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The intent of this stndy was tq explore the éffécts of a ra
background of soft 1nstrumentai music, from the baroqu; era, ;n
o
depth of client self exploration, 1n counselling dyads‘ Three
.music conditions were compared: Lively (120 heats per‘minute;

¥ -—

slow (60 beats per mxnute), and neo mu51c. It was hypothesized that .

bouh the "11vely" and the "slow” conditions would be associated

i

e

with sxgnificantly greater depth of client self ploration than

€

would the ! 'no. music" eondition. and that the "slow"'music condition

s . \ .' o s, ) . ¢

w°u}g-be-as$ociated withgsignificantlyvgreater depth of client
.‘§Self*exploration than &oﬁid either the "iiveiyu or "no'music"

-l cohditions. The subjects Mere twelve female volunteers, with an
\ : o ' ‘ AR RS
- . e :

‘ 9;3 averagé age of twenty-one : afs, from two‘undergraduate edocatiOnal o -f}

8 psychology coursds ‘Thi.volunteer counsellots were fOurifemale
hY . . - kj . ,‘ )
PR ggraduate students, in their final year of a- counselling program ﬂ . e

Three femﬁle counselling psychologists independently rated '§‘~. '&7§

8 :

‘ f‘f audio-tapqﬂ.'ten-minute segments from the thirty-minute counselling

,x»,

';b.:fseSSions on the nine point Depth;Tf Client Self Explotation Scale ‘viy,‘ S

(Truax & Carkhuff ﬁ967) An Y| ysis of VatianCe of the resultingfﬂitf’




f

ke
exploration (p<.01) th%? géi\the "lively" music condition.

Implications for counsellors and for further research were

-
discussed.
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CHAPTER 1

INTRODUCTION

And it came to pass, when the evil Spirit from God was
upon Saal; that David took the harp and played with his
hand: so Saul was refreshed and was well, and the evil

spirit departed from him (0ld Testament, 1 Samuel).
\ . .
|

AN
[

History and literature are replete with‘accounts of the almost
magical effects of music. Down through tﬁe centuries, mqsic has
been used for its calming/and me&icinal Effgcts. ‘Masserman (1@73,“
p-65) c;tes the use of music in early Greeg and Roman ﬂSanatoria";
as "providing aesthetic'expressioé.and encouraging g%eqp .
belongingness through feelings of conjoint rhythm and harmeny."
Hlppocrates is eald to have taken his mental pat;ents to the
tempie to listen to music; the Arabs equ1pped their hOSpltalS with
music rooms in the thirteenth century (Mann, 1950);‘ music was an
integral part of the physician'e trdining and practice from 800
A.D. to 1§00‘A.ﬁu (Tayler;‘IQél) and, among "primitive“enatiQe
tribes--for e£eﬁp1e,,the‘North American Indians (Densmore,

: . : o . ' s
196@)-7musié has long ‘been part of the healing ritual.

A. Modern Apg}ications -

Psychotherapy Q

L

In more recent tlmes, music has been widely used as a calming
and social121ng 3gent in psychlatric wards (Altshuler, 1944;

“.Altshule; &&Shepa§ta, 19413, Bagmel, 1973; Bigelow & Ruben, 1670



Biller, Olson & Bfeén, 1974; Bonny, 1968; Daly & Barry, 1957;
Dollins, 1968; Gilman & Paperte, 1949; Gutheil, 19?&; Qppe,
1971; Hunter, 1974; Hyde, 1968; Joynt & Green, 1962; Kahans &
Calford, 1982; Licht, 1946; Man, 1950; Michel, 1977; Parriott,
1969; Podolsky, 1939; Rubin & Katz, 1946; Schoen, 1940; Sears,
1968;: Shatin, -1970; Shanin & Zimet, 1958; Simon, Holzbérg,
Alessi & Garrity, 1951; ékelly & Haselrud, 1952; Smitn & Morris,
1977; "Sommer, 1968; Traub, 1969; Van De Wall, 1936;
Weidenfeller & Zimny, 1962).

Medicine

v

In hospital wards and'operating theatres, music has‘béen found
’to exert a beneficial effect on both staff and patients--reducing
fatigue in the former, and calming and distfacting the latter
V(Barrett, 1961; Gn}ewood, 1921a; Ilsgn, 1926; Kane, 1914;
‘Licht; 1946; Light, Haymond, Livingston & ﬁillard, 1949; Light,
" Love, Berison & Morch, 1949 & 19543 McGlinn, 1930; ° Naidu, 1982;
Padfigld, 1976; Pickrell, Metzger, Wilde; Btoddbent & Edwérds,
1950). In maternity ;ards, it has been found ﬁo ease labor and
delivery (Clark McCorkle & Williams, 1981' H;nser, Larson &

o' Connell 1983), and to calm and qu1eten newborns (Murooka, 1974;
 Mirooka, Kole & Suda, 1976). | |
Dentistgz

In dental surgeries, background mu51c has masked unpleasant

’drilling noise and pain, reduced the amount . of gas requlred, and

-~
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’) ‘ 3
hastened recovery (Best, 1935; Cherry & Pallin, 1948).

Industry and commerte

Although extensive research into-the industrial use of
background music, as a morale and production booster, has failed to

produce convincing results (Anastaei, 1964; Blum & Naylor, 1968;

. Gatewood, 1921b; Gladstone, 1969; Kerr; 1945; McBain, 1961;

Poock & Wiener, 1966; Uhrbrock; 1961; Young & Berry, 1979) it is,
nevertheless still piped into offices, factories and shopping malls
as pre-programmed "Muzak'". However, background music in

supermarkets has been found to significantly influence sales

‘(Donovan & Rossiter, 1982; Milliman, 1952; Smith & Curnow, 1966).

Similarly, background music in advertising;-as in television
commercials--has been found to exert a significanﬁ effect upcn

custcmers' choice of product (Gorn, 1982; Ostrander & Schroeder,

1979; Wintle, 1979).

Education

‘4 .

In the realm of lpducation, music ‘has.been used as a reinforcer

for acceﬁtable behavipur (Michel 1977);‘;5 enhence student-teacher

relat1onsh1ps (Schuster & Vincent 1980), to increase verbalization

among EMR chxldren in kindergarten (Goolsby, Frary & Rogers, 197&),

to calm students, and to improve their examinatibn performance

(Blanchard 1979, Stainback & Sta1nback 1973 Stanton, 1973;

t Williams, 1961); to improve the rate and quaI%ry of learning

(Caskey, 1980 Hall 1952"‘ Ostrander & Schroeder, 1979 Prichard1

T-, & Taylor, 1980), to redube actxvity 1evéls in hyperactive children



.

(Riebgr, 1965; Scott, 1970; Windwer, 1981); té improve retention
in EMR children (Campbell, 1972; Myers, 1979), and to aid in
;ttention focusing (Borling, 198}; Wagner, 19752. Most studies
found calm;hg music to be more effective than stimulating music
wheré educational performance f#as concerned, and some studies
(Smith & Morris, 1976, 1977; Williams, 1961) found that, in the
foregoing area, stimulatiné, or pop music had adverse effects.

-

Miscellaneous

Some other :non-counselling areas in which the effects of music
- a“

.

have been examined are: horticulture (Retallack, cited in Ostrander

& Schroeder, 1979), skating (Blum & Naylor, 1968), strengfh v

~

. )
(Pearce, 1981), physical performance (Anshel & Marisi, 1978),

driving (Konz & McDougal, 1968), sharpshooting (Mastromatteo,
. 2

Calderaro & Valentin, 1975), anxiety reduction (Rohner & Miller,
198Q), church services (Leonard, 1981} Shiner,, 1966), bowling
(Beasley, 1982), and verbal interactidn among groups of ﬁnivefsity

students (Bonny, Cistrunk,<ﬁakuch, SteQens & Tally, 1965).
) ' ' ‘ .\ N .

Counselling

Only one study could be found (Mezzano & Prueter, 1974;
Prueter & Mezzano, 1973) which examined the effect ofrbackgfound

“Mmusiq'aﬁd, in particular, "stimulating” vs. "soothing" background

music, uponnverbhl;inperaction in the counselling‘dYad-;the theme
of this paﬁer-fbased upon a functionally normal population which’
'Qne would expect to fiﬁd in a "counsellihg",'as opposed to a

"clinical", Setting. Aside from the study of Bonny, Cistrdnk;

>
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Makuch, Stevens & Tally (1965), which examined the effect of

PR
. " : "3
background music on verbal ‘interaction among groups of university
. : &
S students, other reports on the use of music in counselling are

e
i

~" anecdotal in nature, and involve the use of musical instruments by

Oy

the clients (Nystul, 197%) or pop music, chosen by the clients, and

» actively listened-to, whether in groups (Schiffhh Frances, 1974),

The, *

.
or in dyads (Boyum, 1978).

B. Effect on the Listener.

Physiéiqgigal effects

Y

Some authors suggest that music acts directly upon more’ ~ -

.

lprimitive parts of the brain--£h7/thalamus--and that Fhe‘%§Ci£ét1°“
then travels directiy to the cerebral corfex, ;herewmemories,'
moods, or actions may be triggered. The p%oces;, because the sense
- of hearing is not easily blocked, and is'théfefdgg'not{rgally under
the control of the’heérer, is referfed to as the '"thalamic teflex"
(Altshuler, 1944; Antrim, 1943; Alvin, 1966; - Brim, 1978;
Cattell & Sanders, 1954; Coriat, |1945; Gatewood, 19213;‘lJéyﬁes,b
1976; Knapp, 1953; Bardas, Mass rman,_Ramana,,Iéller,'q{ted in
'”be, 1966; Podolsky; 1939; ‘Tay‘ r & Paperte,‘b95§). |
| A ndmber of physiélggical_p rameters, sﬁch as heart raté
(Blanchard, 1979;“ Ellis &‘Brig ouse, 1952; Gilliland & Mooré,A
_1963; Hyde & Scalapino, 1918; ‘Landreth & Landreth, 1974; Weld,
IQIZ),.bloéd éressu;e (Blanch rd; 1979,.Hyde'&,Scalapino, ;918)r “

breathing rate (Diéerens, 1923; Ellis & Bgighouse, 1952; Foster &




Gamble; 1926), skir“istance.(Dibner. 1958; Heol(ln, ;1957;""
Misbach, 1932; Peretti, f975; Phares, 1934; 'Taylor: 1973;
Weidenfeller & Zimny, 1962; Zimny & Weidehfeller, l963), musele‘
tonus (Sears, 1958), stomach‘scid {Demling, Tzschoope'& Classen,
19}0), strength (Pearce, 198l), and endurance (Anshel & MXrisi,
1978), have been shown to be significantly affected by music...

L . L
However, the psychological effects of misic are more the concern of

this paper. - ' .

Psygholqgical effects’

-Other authors (Campbell, 1942; Gatew%od, 1927; ﬁegner,
1935a; Knapp, 1953; Rigg, 1940a; 2ink - 1960) postolate that
music 1nduces in the listener a generalized affect1ve state.’ 1&
somewhat similar vein (Leonard 1981; Lange, Perotti, Pratt, cited
in‘Noy, 1966; Taylor & Paperte, 1958) suggest a "resonanée"

effect, whereby the bodily rhythms vibrate inwunison‘with.those of

-~
Al

the music. Other authors (Bardas, Friedﬁann, Germain,.Pfeifer,
cited in Noy, 1966; Guthe1l 1952- .Coriat, 1945; Kohut, 1957;
Margolis;-1954; Sterba. 1946) propose that mus1c s effectlveness
'depends upon_the autoerotic, libid1n31 pleasures derived from
-linduced regression to“the’otildhood‘state; This is'said ta be"
Srought.about'via‘muslcal rhythm]-it being;a‘;emihder of -
vcradle rocking and other maternal rhythms--and this would appear to
be suppozted by the recent work of Murooka (1974}, and Murooka,

\Koie and Suda (1976), in the use of intrauter1ne SOunds to calm

children Coriat (1945) also suggests that steady rhythm serves to

< .ﬁi A



e id&igﬁt with the practice of meditative techniques Cadoret

o,
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release sexual tension. Pleasure is also said to be derived from -

——the. alternation of psychic tension‘(Miller, 1967), or through the

W

ordering, in the mind ,of ;the listener, of the "chaos" of musical

round (Kohut & Levarie, 1950).; . n

1. . Alpha states
Recent research with biofeedback techniques and ‘
.I , ’

P
music--ﬁarticularly slow musinfindiCates that: such music is

accompanied by .an‘ increase in "alpha" prainwavés in ‘the listener

K3

(Borling,.1981 McElwain, 1979;_‘McKee; Humphrey & McAéam,-l973;
Ostrander & Schroeder, 1979'. wagher, 1975). These "alpha (uaves‘-u
have also been found ta predominate in the brainwave patterns of

; those engaged in yoga (Anand Chhina & Singh 1969), Zen meditation
(Kasamatsu & leal, 1969), and Transcendental Meditation (Wallace,

1970)//’Ca1m hnd pleasurable feelings are said to accompany the

e
v‘\._,

"alpha" state (Kamiya, 1969). Lesh (1970), and Grim (1975) have

; also'been able to associate significant increases in empathy and
e . R ’ '

. (1952), Chapman (1984), and Morris, Roll, \Klein and Wheeler (1972), »
hqge also noted significant increasés in ESP (wﬁich could be

defined as empathy) among those experiencing *alpha" states.(

¥

2. Hoodshift e ; o B

ey

Whatever psychological mechanisns are%involvedg the basic

effect which’ appears to emerge from the cited research is that of
’ . .
a "mood shift", With the exception of a few cases, where the music

/},e.

-



has had traumatic associations in the hearer's past (Alvin, 1966;
Henson, 1978; .Michel, 1977); ehen epileptic seizures have been
triégered (Daly & Barry, 1957; Joynt & Green, 1962), or when
psychotic patients have reacted unpredictanly (Simon, Holzberg,-
Alessi & Garrity, -1951), the "mood shift" has been in a positive,;
perceived beneficial direction. The induced feelings may involve
ealm, arousal, bleasure, "transcendental feelings", "genefalized
affeet", any comnination of the foregoing and/or,vas some authors
(Gatewood, 1927; .Lange, Pratt,‘cited in Noy, 1966) suggest, the
experiencing of a variety of emntions,'seeming;y'at tne cerebral
le;el, without the concomitant bodily_reactions.

Reeearchers in social psychology, working with nbn-therapeutic
populations, have éound an elevated mood‘to be associated with
increase ;ﬁ self-esteem, desire to communicate, receptivity,
nelpfulnes§;.increased recall of positive matenial ffed'memory, and
attraciinn ﬁowerd persons present when the elevated mood is

ﬂ\éxperienced (Batson; lb?O; ‘Bppsfield, 1950; Dononan & Rossiter,
1982;. Dribben &"Brabender,’i§59; Fried &vBerﬁcwé;z, ;979; s
Gouaux, 1971;. Griffitt, ;,é'ée; Isém & Levin, 1‘972“;,“’ Isen, Shalker,
Clark & Karp, 1978;" ‘Laird, Wagener, Halal & Szegda, 1981; Létt";‘-
Le;t, 19745 - Na;alef&'ﬂantas. 1982; Strickland;‘ﬂale & -Anderson, _
1975; _Wessman'&,Ricks, 1966,. ‘ , . .
‘.‘,.' 3%‘ .EessepingAOf anxiety\ W c

Music therapists,have found that musical involvement by

. 1]

petients, whether it is active--that is, wheén the patients are

L
P
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’ heightened '

v &

singing, playing instruments, or listening to music--or whether the
involvement is merely passive; results in less anxiety; more
communication; increased introspection; more helpfulness; more
expression of affect, heightened self-esteem, increased
sociability; more informationjgiving; greater receptivity to the
communications of others, and greater access to positive memories

(Altsholer, 1944; Altshuler & Shebasta, 1941; Baumel, 1973;
: e

Bigelow & Ruben, 1970; Biller, Olson & Breen, 1974; Boyum, 1978’
Dollins, 1976; Gilman & Paperte, 1949; Gutheil, 1954; _Hooe,

1971; Hunter, 1974; Hyde, 1968; - Kahans & Calford, 1982; Licht,

1946; Mann, 1950; Michel, 1977; Parriott, 19@9; Podolsky, 1939;}

y
A

Rubin & Katz, 1946; - Sears, 1968- "Schif

_rances, 1974; Schoen,

35 . Skelly & Haselrud,

1968; Shatin, 1970; Shatin & Zimet, 19
1952; Sommer, 1958; Traub, 1969- Weidenfeller & Zimmy, 1962)

A permiSSive, less §§xuctured atmosphere (as engendered by a

mu51ca1 background) has also»peen found to be associated with

teraction' In their efforts to 1dentify the elusive
quality or qualities duch enable musm to. act the way 1t does..

researchers have 1solated some 1mportant variables, namely, the
: elements of the music itself the env1ronment 1n which the music is
hearq, the listener,’and the type of music and the mode of

presentation.

. Effective Elenents of Husic "( 1 iﬁ;_i:jv - .;
As far as the elements of music are concerned mode, pitch

melody, tempo, harmony, tonet and rhythm both in isolation and in

P ' L
s .
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combinations, have been suggested as being the key '"ingredients"

(Altshuler; 1944; Alvin, 1966; Blum & Naylor, 1968; Campbell,

~

- . .
1972; Cattell & Sanders, 1954; Cazden, 1979; Clark, McCorkle & °

Williams, 1981; Dreikurs, 1953; Farnsworth, 1969; Fitzherbert,
1971; Foster & Gamble, 1906; Friedlander, 1954; Gasgon, 1952,
1968; Gutheil, 1954; Hanson, 1944; Heinlein, 1928; Henkin,
1955; Heyner, 1934; Ilsen, 1926; Licht, 1946; Bullough,
Mont™ni, Mosonyi; Perotti, cited in Noy, 1966; Oswald, 1926; -
Parriott, 196§; P?golsky, 1939; Rigg,.IQAOa, 1940b; Schiff &
Fraﬁce;, 1974; Schoen, 1940; Schoen & thewood; 1928). If it
were possible to say that one element was the key factor which
emerged from so many_sﬁudies over the.years, it would be rhythm.
However, theré is a synergism amohg the elements of music, as Apel
(1969, p.517) for éxample, notes, "By,its very nature melody cannot

)

be separated from rhythm. Each musical sound has two fundamental

quaiities, pitch and duration, and both of these entef into the

successions of pitch-plus-duration values known as melodies.”

D. Factors Moderating the Effects of Music

L4

The environment )

Studies in shopping malls, supermarkets, and in medi;'»

" advertising ﬁavg highlighted the‘important role that en&irénmental
factors,'such’as music; can play in ihfluencing.thé'perception,

, attitude and ﬁehavior of the iistener (Donovaﬁ & Rossitef: 1982;
Gptnl 19825 Ostrander &,SChfoeder, 1979;"M1111@én, 1982; Russell

& Mehrabian! 1978; 'Smitn/& Curnow, 1966; Wintle, 1979). Ahong
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-

the environmental factors 15 a counselling setting, of course, must
be included the reom itself, the furnishings, the iighting, the
heat;ng/cooling, the ventilation, the‘iime of Qay--vis-é—vis‘the
circadian rhythms of counsellor and élient--whether or not each has

eaten, and what; whether gither party smokesl(or wants to), and
. o - -

the counsellor himself or herself. -In fact, the list is endless.
, p ‘

However, one study, that of Donovan and Rossiter (1982), suggests
that even an environment, which might otherwise be perceived as

being unpleasant, could be rendered more appealing by calming the

listener--with relaxing music. As has already been mentioned, the
-4 ' -

persqnality, attitude, and prior conditioning of the listener

interact with the environment and the music to modify Hée overall

impact.

The state of the listener

[

Prior conditiohihg, whether cultural, educational,
socio- economlc, or the resilt of exposure to the medla, does modify
the effects of music on the listener (Alvin, 1966; Cazden, 1979

Harrer & Ha:ter, 1978; Heinlein, 1928; Sehoen & Gateﬁqod, 1968;

L)

Schuessler, -1948; Sopchak, 1955);.35 does the medical condition of
the hospital patient who is similarly exposed tp,music“(Van De
Wall, 1936). Personal1ty and attitude ate 1mportant variables

(Alvin, 1966; Farnsworth, 1969 Fisher&Fisher, 1951; Fisher & °

I

Greenberg, 1972; Harrer & Harrer, 1978; Henson, 1978;  Schoen &

Gatewood, 1968), especially if the listeéner is emotionally .

. -l
L

‘unstable. In such cases,- the music may trigget'unhappy meﬁories,

/
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. ‘ 9 " &a N
resulting in unpleasant incidents. Finally, musjcal tnaining may

modify the effects of music on the listener (Brenneis,; 1971;
Campbell, 1942; Hevner, 1935;° Hunter, 1974; Schoen, 1940;

Sears, 1958; Sopchak, 1955).

E. The Typg of Music

Faiiliar music

LY
Different kinds of music have been found to be effective in a

variety of settings. The music maylpe familiar or unfamiliar.
<>

Familiar tunes, whether from childhood, or from later;in life, ﬂave

‘been found to evoke associative memories and to facilitate

emotional expression (Altshuler; 194&;' Altshuler &‘Shebasta, 1941;

Alvin, 1966; Baumel, 197f; Boyum, 1978; Maultsby, 1977; Schiff
& Frances, 1974). ‘

Quality of the music .

As far as background music is concernéd--taking into'aCCOunt
Ehe desirable results, from the point of view of COun;;lling} of
.calm, introspection, pleésadt mood, recall of memories,‘especially.
pleasant memories, receptivity, increased codhuéication, and -
attractidh to others--research iﬁdicages thathsoft, soothipg
instrumental masic is both fﬁe‘mo;t_béneficial? andlthe most

acceptable (Barrett, 1961; Biller, Olson & Breen, 1974; Bonuy,

1968; Borling, 1981; ,Céttell & Anderson, i953; Cherry & Pallin,

7 1948; Donovan & Roésiter, 1982; Fried &-Berkowf%z,‘1979; _Gémble,‘

- 1906; Gatewood, 1921b} Goolsby, Ffaty & Roéers, 1975; éreenberg,

& Fisher, 1971; Konz & McDougal, 1968; - Licht},19h6§. McBain,

BN

)



1961; McGlinn, 1930; Mezzano & Prueter, 1974; Milliman, 1982;
Ostrander & Schroeder, 1979; Parriott, 1969; Peretti, 1975;
Pickrell, Metzger, Wilde, Broadbent & Edwards, 1950; Podolsky,
1939, i{ichard & Taylor, 1980; Prueter & Mezzano, 1973; Rohner &
Miller, 1980; Schuster & Vincent, 1980; Sears, 1958; Stainback,
Stainback & Hallahan, 1973; Stanton, 1973). ‘It is recognized that
the term "soft";“although generally undefined in the literature, is
a relati;e term, depending upon each particular setting. However,
Fhe impiied meaningvis'"unobtrusjve“-or, as iﬁ the Barrett study

(1961), "almost subliminal".

. Active vs passive listening

Just as music has been used in many different areas to many

different ends, so also has the category, or class, of music v;ried
with the area. S§metimes, the music has been the choice‘of the
researchers or, at other times, as in the case of surgical patients
or factory workers (Hanser, Larson & O'Connell, 1983; Kerr, 1945;
Light, Haymond, Livingston & Wiilard, 1949; Light, Love, Benson &
Morch, i95é; McGlinn, 1930; Michel, 1977; Padfield, 1976;
" Pickrell, ‘Metzger, Wilde, Broadbent & Edwards, 1950; Schoén & |
Gatewood, 1968), the subjects have chosen tﬁe pieées of music.
Specially composed musi¢ has been used (Hevmer, 1934; ‘Rubin &
Katz, 1946), and sometimes the suﬁjécts have taken up an instrument
and extemporized (Nystul, 1977).

Mood matching

At other times, acting on hjis own judgement, or in

P



o .(f . . v [ . . ’
- : ' ’ 14

4 . - -
« : , . o
I .

gsulfation with the patient/client, the researchér has chosen-
)

mﬁa k!
- o
perﬁﬁﬁ%é_mood by selecting compositions whlch_gre, for example}

-

calmer, or more chebrful (Altshuler; 1944; Gilman & Paperte, 1949;
Schoen,‘1968;_(Huﬁtegf’l974; Shatin, 1970). The ch%?ce of music .
has covered the entire épeétrum--from.ﬁprimitive"-to "avant-garde"
. - N ..‘ - :

--from Nortﬂ American I;é?an; ﬁhrough.rock.and roll to classisal,
and from'Easternpto.ﬁggterh; whili éompa?ativgly few autho?s have
:lis:ed the gompositions:used--being c;ntégt to refer to theﬁ as.
“Péalming“,."Iiveiy", ﬁ§hd", "predictable", etc.? égh‘offéﬁ
neglecting togdéfine ;uéﬁ terms-fthe majority of researchers gaVe,‘

at least, specifjed the category of music employed.

Varieties‘of ba;kground husic f

The categories. referred to in the literature, which was

reviewed for this study, are as follows: Pop music (Beasley, 1982; -

4 i

’Boyun;,' _1975; Demling, Tzschoppe & Classen, 1970; Fiﬁert,_
19715 Gorn, 1982; Kahans'& Calford, 1982;. Maultsby, 1?@“}77'; .
Middleton, Fay, Kerr & Amft, 1944; Peretti, 1975; Schiff &
Ffances,:l974; Soéchak, 1955);”>of the fore301ng researchers,“
ﬁoyﬁm (197"8')", ‘Maultsvby:(119_77“),-‘and Schiff & Frances (1974), used
 ‘the lyrics for effect, néfchesv(Brim; i978° Hyde & Scalaplno,
'1918, Pickrell Metzger, Wilde, Broadbent & Edwards, 1950), blues
'.“.(Smith & Morris, 1976); country and western (Brm, 1978; Smith &

Mppris, 1976),' Oriental (Brlm, 1978 Parrlott, 1969); Nofth

Y
S
e RO
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American, Indian (Diserens, 1923); church music (Leonard’ 1981;

Piékrell,bMetzger, Wilde, Broadbent &_Edﬁa;ds, 1950; Shiner,
1966); rgock and roll (Blanchard, 1979; ~ Brim, 1978; May &
Hamilton’, 1980; Retallack, cited in Ostrander & Schroeder, 1979;

4

Smith & Morris, 1976); jazz (Brim, 1978; Gatewood, 1921b;
Gilfi}and &“Mooré, 1968;I Margolis: 1954; Retallack, cited in
ander & Schroeder, 1979; Smith & Morris, 1976; Wallach &

feenberg, 1960); South Iné;aﬁ string music (Gorn, 1982; Naidu,
1982; Retallack, cited in Ostrander & Schroeder, 1979); ;ving
(Krugman, 1943); mariachi (Brim, 1978; Konz &'M(:Dougal, 1968);
induétrial/ﬂuzak (Anastasi, 1964; Barrett, 1961; Gladitone, 1969;
Hall, 1952; Light, Love, Benson & Morch, 1954).

Most popular background music

However, far and away the most preferred music, by both ¢
researchers and by sub;ects, has been light -classical (Altshuler &
Shebasta, 1941; Blum & Naylor, 1968; Cherry & Pallin, 1948;
‘Ellis & Brighousé, 1952; Hyde & Séalapino, 1918; Light, Haymond,

; Liviﬁgstonf&‘Willard 1949 Light LoVe, Benson & Morch, 1954;

Mastromatteo, Caldpraro & Valent1n, 1975; Mezzano & Pruetér, 1974;

‘Murooka, 1974' Padfield -1976; Pruete- & Mezzano, 1973; ‘Rieﬁer}
. ‘

. 1965), and clas51cal (Blanchard, 1979' anny,‘1968;\ Brim, 1978;
'Caskey,.lgso,. Demling, Tzschoppe & Classen, 1970; Gilliland &
3 Moore, 1968?' Henkin, 1957; .Kahans & Calford 1982 Landreth &
Landreth 1974,, Mispel 1977 Ostrander & Schroeder, 1979, |

P1ckre11 Metzger, Wllde, Broadbent & Edwards, 1950 Prich@rd &

.b ) . '5
»
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Taylor, 198D; Retallack, cited in Ostrander & Schroeder, 1979;

Rieber, 1965; Schuster & Vincent, 1980; Shatin, 1970; Smith &
Merris, 1976; Soﬁchak; 1955; Stanton, 1973).

- Baroque music

.Music from the Baroque era, in particular, is not oniy
acceptable to young and old, and to the musically:rsophisticated, as
well as to those with very basic tastes, but it appears to have

beneficial effects attributable to no other type of music. °A
t

'S;ckground of slow baroque music has been found to induce a state
of'relaxed concentration, so that learning is accelerated almost
tenfold (Caskey, 1980; Ostrander & Schroeder,” 1979; Prichard &
Taylor, 1980). Classes of learning-disabled children have
responded to baroque mugic backgrounds with increased interaction
with‘peers and‘teachers, and their self-esteem has shown a decided’
upswing (Schuster & Vincent, 1980). Again, this tjpe of background
is said to calm; to increase inner awarenesé, and to promote
‘entrainment--or synchronization of though patterns--yith*those in
the immedi;te vicinity (Léonard, 1981;' Ostrander” & Schroeder,
1979). The‘induged'state i§ likened to that of Transcendental
Meditaficn'(ostrander & Schfoe&er, 1979).
'F. Independest Variable . B 5 - )
As relaxed Awafeness%jespecially awareness of unconscious
K motivations--access to‘pléaéant memories; release of repressed - - ,
pateriai,3increased affect, attraction to fgrséns iﬁ”the ihmediaté |
éﬁViréhﬁént,‘and.atdesire-fo bé helpful to, ana td-dommunicate with

N
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such persons, are very desirable for optimal results in
counselling, then, as the reviewed works would seem to indicate, a
background of soft, soothing, slow, baroque music would appear to

be ideal.

G. Dependent Variable

Self-exploration, on the part of the client, has generally
been regarded as an essential part of the thefapeutic process
(Barrett-Lennard, 1962; Braaten, 1961; Carkhuff, 1967, 1969;
Carkhuff.& Truax, 1965; Holder, Carkhuff & Berenson, 1967;
Martin, Carkhuff & Berenson, 1966; Piaget, Berenson & Carkhuff,
1967; Truax & Carkhuff, 1964, 1967a, 1967b), and has been found té
be highly correlated with outcome criteria (Braaten, 1961; Rogers
& Truax, cited in Truax & Carkhuff, 1967a; Tomlinson & Hart,
1962). It was therefore decided to use depth of client
éélf—exploration, as measuréd on the "Basic Scale of Depth of
Self-Exploration" (Truax & Carkhuff, 1967a), as the dependent
variable in this study.

3

H. Purpose of the Study

The purpose of this'study was to explore the‘effects of a
‘background of soft, instrumental hﬁsic, from tﬁg‘baroaue era, on
depth of client self-exploration,'in dounselling dyads, to raise
'tquescions,.and to provoke further research.

‘



CHAPTER II

LITERATURE REVIEW

A. Applications of Background Music

Counselling

A study by ‘Mezzano and Pruegér (1974), using female
counselling stydents as counsellorsg'female Iﬁtrodﬁctory Psychology
students as clients,‘and three levels of background music:
Stimulating, soothing, aqd no ﬁusic, found that the soothiﬂé
background music promoted a significantly greatér amount of
interaction, and effective interaction than did either of the:other

two conditions. The musical selections, chosen on the basis of 85

per cent agreement among 46 college student judges, was played at
the same level of loudness throughout the entire 30 minute

counselling sessions.

Audio-tapes of the interviews were then analvzed according to

the 'Categories for the Analysis of Interaction in Zounselling",

-

Prueter and Mezzano (1973), by three graduate students iﬁ

'canselling at the same university. .
- ) _ :
The authors point out some of the limitations of ‘the study:

The stimulating music was march-oriented;- there was no qualified
_ observer to note the physical feactions of the clienté; the small

number and same sex of the participants, and there was no control
. for the possible effects of client familiarity with“the-music.
D ‘ : o S ‘
} Howevgr this study is, as far as can be ascertained, the only

18
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published study dealing with background music and the counselling
dyad.

With regard to thg foregoing study, it should be noted that ©
the music is background music, and that, although the sound level
is not given, it is subdued e;ough not to be distracting. In other
words, neither the clien;s nor the counsellors are actively
listening to the misic--nor are they\aware of its purpose.

Aside from studies Qf background music‘in movies, shopping
malls, factories, offices, schools, and in ?dvertising, only one
earlier study (Bonny et al., 1965) appear;fto have studied the
effects of three levels of backgréund musfF on the university
population. Twenty-five minute sélections:yere played to three 15
member classes in social interaction, but th; music h;d no
significant influence on verbal interaction.‘\

The populations previously referred to, t&e'
ﬁon*in§titutionalized, could be said to be the &sjor source of
coﬁn§elling clients, Unfortunately, the majorit;\of studies ofAthe
various effects of background music have keen conddcted in |
hosbitals or psyéhiatric wards, and with groups of péople, rather -
'than with individuals, as in the coﬁnselling dyad. Thus, although
group ther;py is part of counselling, the dyadfiéAah iﬁtegrallpart
of therapy, and the results obtained in an insﬁitutionél setting
may . not necessarily be generallzed to the usual coun;ellin§2)

situation. However, certain factors appear to emerge from an

overview of research in this latter,area. These will pe-discuséeq
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later in tHis paper.

Psychotherapy : R

Shatin and Zimet (1958), using three levels of background
music: Stimulating, quieting and no music, in group psychotherapy
with male psychiattic patients '"who could not be classed as
psychotics”, found that "stimulating music effected a significantly
higher proportion of positive, warm and acéepting responses’’. No
‘ mysic was less successful, and_duieting music elici£ed more hosgile

reactions.

| Traub (1969), working with two groups of low-verbalizing
schizophrenics, and two levels of background music: Sedative and
stimulating, delivered in fpurrminute segments interspersed with
four-minute periods oflgilence, founq no increase in ;erbalgzation;
On the other hand, Baumélﬂ(1973); Dollins (1956), Michel (197?),

Parriott (1969), Sears (1968)J“Sommef (1958), found that background

. i
¥

music produced'gn increase in Qerbalizatioﬂ? Altshuler (1944),
Altshuler and Shebasta (1941), Gutheil (195@), Hope (1971), Licht
(1946), Midhelv(1977); and Podolsky (1939), found background music
- to have a calming effect on psychiatric patients. The music éanged
from cléssital to popul#r music.and, with‘the“exceﬁtion of péaitime
music--which ﬁ#s_low and sedati#é;-?gsﬁ suécess wﬁs obtaineé with
vlight And éheefful seiéctibns. | -

| ‘Gilman and Papérte (1949).matched tﬁelmusic.tojthe patieﬁts'

_ initial moods and, bybgrédually chariging the'seieCtioné.of music,

\
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were able té modify the patients' moods; they also found sedative
music to‘be'more effective with the psychotic patients. 1In a
similar vein, Bigelow‘and Ruben (1970), by using lullabyes
initially, and progressing to music which had special significance
for the ;arious patients, were able to "bring them back to
reality", and Maqp (1950) spoke of music as "the bridge to the
outside world', by virtue of its effect on recall of past
experiences, for '"disturbed, wiggdrawn or retarded patients."
Skelly and Haselrud (1952) used livelier music to induce activity
in otherwise apathetic patients. They found, however, that the
effects were short-lived.

In 1546, Rubin and Katz, working with psychotic depressives in
an army general hospital, used "Auroratone" (interweaving colours)
films with a SackgroQ?dAof "sedative, mildly sad" music and found
that many of the patients became more accessible to individual and
gfoup psychotherapy immediately afterwards.

Altshuler (1944) mentions the "iso" principle whereby, as with
Gilman and Paperte (19%9), the music was first matched to the :

-patient's mood, and that mood was then altered to one more
aCCeptable, by gradually chang1ng the music. Schoen & Gatewood
(1968) found that subjects preferred music which matched their

moods, as did Hunter (1974)

ha,

Shatin (1970), in a proaess called "vectoring s applied the

same "iso" prlnciplevto successfully modify subjects' moods.

Bilier, Olson and Breen (L97A) demdnstrated that “sad" music
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had a strong tendency to lessen state anxiety--more jfhan did
"happy' music--but Hyde (1968) had found that most -subjects were

unfavourably affected by tragic, mournful music.
P
* Altshuler (1944) found that, whereas depressed patients could

be aroused éore readily with sad than with gay music,‘ﬁivel; music
would more readily arouse the aaniacal patieht. Michel (19779 drew
Attention to the possible negative effects resulting from
_unfortunate associations with music played to som@ patients. And
Daly and Barry (1957), gpd J;;nt and Gree; (1962) describe
"Musicogenic Epilepsy''--epileptic seizures triggered by music.
Gay, rhythmical music had favburable effects on subjects in‘
studies by Hyde (1968) and Schoen (1940), but Smith and Morris
(1977) noted an increase in worry scores and loss of concentration.
Kahans and Calford (1982) used both/:live" and recorded
backgrounds of populér and classical music when working with groups
of psychiatric patients. They found that, regardless of whether
the music was pop or classical, if it was made known that the'
selection was the preference of the therapist, significantly |
fa?ourablé attitude changes téward'the therapist were recorded.
Schiff_aﬁd Frances (1974) used "standards" or "classics" of pop
music with psychiatrlc~gr6ups. -They fouhd that é‘"rapia and deep
-rappoft"‘developed betweéd‘psyChiatrist and group, and that .
mqm§ries and emotions'were rel;ased; Simog, Hglzbefg; Aiessi-and
Garrity‘(IQSI), however, queétion the geﬁeralizability pf.researqh

) N -" . -
findings as to the effects of music, between "normal' and psychotic
» ' - ; .
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populations.

Hedicine and dentistry

Barrettv}1961) found that commercially produced background
music "ﬁeiodies for Maladies"” played throughout a hospital,
‘including the, operating theatre, reduced tensionhand fatigue in
the staff and ianéased the work volume. Both patients and staff
experienced a calming effect. The music was cheerful and almost
subliminal,.apd was alternated with periods of silence: Six
minutés‘of music and eight minutes of silen;e; Ilsen, in 1926, had
postuléted that music has a beneficial effect upoh patients because
it "arouses the vital functions of the bgdy which are rhythmic".

Padfield (1976) found the patients' choice of classical and
.light classical music selections to be effective in inducing

sedation prior to local analgesia. Naidu (1982) successfully used
"Southern‘Iﬁdian string music" as a distractor during local
analgesia;

Licht (1946) cites exémp}es of music used in hospitals; in
the opeﬁgting room to distract the patient's attention from
-.insgruments and procedures, and to indﬁce calm; and outside the
" operating room, As a diversion against post-operatﬁve;paiﬁ.

. . - '
Pickrell, Met;ger,fWilde, Broadbent and Edwards (1950) found '"soft,
soothiég, melodious, sweet orchestrations" useful in reducing
‘ aﬁxiety.énd fear in pre-operatiVe paﬁieﬁts. They used a yide

variety of music, the least acceptable to thergétiénts being- hymns,

spiritﬁalS'and martial music.
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Kane (1914) played phonograph music. "adapted to the tastes
and temperam;;t of the subjects"”, in the operating room, to calm
and distract the patients. McGlinn (1930) credits operating room
music with, not only serving to divert the patients' attention, but
with producing a bét;er atmOSphere for the staff, also.- The

patients generally preferred "soft, soothing, melodious music".

Jazz and sentimental music were not requested. Light et. al. v
! {

-~ [

(1949), and Light et al. (1954), also describe the beneficial use
of patient-compatible music in the operating.room, resulting in
reductions in anesthetic and medication. Semi-classical mﬁsic was
generally preferred. According to Gatewood (192la), consciousness
is not necessary for music to exert its beneficial‘effects. -

Best (1935) attached small speakers over the mastoid bones of
dental patients so that bone-conducted music could mask the
grinding noise of dental drills. Cherry and Pallin (1948) made use
of light classical music during dental surgery, and found that
there was no struggling or deli;ium; that the patients recovered
more rapidly, and.that there were no undesirable gffeéts with

poor-risk patients. The ‘patients were fitted with eérphones, ahd

they could ¢ontrol the music volume. Smooth, even-toned music was

=

preferred. . The study involved 1000 patients.’

Ihdu;trx and commerce

‘Background music has long been used in industry in an effort
- , : ‘ . .- \
to boost employee morale and production. In 1921, Gatewood found

.thabffin an architectural drafting office, jazz was the preferred



background (1921b). Vocal music was considegéd to be too
distracting. Most of the drafting students fflt happier, however,
* with some musical background. An improvemeﬁ?xén employee morale
and facilitation of the performance of simple repetitive tasks,
with background music, was ncted by Anastasi (1964).

Although Uhrbrook (1961) faund that background music was
accompanied by an increase in production among the young people
doing simple, repetitivé jobs, the e;ror rate aiso rose, and there
was no overall increase in production. Most employees preferred a
musical background, especially instrumental selections. -

Gladstone (196%), in a study with data preparation operators,

¢

found no sustained effeét for background music on work or error’ .
rates, but two thirds of the employees 1ater”requestédvthat'the
music continue.’ The employeqs'did,lhowever, ask that Qhé music ;e
turned off when they were céncentéating or, during their breaks,
when they were telaxing; The music used was entitled 'The Seeburg
Light Industrial’Prbgramme". |

In a carefully conductéd‘series of studies with fe@ale faéﬁory-
‘qgrkerS, Kerr (1945) had noted a slight increase in product;on‘with
background mug}p; but that théte;was‘né relationship betwgen.order

-

"of preference as to the type of music and.’production.

Office»workers; in a study bvaéﬁng and Ber:y'(1979),

.pfeferred a!background.of music, or of nature sound, to a‘toﬁali;

. ‘quiet office.' Tﬁe authors suggest‘thatlthe music masked_otherw{se e
intrusivé-aAd stre;é;indgcipg industfiai'noisés. When subjects,

<
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engaged in a visual monitoring task, received backgrounds of
preferred music{‘noqureferred music, white noise, or conversation
between pilopslénd ai; traffic controllers (Poosk & Wiener, 1966),
there was no{significant improvement, but the conversational
background produced significantly better results (p<.05) than the
other three backgrounds. McBain (1961) suggested that work music
should be "'instrumental', in order to minimize distraction.

Blum and Naylor (*1968) suggest that, in industrial studies
with background music, rhythm is the key factor. Production\rises
when the rhythm of the music matches the natural rhythm of the .

workers,,or when the music tends to pace them. An unpublished

study is cited, wherein a background of waltzes caused a hitherto

N
(

unpopulated skating rink to become cgowdgd. The waltz somehow fits
the natural rhythm of skating. , i o -

When loud music versus soft music was played in three
supermarkets (Smith and Curnow, 1966), they emptied more quickly in
the "loud" condition, but there was no improvemént in sales.

Wintle (1979) noted that music can significantly influence
viewers' emotive assessment Qf a television commerciai message, and
Osfrande; and Schroeder (1979) state.thaé ad&ertising research has
found that_é 72 beat per minute rhythm for voice; music and
drumbeat increases suggéstibility to.advertising.

In a recent study (Gorn, 1982), which is cited as. a probéble
example‘of classical conditioning; "liked" mﬁsic én& "disliked"

music was paifed with two equally preferred products, minimal
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product info?mation being given, and exposure being brief. The
subjects, McGill University marketing undergraduates, subsequentiy
demonstrated a significant preference (p<.001) for the prod;ct
paired with the "liked" music, but only five of 205 students said
that the music might have influenced theit choice.

A second study by the same authdr (Gorn, 1982), demonstrated

that, in a non-decision-making situation, as when television

<

viewers see advertisem%?gS“Wﬁlch provide little prod;ct
information, and when they arevnot considering the buying of these
products, background music.can significantly influence {p<.001)
subsequent product choice. In béth studies, there was virtually ng
product information; exposure to the.product Was.brief, and the
subjects were not thinking of buying the product. ®

Milliman (1982), in another supermarket study, using
backgrounds éf fast music {944 beats per minute), slow music (72
beats per ﬁinute), and no music, as the independent variable; and
sales volume as the dependent variable, fouﬁd no significant
differencgtbe;ween the '"no music" and 'fast music" cbnditionéj but
a highly significant difference between the "slow music" and "fast
music" conditions. "Slow music'" sales grossed $16,740.23,‘as
compared with §12,112.85 for the "fast music" condition. The
‘conclusion drawn was thatkpeople, induced to move more §low1y by
the‘slow iuéié, bought mo;é. The music, cons'isting of 40

" selections in random order, was instrumental, and was classified as

"soft baékground" music, being mpnitored with a decibel meter.
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Donovan and Rossiter (1982), in testing the.Mehrabian-Russell

j?nvironmental Psychology Model (Russell and Mehrabian, 1978) in

_"4
retail stores, found that ''shopping related intentions', including

m———

' // a‘wiilingness to communicate with staff, improved when pleasant

stores. were rendered arousing through the use of bright lighting,
upbeat mdsic, etc. They also found that arousal had the opposite

effect (avoidance) in relatively unpleasant surroundings. -In the

latter case,'they recommended subdued lighting and slow music, or

no music.

1 ) .
Education
Ry

Another area in which the effects of hackground music has been

3
s

studied, is that of learningi' A method, develdped in the early
o sixties--fSuperlearningf (Ostrander and Schroeder, 1979)--uses a
g'beckgronnd ef baroque music, and is said to produce phenomenal
>A. results.. “*“\\\ ‘

: . - The largd movements.(60 beats per minute)iare played whileégyeﬁp' .
a—\\\&aterial to be learned is recited. This system originated in : &
Bulgaria, and has now spread throughout the world and;inio many
schools;i The rhythm of'che music is,said to slow and caim‘pody"

' i"rhyﬂbmé,'leaving the mind free to be'fully effective. Sihiiar
,effects were prcduced w1th a background of taped ClleS (40 60
'beate p§% minute) but the subJects complained of tens1on gnd
headaches, indicating that the"mu51c does play a necessary part in

maintaining relaxation and 4 feeling of well being i ®

Schuster and Vincent’ (1980) uS1ng the "Superlearning

L4 ; : Y . .
. K . . . e N LA



techniques with learning-disabled children, foqu that

3
4

"student-teacher effective relationship" scores improved, that the

students were much freer in their relationships with their teachers

and with each other, and that they were more relaxed, and felt ©

better about themselves.

Stainback, Stainback and Hallahan (1973), in a study with 64 {/

school chtldren in the 50-80 IQ range, used calming background
- 5

.

music to effect a significant improvement in the learning of task .

re}evéﬁt material, - while Goolsby, Frary and Rogers (1974) found

that, whereas a background of loud music severely inhibited the
' \
verbalizations of disadvantaged kindergarteners, a loud/soft

background-resulted in increased verbalizatien. ‘e
when a background of industrial music was provided during 8th
and 9th Grade reading comprehension classes (Hall, 1952), it was

found to be especially helpful to those of below average

-~
-

1nte1113ence, and there was an overall increase 'in accuracy, and

._,‘...

all studefffs performed to the best of their abilities. The quieter

‘movements of Mozart's symphonies were found to fac111tate the exam

performance of students, particularly at high grade levels

.

(Stanton, 1973)

" Freeman and Neidt (1959) found that ne1ther a background of

"familiar“ music, nor a background of "unfamiliar"'music resulted
1n any signiflcant dlfference in film learning. It was aiso noted
that several students were unaware that there had been any mus1c
Popu}ar_mus;c adversely affected mental test performance
, - . S ,

-t R
A ) B )
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-(Williams, 1969) when tasks involved quantitative ability, but had
no effect upon linguistic ability. The popular music selection
affected boys more than girls, and those of average to above
average ability. Classical music didvnot affect mental test

performance.

Blahchard‘(1979), in a study involving 254 university
students, used backgroundg of "rock and roll" music, "classical
music" and no music, during final examinations. The students were
divided into three g;eups of equal ability and approximately equ;I\\
age. The grades of the two groups with back}round music were
significantly higher than those of the control group. \The ‘ T}
beneficial effects of music have been examinéd in m;;y otherlareas,

of which the following section is but a small sampling.

Miscellaneous

-Pearce‘(l981), in a study of“tﬁé;effects of three levels of
music: Stimulating, sedative, and no music,'on‘arousal, with grip
strength as the dependent variable, found that, whereas stimulating
"music had no appreciable effect relative to no music, sedative
mu;ic.was acéompanié& by a gignificaht loss of grip stfength.

b}

" When subjeéts performed physicaljm0vemgnt in timé‘yith popular
rock ﬁusic‘(12§*135 bpm);'a flicketingll}ghf’@ioo<f1aShés per
'minu;e),_o; with no ;ccOmpaﬁiment;vit‘wés fbunavthat in the rock
music éondipion,:subjécts were able téxénAnfe the.exeréise for a
‘51gnificant1y'lohger'period than iﬁ éither of the other gonditioqs,
an§-thaf ﬁaies, in.theArock music condiﬁion; endured signifigéntly“

&
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longer than females (Anshel & Mafisi,.1978).

Autogenic fraining, accompanied by light classical music, when
used by 50 Italian sharpshéoters (Mastromatteo, Calderaro &
Valentin, 1975) is claimed to have "given positive results both in

the attainment of a state of intense relaxation and in the

cathartic action over neurotic unconscious emotions'’.

Beasley (1982) found that backgrounds of "egsy—listening" and
disco music had no effect on bowling scores or on attitude toward
bowling. A backgroGnd of '"Tijuana Brass'" music was accompanied by
a signifiéant incfease in accelerator use among a éroup of 24
drivers (Konz & McDougal, 1968), whilst no music and slow music.led

to improvements in driving, although the improvements could not be

s

classed as significant.

A

When Retallack (éifed in Ostrande; & Schroeder, 1979) exposed
plants in a controlled environment to rock music, they shrivelled

and died. When music by Debussy was played, the plants were
‘ . _

observed to be leaning away from the speakers. Jazz was somewhat '

’

more acceptable, but a background of baroque mﬁsic, or of the

i
\

Indian music of Ravi Shankar, encouraged lush growth and large -
U \ ‘

’ roots - and the plants 1eane§ toward the speakers
Rohner and Miller (1980)A in a study involving 321
' 1ntroductory psychology studenﬁs and four: levels of background
music: Familiar-stimu}a}ing. f iliar-Sedative,,unfamiléar-.

stimulating, and'unfamiliaf-seda‘ive, in group:settings, found

that, although,mﬁsic did not redu e state anxijety, sedative music.
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did show‘a tr;nd toward reducing sEate anxiety in high state
anxiety subjects.

Music has always been an integral part of religious services,
and it is‘éasy to agree with Shiner (1966, p.1686), who sees music
as ''relaxing- the anxious mind, loosening the tongue of the troubled
and withdrawn, and recreating something worthwhilé from the past."
There is also a drawing together of the congregation, a process
referred to by Leonard (1981) as "entrainment', or a
syncﬁrbnization of bodily and mental processes through natural
involvemenE in rhythmic movement.

Indeed, in some: churches, the rhythm of the music aqd singing
may induce hypnotic trance states in the congfegation (Sutghen,’ |
1982), giving ri;e to manifestations of ph;;omena, such as
conversions, "miracle" cure;, glossolalia, and thé (generally) safe
handling qf poisonous reptiles.

The stor; is told of a Frénch Trappist monastery which, in
compliance with Vat'ican II, eliminated the traditional Gregorian
Chant from monastic services. Shortly Fhereafter, the monks feil
pfey to a mysterious lassitude,lénd to illnesses which had hitherto
left th;m untouched. When lengthy medical investigati;ns,had'
failed tS uncover the cause of the trouble, a psycﬁologist,'
fam%li;r<wiih thé effecfs of;musié,‘suggeSted thgt-the§§try a:
rétugn t§ Gfééorian Chant. No sooner had=thé,restoratign been. made
th;;,thg‘t;oﬁblefdisqppeared.> The_lahgorou% rise and_f;ll of
G:eéorian may approximate tﬁe rhythm of the slow baroque-
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music--with its beneficial effects.
Finally, anecdotal evidence abounds, as to the effects of

music on egg and milk production, and even on the growth of crops.

B. Effect of Background Music on the Listener \

Physioclogical effects

'Foster and Ga;ble (1906) noted that music caused the breathing
of the listener to become irregular, rapid and shallow. Weld
(1912) had similar results, but added an increase in heart rate,
"whether the attention was voluntary or involuntary", and muscle
movements. Hyde and Scalapino (1918) recorded increased pQIse
- rates and lowered blood pressure, in conjuncﬁion with the minor
tones of music; increased pulse rates and blood pressure with the
Toreador's Song and, with a march, also an iq;rease of blood
pressuregq,but slower pulse rates.

v ,
In a review of earlier literature, Diseren; (1923, p.197)

summarized the findings, as regards the effects‘of music on bodily

functions, as follows: "1) Increases metabolism; 2) increases or

k4
decreases muscular energy; 3) accelerates respiration and

 decreases its régularity; 4) produced marked, but variable,
effects'on volume, pul$§, and‘blogd éresﬁﬁre; 5) lowérs the
‘tkreshold for sensory stimuli of different,mbdeé; 6) it thus
. affords the physioloéicallbasis‘for the genesis of emotions '
.aécofding to the James-Lange‘thebry and'consequentl&‘influénces the = -
inéerhélwsécretions éccqrding to the resegrcheé of‘Cahnon;  7) the

'pfééise‘influence of different modes and types of music has not
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been determined and waits upon an adequate classification of

musical selections...”

Although Ellis and‘Brighouse (1952) could find né trait of
;eactivity to music, their research demonstrated a significant
increase in respiration rate in subjects listening to either lively
or slow music. Gilliland and Moore‘(l968) found that jazz
l{stening resulted in increased pulse rates, and Landreth and
Landreth (1974) alseo noted increased pulse rates in subjects

listening to string classical music.

In 1979, Blanchard, testing the effect of background music on
the pulse rate, blood pressure, and final exam scores of 254
university studenté, found the mean pulse rate and blood pressure
of the group;,with backgrounds of either rock or classical music to

be significantly lower than those of the control group--both

during, and after, the exam. The exam scores were also

[y

-

significéntly better fér the music groups.
Lively, excitiﬁg, and higher pitched music generally ;esults

in iowered skin resistance (Henkin, 1957b; Peretti, 1975;\ Phareﬁ,
1934;,VMisbach, 1932; Ta}lor, 1973; Weidenfeller & Zimﬁy,.1962;

Z}mﬂ?\& Weidenfeller, 1963) while.gentle, semi-classical music has ,
the opposite effect--spec1ally in the case of females--as PeiEEE}’ /
(1975) noted. Henkin (1957b) ;nd Peretti (1975) found that verbal
feports of decreased anxiety,\in subjects listen1ng to calm1ng

music, tended to agree with GSR (Galvanic Skin Response) results of =

increased skin resistaqc/ and although Phares (1934)

;»\\\
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had noted similar agreement between verbal reports of pleasant
affective reaction to calming music and increased skin resistance,
Taylor {1973) concluded that listeners may not always be aware of
their physiological reaction to music, as his results demonstrated
only a 507 agreement between physiological measurements and verbal
reportg. A

Demf&ﬁgf‘ choppe and Classen (1970) noted that listening to
music, whether p music or classical, resulted in a significant
decrease in stog ch acid. Sedative music was found to reduce the
tension level in muscle 997 of the tiﬁe (Sears, 1958), whereas
‘stimulating music was less effective in producing the opposite
effect. Pearce (198})), using grip strength as the criterion, and
three levels éf/y&sic: Stimulativé, sedative, and silence,
demonstrated that, whereas, relative to'silence, stimulative music
had no effect, sedative music was accompanied by a decreage in
strength. Finally, Anshel and Marisi (1978), in a study involving
16 male and 16 fema}e university gtudents, and either synchronous
ot\jifnchronous work’on a bicycle ergometer to a background of
popular rock musig, found a significant increase in ‘endurance among
" those wprking in synchronization with the music. The endurance of
the male students was significantly greater than that of the
females. Ih all of the forégoing physiological,studies, the..
various changes took place without conscious attempts, on the part
of‘the subject, at control. ‘ﬂow, then,’doés music exef;.ifs

_influence? . -
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According to a number of researchers (Brim, 1978; Cattell &
Sanders; 1954; Coriat, 1945; Gat;wood, 1921a; Knapp, 1953;
Bardas, Masserman, Ramana, Teller, cited in Noy, 1966), music
evades the defences of body and ego; and Altshuler (1944), Alvin
(1966), Antrim (1943), and Podolsky (1929), postuléted that music,
and especially the rhythm élement, is received by the lower,
primitive, automatic éart of the brain, triggering a ''thalamic
reflex", which results in excitation of the cortex.ﬂ Altshuler
(1944) felt this "subcortical" action 'to be particularly useful in
establishing contact with the scﬁizophrenic patient, in whom

"feeling and perception replace reasoning', and on whom "the spoken

word has little effect".

Sound is a very special modality. We cannot handle it.
We cannot push it away. We cannot turn our backs on it.
We can close our eyes, hold our noses, withdraw from
touch, refuse to taste. We cannot close our ears though
we can partly muffle them. Sound is the least
controllable of all the sense modalities (Jaynes, 1976,
p-191).

£l

Psychological effects
7

Music does not, thereforg“ express this or that
particular and definite joy, this or that sorrow, or
pain, or horror, or delight, or merriment, or peace of
.. mind; but joy, sorrow, pain, horror, delight, merriment,

" peace of mind themselves ... This is why 'the effect of
music is so much more powerful and penetrating than that
of the other arts, for they speak only of shadows; but
music speaks of the thing itself (Schopenhauer,’cited in
Noy, 1966, p. 13).
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The foregoing quotati9n appears to refer to.the generalized
affective state which, some authors feel, music induce§iin the
listener (Baumel, 1973; Campbell, 1942; Ga;evood,«l927; _Hevﬁer,
1935b; Rigg, 1940a; Schoen, 1928;‘\Zin3, 1960). This affective
state seems to encompass the full range of feelings,‘evén
Conflicting feelings (Gatewood, 1927), but never a single emotion

» !

(Campbell, 1942; Gatewood, 1927; Hevner, 1935b; Schoen, 1928). -

Rigg (1940a) says of music, It can recall and paraphrase
feelings, but it never arouses them directiy", and Pratt (cited in
Noy, 1966) says, ”Music‘sounds.the way emotions feel."

Gatewood (1927) found that thé most enjo;;ble pieces of music
were those which expressed the largest variety of feélings, even of
conflicting f;é?ings, but not oné single emotion. In\ogher words,
any given musical composition might elicit a variety 6f feelipgs
through, és Pratt (cited in Noy,‘i966), and‘Alvin (1966) "seem to

. T
imply, a process of resonance, wqereby va?ious musical frequencies
induce symﬁathetic vibrations in the 1istener'; ner?oﬁs system.
However,.the organic effec;s which usually #cgompahy gmotion; are
absent. Taylor and Paperte (1958), in the same vein,\ciaiﬁ.that %K‘
similarity in "structural dynamics" betLeen mﬁsic and emotions'
.results in "sympatﬁe;ic unison", so that ”ény chaAge'iﬁ:thefférﬁer

will produce a correspomding change in the latter." As Lange.

(cited in Noy, 1966, p.15) said: ) S

-

Music presents to the ear an array of auditory patterns



38

which at a purely formal level are very similar to, if
not identical with, bodily patterns which are the basis
of real emotion. The two kjnds of pattern are, with
respect to their form, practtmally the same, but the
auditory pattern make(s) music, whereas the, organlc and
visceral pattern makes emotion. -

v , _ "
Perotti (cited in Noy, 1966, p.130) suggests that the tonal

variations of a piece of music activate "subcoascious primary

\Qfocesses" which induce in the listener "an emotional reaction,

1
spenific for every one llstener, dependlng on the properties of the

4"* 'A'.
feelings pressiﬁgﬁgﬁ? @d expre551on As Arlstotle (cited in

Shapiro, 1978, p. 19i saxd "Why do rhythms and melodies, which are

" mere sounds, resemble dispositions, while tastes do not, nor yet
colours or smells?"
Other authors (Gutheil, 1954; Kohut, 1957; Margolis, 1954;

Bardas, Friedmann, Germain, Pfeifer, cited in Noy, 1966; Sterba,

>

1946) postulate that music causes the ego to fegress to the
‘ihfantile_state; with'its accompanying "libidinal pleasures"

resulting from the satisfaction of instinctual drives, and its

1"autoerotic, na:cissistic'pleasure connected with body movements.

@

Regression, according to Germain (c1ted in Noy, 1966), is induced
‘fthrough a ;ensation comparable to the rocking of the cradle" and,
wsimilarly, Coriat (1945) and Sterba (1946) feel that the rhythms.of

music remind the listener of maternal rhythms, and so induce
" . regression.,

~
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Ld
Music Pproduces a kind of pleasure which human nature
cannot do without (Confucius, The Book of Rites, cited in
Shapiro, 1978, p.193).

Teller (cited in Noy; 1966) and Cattell and Sanders (1954)
claim that ﬁusicicauses the release of repressed emotional
méterial; Taylor and Paperte (1958) refer to music as stirrihg up
""latent confliqts and emotions", and,Ba;mel (1973) suggests that
music induces "valuable introspegtion". It would seém’then, that,
whatever the mechanisms involved, and whatever the feelings
induced, music prodﬁces an affective state in the liste?er. whiéh
may be accomﬁaq}ed by pleasure, and access 1s,gainéd to'repressedi

material.

There is in souls a sympathy with sounds,

And, as the mind is pitched the ear is pleased
With melting airs, or martial, brisk or grave.

Some chord in unison with what we hear

Is touched within us, and the heart replies.
(William Cowper, 1731-1800, cited in Shapiro, 1978,
“p-193). . .

C. The Listener

Although it is claimed that music affects the listener,

whether or not he/she is actively listening (Altshule;. 1944;

Antrim, 1943; AlgiP;‘1966;> Brim, 1978; Cattell & Sanders, 1?54;
Coriat, 1945; Gdtewood, 1921a; - Jaynes, 1976; - Knapp, 1953;

Bardas, Masserman, Ramana, Teller, cited in Noy, 1966; Podolsky,

-
\

1939; Taylor & Paperte, 19585, researcﬁefs have demonstrated that
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Studies by Hunter (1974), and Schoen and Gatewood k1968)
indicate that listeners generally prefer music which, in whatever
way, mat;hes their existing mood which, in turn, may have been
i;fluenced by factors, such as fatigue, alcohol or coffee (Harrer &
Harrer, 1978), state of health (Harrer & Harrer, 1978; Van De
wall, 1936), or<5? the Iimmediate -environment (Russell & Mehrabian,
1978). ' ’ |

Brenneis (1971), in a study involving 120 public elementary
A\ N
school students and music ranging from baroédque to pbpular, with
verbal repofts of mood response as the dependent variable, found
that, although sociceconomic status bore no relationship to
‘ . N S
Intensity of response, music training did play a significant role,

\ 5
both in intensity of response and in musical preference. Henkin

(1957b), using a classical music selection and silenééﬂgs tge
independent variable, and galvanic skin response (GSR)\gﬁ the'
dependent variable, concluded thgt musical training does‘p;ay a R
role with respect to physiological responses which, in turﬁ;;agreed\
with verbal reports of induced moods. But Sears (1958), also'using\
a physiological patameter (muscle tonus) found non-musicians to be
afchted to'a greater degree than musiqéégs. . o
- Sopchak (1955), using 553 subjects,Aand three'categories of
music: Classical, popular and folk, as the independent variable,

. found that, on a check 1ist of affective qualities, those with

musical training were more reactive overall than were those with no

‘musical training. Heinlein (1928) suggested that -training to react

AN
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to music in specific ways, determines the resulfant effect to a far
greater degree than does ghe way in which the music is written.
Hunter (1974) noted that non-musicians were more highly aroused
when li;tening to predictable mﬁsic than during unpredictable
music, and that they were more affected overall than were )
musiciaAs. Schoen (1968b) underlined the importance of temperament
and education in determining the effect of music on the listener,
and Cazden (1979), and Dreikurs (1953) concur. -
Fisher and Fisher (1951) observed that personal insecurity
influenced the listener's reaction to music, and Fisher and
Greenberg (1972) using female subjects, found femininity and .
anxiety to be moderating factors in reaction to music. Emotional
reactivity is anothei personality variable which could influence
the effect of music on the listener (Harrer & Harrer, 1978). Alvin
(1966) and Henson (1978) warn that,vin the emotionally unstable,‘
certain musical selections might trigger unhappy memories,
resulting in unpleasant incidents, and Daly and Barry (1957), and
Joynt aﬁd Green (1962) discuss "MusicogeniclEpilepsy"——a rare form
of epiTepsy Qﬁetein attacks are apparently triggered by specific
musical rhythms. Attitude toward music, the importance of ﬁ;sic in
thg’iistéﬁer's life, and attitu&e toward the piece of music being
played, could modify the response to ;usic (Farnsworth, £9%9;

" Harrer & Harrer, 1978). 1In the cognselfing'context, attitude--

/

toward counselling in general, or toward a céunsel}or in

.particular--could also play a role<in'thé interaction.
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Because musical taste, and therefore reactivity to specific

musical selections, is strongly influenced by socializing forces,‘

B ' ° \
age must play a significant part in determining the effect of a
~° . .
given piece of music on a listener (Harrer & Harrer, 1978;

iR

Schuessler, 19&8). Finally, although Sopchak (1955) found male and
female emotional responses to music to be similar, and Anshel and

Marisi (1978) noted that males endured longer on a physical task
. N :
than did femﬁles, when moving in time to music, Peretti (1975) and

Sears (1958) found females to be more responsive to music fan

males. A

\ L)
/ P - .
D. Effective Elements of Music (/' .
Althgugh researchers csnnot séem to agfee as to what the

precise mechanisms are by which a given musical composition conveys
. . , ‘ P

_a,specifié.mood effect to the listener, one element--rhythm--does

- appear ‘to predominate thrbughsii the literature, not only in the
. , .

varéaﬂof musicaiﬁeffect, but‘also in studies deaiing with the

:éffscts~of.light pulses and the spoken word upon suggestibility.

'

‘ Cazden (1979), Clark, McCorkle and Williams (19819; Mosonii
(citéd in-Noy, 1966), and Schoeﬁ and Gatewood (1968)‘suggested that

all the eIements in a musical composition are essential in order to

induce a particular mood in the Llstener. FaEstorth (1969),

Hevner (19358, 1936) Montani (1945), and Parr1ott (1969) focused
. !

. on the major and minor modes Major modes convey happy feelﬁngs,v
o )

' Q§§eas minor modes have the opposite efféct, but Foster andJGamble
j (l

906), and Heinlein (1928) had found that the modes ha¢

N LT v

.&



little or no mood-inducing effect. ’ \

In 1937, Hevner added two more elements--tempo and pitch--to
the list, ranking tempo first, followed by mede, and then pitch.
Rigg (1940a, 194Cb) agreed with Hevner, suégesting that a fast
tempo, high pitch, and a major‘mode should convey feelings of joy.
Howéver, Parriott (1969) suggested that the effect of high'pitch is
not universal--that for Orientals high pitch denotes gloom and
depfession——and.that, therefore, culture may play a greater rbl; in
determining the effect of a éiece of music than any quality
intrinsic to the music itself.

In 1934, Hevner had cited rhythm and harmony. Altshuler |
(1944) isolated tone and rhythy. Alvin (l9§6), Henkin (1955,
1977), Licht (1946), and Schoen (1940) proposed rhythm and harmony,
and Cattell and Sanders (1954), and Hgngin (1957b) focused on
melody and rhythm. Perotti (cited in Noy, 1966) felt that the
‘suﬁconsci;us,is activated by the rise and fall of tones, and Ca§ton
(l952) drew attention to the sedative/hypnotic ;ffect of a gimple,
repétitious rhythm, beneath a simple, susgained melbdy. |
- Buligugh-(ciééd-in Noy, 1966), Friedlander (1954), Gutheil
(1954), Hanson (1944),‘and,Ilsen (1926) suggested rhythm as the
prinéipal effective’element. Accdrding'to Dreikurs (1953),.rhythm
‘ig the "pnly common‘factor in all forms of‘music"} and Parriott
f(1969).referred to‘rhythmdés ”the most mobing, buf often the most
uncOnscio@s" elgment-dflmusic. Alvipf(1966); Gutheil (1954), ilsén/

S o p

(1926), Podolsky (1939), and Schiff and Frances (1974) suggest a -

-
o
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-(1926), Podolsky (1§39), and Schiff and Frances (1974) suggeét a
"resonance effeE’" between the rhythm of the music and innate,
'bodily rhythms which, in turn, 1nfiuence brain function. Campbell
(1972, p.38), working with learning-disabled children, says of
rhythm: 'rhythms seem to be the organizers that make the
difference between order..and chaos. They act to keep the body in
tempo with itself and with its environment."

Oswald (1959) noted sleep patterns in'the EEGs of subjects
moving in rﬁythmlwith loud and violent musical selections.
Fitzherbert (1971) likened the rhythm of pop music to the rhythm of
intrauterine sounds;‘and suggested that the attraction of such
music might lie in an unconscious desire to return to the womb.
Coriat (1945), Germain (cited in Noy, 1?66), and Sterba (1946) had
already linked musical rhythm to maternal rhythms--énd to
regression to the safe, comfortable, infantile period.

Alpha rhythms

‘  Wagner (1975) found that music induced more alpha‘rhythms in
thé-EEG patterns of musicians than in nqn-musicians. McElwain
(1979) noted that the percentage of élpha was fignificantly higher
;n the'lef; temporal lobes of_musicians, when the subjects were -
exposéd to music, and Borling (1981) found‘that_there‘was no
significant differenée 1ﬁ the alpha producea.during }ithér
stimulative 9r‘sédative‘mhsic. .

McKee,‘Humphfey and McAdam (19735 also found a.highéfv
_é;qpo?ﬁihn of‘élbha\in'fhe left hemispheré dﬁring avmﬁsical task. -
. @ - '

i

i
¢
[
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Ostrander and Schroeder‘(1979) describe the key t¢ '"Superlearning'
s
as(being the achievement of a state in which alpha predominates in
the brain. This is a state of alertness? buﬁ at the same time one
of well-being and relaxation.

Researchers have found‘alpha waves to be an important
characteristic in the brain waves of subjects engaged in Yqga
(Anand, Chhina and Singh, 1969), Zen meditation (Kasamatsu and
Hirai, 1969) and Transcendental meditation (Wallace, 1970). Kamiya
(1969, p.514) describes "alpha feelings" as: 'Relaxation of the
mental appafatus, not necessarily of the motor system, and a
general caiming of the mind...being'carried along...not critféal of
anything:" ¥

If, as research appears to prove, music does, indeed, elevate
the mood of the 1istenér, then music played in the counselling
context should produce the’effeqts cited above. From the very
" first, the counsellor and the client should feel a mutual
attraction, regardless of the lack of information about each other,
and they should both feel a desire to communicate. Pleasant
memories should also come readily to mind. If a clear mind and
feeling of calm are a}so ﬁo be assured, then’baroque music might;be

the ideal background music.

Rhythm — the key v

A group of Japanese researéhers, Murooka (1974), Muféqka, Koie

~ and Suda (1976), recorded the intrauterine sounds from a group of
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pregnant women, and used the recordings to quieten newborns. They
found that, not only did the crying stop in 86 per!cenp of the
cases, but it only took a maximum of 41 seconds for 30 per cent of

t&g babies to fall asleep. Rhythm was found to be key element--a _,
max imum ofISB beats pér minute. A successful LP was cut, combining
the matérnal sounds aﬁd light classical music, entitled "Lullaby
from the Womb" (Murooka, 1974).

From the moment of conception, we are enveloped in rhythms.
Night follows day; the seasons rotate; the tides ebb and flow,

3

and we sleep;\eat and work with a measure or regularity. It would
seem, howeQ;r, tﬁat we are more susceptible to certain rhythms than
to others. The effects appear to vary, both with the type of
rhythm and with the person. Walter (1957), for example, found that
light fldshes, in the 10-20 cycles per second range, would induce
epileptic seizures in susceptible people. Although Daly and Barry
(1957); and Joynt and Green (1962) found that certain instrumental
music produced the same effect, they postulated that th; trigger
for the seizures was the emotion aroused by the music.

- Pilots landing airplanes into ;he‘sun are warned th::x_t'2 at low
propeller speeds, the fiickering light caﬁ induce~attacks of |
;ertigo'in the pilot‘(flicker vertigo), and that, at the first sign
o of nausea, the piloﬁ should move the thréétle to another setting.
Sihilar'effects have been notéd by drivers (Sutphen, 1982), élong
' stretﬁhes-gfihighway»bordérgd by treegf when:tﬁe sun.is rising or'

setting, Sutphen suggésts that SOmnambﬁlists may become hypnotized
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by the flickering light and lose control of their vehicles.
Several such cases are cited. He also sugges}s that the well-known
"runner's high" is an hypnotic state induced by the rhythm of
running itself.

Ostrander and Schroeder (1979, p.75) cite Wilson Key, the
author of "Subliminal Seduction'", who says that "a
seventyrtwo—beat—a-ﬁinute rhythm for voice, music, and drumbeat -
increases fuggestgbility" in viewers of television advertisiqg.v

~Sutphen'(1982), in a demonstration of the effects of subliminal
programming, flashed pictures ;f a child becoming progressively
“younger, on a video-beam projection screen at 40 beats per minute.
He‘;;und‘that most of his audience were in a state of hypnosis
within a few minutes and that; upon awakening, £hey reported vivid
experiences, nqt only of the{}.infandy but, in one -case, of an
attempted abortion--later yerified by the person's mother.

.When Bulgarian studeﬁts iistened to material réad to them
above the sound of a metronome, it waé found that theyllearned the
material just as quickly as with the baroque musical background
(Superlearning), but they complained 6? "streés, tension andv
fatigue". It waglsuggeSteﬂ that the role of music was.to éliminate

et

stress (Ostrander & Schroeder, 1979). Thelahthors also note the

 role of‘rhythmic breathing in Yoga, and that, with rhythmic

breathing, learniqg has been found to improve.
,Certain‘pdems'seem to have an hypnotic effect on téﬁ/}istener

- when they are read aloud. Again, achtdiﬁg to Snyder (1971) and



Weitzenhoffer (1957), rhythm is the key. Weitzenhoffer suggests
that iambic pentameters, with their metronome equivalent beat of
two-per-second, coupled to avoidance of startling content, will
induce an hypnotic state in the rhythmically inclined-listener.
Snyder (1971, p.42) says, "Hypnotic poems in general give us heavy
2
stresses falling regularly at half second intervals, and so‘
ornamented that the rhythmically inclined listener has his
atténtion drawn to the sound rather than the sensé.”

Chapman (1984) describes what happened when his co-workers
were using a Brainwave Synchronizgr-ra strobe-like device which
permits a wide range of variancg in flash frequency--to include
h?pnosis: " ... a great increase in communication ... that we knew
the patient's thought before she could verbalize it." The
co-workers noted that they, thémselves, had been hypnotized by
reflection of the flashes fnqm tﬂé patient's eyes. They claim that
v \
50-65Z of the patient's ideas:or thoughts were perceived during
each session. The; attribute this communication effect to a mutual
"synchrony" induced by the rhythmic flashes.

’Condon (1975), in analyzing over 100 films of dyadic

>

interactions; nOtedfthaﬁ the listener alwa&s moved in precise

¢ . ' . .
'synchrony (inte;actional Synchrony) with the speakef's‘words-—there
being né-measurable delay; Subsequent reliability sfudies'have
séfved to verify 515 findings. The inference is that the
obser&ablé vbcglizations are but one‘facetvof a communication

process which involves hitherto unreéognﬁzed media. Byers (1977)

N
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‘cites the work of Sollberg, in suggesting that, when we are
together, we are somehow able to transmit and receive on the 10 cps
brainwave frequency common to all of nature. Ten cycles per second
also lies within the "alpha" frequency range. The process would be
somewhat akin to tuning-in radio transceivers so that their
circuits resonate to a 10 cps frequency.

Byers—illustrates this form of communicaﬁion with an
_experiment. He sits opposite a student with whom he feels a
certain raéport and. looks into the student's eyes. The student is
coupled to a GSR (Galvanic Skin Response) meter whiéh will emit a
variable sound response, as well as indicaﬂing on a dial, when .the
skin resiszance varies. Tone and needle rise with increased
arousal. He has another student stand immediately behind the
seated student and, randomly, point a finger up or down. The
seated student c;nnot see the finger, whereas Byers can. The
needle and tone invariably move up when the fihger rises, and drop
when it drops.

He suggests that the procedss whereby the Shamans effect their
cures is one of re-synchronization of the "asynchronous".. The sick
membgrs‘of a‘tribe,‘whb can be singled out by tﬁeir:asynchronous
behaviour, are brought. into 5 ciréle of their fellow tribe.members
who.induce synchrony--and effect a cure--in the‘sick by means of
"singing, dancing, chanting, moving toéeﬁher or‘éhatgver thg.
custom." He points ﬁo the already well-known physiplogical

[ synchrony of;breathing, heart rate, etc., in peopie rowing, singing
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N

,~///’or marching together, and or menstrual synchrony in women rooming
together. As these parameters are, in turn, seemingly regulated by
electrical impulses from the brain, are they an indication of ggain

-
wave synchrony? Have éhese observable phenomena induced the very
synchrony of which they are the external manifestation?

Condon (1975), in his film analysis of autistic children, has
hypothesized that some of the children respond to a given sound
more thén once. In other words,htheir internal afferent and
efferent systems appear to be out of synchrony. Kern, Koggel, and
Dunlap (1984), in a study of the efféct of vigorous exercise on the
stereotypic behaviour of autistic chiidren, had randomly ‘selected
adults, who were '"'naive to the experimental hypothesis', jog for 15
minutes with the children while holding their hands. The
alternative treatment, in a simultaneous-treatments desién,‘whereih
each child experienced both conditions in alternating sequence over -
a two-day period, wa; 15 hinutes of ball-playing with another
ran@omly selected adult. They found that, wnereasﬂthgre was no

appreciable decrease in stereotypic behaviour after the

- . o .

ball-playing, there was a considerable decrease following the

jogging. While the reséarchers'attribute the results to '"vigorous

’

'exercisg", is‘it possible th;t the rHYthﬁ 6flthe'j§gging served to
r?synchronize thelﬁfé{nﬁéiés'of'the children_internglly?‘ Is there,
p;;hgps. also alsynch;oniiation with ;he;normal b:ainwave pattern
of tﬁe accomgapxiné adu%;f-iﬁ Fh;.manné; of the Shgmanisﬁié‘rites? B

Is rhythm again‘the key? T e
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Can merely listening to the slow, 60 beats per minute of
baf;que music bring about the same internal and internal~e;terhal
synchrony? Is this the "ordering"” function of music referred to by
Campbell (1972) in his studies with learning disabled Children?
Leonard (1981) relates how the Dutch scientist Ch;istian Huygens,

in 1665, discovered that, when he placed two pendulum clocks
side-by-side on a walg, the pendulums would commence to swing in

unison. This mutual phase-locking is referred to as "entrainment',

another word for synchrony.

Self-exploration

AiEhough self-awareness, on the part of the client, is a
primary objective of counselling, and although self-exploration
would seem to be an essential part of this p;bcess
(Barrett-Lennard, 1962; Braaten; 1961; ~Carkhuff, 1967, 1969;.
Carkhuff’& Truax, 1965; Holder, Carkhuff’& Berenson, 1§66;
Martin, Carkhuff & Bérehson, 1966; Piaget, Berenson & Carkhuff,

' . .

1967; 'Truax & Carkhuff, 1964, 1967a, L967b); most puglished
studies use self-ekéloration as the criterion measure, and
manipulq;g,igerépistigffered’condigions.

Only one stﬁdy (Rogers & Truax, cited in Truax & éarkhuff,
1967a) could be found, which‘examined the‘relatioﬁsh@p between
client sg;f-égploration duriﬁg‘initial interviews and.final A

' outcome, instead of using randomly selected observations from a

. [ N H -

. “ ‘ . " o

, number of sessions,. ' These researchers found a .70 correlatian

between the ‘level of self-exploration, as early as the second
o FON

IAE . . ‘ kN R R
e . . . .



52

interview, and final outcome. Significantly greater improvement

-

was found, therefore, among those who showed the highest levels of
’

self-exploration. However, as the word "patients" is used, and as

/*time spent hospitalized" is one of the criterion measures, infthe
L

description of this study, it probably ihvolves psychiatric
patiengs rather than "normal" counseiling clients.

Braaten (1961),'in‘an analysis of the records of 14 randomly
selected cases; at the University of Chiéago Counselling Center, <«

‘ /

found that_"sgccgssful" cases—-pased upon therapist and TAT
ratings:-exhibiteé'significantly more movement, over time,'from
"nonself" to "self", in their verbal communications. "Nonself"
statements were @efiﬁed as those "having little or no references to
either the(private inner seif, or ;o‘the interpersonal self",
whereas "self" statements--being subdivided into "interpersonal"
and "private, inngr-self"--cd;cerned analysis of interaétions

’

between the self and others, and between the self and the '"ideal
\/’“\s;lf", respectively. This process could be termed "Self- |
exﬁioration". . .
In. adother study; in 1962, Tomlinson and Hart, using the
Process Scale--which measuré; degree of self-exploration, rigidity

" of éonqepts, and degree of immediate experiencing--found, in an

A}

analysis of one early and one late interview, taken from each of

. ten randomly selected cases;;that successful cases--based upon
. therapist, patient, and'Q—sort ratjngs--began and ended with

- T >\‘_
significantly higher
» ST

s of

o~
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evidence of ''process' change over time. It appears, then, that

self-exploration is a feature of successful counselling process.

E. Summary
1. Music does appear to influence the listener.
A
2. The listener can be "active" or "passive'.
3. The influence of music depends upon a number of factors:

current mood, musical training, familiarity with the music,
personality, attitudes, conditidning, sex, education, the type of
music and the manner in which it is presented.

£y

4. An instrumental background is less distracting than a

vocél.ba;kéround.

5. Soft music appears to be more effectiye, overall, than
loud music.

6. Slow musii is preferable to stimulating music.

7. Music appears to exert its influence whether or not the
listener is aware of its presence.

8. There may be a reflex reaction to music at lower brain
levels, and therefére outside the control of the listener.

9. The principal elements of music appear to be rhythm and
melody, and rhythm may be the more ibpértant.
'gﬁbk@U The principal effect of music appears to be a mood shift.

11. A good mood may increase the desire to com;unicate, give
access to pleasant memgriés, and facilitate attraction between

- /)

strangers.

-
1

'12. ' Baroque music, and especially the largo movements, tends

-
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to slow the body rhythms of listeners, to induce "alpha"
qbrainwaves, and to produce a state of relaxed awareness.

13. A less scientifically verifiable effect of music, and yet

~

one which can be inferred from a number of studies, as well as from

an overview of the literature,’ is that of intrapersonal and

N4

interpersonal synchrony. In other words, music appears to not only
restore order, and therefore "health" to the brain/mind of the
individual, but it puts listeners, who are in the vicinity, on the

same ''wavelength', thus facilitating empathic communication.

F. Definition of Terms

Background music: Music whigh is barely raudible and,

therefore, unobtrusive.

-—

Baroque music: The music of the period c. 1600-1750,

following that of the Renaissance (Apel; 1969).

>

Brainwaves: The electrical. activity of the brain under

» .
L

varying conditions. Four distinct wave patterﬁs have been -

L

identified (Brown, 19747:

Delta - 1 to 3 cycles.per second. Predominant during
. sleep. .‘ e .
Theta - 4 to 7 cycles per second. Characterizes the "

. ‘ N e
pre-sleep period, wi its imagery; although

¢

it has been found in relatidn to dreaming,
orientation, drowsinéss. recall -and
recognition, and during the assimilation of new

’informétion. "
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-

Alpha - 8 to 12 cycles per second. Found during rest,
relaxation, and relief from attention and
concentration.

Beta —. -13 to 28 cycles per second. Characteristic of
the waking state.

EEG: Eléctfoenééphalography — the study of the electrical
activity of the brain by means of an ele@troencephalograéh--an
electronic machine, with kts electrodes (sensors)--for
measuningfand graphically ill;strating the electrical activity
of,tﬁe brain. '

Emotion: A completé state of'tge organiéﬁ, involving bodily
changes Qf a Qidéspread charactér--in breathing, pulse, gléna
secretibg; etc.j;and, on the mentalfside, a state of

excitement or perturbation, marked by strong feeling, and

5

usually an impulse towards a definite form of behaviour

(Drever, 1975).

Empathy: The intellectual identification with, or vicarious
. + '

experieﬁcing of, the feedings, thoughts, or attitydes of

-

4
3 .

another person (Randoﬁlﬁouse College Dictionary, 1975).

Entrainment: The "mutuaidphase-lockidg~of two (or more)

oscillators" (Leonard, 1981).

-

Gregorian chant: Thé‘liturgical chant of the Romaniéatholic

Church.t,It is named after Pope Gregory I. ...Its f;egly'

.flowing rhythm, far from being chaotic, shows subtleties of .

structure and organization that are superior to the hackneyed

>
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rhythmfg devices of some ha;monized music ... (Apel, 1969).
Harmonx:. The chérdal (or,vertical) structure of a musical
cdmpositjon; in contrast to counterpbint, i.e., the melo&ic
(or horizontal) structurev(Apel, 1969).

 Interactional synchrony: Movement of listeners in precise

shared synchrony with a speaker's speech. It is characterized
_ by the boundaries of the process units of a listener's

behaviour occurring isomorphically with the articulatory

boundaries or the segmentd la speaker's speech (Condon,

po vy

1975).

Largo: Very slow in tempo, usuélly combined g}th great

. expressiveness (Apel, 1969).

4

Melody: ' In the broadest sensé, a succession of musical tones,
Zas opposed to harmony, i.e., musical tones sounded

simultgibously,..By.its very nature melody cannot be separated

e
3

from rhythm;“ﬂﬁach musiéal sound has, two fundamental

qualities, pitch and duration, and both of these enter ‘into .

[y

the successions of pitch-pius-dufation.values known as

®

melodies (A§e1~ 1969).
»;ﬁbdei "The selection of tones, arranged in a scale, that form

¥ -~
the basic tonal subsnance ey a. compositlon, i.e., Major or .

. Minor Keys (Apel, 1969) ‘ f', R ‘fY
'qud: An affecgive condition 6r"attitﬁdé, endu?dng fOr'some
'Lfime;”¢h§§é¢;erized by particular emotiodséiﬁ/a condition of

¥

" subexcitation, so as tdiﬁehréadTiy“éﬁoked(‘e;g;Jén'i:ritable
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mood, or a cheerful mood (Drevér, 1975).
Rhythm: In its primary sense, the whole feeling of movement
in music, with a strong implication of both regularity and
differentiation. Thus breathing (inbalati;n vs. exhalaf®on),
pulse (systole vs. diastole), and tides (ebb vs. flow) are all
examples of rhythm (Apel, 1969).
Tempo: The speed of a cohposition or a sectign thereof,
ranging froﬁ very slow to very fast,/ps indic?ted by tempo
} marks such as largo, adagio, andante, moderato, allegro,
prest:), prestissimo (‘Ape-l,G%).
G. Hypotheses
For the purpose of ;tatistical analysis, the hypothesesﬁwill
be expressed in the null form.

a

Hypothesis 1: No relationship will be shown between

°

background music and depth of 'client self-exploration.
* Hypothesis 2: There will be no difference in depth of client
.self-explordtion between the slow music condition and the no music

condition.
»Hypothgéis 3: There will be no difference in depth of client

self‘éxploration between the lively music condition-and the no

music cqhdition. I / ,
Hypothesis 4: There wiil be no difference in depth of client .
‘self-exploration between the slow music condition and the lively

.

;__;\

music condition. - 7



CHAPTER III
METHOD
A. Introduction
This was intended as an exploratory study, the aim of which

was to raise questions, rather than attempt to draw any '

-
statistically-based conclusions. |

B. Design

Summary

This was a Control Group Desrgn, with a post-test only
' (Campbell & Stanley, 1963).' Background music was the independent
variab&e, with three conditions: (a) Slow music, (b) liuely music,
and (c) no music ﬂcontrol): Each client was seen once,.}n one of
the three oonditions. The counsellors served as their own -
cg;trols, as regards counselling‘styie, in that each saw one client
under each of the conditions. The dependent variable was depth of
client self-exploration, in an interactional process between
counsellor and client. '

Clients

Fourteen female volunteers were obtadined from two, 400-level,

{

Educational Psychéiogy‘COurses at the University of AlbertaQ As

the courses were oriented toward the preparatlon of school

/

counsellors, it was suggested that the. counselllng experience would
provide them with somé valuable insights 1nto the counse111ng
process from that poi't of view.. They were guaranteed complete

”,

'anonymity and confidentiality, and were told that they ‘could
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discuss any topic they desired--for a period of 30 minutes. They
‘also consented t? the audio-taping of a 10-minute segment from™each
session--the said segments to be rated by three independent
psvchologists for counsellor.effectiveness;

Of the fourteey{vviunteers, Lwelve were finally available, and
these subjects were assigned--three to each of the four
counsellors--purely on the basis‘of mutual availability within a
three-week period. - They were then randomly assigned to &ach of the
three music conditions. There were no restrictions placed on
counseilors or clients as to the days on which the sessions were
held, or as to the time of day. The subjects' average age was. 21

/

years. ‘ . o Q
'Counsellors
Four fémale,'graduate counselling stﬁdents, were asked to
conduct initial interviéws, each of‘30 minutes' duration, with

three different clients. The counsellors were selected, from a

group of six'§olunteers, on the basis of availability at the time
of the spudy. They were informeq of the time limit, the recording
procedufe, and of the clientsf freedom to ‘discuss ahy£hing. They
‘were askgd to treat the ;essions as normal counselling interviews.
Females were used throughout the study to control fér‘tbé v#riable
of sex. ‘Thé~counséllors were told that the‘phrpose'of‘th;‘study
was to measu?e ciieﬁt/coﬁnsellér:inﬁéraction uﬁder Qarying mUsié
.ﬁonditioqé: and that oﬁé.of'thg $onditibﬁs involved no mus?c at

L

all. . S .
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Raters ¢

Three female, practising psychologists acted as independent

raters. Two 60-minute audio-cassettes, containing the twelve
10-minute segments, were sent to each rater. For eaoh rater, the
segments were presented in a different, randomly assignedﬂorder
(Table 3). They were each sent a copy of the '"Basic Scale of Depth

of Self-Exploration" (Appendix B), and asked to rate each segment

according to the scale.
C. Materials

Instrument

The dependent variable, depth of client self-exploration, was’

evaluated according to the "Basic Scale of Depth of Self-

N

ExploraoigB“ (Truax & Carkhuff, 1967a) (Appendix B). This
instrument measures client self-explorat}on on a nine-point Likert
Scale. Clear explanat¥ons, and several samples of appropriate

client/counsellor dialogue, are provided for each of the nine

categories. ‘ e ' |

This scale was developed from earlier scales by Rogers; Walker

and Rablen, and by Gendlln Tomlinson and van der Veen (cited in

) Truax & Carkhuff 1967a).‘ The rellabillt1e54are presented in Table~

1.‘ N ‘ ‘ 10,

Although as Truax and Carkhuff (1967a, p. 194) note,;ﬂthe
scale can be considered to be reasonably reliable", the va11dity
cannot be so;easily assesseq..,one must depend-op the faee'-
validiry and the_researchievidedce_showing prediCtable

N
T : ©y

relationships to .



Table 1

Reliability of Rating Scale for Depth of Intrapersonal Exploration

from Specific Studies (Truax & Carkhuff, 1967a)

b

\K\\\,/} . . Group

N N N or
Study Samples Patients Therapists Individual C&rrelation
Truax & Carkhuff (1963) 297 14 10 Individual .68~
Truax & Carkhuff (1963) e 8 8 Individual 592
Truax, (1962e) 104 26 1 Individual .681]
Truax e;wargo (1966b) 366 80 6 " Group .791‘
Truax, Wargo & Carkhuff

(1966) ! 89 80 8 ‘Group .74
Irqu & Wargo (1966c) , - 698 160 Y15 Group .80
Truax (1962 j,k,1,m,n) 420 14 10 Iadividual .68
Truax & Carkhuff (1965a) - 45 3 1 Individual .78
Carkhuff & Truax (1965a) 151 70 28 Individual = .59%
Truax & Silber (1966) 164 48 16 Individual .77
Truax, Silber & Carkhuff

(1965) ‘ 342 80 5 Group .88
Truax(1966d) ' 161 30 4 Group .68

a. Averggé,fearson Correlations. All other are Ebel's intraclass reliabilities for
the pooled data used in analysis of findings.

therapeutic outcome..." The authors subsequently p:pduéed a

modified, six-stage scale. This version of the scale was chosen,

in preference to the later, six-stage scale (Carkhuff, 1969),

.

because it wés felt that the instructions were more detailed and,

therefore of more assistance to the independent raters.
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[ Music

The music used in this study (Appendix A) consisted of
selected movements from the instrumental works of a number of
baroque composers, recorded on a single, 90-minute, BASF LH-EI,

audio cassette. Selection and recording took place in the |

University's music library, with the assistance of a member of the
library staff. Side "A" contained the largo (60 beats per minute)

movements, and side "B'" contained the faster (120 beats per minute)

N

movements. It was felt that a clear distinction had to be made
between "slow" and "lively"; excerpts on the tape were minimal
(Two to three secs.); . there was no attempt at accuracy in this

regard, nor was there any attempt to match the successive excerpts

!
harmonically. Duriﬁg the counselling sessions, the music was

¢

played on a Sony 110-B cassette recorder, with the gain control at

its lowest audible setting.

Setting

The rooms normally used for counselling, in the Faculty of
Education at the-University of Alberte Clinic, were used in this

study. Standard feature$ of the seVen-by-seVen-by-eight foot rooms

were two comfortable chairs, with wooden arm rests, 5 ceiling-

~

mounted” video-camera; .a wall mounted flexible -arm microphone,

\

which was situated next to the clieqt S- cha1r- a small coffee
table, and remote control switches fpr the video recorders. The
rooms,were painted an off-white; /h/d red carpet on the floor;

~ were lit by diffused fluorescent Aight,la “werefﬁbderately

——

RN

soundproof ol R o ~~ o
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Audio equipment

Before each session, two Sony 110-B cassette player/recorders
and an “"RCA-to-Mini" patchcord, were obtained from the University's
Audio-Visual Department. Audio recordings were made by coupling
one of the player/recorders to the audio output of a Panasonic
three-quarter inch video-recorder, using the "RCA-‘:-Mini”
patchcord. Aside from the BASF LH-HI, 90-minute, ;udio-cassette o’
used in recording the background music, all other tapes were good

)} .
quality, 6b—minute, generic'brands.
D. Procedure

At the outset of the study, the participating ‘counsellors were
‘ gupplied with copies of the elient list, containing avéilébility
times and telephone numbers, and they wgre‘a§ked to contact the
three clients ‘'whose times best suited their'qwn SCheddies. The
counsellors were tﬁen randomly Assigned~—without their knowledge--
to each of the four schedules of music.presentétion (Table 2), to

control for the possible effects of a set order of music
. ()

presentatioq.- Because each counséllor intefviewed clients under
each of the three music ;onditions; thesterved as their own
controls for thé possible effectsjof counsellor st&le._ The |
.cqunsellors, too, were ;elected from %’larger group of volunteers,
oﬁ‘the'basis éf av;ilability at the timeé of the study. -

Fivk minutes befo:é_éaéh counseliﬁhg séssi&d, before client
énd_couﬁsellor ;trivgd, the‘§asset;e pléyer wésfplacéd in the‘.
counselling room,fon‘tﬁeupoffeejtable and, depending"upon fhe,music

-

a

Y
.
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Table 2

Order of Background Music Presentation per CounéellorAper Client

-

VCounsellor Background Music Condition ?*
i Lively ’ No Music Slow
A® B c 7
2 No Music Slow E Lively
D | ,- E F
- ©
3 Slow Lively No Music ~
c H I
4 No Music L'i'y:aly " Slow
IR ' K L
. —

Prior to ré-record;ng, each 10-minuté segment received an
alphabetical label to facilitate randomization, and to assure
anonymity. - . B ‘

. : !
condition, was switched on, or left off. The cassette player was

. w o .
.left in the room during the "no music" condition to control for any

PN

effects wHich its absence might otherwise have produced.

In the control room, ﬁbuﬁing the video-recorders for all the

- . o

counselling rooms, audio recordings were then méde_throﬁgh the

éxistingjsystem,;by attaching another Sony llb-B cassette recorder,
} T . ' b .

by means va804#RCAftOTMini" patthcord, to‘the‘audio-output of the

o

appropriate PanasoniC'V%dédfrecorder.’ Recording was begun ten

/ ) ’ . -
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minutes after the commencement of each session, and continued for a

further ten gin'utes .

.

Each of the resulting ten-minute segments was then labelled
. X ¢ [y

according to counseilor and music condition, and assigned a letter
) .

designation. The segments’ were then re-recorded, in random order,
B « " . -

with alphabetical labelling only, on three sets of two cassettes,

so that each set contained all of tlie segments 'in a different order
(T% 3). Again, this. was to control for the possible effects of

presentation order. Each of the raters then received a set of two

tapes. . . ) . T

E. Data Analysis
+« All Self-Eprlo'ration.scores, from the three. raters, were then

£ - , . -
tabulated in columns, under- the music 'coid/it'ions (Table 4), ard an

. Antalysis of Variancé was then -perform‘ed on the  data, _té) détermine
i% a soft .backgrouhd of ‘instrumental, baroque music, was ass;)ciated
S \ .
with more self-exploration than was a no music background. In

order to determine the_felative effe.ctiveness,of’ each music

,condi‘f:_i‘on, t-tests ‘were used. A one-tailed t-test, with a .05 ¢°

‘level of significance was established as the criterion of

effectiveness (Table 8). ! J ‘ .
’ e e - . e Q -
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Table 3 £

Assigmment of Counselling Segments to Raters

Raters Tape Randomly Assigned Counselling Segments
1 1 B G J H E L
p F A D K I C
2 3 H G K B C E
4 F I A J L D )
3 5 J G K H L B
6 F E I A D C

To obtain an estimate of thé,reliability of the mean of three
Raters, an Analysis of Variance of repeated measures of a single
factor (Winer, 1971, pp.283-288, equations 1 & 2) was used. the

results were then gabulaied (Table 6).

MS; - MS -~ .
~b. people w.people
8 = - : (1)
‘ kMS -~ :
w. people

- -

36

C e - ) (2)

1 + 38

e . . ‘ Fs

- -

v: The.se}f-éxbloration séb:es were re*tabulated,‘geforehand,
aécprdiﬁg to each'og the fﬂréé'faters,‘and arranged in the order in
which the‘counselliné sessiéns took pl}ée (fable 5), two session§
‘being elimihaﬁea,-because scorgs‘from all three‘Raters were not

o available,"AnIacceﬁtable eétimate of feliability‘(r‘=_.81) was
obtained. ¥ . - ) '



Table 4

Ratings of Depth of Client Self-Exploration per Rater per

Counselling Sessions

~

Counsellor Rater Music Condition
’ Slow Lively No Music
/
c? A B
1 1 5 7.0 8.0
2 7.0 4.5 6.5
3 7.5 4 6.0 6.5
E F D.
2 1 _ n/a® 7.5 1.0
a2 7.0 4.0 3.0
. 3 8.0 5.0
G H I
3 1 .0 2.5 .0 @ &
z '/j.o 3.0 ;
3 6.0 5.0 4.0
. ﬁ’ L K J
4 1 9.0 ) n/a® 3.0
.2 6.5 n/a 4.0 .
3 7.5 ' ‘n/a 4.0
X 7.0 4.9 4.6
SD 1.1 1.7. 1.9
s2 1.2 2.8 3.8

A capital letter was used to dés{gnate each 10-minute
counselling segment, before the segments were randomly

re~-recorded for each rater. ,
A rating was not available, because background interference

: ;.rendered much of thé dialogue unintelligible to the rater.
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Tabfe 5
A Comparison of Ratings of Depth of Client Self-Exploration per

Rater‘.ﬁ;;‘Counselling Session

o

e N
P
Counselling f\\\ Rater )
Session 1 2 /, 2 . .3 Total
/
e
a 4
. C 7.5 7.0 7.5 22.0
A 7.0 4.5 6.0 17.5
B 8.0 6.5 6.5 21.0
F 7.5 4,0 5.0 ) 16.5
D 1.0 3.0 5.0 9.0
G 6.0 5.0 6.0 17.0
H 2.5 3.0 5.0 10.5
I 4.0 6.5 4.0 14.5
L 9.0 6.5 7.5 23.0
J 3.0 4.0 4.0 11.0
- Total’ 55.5 50.0 $6.5 162.0
Sessions presented in the order: Slow, lively, no music... ’
Two sessions were eliminated, because complete ratings weré not
available. '
. . s
Table 6
. ’ '
‘ﬁnai§s1s of Variance of Ratings per Rater
s ;ﬁ
Source of Variance SS ' df - Ms )
,Between people 732 9 8.13
Within people 31.5 . 20 1.58
- Total : 104.7 « 29

»

“The results of the Analysié of Variance, and of the t‘teiif,'

will be pfgsented in Chapter IV.



CHAPTER IV °

RESULTS

a .

The results of an analysis of variance and three t-t.ests will
be presented in this chapter, and the hypotheses, which were
outlined in chapter th-ree, will be addressed.
nguothesis 1: No relationship will be shownvbetwee-n
background music and depth of client self-exploration. - A'
The F-value of 6.98 (Table 7), obtaine‘d through an Analysis of

Vériance, is significant (p<.01) and, therefor%ihe null hypo
T

must be rejected. In this study, background music did e
significant effect upon depth of client self-exploration.

a

Table 7 (/ a :
“ Analysis of Variance of Effect of Background Husic',_

Source, of Variance Sof Squares df Meanquuare F
A 36.69 2 18.35 6.93%%
Error . 76.81 . 29 - 2.65
© Total 113.5 31 .
*F
.05 = 3.33, p<.05.

M o1

5.42, p<.0l |, | | .

.

Hzgothesis'?: There will be no difference in.depth of client

self-exploration between the slow music condition and the no music

condition.

.

The t ,  of 2.747 (Table 8';) was sign?icant (p<.01) and,

-

N3

L) 4

69
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therefore, the null hypothesis muat be rejected. In this study,/

N
N

_there was a significantly greater depth of client self-exploration j ..

- with a background of slow music, thanp with no music.

%;%,‘ gxégthggig_g: iThere will be no difference in.depth of client v
‘f% 'self-exploration bet en the lively music condition and thé no

E Aﬁusic condition. ' ‘ : i

. o The tobs'Of 3.4 (Table 8) was significant (p<.005) and,

! . *
therefore, the null hypothesis must be rejected. In-this study,

there was a significantly greater depth of client sekf exploration

with a backgroumd gf 11vely music, than with no music. ﬁl“ .
'ﬂlEQEDEﬁiE_ﬁ’j There will be no differepce'inadepth of'client
T self-exploration:between the slow\mu;ic,condition and the lively i -
) S e
music condition ': . 2~h . ”a;“b _
__fi‘hé“cob of 2. 747 (Table 8) was mgnlﬂcanc (p< 01) ,and - )‘j- |

therefore, the nhll hypothesis must be rejected In this study,

there was significantly greater depth of cliept self exploration‘

. with a background of slow music, than with a background of lively ;i‘ . //
h . . ,' . ,_"‘ : Cor et . . » N ‘o o /
Smste. L TmeTe T T
Thus, all four null hypotheses’had to be reJected at & greater .

. e
. s . .

level of significance (a =' 01) than that established as. a -

.“criterion (a = 05) In other w0rds, this study appears to have -

ERT Y

-~ » !
‘ﬂ-established a relationship between increases in depth of client . . .

. ‘ ‘ S ~ “-\“"."
}4'{self-exploration.aﬁd axspft background of baroque, 1nstrumental f-ﬂ-' e

”?;music;f Although both‘the "sloa" and thes"lively" backgrounds were ‘ Algtl

'rfaPparedtly better than'the "no music background, the i'slow" :

e

b
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0

condition was associated with greater depth of self-exploration
than was the ''lively" conditjon. "It is noted, however, t%at, in a

comparison with the "no music" condition (Table 8), the "lively

condition appears to be more effective than the "slow'" condition.

) 3
Table 8
Reiative Effectiveness of Music Conditi¢ns on Client *
Self—Exploration: Between-Condition t);ests .
. | _ \ .
Music Condition N X df t . t
. I crit obs
2 : . .
Slow Music Vs 11 7.0. 18 2.552 12.747.%
;ively‘Muiic ‘ < 9 4.9 o
Slow Music vs % 11 7.0 21 2.518 . {2'819 %
. RN ‘ : °
No Music * ~  °  12°. 4.6 .
. - ) . ‘ -
‘Lively Music vs .. 9 4.9 19 . 2.861 - "3.451 %
 No'Music S 12 46 |

% ind1cates 51gnif1cance (p<. 01), one- tailed e -
%K ‘ndicates 51gn1f1cance (p<. 005), one- tailed L e .

-



CHAPTER V

- DISCUSSION . %K

s

A. Summary of Results:

The purpose of this study was to examine the effect that a

background of soft, baroque, instrumental music--in particular, the

N \‘. ‘
AN

ﬂ

slow movements (60 beats per minute)--would have on depth of client

“selffexploration, in initial counselling interviews. The folﬂowing
variables were ‘controlled in the study: (a) Sex and educational
status of the subjects, (b) sex, style, and counselling éiperience
of the counsellors, (c) sex and experience of Fhe raters, _(d)
length, and«setting of the interviews, (e) type of background
music, and its presentation,-(f)°the order ln which the recordings

of the interviews were-presented to the raters,"and*(g) differing

.
v -

counselling styles of the counsellors.

The data obtained from this’ study, based upon a smalL N, and

'™
o

resulting, as it does, from one- on one counsell1ng 1nterV1ews

LA
L4 Q

between volunteers from a specif1c un1versit3>populat;on,—lnd1cate

“'..".

\"that a background of soft baroque,_instrumental music was, indeed,

.-

associated with significantly greater depth of client

"f_self*exploration than was a background of no music. The lively

'ff'music background Qas found to be sfgnificantly better than the no.

_music background and, as’ hypothesized the slow muszc was -

SR

- f.associated with significantly greater depth of client

self exploration, than e}ther the l1ve1y or no mu51c backgrounds.

“‘2.\‘

X

L,
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B. Delimitations of the Study

Although the results obtained From this study offer
significant support for the hypgtheses, several factors limit their

generalizability. In the first place, the sSubjects were

{
volunteers from a final year Educational Psychology program in a .

-

university. The sample size (N=12) was small, and only females

were used throughout, as counsellors, clients and raters. -Thus,

€

QEneralizations are limited to females.

C. Limitations of the Study °. "

P

Prior to the study, neither counsellors nor clients were

questioned as to eitherLtheir musical training or preference.
Variations in the availability tines of counsellors, clients, and
rooms; resulted’in only two sessions being held at.the same time, ( )
on the same day,‘but‘sﬁch variations are chdracteristic of.
counselling. It should he noted, however, that in this studyhuas

in everyday counsel}}dﬁ’practice,'the clients had the option of ) l,
'ohoosing the times of the bounselling sessions, within, of course,. -

the limitations 1mposed by the availability of -rooms in the, clinic.' s

s
Insofar as the raters uséd in this study_did not rate the
. ’ N\ N . A '- .
counselling segments as. a panel but independently, it might be f
p .

”:argued that 1nter rater reliability would sufﬁer. However, it was

v

- felt that, three independent raters,' equipped as they were with

s
/—-/ N

{detailed instructions and sample dialogue (Appendix B) and each o \\g '
being presented with the segments in ‘a different random order, \<f‘v5':‘i&:
*would provide ae morehpowerful test of the hypq&heses than if=they >f~«;v.‘$
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L4

_were to influence one another as a panel. The repeatea meaqﬁres
analysis of variance (Table 7), however, yielded an acceptable
(r = .81) estimate-of inter-rater reliability. |
Finally, the cassette player-recorders used in this study had
to be borrowed from the department's audio-visual supplier
‘immediately prior to each session. As a result, sound quaiity ‘
varieo somewhat between machines. This ﬁay, in part, explain why
tﬁree of the raters were unable to rate one session; and one rater
could not satisfactorily judge a:further session. Once a seseion‘
began, the sound level could not be remotely adjusted, aod the"
”recordings'could not be monitored. ‘ s S «

'D. Theoretical Implications

This study supported the earlier research of Prueter and

o

Mezzano (1973) who‘found that a background ?f "soothing" A

-

,

instrumental music prdﬁoted ‘more client-counsellor 1nteract10n, andk
moye affﬁ'tive interaction, than backgrounds\of either

"stimoi ating" or no music. Further, a no mus\s background was
b Y

p found to be better than one of "stimulatlng mdgic

'ﬁg Whereas Prueter and Mezzano used a wide varﬂety of musical

compositions, from the works pf a number of di@ﬁerent classical

cq%gosers, in both the "soothing"'and the stimuIating" condltions{*

N

this study uSeaibaroque music/o; e

= The litetature review generally supported the use of - soft,

VAR

L S
slo,._ strumental music,iin a wide range of anxiety provoking




. 3
psychotherapeutic situations, it i5 associated with greater

communication. Baroque music--particularly slow‘baroque music--has
been shown to induce more brainwave'"alpha”,uwhich \accompanies
feelings of relaxed awareness and elevated mood.
Elevated mood, in turn, has been linked to greater access to
pleasant memories, interpersohal attraction, and a desire to
3 .

(communicate—-any one ,0f which would increase the chances of a
successful counselling outcome, - As baroque music also appears tqp;
be more universally tolerated thanjnusic frommanylother era,)it was
decided to use it in both the "slow" and the‘“lively" conditions.
Its acceptability was further dnsured by its being played as softly
as conditions would‘permit} ‘ -

As hypothesized, the "slow' music condition was, indeed,
assqciated with greater depth of client self-exploration than was
the "no music" céndition. However, tontrary to the findings.of

f o : o '
Prueter and Mezzano (1972), the "lively" music, in this study, also

.
ca

-~

a

L3

appeared effective. o ' T . X

It is noted, however, that Prueter and Mezzapo used two,.

‘

relatively popular marches, and two well- known, classical dances, '

for their "stimulating" background . Such music is often termed

g

.catchm ;, It 1s, thesefore. quite possible that the music Was
distracting, and . thus not conducive to client-counsellor-
R “:,J L

%

1nteraction. Had they used less distracting music, they might have,,;

. , . -

found, along with the present study, ifat unobtruS1ve instrumental

music, whether slow or. lively, is more effective than no musicn




' "?still resu.lt in@ desirable mood shift,
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4
Baroque music, as used in the present study, lacks the
"catchiness" of other musical forms--probably by virtue of its
complexities--and is, therefore not distracting. This .
"non-distractive'" feature of baroque music may be a key factor in

4

explaining the results of this particular study. Two further
factors, which may help to explain this effectiveness bf back ound
music,.iq’general, were noted in the literature review.
.Musie,vor‘even pute rhythm;-ae'in the beating of drums--may
induce‘sympathetic bodily vibrations in its listeners, so that tuo
or more people, listening together, may have their'bodilu rhyghmg

synchronized with each other. It has been'suggested that such’

synchrony may result in incteased intetpersonal attraction and

mutual insights or--in other words--that contagious sympathy, which

is an essential ingredient of the counselling process Of course,
the synéhtony may also be intra~persona1. There is evidencé that

music may have an’ordering effect on otherwise disofdered,\or o
" . . \ .

confused,bthougpt processes, and thus facilitate the ebunselling

experience. - - ‘o ) M -"‘ ,
.. ~,,t" 4 '}.. ." . ’ ad

Finally, music may -act on the 1lstener, whether or not he or

+

she is actively listening. The music may bet an unnoticed—-or even :

.an unwelcome--background to a conversation o:: task, and yet it may

>
.-
‘e

.- A‘

. i
'

E ggactical Qlications S . DR
. R . : \’.é Ca

Boﬁh this study, and that of Prueter and Mezzano, indicate a

.

- possible relationship between backgrounds of SOft, instrumental

e '_.‘ B . [} el ) 3 - A ’A_ ) N R s
L . : B - - B N s . S g B . ) o - ) s, A e
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music and sjgnificant increasesﬂin certain counselling processes,
which are generally considered to be essential to successful

. outcome. Thus, it would*aépear that, with the use of such music,
the counselling dyad, at least, would be more effective.

Again, both studies concentrated on initial interviews. At

N

this time, counsellor and client generally become acquainted; “the
c1ient_is put-at ease; formalities are taken cara of; the

client's‘broblem-is outlined and, if'time.permits, the counselling
‘process may begin. Whereas~thel"no music” condition, in both this

study, and that of Prueter and Mezzano, was probably_assoéiated

-

with this "normal" progression, the "slow/soothing' conditjons,

appeared to reduce the time needed for ‘the initial stages, and %o
! . ‘

facilitate the transition to the actual counselling process.

Therefore, soft, instrumental music backgrounds‘may help in
-~ .

_breaking down initial barriers to effective counselling, . save

valuable time, and encourage those’ clients, who might not otherwise
continué after the initial interview, to‘remain‘long enough to
. . . . . ‘ \ A .

' fbenefit from therapy = < T

s F.v gg ggonsifor'ruture Reg.gﬁ

.

1 : .
v SeveraI modifications to the desxgn of the current study would
) N

provide additional areas of research.and improve 1ts applicability

o the general population of counselling clients. , ;?",' ' L
‘ . , . ] \ v - - . . ‘
In. future studies of this nature, clients and counsellors of

"._both sexes mlght be used°and,.as in the Prueter and Mezzano study{
the. effects of background musie on both clients and counsellors

A L * e
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could be studied. Further, the clignt sample might be drawn from

= -

the regular clientele of the University's clinic, rather than from

the usual student volunteer pool.

2 ) e . .
Videotaping the sessions might further refine the observations

by permitting the finclusion of a non-verbal scale while, at the
LN
same time, not requiring the presence of the raters at every

session. Musical training, experience, and preference, which have

ﬂ«.
[

been shown to moderate'the effects of music on its,listeners,

should also be taken into account. Such information might be

~

*elicited as part of a phenomenological apprqach.

A phenomenological study;,either alone, or as a complement to

‘the usual statistical procedures, would be an invaluable source of

-~ . i

information about areas which do not readily lend themselves to

questionnaires. For example, the client's experiential account

Ny

might indicate & mood shift, sudden recall of forgotten material;

awareness - or unawareness of the mu ic; being distracted by, the

(.

music; evidencefog "ordering” in hgyhereo confused thought

processes; evidence of "synchrony" in thought processes between
counsellor and client, and indications as to which musicg,iffany,'

might be more generally acceptable . And other desitable effects,

b

;’such as mutual attraction, desire to communicatéﬁ and lowered
'(\Aanxiety, might manifest themselves. o SRR tvf}.lV;‘l
o . . o .

‘{“_ - An electroencephalographic study, involV1ng both client and :

+ . L4

. counsellor, might reveal data regarding braiﬂhave’patterns which

. P

are associated with particular. usical selections, the areas of the .
: . Y .

-
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brain which are most excited by the music, and whether there is any
correlation between this electrical activity and self-reports of
mood-simt ft, relaxation, mehory recall, "ordering", interpersonal
"synchrony", etc. As there is evidence that various areas of the
brain respend differentially to pure_tones, it may be possible to
tailor musical pieces to targeg'particular areas of the brain and, .

perhaps, trigger memories, lost speech, -or even movement in

-~

"paraIYzed“ limbs. /he rhythm of thg music may thus be used to

restimulate orderl firjng in the neurons of the brains of the
autistic; of stuttegers; of cerebral palsy victims,.and many .
&

.

others.

If a relationship can be shown between particular brainwave

R A

patterﬂs-and the “insights" which are claimed to accompany
interpersonal "synchrony'", it may then be possible to directly
induce such states by particular musical selections. This may be

especially useful with those clients who cannot--or who,will"”’
not~-communicate with the counsellor, such as the autistic; the

’ .
'_catatonlc, the sch1zoﬁhren&c, the mute, .pd even, perhaps, the

= D

comatose, A favourite popular song was recently used to recall a

P

young woman from ‘a coma which had lasted- several months; so
communicatlon, %n some ‘form, may be possxble.
Phys1olog1cal studies m1ght exam1ne the effects of diffbrent

_ifmusical backgrounds en - endorphin production, for example.
: Researchers have found that background music appears to cure
1'headaches, and reduce the amount of analge51a or anesthesia needed

’,c . » R B -)1 e

L 4 .
H . o8 f X



Could the elevated mood associated-with some musical backgrounds be
‘ i .
the result of endorphin production? Is there any correlation

between endorphin produétion ard- "alpha" brainwave -activity?” Does

the musical stimulation of particular areas of the brain result in
more or’le;s eﬁ&drphin productionj Might music be used to
stimulacé‘needed hormqng production? Is there really a "high"
associated with méck music?‘ If so, what are the possiblé hormonal
co;relates? Is thgre a correspondiné personality préfgle of the
rock music fan? How might "such profiles cpmpafe to those of'othér

persuasions? Can music be used to effect medsured peérsonality
' 4 : ' y - A

¥

changes? Are Euch‘changes lasting?

. / i
The background music, itself, may be subjected td an infinitg

number of variations. String music might be compé}ed to that of ¥

»

the woodwinds, brass, tympani; piano, organ, harﬁsichord, Pan

pipes, or synthesizer. Baroque music may be contrasted with
‘waltzes, jazz, rock, mariachi, etc. In some instances, with
particular pqpulations,.hymns; or songs, may be more effective than

.-~

instrumeﬁtél‘music. There are prescr1pt1ons ‘or composing music to

\

elicit specific moods. Pure rhythm, ‘in the jorm of. drumbeat, or,

t

even the simple "tick" of a metr?nome might ‘be. trled
1 ' -

The choice of the music might be lgft ent1rely to the client,

who would supply records or tapes, or he pay be asked to dhoose
e L
‘from a given selectionq- Differing degrees of 1oudness—-or eVen g’_“
o '

“totally subliminal” ‘usicgnmigpt be.examxned for their

. effectiveness.\ Soft music might be tti@d'iﬂ wgitihg-aréas,_forlits

¢ a - X - - 1.
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cdlming effects. Popular songs and folksongs have been used

successfully, especially in group work, to break down communication

PO

-

Ba:riers, and to unlock memories. O0ld school songs and nursery

yﬂes h3 een used with the elderly, fog the same purposes.

. -

/7Counsellors of the termlnally ill, the bereaved the depressed the
. ~£
manic, and other special populatlons, have found music to be a

useful adjuncf.

A partlcularly frultful area of research\mlght lie in the use
s

of ‘yectorxng which has ‘been shown to be effective with such

ol

sped}al populations as the foregoing examples. In this approach,
the background music is first matched t¢ the client's observed

mood, and the selections are then gradually changed, in order to
' . - BN )
shift the client's mood in & desired direction.

e

Background music has been used effectively with relaxation

~

techniques, hypnotic induction, regression, and guided imagery. It

-

- . : ) .
may be useful, therefore, to study its effectivenéks in conjunction

~

‘,w1th systemat1c desens1tizat10n,qwhere its calm1ng, relax1ng,
mgid ralslng, and 1magé;y enhancing progerties, might render the -
’feared stimulus more;readlly ;;croadnatle, or 'more acceptable
Even when visuaiizatiez techniques are not being used #n the

[

pr1vaqy of the eounsellor s officev-when the cllent is phy51cally

ﬁ?
' approachiﬂg the stimulus Lq a publig- place--the musical background

I

can stlll be unobtrusively supp11ed via the ubiquitous "Walkman
The therapist mxght accompany the client 1n the form of dubbed 1n.
wordsgof‘encouragement. This @ethod also lends itself to the use
o . F

x) .

K

s .; ’ oL s . '- o ' ' *
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©» of subliminal instructions to the client, without any onious i

-.disturbance to the music. It has been claimed that supermarkets,
using subliminak af}irmations of hongsty, along with Muzak, have
noted significant reductiogs in the number of)théf}s. It is
possiﬂle that subliminal procedures may be’morg effective, overall,

than the usual direct counselling approach. Some-researcpéfé claim

success with the use of subliminal techniques in the areas of

%

- .
weight loss and athletic performance. Although, in these studies,
the stimuli were visually presented--auditory stimuli-#in

4 ' s . .
conjunction with particular pusical selections, might be even more

. effective.

It is possible that music, which is particularly stimulating
to the right ﬁémisﬁhere, might thereby stimulate creative thought

in the client. Again, different kinds of music might be compared

13

as- regards creativity scores. If creativity can, indeed, be so

o

H -

. ) .8 .
stimulated, then such music would ‘be invaluable in the counselling

of depressed and suicidal clients--who generally cannot éenerate

o,

Sy

'altefnétivg solutions to their problems--and in career counsélling,

especially when interest.inventories and aptitude tests are of

.

v

‘Iittlg help. . : : ' . S

S If, as‘hhs'pften beeh.suggested, »llness--even terminal

illness--is the result of mental ""dis-ease", or is an inappropriate

/ solution ﬁo a prqblem, then zusic, which stimulates Crgativity,» .
* might provide theslisfbner with solutions which are less
devastating. It is therefdre possible that music may be used to

e

4 K

e

4

o
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. . .

o

help preventr jllness. Perhaps:music can, in a tery shog;!;ime;'
_build that 'bridge fo the.unéonscious" which TM devotees so-
painstakingly construct. Perhaps the-"god", to whom we pra&,
reéfiy resides withig, and perhaps he (or she) is more accessible
thai®we think. .Perhaps we should look more closely at‘the early

Greek and Arab civilizations.

]

Music is a moral law. It gives a soul to ti’xe universe,
wings to the mind, flight~te the imagination, a®charm to
sadness, gaiety and life to everything. It is the
essence of order, and leads to all that is good, just,
and beautiful, of which it is the invisible, but
nevertheless, dazzling, pas&bnate, -afid eternal form
(Plato, cited in Shapiro, 1978, p.237).

(4

LY
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APPENDIX A

Music List (Slow Music)

Bach, J. S.
Largo from the "Goldberg" Vaé§at1ons, BWV 988

Aria (or- Sarabande) to The ldberg" Variations BWV 988
Largo from Variations in th? talian Style BWV 989
Complete Variations for Harpsichdrd

Igor Kipnes - Angel (SB 3796)

'
Largo from Concerto in G Minor for Flute and Strings, BWV 1056

Bach and Telemann Flute Concertos
Jean-Pierre Rampal, Saar Radio Chamber Orchestra - Epic (BC 1321)

Corelli, A. .
Sarabande from Concerto XI, in B flat Major

Preludio from Concerto IX, in G Major
treludio from Concerto X, in C Major ‘
Largo from Concerto VIII, in G Minor . s
Twelve Concerti Grossi Opus 6
Neville Marriner, Academy of Saint- Martxn in-the-Fields - Argo (ZRG

775)

~

Largo from Sonata no. 9 . 2
12 Sonatas Opus-5 (Complete) for Violin, Harpsichord and Contlnuo
Stanley Plummer, Violin; Malcolm Hamilton, Harpsichord;
Jerome. Kessler, Continuo - Everest (LPBR 6163/3)

Handel, G. F.

Largo from Concerto Grosso, Opus 3 no. 1

Largo from Concerto Grosso, Opus 3 no. 2
Twelve Concerti Grossi Opus 6 .
Neville Marriner, Academy of Saint-Martin-in-the- F1e1ds - London
(CSA 2309) - , ‘

Largo from Concerto in F sharp ‘ o
Largo from Concerto in D sharp
Feuerverksmusik und drei Concerti » ‘
~Raymond Leppard English Chamber Orchestra - Ph111ps (6500 369)

Largo froF Concerto Grosso no. 2 in F

Largo from Concerto Grosso no. 4 in A Minor

Largo from Concerto Grosso no. 9 in F o

Largo from Concerto Grosso no. 5 in D - 4
Concertos for Wind and Strings Opus 3 ‘

‘.Neville Marriner, Academy of Sa1nt Martin-in- the-Fields - Argo (ZRG

5400) ° . J\E>
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o

Telemann, G.

2 “
Largo from Concerto im D Major
.. Bach and Telemann Flute Concertos _ ’
. Jean-Pierre Rampal, Saar Radio Chamber Qrchestra - Epic (BC 1321)

’ i+

~
Music List (Lively Music)

This consggted of the faster movements, taken ﬁ&oﬁ”&he foregoing
pieces. h ’ o

U



APPENDIX B
Basic Scale of Depth Self-Exploration
(Truax & Carkhuff, 1967a)
. ~
The following is a 9-point scale attempting to define the
extent to which patients engage in self-exploration, ranging from
no demonstrable intrapersonal exploration te d very high level of
self-probing and exploration. Although this basic scale’ is

intended to be a continuum, corrections should be added to

determine the final assigned scale value.

Stgge 0
- No personally relevant material and no opportunity for it to
be discussed.. Personally relevant material refers to emotionally
‘tinged experiences or feelings, or to feelings or experiences of
significance to the self. fhis would include self-descriptions
that are intended to reveal the self to the tﬁérapist, and
communications of personal ;alues, pérceptions of one's
relationships to others, oﬁé's persqnal‘roie.and self;worth‘in
life, as well as!comﬁhnications‘indicating upsetndss, emotional

\

turméil, .or expressions of more specific feeling§ of anger;

~

"affection, etc,'

Example A:

T So you'll see Mrs. Smith about taking those tests? Have

you gbt ybur slip?

C: Yeah.

103
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T: - As I mentioned earlier, I have to leave a little early
today. (Phone Fings) Hello, yes, this is Dr. Jones. Right, right,
okay,"rjght away. Coodbye. (Hangs up) So then i'll see you next *
Tuésday? | |

C: At ten?

T: Yes, or a little bit after. Okay, I'll ‘see you next
week. .?ﬁsm '
Example B;Eh R s -Z ‘ o 3
T: I am sorr; that I'l1l be gone for ... s;;efal weeks n_ow*—orw
. e s
C: Mmm ... Oh! : .
T: . ﬁaybe over two weeks.
C: Mﬂmk
x;“m‘fCause here 1. just—we just sfart, and then '
- "/C: Mmm.\ |
T: I go\away and ..
WLt Well, it's the holidays coming up—I mean that ... are you "

N

R

Kas

from here?

No, I'm from Utah.

o =

Oh, uh huh ...
T:u So that's wﬁy I'm going on this trib .
" C:' Mmm :.. (Pause) | .
T:  And I'11 be back on Januatylﬁfd e
C;‘ Mmm ... mmm ... ﬂ

- T I'11l be-I can make uﬁwthe time for you.
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C: Mmm ... You know ... it certainly couldn't make any
difference to me if it's in the morning at ... ah ... couple
morning periods.

T: You don't smoke, do you?

C: No, I don't.

T: You don't mind if I smoke, do you?
C: No. I don't ... (Laughs)
Stage 1

The patient actively evades personally relevant material (by
changing the subject, for instance, refusing fo respondhat all,
etc.). Thus, personglly relevant material is not discussed.” The
‘patient does not respond to personally relevant ‘material even when

the therapist speaks of it.

Example A:

T: As though you'ré just feeling kind of down about these

. B

things ... . . Lo

C: Tired. " , .

T: What?

. _ )

C: Tired.

T: -Tired ... kind of worn out?

C: Couldn't sleep last night. (Pause)

*

T: You're just .feeling kind of worn out.

(Client~does not respopd-silence to end of tape.)

Example B: | ‘ B ' -
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C: Dining room? g
T: Hmmm?
“C: You're dialing room? (Pause) That'g why thé operator
always answers wher 1 dial.half around.
T: Is this your dialing room? ° -
C: Sometimes when I'm in the kitchen. Umm, whenever | make

a dial, dialed numbers, it reminds of dinner. What are we having

today, do you know? (Pause) M .

T: Something good? (30-second pause—dialing of
‘telephone—another long pause) It's kind of interesting to make
It

An i
phone calls even when they're not real?

C: (Dialing telephone and tafking at Fhe same time) It

seems like fun. : .

b

T: Not so much fun. #Telephone is dialed 18 times)
. . Y

C: Could‘I.go back ndﬁ?zégfdon't want to do anything 'til

they make me

SO I thin:you can? Umm, I guess you feel this isn't very
‘interestiﬁg, is it? I'm sorry I COuldn't‘do'a better jbb of
h pié?ing a brother-in;law, but I didn't know what kind of guy he is.
C:|. (Mumbles) ‘You,did quite good.
- T: Did I? (Silence to end)
'¥ . Stage 2 -
The patien% does hot voluq}eer per§onailf rengant material

but he does pot‘actually-evadé responding to it when the therapist

Pt

5

L



introduces it to the interpersonal situation.

Example A}

T:

107

I gather it is rather tiresome for you to.wait because

unless somebody else says something you don't know when it'll be,

you'll be out. /
C: Uh huh. I hopeusomeone does something for m; pretty
soon. (Leng silence)
T: There's such a feeling about all.this as if-me, I'm
powerless. I can't d;ya thing.
C: You wait until your doctor tells you can do something
but (Silence)
Example B:

five minutes of silence have preceded this interchange.

T:
somber?
C:

T:

“out. (

Qur time is nearly up. 1 guess you just feel kind of

Yeah, hopeless.
. Hopeless

Everything .

-

Everything's a messy nothing can ... nothing can work

Pause) It's just hopeless (pause) ... feeling might be

going into it or'talking about it. It's hopeless anyway.

C:

T:

Yeah, I ... 'nothing makes sense anymore.
Hmmm?

, '
Nothing makes sense anymore.

Nothing makes sense.

(Laughs)ﬁ
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C: Just don't know
T: Messy, hopeless ... (Mumble) ..."
)
. Stage 3

(¢}

The patient does npt himself volunteer to share personally
relevanf mate;ial with the ther;List, but he responds to personally’
relevant material.introduced by the therapist. He may agree o
disagree with the therapist's remarks and may freely make brief
remarks, but he does not add significant new material.

Example A:

T: And I guess you don't need to, uh, see that doctor at
all. But I'll see him and ask him—if you'd like me to?

C: Yes, 1 would.

T: Okay, I wanted to ask him also about your staffing
becaus; it was scheduled for this Monday and they must have had
some.kind of mix-up again. they didn't have it, did they?

N, .

C: No. Uh uh. They Qidn't call on it. (Silence)

T: Oh, ... a few new faces in the building?

€: Oh, no. They're from ... well, we have one there, two,
is, ‘but there's a couple frpm over here I know.

T: * Um hmm.

C: I got, you know, she came over there.
Example B: _

T: What did you do during tﬂose couple of years?

C:  Nothing. Just étayed home.
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T: Stayed home?

C: Right.

T: That's when you stayed home and looked after your little
sister? \

C: Yes. Except one year I did have a summer job.

A

T: How did that go?/

C: Okay. But it w;; dirty.

T:. Your sister ... how did that go?

C: Not too good.

T: Not too good? You didn't like her?

C: That's right. ‘Yawﬁs)

T: Did you always resent her? Or did it start at a
particular time?

C: Right when she cam ...

T: When she was born?

C: I thin so.

T: Do you have any ideas about that?

(Silence to end)

AStagg 4
Per§9nally relevanﬁ maferial is discussed (v01Untee£ed in part
or in whole). Such volunteér discussion is done (1) in a
mechanical manner (noticeably iacking in-sﬁontaneity or as a
"reporter" or "observer'"); and (2) without demonstration of

emotional feeling. In addition, there is simply discussion without

\ |
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movement by the patient toward further exploring the significance
of meaning of the material or feeling in an effort to uncover
related fég}ings or material. Both the emotional remoteness and
the mechanical manner of the patient make his discussion often

sound rehearsed.

Example A:
C: (Talks in a flat, monotone voice) ... It was hot, too.
T: It was kind of hectic and not too satisfying experience,

I take it?
C: I mean the whole day was a flop. (Nervous laugh) It

started out we were just going' to take a ride. A trip. Take ride

up north. T ... 'cause I knew all the places would be busy, you
know, and with the children it isn't too nice ... and'... so I
Nobody seemed to know where they ... where they wanted to go ... I

mean it wasn't too well planned in the first place. Thought we'd
just get out for a while and drive and stop off if we'saw something
we wdﬁid like to see. And then he said the night before we weren't
géing to go, 'cause they were acting up some ... and they\weré
crying over that. Because one was trying to boss the other.
(Laughs nervously) And then on the way up, we stopped every few
miles and looked at a map. (Said slowly, with a tired and resigned
tone of voice) i; wés I § Q?n't know ... it_was ... Itrwagn't
nice.

T: Is it kind of discouraging to see the same darned old

.patter of ...?
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~ L]

It was the same all over again ... (long pause) ... it ..

D g < ’
‘.
in was ... Cot a good start anyway. - -

g;‘T You hed a good start. (Following told in a dry monotone
g

2 g
voxcekgﬁ:dxd quite a bit of work Monday night. And Sunday nigh% I

made a dinner and was® doing dishes at 9:30 that night so we could

go and get a go%d sfart “and all. It was hot that nigh% and the

x

kids didn't want to settle down. I tried to get them to settle
- - -

"

down and maybé I got kind %f'nasty to them. Then he told me,

“y
-4 " 1

4"Wé11; we're not going to gd tomorgow. We‘re going to say home cr
gét up late .. ." I d1dn t know what’ 1t was all -about and Just
didn't’ do much., I stayed in the bedroom. I couldn*g quxei them

down. And they were so, excited. [t was late enough. It was lg

o'clock or something like that. Ten-thirty, I think it was. He
had worked from about! 4 o'clock, no, 5o0'clock, to about 9 o'clock.

'No 8 o'clock.  We didn't get there until quarter to nine.

" Example B: , ’ >
C: ~Yeah ... and let's s¢e, what else did we d{) lﬂek‘end?

g

Wexwent‘to 166k at somé new houses. ‘The landlord said th;ffwe may °
‘not haVe’td move. .Sut my husband is going to talk to him again
lthi% week and then we'll know more ...
: T: Un hum. |
‘ é: So.
T: '.You‘m;y nbt‘have to go through.that} hﬁh?

C: Yes, may not have to go through that.

‘pT: Yes, um hum
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C: -When we go through some houseg that you cén buy w}thout a
down éaymeﬁt—just closing costs. But tﬁgy're.so expensive, but at
‘1easﬁ ié's something and my husband sort of would like to guy one
of those.

3

T: Hmm, at Leést that's possible.

s

-

C"  Yes.”
T: That situation doesn't seem as much of "a prdblem as it
o
did regently.
C: No. not as much of a problem. (Voices flat and tra;ling

[

T:" Still unsettled but é

(Pause) If we have to move we jgst have to move tﬁat's
all. We, we migﬁt buy a play without a doyn payment

T: If you have to

C: “yes, My husband wants to anywéy, so we might ... I.don't

know yet. (Pause)

»

T: I can't get how that feels to you ... would that be fun
or are you a little concern?

C:  What'

, ‘ oo :

T: Buying a house.

! )

i . a

C: Well, in a way that'd be nice. You know it would be a

v

new house ... . .

'
-

- “T: Yes.
;- C:  But the grouble is that want so much money for them.

T:  Hmm.
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-

C: 1 tﬁink you would pay a little bit more that way that it
was actually worth if you were to get if

T: Yes, you dq. yés you do ...

C: Without a down payment. (Long pause)
T: Our time is _up?
C: Is it up? Well, I'd better go now.

T: 1'l1l see you ...7?

C: Tuesday.

Stage 5
This stage is similar to Stage 4 except that the material is
discussed either with feeling indicating emotional proximity or

TN
with spontaneity, but not both. (Voice quality is the main cue.)

Example A:

C: He's the only close relative I have. But he's wrapped up
in his own family up there ... and he doesn't seem to ... to
realize that this house is the type ... it's dear to me ... I don't
want to sell it, it ... I really'don"t. |

T: but he wants to sell it.

C: ..;vHe waéts to sell it. He's eager to get rid of it
because it's not worth keeping ... to him, because he has his own
home. But this is all fhe‘home that I have. (Pausé) But of
course, he'i;.perfectly willing to sgll it for as much modey,as he
can get, and on that score he'doespft give @é any troublé. He. |

doesn't want -a sacrifice sale as my guardian seems to want ...



T: That's one oi the few things that you have to look

forward to ... and going back to it

C: ‘e Going back there is one of the ... I know I can't
live there alone ... one of the few things I have to look forward
to. I know I can't live there alone as soon as [ leave the

hospital because I don't have the money to keep it up. But given a
few years, I coﬁld. And I was hopeful that, if I could get a jab,
then perhaps I could get a mortgage on the house and pay off my
hospital bill because ... You see that's the whole catch, is the
what do they call it ... the collections board or what is that?
Bureau or board or something of Collections and Deportations.

T: I don't know

C: ... Here is Footville, wants the house sold so 1 can pay
my hospital bill. But if they sell .it for the ridiculously low

- price that it's listed at, it won't even pay my hospital bill.
, pay my

T: Yes.
. . C: That, to me, seems stupid. I mean it, it would seem to
me ... -that since they can't get the full amount of my hospital

’

bill out of it, by selling it at the list price they would be

it would be better not to force sale Qf itAand apply the rent ;hat
we get on my hospital bill. Or, at least my share of the rent

But they.don't seem to-figure that that's'f.s‘oh. I don't know. I
" give up.

T:  Yes ... it's a rather narrow way that they look at' it

very cold and inhuman-like. E @
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C: I don't know.

T: I think it would make me pretty darn mad if they tried to
take my house away from me. Especially one that ... leived in for
a long time and was really a part of me.

C: (Groans softly)

Example B:

T: Part of what it says to me is:‘”Boy, I had a wonderful
time this weekend, and I found that my home was getting pﬁt'
together again, that I don't have to worry about my mother C;Ling
my son. My husband is doing something éood, and when I do get ouE
of here, at leasgﬂi have something to look forward to now."

C: That's right. I mean, no matter what, what you said now,

"I mean I didn't let it, let it bother—;e, it being that like my
siste; was quite ill and expecting another baby. I think she has
aboutvfive or 'six child;en now, I mean, my mother said,uweli, she
had a seven or eight hundred dollar doctor bfll. She was just
just, it's just the insinuatign.that ... the ... uh ...wthey could
afford it, and I couldn't and I belonged here is ... and didn't
have the money financiallyhto do, uh, to do what, whatluh ... the
rest of my family, with their big homes and that, can do. 'C;use
we're in no_posiﬁion and never did have our, buf own home, and
uh ... but it didn't bother ﬁe,.being'that my husband was home now
and able to take some feséonsibility. And,'if he wouldn't haQe

went and taken this job, coast-to-coast®on the road there, I know I

never would have been back in here again. )



T: Mmm .

C: 'Cause, uh, then my son was out there more than he was
home and my, my mother wanted me to go back already. [ mean, I
wasn't home a month, and she said, "I think you ought to, uh ...
take her back in there again." and uh, in ... back to, again. So,
uh ... tﬁdt's just* ... so now I, it doesn't, it ddesn't both me
though, because 1 know now she wouldn't be able to take them and,
and to keep them,out there. I mean and, that they couldn't commit
me now, if my husband doesn't, uh ... kno;s, uh ... that ... uh
there's nothing wrong with me. \
- T: Mmm ... before you had a feeling ever;body was working to
get you in here. .

C: They were. My relatives, I mean, they, they, they seemed

to think all the while there was something w;ong with me.

A
T: And now you have kind of proof that, at least your

\

A

husband and probably your children, are on your\side.
N A
C: Hmm ... (Pause) ... Well, I was ... thére was never

enough money ... my husband worked in a quarry at Xhat time, too,
and Billy was a’baby, and I never was in the hospital to have
eithef one ofixhém, and % had to depend on my mother for that.
Now, I went home to have both of them, the second time he was in
‘the army.’ | And- uh ... and then, well, he left me, and he went'tom‘

And, uéz?.

join the akmy. And it was fifteen, fifteen years ago.
it seemed he) always ... when they had to, someone-does something

like‘thatgfor you, you always have to be;undef obligation to
/
J



someone. And i mean, they want to do something then like they

she wanted my son in there then ... the youngest one, because she

took care of him from the time he was a baby and spoiled him. And,

;h ... I was always afraid someday that when he would grow up, that
well that's just what did happen. And I guess I worried a

little bit too much about it. And now, well, now I have the

feeling that it ... that, uh ... things'll be, be different.

s

'Cause he's first anyway, my husband ... to, to, to ... take the

resp?nsibility that no one else could have, because the one that's
L

nineteen, well, he's on his own with his own job and that, and

nobody would both him anymore.., So, he doesn't get into any

trouble. Sometimes too much money isn't good either, for boys of

that age. ?

T: So, almost as long as you've had Billy, you've always
been afraid that somebody would want to take him away from you?
Your mother?

C: yeah ... the youngest one ... not the oldest one. The

youngest one.

T:  Yeah.

C: Well, I'had, I had to go home~zhaf time bhecause I ... he
left me i}ready and,:early ip wintérl énd he—w&s born first in
September, and I ﬁad to depend.on my relatives that wﬁole summer
for something to eat. fAﬁd, @h ... then, thén I had to go to my

mother's ... there was no place ... I live in a small apartment..
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iAnd, uh ... there

Stage ©

In Stage 6 the level of Stage 4 is achieved again, with the
additional fact that the personally relevant material is discussed
with both spontaneity and feeling. There is clear indication that
the patient is speaking with feeling, and his communication is
laden with emotiqn.

Example A:

C: (Speaks with trembling voice throughout interview, almost
alw;ys on the- verge of sobbing, and in instances, does weep.) Do
you have a match, or don't you use them?

T: Yes, I have ape

C: (Lights cigaregte) Thank you.

.

T: You're welcome. .

C: (Pause) ... Like I said, you can't go back to 1iving
like that. (Pause) I've said, aﬁd even if hé said he wouldn't do
_those things/again; I'd still ... I mean I just can't trust him
anymore.- (Voice becomes very ﬁhiﬁ). I know ik'd'be that way. Not

because I want to go back again. 1It'd be on account of the

children. I don't want to come home. (Long pause) So there he's

& %

égain uSing it. Now it's my fault. I don't want to go home so
~they think I don't want to come to them, back to them. (Crying)
"t

See

T: Yes
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C: And since

T: (Very quietly) Seems like everything gets twisted the
wrong way so that you come out the goat.

C: 1 really felt bad last week. I've been taking the kids
up to my folks. See? And I said; I told them, why I can't go back
with him and like that. I said, "He'd do the same things all over
again." And they said. 'Oh, you don't want to come home with us.
You don't love us. You dqa't w;nt to be with us."” You know? Like
that. I try to explain to them. (Very upset) 1It's so hard and
you hate to get them upset again. 1 mean, they've been‘upset so
much already. (Long pause) 1 don't know what to do.

T: At times it must.seem impossible that you could be so
complétely misunderstood, doesn't it, as if no one can see this
thing the way it looks to you?

C: (Weeping) ... So there again he's using it.

Example B: '

C: Dr. Smith showed me exactly how they do this. I was
workgng at ... at that time.

T: Um hmm.

C: But it sure ... God! I mever saw a fella, I never .saw a
child, change so much from a ... well, I had a picture of him
‘before and after. I just never éaw cen h; wag just ... (Paﬁse,
* groping for words)
| e
T: - Very striking, I guess.

.C: Huh?



T: It must have been very striking.
C: Oh boy! (Nervous laughter) It was, UE; it was, uh, well

I just ... never you just don't believe it. hat's ali,

~
because people just don't ... well you saw pictures-of malnutrition
and |

T: Um hmm, yes.

C: He was just bone. And his stomach all puffed and the
should ..: that's just exactly the way he lookéd. His .legs was
about, uh, as that (demonstrates how large) that Lig around. He
walked around and never said hardly anythingi Course you.couldn’t
blame him, posr.kid. Sitting' up here with gas preésirq on his
diaphragm. It's a wonder he could breathe. And just like that
(snaps fingers) you see a person get an operation ... and then all
of, a sudden he"s straight as well, just as tall and straight as you
or I. (Voice cracks with emotion) Can't help but appreciate the
people who develop those things,‘take the time to develop those
things. And that, that; that, well, that ... that was ... well,
I'11 tellhyéu, I'm kiﬁd of a calloused individual but I sure was
grateful for that. There's no geéting around that. H'ﬁéed to.

worry about that little fella. I guess I worried more about him

°
than his mother. ’

T: Uh hmm, hum. .
C: He'll go along now. He's strong. Boy, he's strong.

“Before he wasn't very strong, but now ... just'as strong as they

come now. The other, I got a girl, she's got a crossed eye. She



wears glasses. That'l]l straighten itself out. Outside of that,

they haven't any ailments outside of childhood meanness.

Stage 7

Tentative probing toward intrapersonal exploration. There is
an inward probing to discover feelings or experiences anew. The
patient is searching for discovery of new feelings which he
struggles to reaci: and hold on to. The individual may speak with
many private distinctions or with "personal” meanings to common
words. he may recognize the value of this self-exploration but it
must be clear that he is trying to explore himself and his world

actively even though at the moment he does so perhaps fearfully and
-

tentatively.

Example A:

C: What ... do you think this about, what would anybody get

out of Ehis?

T: ° Hmm. Nothuitg sure what you're asking.

C: This kind of therapy?

T: Hmm. You mean, '"What is there in it for me?"

C: wﬁat could, could anybody get out of it? i

T:  Uh hmm. Wéll,,saying, "Right now, I don't ;eall& feel I
am gefting anything." |

C:. Well, I guéss I haven't been in it-loﬁg enough.’

- /

T: ‘fUh hmm. Well, anyway, is it uh, "Few times we have

talkéd, I don't really feel I've gotten much out of it?"
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C: Unm, I ain't got nothing.

-
"

. .
T: Uh hmm. "Am I just going to go on this way or when do
you, gonna get. anything. It's just pretty useless, pretty

hopeless."

C: Seem to be hopeless. )

T: Uh humm. Doesn't seem to, do anything or help really at
all. !

C: And T don't think this hospital every done me any good
yet. 'Cause I think I got worse since I been here.'

T: "1 felt really worse. I guess especially since I had

read last night about this other fellow."

C: Oh, I've always thought that.

T: Um “hmm.

C: Guess that was a couple of #eks ago. I haven't gotten
any bétter. |

T: .Hmm.

C: I'm ... I just don't care for anything now.

-T: Not much interested in anything. Don't care what happeds
or ... doesn't happen.

«

C: Don't care if I live today or die tomorrow.

T: Nothing really has any meaning or pu?pose. (Pause)
C: Seems funny thét ... the whole world seems all funny.
T: Sort of distant or ... ‘

C: Don't ever seem like i£'s real. .

T: Uh humm. Sort of like seeing a movie or what? -
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» C: No, ?f ain't like seeing a movie. You know it's real but
you don't fge}'it. -
T: Un hmm. "I know this is all there is, that this is, this
is really real, but it don't seem that way."
C: Seems so.crazy. (Laughs)
T: Umm. Logically it doesn't make sense but it sure seems
that way. - i
C: Don't make no sense to me. I don't feel like, like one

|

~a

person’'s got, uh, like he should say, "You get in here and spend
the rest of your life in prison.” I don't see how he can judge

another person like that.

T: Uh hmm. How can one person make Lhi§ decision?
Example B: v °

C: (Coughs) There are a lot of things-that, that hurt. Yet
I know I shouldn't ... let them bother me because some way they

seem foolish, but in other ways they carry a great deal of weight.
(Pause)

T: Um hmm. You know that there's an irrational part of it,
but knowirg that! doesn't prevent you from feeling that.

€: No. Nor does it stop me from undergoing.the compulsions.
(Pause) i

T: Th;t was an example,‘and even talking about it ...

C: It just makes my heart beat fast. I just feel myself

going up.

T: Were you ever afraid that you might do something like



that? Try and recall

C: Well,ljust the thought of it frightens me ... so much.
It's like the, I think [ told vou one time, it's like playingwa
game, ohly you don't want to play it. That every thbught would
,come into your mind ... successively each time. Then there's a
Counterpart; [ mean you can, you can't have any good feelings
without having bad )

T: ... without having bad feelings.

C: And then

T: ... then héve the reverse of that, is if yoy have a bad
feeling. You try to think SSmething good, or you try to do
something that gets rid of the bad.

C: Well, I, I never get that far. About the best I get is

the bad feeling and then I have to undergo my washing, or (Pause)

T: Um hmm, 3
C: Dr. Smith told me one time cee 1 don't believe it
that it was due to the ... the church ... the ceremonies, involved

the Catholic churcg. No I, I ... :
T: Who's br. Smith?
C: He was down to the Céunty.
T: Umm.
C: And, uh, that seems kind of (Pause) ... I thihk he was a

little bit queer, I don't know. ‘ ' '

T: ' It doesn't seem to make-sense to ou'that art of it, or
f - y p

A
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whatever it was that he meant by that. -
C: Oh, he told me another one too. that people (clears
2
.. throat), that unconsciously try to keep from giving out to a
doétor, you know, that sounds like a psychiatrist, generally have
constipdtion, and those people that, uh, give out pretty freely,

have good running bowels or loose bowels. Now that, hah, does that

make any sense to you? Is there

T: The important thing is that it didn't make any sense to
" you. ' )

&\\ ) s )

of No it didn't. Just the same as

T: Or at least that didn't giVve you an answer to clue for

ah, what going on around here, impulse.
i G That's right. But he, as I say, said it was again the
- church, the,<;he ceremonies, and all that, ah, you know how a
‘Catholic Chufzg“3b§rates.

T:- Umm. (Pause) ' ‘ Jiae V) ad

"

C: Oh, there's been some lulus. Dr. Jones said he thought

,it due ... to my marrying against my father's wishes. That didn't
strike a responding cord either. (o

T Yes, a lot of peoplé have suggeséed a lot of.différént

.f;hings"?%t,you;fé nevef hit upon ahything yourself ﬁhat makes
sense to §dﬁ;, ' ' Lo o 5

C: . Np;lI haven't t;:fexcept for the lést’couple Qf timéé in

here t;f#in'.tp you,'I.dén't know if it's helped,bmayge SOme.uxy

.T;‘ ‘Yah;‘i bérféinly geﬁ t;is feeiing,bthét you're getting

- v




close to some things. . : "
C: Well, I sure hope so.
T: You're kind of ah, graspfng at some things. .You'haven't
quite got them yet, but you're close.
C: If T could get the beginﬁing of it, I think it would help
a greatvdeal.
T: It's though that there's something there that's Qgen

forgetten, or ... ' .

' Stage 8
Active intrapersonal exploration. The patient is following a
"connected" chain of thoughts in focusing upon himself and actively
exploring himself. He may be discoveri;g new feelings, new aspects
of himself. He is actively exploring his feelings, his values, his
perception of otﬁers, his relationships, his fears, his turmoil,

. &
and his life-choices.

Example A:

C: (She is relating experiences in Germany during World War

II) ‘I don't wantvtb_éxaggerate‘but, why, you could have killed for

.

some things! And the pendulum was always swinging. You never

knew. You'd steal carrots to eat because you were always so

- dreadfully hungfy. .There was no clothing; no fuel ... and the cold

... (Voice soft,.refiects a great dgal of cohcgntration) They had
they always announced the dead, those who had been killed in

. ° R . . .
the war. .And one aiwaxs went and read the. lists. r1 don't recall

>
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-
exhctly where they were ... (Pause) It was conducive to think that
life was

T: Unendurable, and getting used to the, that way of living.
C: Yes, yes, uh hum, I had no ... 1 was not ... I have a

very close girlfriend who shared my things but I was not kind and
tender with-my brothers. I remember one thing,that really shames
me still. I was to watch out for them, and my younger brother fell
and bruised his head one.day,,and I jhst pulled his cap over that.
Really, really, but ... but my excuse I think I can say was that
nobody ever ﬁrgated me lovingly. At least I thi#k that.

T: It was a hard life and you have to be hard.‘ Thiﬁ;&-&aﬁ
you knéw.

C: I think I was harder than’I really had to be but I was
just, ah, hard

T: = Because you hadn't been tauéhéito be soft and 16Ving.

C: Yes, ah, yes. I don't know whether you teach Someboﬁﬁlto‘
be, to be ... do you?

T: Well, you haven't experienced it?

C: I feel that way now, toward my family, my husband and

.
i

children ... I can ... love them.

Example B:
C: I think, ah, ah, I think you are probably right and, and,

- and, I wouldn't believe it. But I have the results and I owe the

results to you. (Pauses, makes a series of tentative starts, then’

continues) Some;imes'it may, must be a process of getting better

@ [



that you make out of something that you hear, like—like an attack
that galvanizes you into action, because in the end that is wh;Q I
must do myself and I, and ah, ah ... I know the tender subtleties
that are involved and I know the immense vulnerability of any
person. I didn't think I could hurt as much and I didn‘t think
that could be, ah ... take the bit of others as well as their bark.
I talked to my husband yesterday about mother's death. It was very
lonely and very stupid in a boorly run hospital on a Sunday
afternoon where they just sort of gave her no care at all and 1,1
said to my husband how terrible, how terrible that was and he

’
pointed out rather patiently to me; he said, "Well, your brother
brought her there in the afternoon ;nd ﬁhen she died four or five

L}

And that nobody was there was unfortunate but
\

\

basically somebody was thére, and, and, and my brother and my

hours later.'

sister-in-law were as concern as you would have been, only then
were told there was no ... danger at all, and so, in the meantime,
my mother had died. And I found myself so gratefu}ly holding on to

this explanation. Why I am udeble to find the‘posiiive

explanation, I don't know,, but I am constantly unable to loak at
. . 4 . b

\

the positive side. . yet I think \I can learn it ... (pause) .
certainly if meaninglessness doesn't do it then I think willingness

will do it. And, and, I thought, ‘ thought now here he knows I
" have a problem and we not'oqu‘talkiabout

: v : \ S ‘
T: I think I was trying to say to you .something about this
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C: And don't you think I can flnd out? 1 mean beyond the
words are ... is ... this universe where
\
T: Yes,
2
Stage 9

Stage 9 is an extension of the scale to be used in those rare
moments when the patient is deeply exploring and being himself, or
in those rare moments when he achieves a significant new perceptual

‘base for his view of himself or the world. A rating at this stage

is to be used at the judge's discretion.

Corrections

The following corrections should be applied to each basic
rating where appropriate.

A. If ;»therapist is doing'the talking but is speaking'for
‘the patient (i.e., depth reéflection) and the patient is "with" him,

)
then give the segment the rating based on the way the therapist is
talking and subtract one full stage.

B. If a'segmeﬁt fits a giveﬁ stage but does not clearly
include all -elements of the preceding lower stages (for example,
Stage 7 lécking spéﬁtaneity), then subtrac;ione-half stage for ea;h
mjssing element. - | | |
éh Addvﬁnefhalf stage.for "persopally Q;ivate"’materialng

"Personally private" material is any communication which thereby

makes the individual more vulnerable. It may be iﬂformation given

.



130

that could be thrown back at the patient by a hostile person in a
very hurtful way. It thus has the potential of Being personally
damaging material.

D. Add ©ne full stage for discussion of "personally damning"
material. This is material that would be.revealed only in a safe,
accepting, ;nd nonthreatening close relationship. Said in any
other context it would hold the threat that the other person could
"throw it in his face,' which might be cat%strophically damaging.
It would almost invar{;bly involve the patient's making a ''damaging
admission'" about personal weaknesses, failures, or 'terrible"

things that he has thought, felt, said, or done.



