and transcriptions
dictated during the study will be securely locked in a filing system and electronic/media files will
be password protected on the researcher’s computer,

For privacy protection, your child’s real name will be withheld at all times and will be provided
with a pseudonym. Any additional information that might lead to his identification will be
changed. All personal information will be kept in the strictest confidence to ensure you and your
child’s anonymity and protection. There will be no physical danger inherent in this study.

Your child’s participation in this study is completely voluntary. You may discontinue this
research at any time without incurring penalty or consequences.
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Upon completion, a copy of this study will be provided to you atyour request.
Dissemination, presentation, and publication of this study may occur, however, personal
and identifiable information will continue to remain confidential, Publication of the
research may include, but is not limited to music therapy, education, or psychology peer
reviewed journals. You will be notified in the event of publication of this study or study
findings.

If you have any questions or concerns, please do not hesitate to contact me at 864-933-4032 or
cmail egmeclure@gmail.com. You may also contact my faculty advisor, Dr. Barbara Wheeler at
bwheeler@molloy.edu. For questions about your rights as a participant, you may contact the
Institutional Review Board, Molloy College, 1000 Hempstead Ave., Rockville Centre, NY
11371, (516) 678-5000.

Signing your name below indicates that you have read and understood the contents of this
consent form and that you give permission to the researcher to conduct this study. Please note
that you may discontinue the research at any time after signing this form without consequences
of any kind,

Thank you.

Emily McClure

Iunderstand that T will receive a copy of this signed form.

Participant Name (Print)

Participant Signature

Date



The Call for Bravery

96



