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Abstract

Thls manuscript examines the effects of parental
divorce on chlldren and reviews existing treatment
Interventions with thls cllent population. Documented
treatment programs report very |limlted use of the
expressive arts theraples. In partlcular, the absence of
the use of music therapy techniques ls noted. An
Instructional guide that provides an Introductlion to
music therapy and flve music therapy session plans Is
developed for use by psychotheraplsts treating chlldren
of parental dlvorce. The gulde |s evaluated by 20
psychotherapists. The evaluators rate the Instructlonal
gulde to be a valuable resource and express Interest In

implementing the technliques presented.
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CHAPTER ONE
Introduction

The current pervasiveness of diverce in our society
has resulted In efforts to understand the psychological
ana emotional repercussions of parental divorce on
children., The developmern: of expertise In this area has
been accompanied by efforts to design effective
intervention strategies for this client population.

The fcllowing manuscript outlines the significant
effects of parental divorce on children and examlines the
treatment interventions that have been formulated. This
examination indicates that the use of the expressive arts
therapies in existing documented treatment programs is
limlted. Due to the effectiveness of these theraples with
chilaren, increased use ¢of these techniques may result in
improved treatment Interventions.

In particular, the use of music therapy technigues
In group Intervention with children of divorce is not
documented. A review of the field of music therapy anc
the research valldating [ts therapeutic effectiveness
Indicates that certain music therapy technigues may be of
value in addressing the therapeutic [ssues of children of

parental divorce. Unfortunately, It is possible that



psychotherapists who are not trained music therapists may
remaln largely unfamillar with these techniques. Yet,
professionals treating children of divorce may be able to
improve their interventions through the incorporation of
music therapy methods which have been demonstrated to
promote psychotherapeutic gains.

This overview suggests the need for the development
of an instructional guide designed to provide the
following: (a) an introductory overview of available
music therapy techniques, and (b) a series of detailed
music therapy actlivitlies specifically designed for use by
the trained professional treating children of parental
divorce. An instructional guide was developed, based
upon the following premises: (a) Professlionals treating
this client population are seeking new techniques that
may ald their work, (b) professional psychotheraplsts who
are not trained music therapists may be instructed in the
use of music therapy techniques through a guide, and (c)
information presented in the guice will provide the basis
for professionals to formulate additional original music

therapy interventions for use with children of divorce.



CHAPTER TWO: LITERATURE REIVIEW

The Effects of Parental Divorce cor Chilaren

The rate of divorce in the Unitec States has
consistently risen in recent years. Acccrding to the
United States Bureau of Census, fifty percent of all
marriages end in divorce; approximately one out of every
three children is subjected to the range of physical and
psvchologaical changes which accompany pzrental divorce
(Bureau of Census, 1987). ProJections cased on these
gzta show that by the mig-1990's, divorce will have
impacted one out of every two children (Glick, 1979).
Ewareness of the Increasing pervasiveness of divorce in
our society has resulted in an effort tc identify its
effects upon the emotional, soclal anc cognitive
development of chllidren. Research anc growing clinical
experlience in this field indicate that children of
parental divorce are faced with the rescliution of
gdifficult emotional issues (Wallerstein & Kelly, 1980).

Concerns of Children

Judith Wallerstein (1983), a leza.ng researcher in
the study of the effects of parental civorce on children,
maintains that such children are facec with the mastery

cf six Interrelateg hierarchical copinc tasks. This



process appears to aad significantly to the ncrmal

challences of growing up. The six tasks ar
(a) acxknowledging the reallty of the maritzs! rupture,
(b’ aisengaging from parental confllct anc c.siress anc
resuming customary pursuits, (¢) resolutlon cf loss, (a)
resolving anger and self-blame, (e) accepting the
permanence of the divorce, ana (f) achievingc realistic
hope regzrding relationships (Wallerstein, 19833,
Eawzrd Teyber (1985) outlines three primary
categories of concerns of chlldren of all ages who dea!
with parental separatlon and/or divorce. The: are
(a) separation anxlieties, (b) reunlfication fzntasies,
and (c> responsibility and blame.

Separation Anxieties

Acccrding to Teyber (1983), the greatest zonflict
which is created by marital separation is the fear of
losing poth parents. This fear is based upor 2 very real
experience. Often, chlldren of divorce see cone parent
suddenly pack and leave the home without warning.
Following such & departure, the parent s of:ie: seen on
an Infreguent and irregular basis. Childrern realize that
they can pe left, and wonder what is to stoc tne

remalnlne parent from leaving as well. Under normal



clrcumstances, it is common for children up to eight or

nine years of age to fear abanconment. Parental divecrce
serves to Intensify these fears of abanacnment and ics
as children experience their worst fears actually
becoming a rea!ity.

Abandonmen: fears and separation anxieties resu.:
from (a) chllcren’s unsophisticated concept of time anc
undevelopega thinxing apllity, and (b) the intensity c¢?
children’s emctional! and psychological dependence upcr
parents. Chilaren experlence the worla more in the
present moment; they have not yet developed the capzc.ty
to project themselves into the future with the same
assurance that acults have developed. Thus, children zre
less sure about the stability of people and relationsnips

with people over time. Children achieve "obJect

n
A

constancy," the realization that a person or object
exists, even though It is not within sight, to some
degree by the age of three. However, the emotional
confllict which is involvea with parental divorce can
serve to create stress which leads to regression in this
arez (Teyber, 1985).

Children express thelr fear of abandonment by

exhibiting difficulty with normally nonproblematic



partings, such as leaving for schoeo!, going to bed, etc.

Rccording to Teyber ([9BZ), separation anxletles [n
chilidren can be prevented to some extent if parents are
able to communicate the following clearly to them:

(a) what to expect in acvance, (b) an understandable
explanation for the civeorce, and (c) reassurance of the
permanent and continuing nature of the reletionship with
both parents.

Reuniflcatlion Fantasies

Even if conditions have not been pleasant during the
marriage, children long for the safety of the old famlly
structure simply because [t is familiar. They may use
reunification fantasies to ward off severe feellings of
sadness and loss at the ending of the intact family.
Denial is a normal defense mechanism which allows
chlldren to graaually reallze and accept the new,
frightening situation at a rate which is safe and
comfortable for them. However, In some cases, chlldren
continue to use denlal to aveid thelr true feellings.
Long term use of reunification fantasies can lead teo
depression and other pehavioral problems.

One particular dlifficulty arises for children whe

have been allowed to come between thelr parents durlng



the marriage. They often fee. that they are responsible

for the divorce, and therefore, for bringing their
parents back tocgether, They mzy attempt to unite the
parents as a team again by becoming a problem: they may
steal, flght, fall at schoel, etc. The problem, of
course, is Intensifleg |[f cne or both parents encourage
the reunification fantasies in some manner.
Reunification fantasies are most effectively dezalt with
if parents explain the following facts clearly: (a) the
decislon to divorce is final: there is nothing that the
child can do toc change It, (o’ there Is no possibllity
that the parents will reunite or remarry in the future,
and (c) the decision to divorce is strictly an acult
decision. It is heipful to ch.ldren to emphasize the
poundary between parents anc children, differentiating
petween matters that concern only adults (buying a house,
car, etc.) and matters that concern children (buyling
pets, choosing chores, etc.!) (Teyber, 1985).

Responsibility and Blame

Most chlldren are flrmly convinced that they are to
blame for the dlvorce. Some feel that the divorce
happened because they did not mind, because they fought

with their siblings, etc, Tevoer (1985} stresses the



need for parents tc repeatedly reassure and explaln to

children that they dia not cause the aivorce.

Chlldren are "egocentric" In their thinking. Young
children experlience themselves as the center of the
universe; they experlence that the world revolves around
them. Because of their emotional anc Intellectual
immaturlty, they are unable to understand that thlnags
happen, that people make decisions wrn.ch are not basec
upon them. Children do not have a c.ear understanding of
the relationshlip of cause and effect. They experience
everything that happens in the worlc as happening
specifically to them or as having beern caused by them.

As children grow into pre-school ang early school years,
thls egocentric way of perceiving the world gradually
matures into the abllity to better ungerstand the
separateness of others and the nature of cause and effect
relatlonships. However, all children, untll early
adulthood, tend to continue to view themselves to some
extent as the cause of events which cccur in the vorld
around them (Teyber, 19BE).

Because children do not understand cause and effect,
and also cannot ciearly differentiate between fantasy and

reality, they encage in "maglcal thin<ing." They assume



that their own thoughts, wishes, and desires have
actually caused things to happen in the worid. For
example, children who at some point were angry at their
fathers, and wished that they would go away or even die,
might conclude that their wish actually caused their
fathers to leave at the time of parental separation.
Occasiconally, this problem is further complicated by a
parent who will actually tell children that they were the
cause of parental separation (Teyber, 1985).

Age-Specific Reactions of Children to Divorce

Three to Five Year Olds

According to traditional psychoanalytic theory,
children in this age group experience what is called the
"Oeaipus conflict." Children become aware of their own
sexual feelings, which they focus upon the parent of the
opposite sex, longing to possess this parent exclusively.
They often wish that the parent of the same sex could be
eliminated in some way. The children are caught between
their attachment to the opposite-sex parent and their
fear of the anger of the same-sex parent. Eventually,
the child resolves the conflict by identifying with the
same-sex parent, and giving up the desire for the other

parent (which surfaces again in adolescence).




Given that magical thinking is such a predominant
force for children of this age, one can understand how
they are more likely to feel responsible for their
parent’s separation and divorce. They imagine themselves
and their feelings during the Oedipal stage as part of a
love triangle causing the marriage to end. Some mothers
further buraen their young sons by referring to them as
the "man of the house" now that the father has gone
(Teyber, 19835).

In the book Surviving the Breakup (Wallerstein &

Kelly, 1980), the reactions of children in this age group
are outlinec:

I. Fear. These children seemed frightened,
bewlidered and sad. They experlenced separation
anxieties in the form of night waking, crying,
fear of school.

2. Regression. They returned to the use of
security blankets and toys. Lapses in toiiet
training and increased masturbatory behavior
were noted.

3. Macapbre fantasy. They relied on fantasy to
explain events, especially If they had not

received explanations. They fantasized being

10



left hungry by parents.

Bewilderment. They tried anxiously to

comprehend the present and future dimensions of
their relationships with both parents.

Replaceability. They Imagined that the departed

parent rejected them, and left in search of a
new family.

Fantasy denial. Girls especially used fantasies

containing the theme of having been loved the
best by their fathers. Boys found it harder to
deny their father’s absence. Boys and girls
were equally committed to fantasies of
reunification.

Disruption in play. They exhibited less

pleasure in play; they constructed unsafe worlds
"populated by hungry, assaultive animals."
(p., 61)

Emotional neediness. They demonstrated a hunger

for affection, physical contact, nurturance and
protection.
Mastery. They attempted to reestablish order in

their lives through their play.
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Six to Eight Year Olds

Children in this age group are better able to
understand the meaning of divorce and its Implications
for them specifically. They are very much involved,
emotionally and intellectually, in making the transition
from the home and family to the community (school and
playground). The rupture in the family caused by divorce
may pose a real threat to the newly acquired gains in
independence these children have achieved. Wallerstein
and Kelly (1980) noted the following primary responses to
divorce In this age group:

1. Grief. The most obvious response was a
pervasive feeling of sadness evidenced by much
crying, sobbing, etc. They had difficulty
obtaining relief from their sorrow; they did not
use fantasy to deny the separation and loss.

2. Fear. These children feared being left without

a family, or being sent to live with strangers.

3. Feellnas of deprivatlon. They feared belng

deprived of food and toys.

4. Yearning for the departed parent. This was

especially true for boys whose fathers had left.

This is a difficult situation for a boy with



newly resolved Oedipal conflicts, who finds

himself alone with his mother.

S. Inhibition of aggression at father. These

children were not negative toward their departed
fathers immediately following the separation.

6. Anger at custodial mother. They expressed anger

directed at the custodial mother either for
causing the divorce or for driving the father
away.

7. Fantasles of reconciliation. Fantasies that

parents would reconcile or remarry were common
and enduring.

8. Confllcts In loyalty. They remalned faithful to

both parents, even In the face of demands by one
parent to go against the other.

Nine to Twelve Year Olds

A great difference in response to stress in general
and tc the divorce in particular has been observed in
chilaren of this age group. Wallerstein and Kelly (1980)
have concluded that at some point during the eighth to
ninth year, there is rapid growth and strengthening of
the ego. This results in a greater repertoire of coping

skllls, a greater ability to understand reality, and an



increased capaclty to withstand stress without

regression. The most common reactions of this age group

include:

1,

Anger. Thls was the most Intense reaction of
these children. Thelr anger was well-organized
and clearly object-directed, masking other more
painful responses such as sadness and
helpiessness,

Shaken sense of identity. The self-image and

fdentity of these children seemed to be
organized around being their mother and father’s
child; the family rupture resulted in confusion.

Somatic complaints. Children complainea of

headaches and stomach pains.

Alignment with parent. Children were especially

vulnerable to persuaslion by one parent to joln
in opposition against the other parent. Father-
daughter and mother-son alllances were most

common .

Adolescents

The adoliescent group experienced parental diverce as

traumatic (Wallerstein & Kelly, 1980). Although they

generally did not feel responsible for the divorce, they



felt a great amount of anger, sadness, sense of loss and

sense of betrayal. They expressed a serlous concern
related to their own futures as marital partners and
sexual partners.

Research Illuminating the effects of parental
divorce on children clearly indicates that this is a
client population with a particular set of psychological
needs. Issues of children of divorce not only need to be
further clarified and understood through research, but
effective treatment modalities must be developed to
facilitate their resolution. Various programs have been
designed for use with this population.

Preventive Interventions

Several pilot preventive interventions have been
developed based on support principles for children of
divorce. Two early studies Involved nine children and
relied on Impressionistic evaluations. Cantor (1977)
indlcated that there was little indication of positive
behavior change in the observed children, based on
teacher and parent Jjudgments. A study by Guerney and
Jordan (1979), in contrast, received very positive
feedback from the children and parents involved. Felner,

Norton, Farber, and Cowen (]1981), evaluated another



preventive intervention for crisis children, primarily

children of divorce. They reported some adjustment galns
for participants on teacher ratings and self reports of
anxlety. However, there was no control group in this
study.

The Divorce Adjustment Project (Stolberg & Cullen,
1983; Stolberg, Cullen & Garrison, 1982) had two main
components: (a) a Chlldren’s Support Group for 7-13 year
old children of divorce that provided support and
developed communication, anger control and relaxation
skills, and (b) a Single Parent Support Group that
provided support and discussions. Outcome comparisons at
the end of the intervention and after five months
indicated that children in the support group alone
improved most in self-concept and parents in the parent
group alone improved most in adjustment. Participants in
the combined parent-chlld intervention did not reflect
parallel improvement (Stolberg & Garrison, 1985).

The Children of Divorce Intervention Project (Pedro-
Carroll & Cowen, 1985) was a school-based, time-limited
(10 week) intervention program. The children were
students in the third through sixth grades, consisting of

42 boys and 33 girls. They met once weekly for one hour



in groups of eight or nine children. The program sought

to bulld support through sharing: to focus on divorce-
related feellngs and experlences; to bulld cognitlve
skills through the use of discussion, filmstrips and
role-plays of divorce-related experiences; to deal with
anger-control. The results of the study indicated
clinical, as well as statistically significant
improvements In the condition of the participants.
Pedro-Carroll and Cowen (]1985) concluded:

Findings from this study suggest that child

maladjustment after parental divorce s not an

inevitable consequence, i.e., it can be moderated

or contained by informed preventive intervention

emphasizing the provision cf support and

situationally relevant problem solving skills.

(p. 19

Another time-limited group intervention was
developed by Neil Kalter (1985). He stated that he chose
the group format for several reasons: (a) It creates the
opportunity for peer support which is effective in
helping chlildren deal with divorce and post-divorce
related issues, (b) the groups provide a sense of safety

in terms of the number of people present which individual



therapy cannot provide, (¢) children are not inhibited by
the presence of other family members, ang (d) group
therapy Is more time-efflclent than Inaiviaual or famlly
therapy.

Kalter outlined five major goals tc be achieved by
the groups: (a’) to normalize the sense anc experlience of
being a child of divorce, (b) to clarify aivorce-related
concerns and guestions, (¢) to provige a szfe environment
for the experlience and processling of painful emotlons,
(g) to develop coping skills for difficult feelings and
fam!.ly interactions, and (e) to communicate to parents
the nature of the issues and questions ch!ldren may have
with regard to divorce.

In addition to verbal discussion, Kalter used
tecnniques such as role-playlng, wrliting, drawing and
storyteiling to facilitate the emergence of divorce-
related issues. The effects of this intervention have
not been researched.

Rainbows For A11 Children (Yeh] & Laz, 1986) ls an

ongcling peer support group program (non-therapy) for
children of divorce. The program, which is school or
church-based, is guided by a caring adult, and is offered

to children ages 4-18. Each session follows the same

18



basic format: (a) the theme is Introduced through a

story, song or film strip; (b> the actlvity ls presented,
incorporating a worksheet, an artlstic project, or a
game; (c) the discussion encourages the sharing of
feelings: and (d) the closing segment encourages 2 short

period cf personal reflection. Rainbows For 211 Children

is currently undergoing evaluation for its effectiveness.
Clearly, the interventions mentioned above represent
the efforts of concerned professionals to incorporate the
most recent research findlings into effective responses to
the growing neeas of children of divorce. It is
interesting to note that the movement In the design of
interventions appears to have evolved from a strict
verbal therapy model to interventions which suppliement
verbal therapy with art, role-playing, storytelling, and
writing. These techniques, known as the "expressive"' or
“creative arts " therapies, are not only recognized as
effective therapeutic toois in the treatment of children
(Dzklander, 1978), but they represent a growlng awareness
of the value of the expressive therapies in the field of
psychotherapy as a whole. A further examination of the
wide range of apprecaches encompassed by the expressive

therapies may provide increased awareness of therapeutic



techniques which may be of value In the effective

treatment of children of divorce.
The Expressive Arts Therapies

The term "psychotherapy" refers primarily to
theoretical models that advocate the promotion of
psychological health through the verbal processing of
material. As the Humanlstic movement in psychology
evolved, a greater emphasis developed upon viewlng the
human belng as a compiete and inherently wise entlty. A
new value was placed upon the exploration and experience
of the self on many levels to facilitate the integration
of the self as a compiete being. The development of
creativity was viewed as an important aspect of self-
actualization and as a criterion for mental health.

A direct result of the theoretlical orientation of the
Humanistic school of psycholoagy has been the growth of
the expressive arts therapies, including art therapy,
creative writing, poetry therapy, dance/movement therapy,
psychodrama and music therapy. These modalities
facilitate the stimulation of qualities related to
creativity, such as self expression, divergent thinking,
originality, flexibility, and spontaneity. The

expressive arts therapies are increasingly utilized both
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in conjunction with and as preferable alternatives to
traditional verbal psychotheraples.

Tne skilled expressive therapist combines expertise
in the field of psychotherapy with the appl!ication of
creative arts modalities to address the neecs of
indivigual clients most effectively.

In the book Creative Process In Gesta!t Therapy

(Zinker, 1977), the author discusses the rcie of
creativity in the therapeutic process. He cescribes the
act of creating as therapeutic in itself, allowing for
the expression and examination of the content of our
internal lives. He maintains, "We live full lives to the
degree to which we find a full range of vehicles which
concretize, symbolize, and otherwise give expression to
our experlences." He Includes a chapter entitled "Art In
Gestalt Therapy," which describes his own successful
therapeutic work with clients using drawing and sculpture
as mecia for projective expression.

Violet Oaklander (1978), another therapist of the
Gestalt orientation, has also found the use of the
expressive therapies to be extremely effective with her

clients, primarily children. In the book W.ndows tc Our

Children (1978), she presents a comprehensive collection



of expressive therapy actlvities.

Oaklander (1978) discusses the theoretical basis for
her use of the expressive therapies. She states that the
natural, uninterrupted development of a child’s senses,
body, emotions and intellect is the deepest base of the
child’s sense of self, A strong sense of self results in
the abllity to have good contact with the environment.
Consequently, Oaklander (1978> maintains that most
children who are in need of therapy have in common some
impairment in their contact functions. She describes
looking, talking, touching, listening, moving, smelling
and tasting as the "tools of contact;" how people make
use of their contact functions indicates the strength or
weakness in the sense of self. She states the following:

I work to build the child’s sense of self, to

strengthen the contact functions and to renew

her own contact with her senses, body, feeling and

use of her intellect. As I do this, the behaviors

and symptoms that she has used for her misdirected
expression and growth often drop away without her
being fully aware that her behaviors are changing.

Her awareness |s redirected to the healthy

mindfulness of her own contact functions, her own



organism, and thus toward more satisfying

behaviors....as the child in therapy experiences her

senses, her body, her feelings and the use she can

make of her intellect, she regains a healthy stance

toward life. (p. 5%

Oak lander (1978) discusses several modalities that she
has used effectively in her therapeutic work with
children. They include drawing, painting, movement,
sculpture, fantasy, storytelling, writing, poetry,
puppetry, meditation, creative dramatics, pantomime,
dream work, projective tests as therapeutic technigues,
tarot cards, and music.

A brief section that specifically addresses the use
of music in therapy with children is included. Oaklander
(1978) mentions several techniques, including the use of
music as background for art work, as accompaniment in
fantasy work, for movement Improvisatlons, for rhythm
improvisations, for accompaniment to stories, etc. She
also works to Increase awareness of sounds through sound
recognition games, listening exercises, matching emotlions
to sounds. A technique that Oaklander (1978) experienced
as particularly effective is the use of songs to

stimulate the expression of feelings on various topics.
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For example, the song "Go Tell Aunt Rhody," about a goose
that dies, lead to discussions about death, grief, and
sadness. Similarly, the song *Simbay Mamma’s Baby,"
which |s about violent reactions to a new baby in the
family, brought about the sharing of similar feelings
experlenced by children. Oaklander states, "At times
these songs had more power than storybooks" (p. 116).
Oaklander’s reported success with the use of music
therapy techniques indicates thzat there may be value in
developing such applications for use in group treatment
with children of divorce. Further examination of the
clinical research on music therapy yields no studies that
have specifically measured the effectiveness of music
therapy with this population. Although the interventions
discussed previously (Pedro-Carroll & Cowen, 1985;
Kalter, 1985) include the use of storytellling, art,
drama, and writing in additlion to verbal therapy, music

Is Included only In the program Ralnbows For All Chlldren

(1986), which uses songs to suggest particular themes.
A more detailed examination of avallable music

therapy resources as well as clinical research in this

field may yleld insight into the value of incorporating

music therapy as a component in interventions with



children of divorce.

Music Therapy
Bonny (1986) states, "Music therapy may be defined
as "the systematic application of music as directed by
the music theraplist to bring about changes in the
emotional and/or physical health of the person. As such,
its functional rather than its aesthetic and
entertalnment aspects are emphasized.* (p. 4)

The characteristics of music which contribute to its

therapeutic use are as follows:

1. Music is non-verbal. Verbai communication is
linear and therefore limited to one level of
communication. Music ls multi-dimensional,
crossing through verbal barriers and pr&vidlng
meaning on several levels simultaneously.

2. Music evokes emotional responses. It |s used in
love songs, funeral dirges and marches. These
are general responses; more speclfic responses
occur within each individual as music is
listened to. Music Is considered a mood changer
due to its abllity to influence our feeling
states.

3. Music evokes physiological responses. Rhythm,



the energizer of music, is relateac to heart

rate, blood pressure, breathing and the whole
multitude of vibrational periodicities that make
up the body structures. The tension/release
dynamic inherent in Western musical composition
further enhance the rhythmic balances desired in
good health.... It is speculatec that the
production of morphine-|ike peptides or
endorphins may be connected to certzain

musical experiences.

Music stimulates symbolic representation.
Images, whether kinesthetic, emotional or visual
are a part of treatment in various diseases.
Careful ly chosen music can effectively enhance
the flow of imagery and fantasy or renewal of
memor les, where clinlcal situations gictate
these as the treatment of choice.

The sensory stimulation of music carn create
synesthesias of other senses. Touch, taste,
vision and smell are enhanced when music is
deeply listened to, creating a basis for work
with the sensorily handicapped. (Bonny, 1986,

p. 4-5)
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Muslc therapy |s a broad fleld: It encompasses &
very wide range of diversified approaches that may pe
applied as inglicated by the needs of specific client
populations. Such client populations include the
following: mentally retarded children and aduits,
hanaicapped ch!ldren and adults (bling, deaf, speech
disorders, motor disabilitles), alcohollc and chemicz!
dependents, geriatric clients, behaviorally cisecrcerec
children and aaults, and children and adults undergcing
psychotherapeutic treatment (Miche!, 1976). Issues cf
relevancy to the designated topic, children of aiverce,
indicate that further discussion be limited to music
therapy applications in psychotherapeutic treatment.

At the risk of oversimpliflication, one might
separate music therapy slituations into three basic
categories: (a’) music is present as background in the
environment, (b} music ls actlvely listened to, ang (c)
muslic Is created.

Music As Background

Music as an element of the background can be a very
powerful force. Rudclph Dreikurs (citec In Qaklanger,
1978) discusses the beneficial effects of music on

several psychecilic children:
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Using muslc brought results in cases where other
appreoaches hac fz!led. It seems that the pleasant
experience with music, often merely in the
background, stimulates particlpation, permits an
Increase in the child’s attention span, and ralses
his frustration tcierance. External and Internz!
tensions disappear, as reality becomes more pleasant
and less threatening. The demands for participation
are so subtle that they are not resented or defled.
(pp. 201-202>

Music ang Active Listening

Recreational Music Therapy

The second categsry, which involves actively
listening to music, presents potentially unlimited
possiplllitles for therapeutic work. Within thls category
lies a realm of recreztional activities, particularly
useful in helping clients to achieve the following:

1. VLearninec anc relearning of constructive

sociallzation skills

2. Play therapy, or learning how to experlence

pleasure

3. Constructive use of leisure time

4. Competltive games, or learning to cope with
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competition and conflict
(Plach, 1980, p. 61)
An excellent resource for developing recreational

music therapy activities is The Music Therapy Sourcebook

(Schulberg, 1981). Included are actlvities such as:
Musical Bingo, Musical Crosswords, Musical Jigsaw Puzzle,
Name That Tune, Bean Bag Toss and Muslcal Charades,

Music Combined with Additional Expressive Media

A second group of music therapy resources which may
involve actively listening to music are those which
combine music with other expressive therapies (art,
drama, writing, poetry, movement, etc.) to address
issues, to stimulate the creative experience, and/or to
aid in the development of group process stages. Examples
of such techniques include the following (Plach, 1980):
(a) simultaneous application of media and music, (b) use
of music prior to the application of secondary medium(s),
and (c) use of secondary medium(s) prior to the
application of music. Numerous examples of the
techniques described above are provided in music therapy
resource books (Plach, 1980; Schulberg, 1981).

Actlve Listening and Verbal Discussion

A very widely used technique is that of lyric



discussion. This method involves listening to the lyrics

of a song that has been chosen on the basis of Its
content, followed by a verbal discussion of the thoughts
and emotlions It evoked In cllents. (Schulberg, 1981;
Plach, 1980)

Similarly, instrumental music of various moods and
styles may be played, followed by discussion of personal
reactions.

Guided Imagery and Music

Bonny (1973) developed the technique of Guided
Imagery and Music. This method uses music and relaxation
to facilitate an "Altered State of Consciousness." In
this state of heightened awareness, music is thought to
generate greater levels of emotional intensity and depth.
The melodles, harmonies and rhythms may take on meanings
to clients. This experience may provide greater Insight
Into the self, broaden one’s perspective, produce a
heightened sense of empathy, unity, and a sense of the
divine. (Bonny & Savary, 1973)

This experience consists of a warm-up, the
introspective experience, reorientation or "coming out"
of the experience, and group sharing. There are four

basic variations of Guided Imagery and Music (Bonny,
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1973>: (&) guided verbal imagery and recordec music:

(b} guided verbal Imagery and llve, Improvisea music;
(¢) music with no verbal imagery (the Imagery is
stimulated through the music alone); and (@’ music with
nc verbal imagery, traveier and guide (client works with
a nongirective, supportive guiaqe).

Creating Music

Anzivtica! Music Therapy

Valuable resources for psychotherapeivtic work with
clients are provided by a group of technigues known as
"anzlytical" music therapy technigues (Priestley, 1975).
These techniques involve the creation of music or sound
by the client and/or therapist using musicz! instruments.
Some cf the avallable examples of analytical music
therapy techniques are:

1. Group and individual Improvisations (open or on

a particular theme, emotlion, etc.?

2. Musical role-playing: The "sounds"' of
conflicting feelings are played, or the role of
another person in the client’s life is "played"
by the client through creating sounds. The
client may play out both sides of a relationship

or internal conflict, or the therzpist/group may



play one aspect, creating a dialogue between

cllent and therapist/group.

3. Rez! ity Rehearsal: The feelings stimu.zzed by a
particular decision are expressed througn
musical improvisation.

Any loez, emotion, conflict, relationship, eic. may
thus be expressed through socund, creating an aucic.e
projection cf the internal world of the client. The
sound improvisations may be tape recorded and plaved back
te the client if desired.

Creating Music Combined with Additional Expressive Media

This group of techniques includes exercises
requiring ciients to (a) use sound expressions in
response to other stimuli, or (b) use sounc expressicns
to stimulate other creative expressions. Examples
include: (a3} Clients use instruments to express their
reactions to pictures, stories, poetry, etc.; (b} clients
use instruments to accompany a group member’s vertal
sharing, creating "audible empathy" (Moreno, 1984): and
(c) clients create music for other group members to
respond to through art, movement, poetry, etc. Alsc
Included in this category are songwriting activities

(Schmidt, 1983).



Researcn: Music and Psychotherapy

It Is oovious that the field of music therapy offers
a wide variety cf approaches that may be of use to
psychotheraplsts. Cllnical research indicates that many
of the techniques c.scussed above have been effective
tocls in psychctherapeutic work.

2 "pilot" evaivztion of an eight weex music therapy
program was ceonaucted at Bristol General Hospital, Great
Britain (Bunt, Pike & Wren, 1987). The group conslisted
of six clients anc four staff mempers who met once
weekly. Music therzpy activities consisted of group
Improvisations on various themes such as dawn, a haunted
house, moods of the group members, and & day in the life
of each group member. Discussions fcllowing the
improvisations were encouraged. An open-endec
questlionnalire completed by staff and clients indicated
that music therapy improved group cohesiveness; developec
the imaginatlon; explored nonverbal communication; built
configence; encourzged relaxation, trust, and the
participation of al! group members.

A study of a music therapy program attended by 23
psychiatric lnpatients over a two and one half year

period was evaluatec. The activities includec choral



music, rhythm groups, voca! dynamlcs, individual planc

Instructlon, volce therapy, gultar, and direction for
concerts and variety programs. It was concluded that the
program had "an organizing influence" on the clients’
lives and that they ceveloped increased self-assurance as
a result of their participatlon (Wasserman, 1972).

Morenc (1980) cevelopec the technigue of musical
psychodrama and described its implementation in a
workshop format. He conclugea that the power of music
was Important as a psychodramatic device .

In a stugy combining music therapy and rational
behavlor therapy, Maultsby (1977) found that music wlth
lyrics conveying a meaningful message was beneficlal to
subjects. He concluded that favorite music usually
elicits strongly positive emotive reactlons, ang that
people tena to generallze thelr positive reactions to the
situations and ldeas associated with it. He also noted
that the structure of the music encouraged people to
repeat the message of the song, following the melody, and
that this was an aid In remembering the ideas conveyed
through the lyrics. Insights arrived at through
contemplating the message of the song were also

rememberec.
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Brydon ana Nugent (1979) usea musical! metaphor as a
means of therapeutic communication. They maintaln that
the nondominant hem!sphere of the braln ls Important in
the process of change, which is the goal of therapy, and
that it can be accessed powerfully through the use of
music, metaphor, ana visualization. They used a musical
metaphor In the form of a story, a representatlon of the
situation of the client. The story contained suggestions
oriented toward change. The musica! metaphor, combined
with visualization, was found to be helpful to cllients in
deallng with l1fe situations.

Accorading to Monsour (citec in Schmidt, 1983),
group music making and composition help to encourage
group involvement and provide a sense of security while
allowing for new experiences. Scongwriting can faciltate
the recovery of repressed material (Apprey & Apprey,
1975). Ficken (1976) states that songwriting Is useful
in promoting group cohesiveness, expressing feelings,
building self-esteem, and moaifying behavior.

Music therapy technigues have also been effective in
work with chlldren. Music was used as part of a
comprehensive precperative teaching session for pediatric

patlients, The chlldren who received music therapy before
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med.cation were ratec as showing less anxiety for the

surgical procedure (Chetta, 1981),

A program combiningc music, movement and art was
Initiated with eight children, aged six to eight years,
with learning anc pehavioral dlsorders. I: was concluded
that the program successfully met the following
ob ectives: facilitating awareness cf bocy parts and
feelings, Improving self-concept, and increasing self-
expression and self-acceptance (Adler 8 Fisher, 1984).

Grossman (1978) found that stories told by 12
emotionally disturbed anc abused chlldren in response to
twe different musical compositlons were projective In
nature and could be of value to professionals working
with the children,

Wells ana Stevens (1984) explored the effect of
music as a stimulus in creative storywriting in ongoing
inpatient group psychotherapy with adolescents. Short
selections of music were played, and clients created
poertions of stories in response. As the selections
changed, the stories were rotated, allowing each group
mempoer to write part of every story. This technique was

cited as a projective diagnostic tool anc as an aid in

promoting positive Interactlon and agroup cohesion.



A stugy of the conjoint use of soclal work and music

therapy with the chlldren and famllles of adult cancer
patients concludged that it provided: (a) improveg
patterns of communlcation and greater intimacy,

(b) increased individual well-being, and (c) & relaxed
environment conducive to open expression (S]lvka &
Magill, 1986).

In conclusion, it is evident that the fieic of music
therapy contains numerous resources that could enhance
the quality of psychotherapeutic work with any client
population. However, psychotherapists who are nct
professicnal music therapists may remain largely
unfamillar with these technigues. Professionals working
with children of divorce may be able to Improve their
interventions through the incorporation of music therapy
methods which have been demonstrated to promote
psychotherapeutic gains. Consequently, the formulation
of an Instructional guide for professionals that
Intoduces basic music therapy techniques and outiines a
serles of activities specifically desiagned for this
client population may contribute to the effectiveness of

interventions currently in use.
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CHAPTER THREE

Method
Subjects
Twenty psychotherapists holding graduate leve!
degrees in counse! ing, psychology anc social work were
asked to review an instructional guide, Children of

Divorce: The Therzpeutic Use of Music in Group Treatmern:

(see Appendix A}, and to complete an
evaluation/questionnaire (see Appendix B). Ten
psychotherapists were experienced faclilitators of grougp
treatment sessions for chiidren of divorce. Ten
psychotherapists were not trained specifically in this
area, but were experienced individual, family ana/or
group therapists.
Materials

A cover letter (see Appendix C) was submittea tc
the psychotherapists reguesting that they review the
guide (Appendix A) and compiete the questionnaire.

The questionnaire (see Appendix B) consistec of si»
guestions and & sectlon for comments. Each question was
answered by incicating a score on a scale cf one (lowes:

rating) to five (highest rating). The goal of the



guestlonnalre was to getermine the extent of lnterest [n

the content of the guice, its effectiveness as a training
instrument, and the effectiveness of the activitlies in
targetlng therapeutlc lssues speclflc to chllaren of
divorce.
Procedure

A music therapy Instructiona! gulde was developed
(see Appenaix A) to provige the feollowing: (&’ an
overview of music therapy technlques ana (b} five music
therapy activitles for use by psychotherapists treating
groups of chlldren of parental divorce. The activitles
incorporatec music as fol!lows: (a) music as a stimulus
for group discussion angc indiviaual therapy, (b) music
used in conjunction with other expressive media to
express ideas and emotions which form the basls for
therapeutic work, and (¢’ muslc or sound created by
clients as a vehicle for the expression of ideas and
emotions. The activitles Incorporatea music therapy
techniques researched as effectlve with other cllient
populations to target specific therapeutlc lssues of
children of parental diverce.

The instructiona! guide was reviewed anc evaluatea

by 20 psychotherapists.



CHAPTER FQOUR
Results

The evaiuations of 20 psychctherapists indicate that
the Instructlonal gulce Is an effective resource for use
in psychotherapeutic work with children of divorce.

One hundreg percent of the evaluators agreed that
the activitlies presentea in the guide used music as a
stimulus for group discussion anc indiviaual therapy.

One hunared percent cf the evalustors agreed that the
activitles presented In the gulde used music In
conjunction with other express.ve media to express igeas
and emotlons to form the basls for therapeutlc work. One
hundred percent of the evaluators agreed that the
activities presented in the gulige used music created by
clients as a vehicle for the expression of ideas and
emotions.

Eighty percent of the evaluators rated the music
therapy overview as valuable, with thirty percent rating
it as very valuable. Ninety-five percent of the
evaluators judged music therapy techniques to be valuable
In work with children of divorce. with forty-flve percent
gescribing them as very valuaplie. Eighty percent of the

the evaluators aescripea the styvle of presentatlion of
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the activities as clear, with thirty percent describing

it as very clear. Ninety-five percent cf the evaluators
felt that the activities were effective in targeting
issues relevant toc children of divorce, with forty
percent describing them as very effective. Ninety
percent of the evaluators agreed that the guide was
veluable in preparing them to implement music therapy
techniques, with forty percent indicating that it was
very valuable,

See Table 1 for the mean scores of guestions #2-%#6.
Table 1

Mezn Scores of Questicns #2-#6

Questions #2-%#6 A SD
2. Overview valuarle 4.4 £.55
3. Music therapy valuable

with children of dlvorce 4.7 0.39
4. Style clear 4.5 0.53

5. Issues targetec
effectively 4.6 0.46

€. Prepared reader to use
music therapy technigues 4.6 0.46

Note. Ratina scores were 1 (lowest) tc 5 (highest).
See Appendix B for complete guestiionnaire.
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Discussion

Several of the evaluators made additiona! comments
and suggestions for improving the instructionz. auide.
Twenty-five percent stated that they thought tne
suggested guestions provided in the activities were
particuiarly well-worded, and that they encourzged
responses without imposing demands or restrict.ons on
clients. Two evaluators thoucght that additicrz!
questions would be helpful for each activity. Several
evaluators commmented that they felt the clarity and
detail cf the activities helped them to feel comfortable
implementing the activities, even though they xnew
nothing about music.

Several of the evaluators described the guide
favorably, using words such as "wonderful," ‘*excellent,"”
"well-gone," and "impressive." Several of the evaluators
stated that they planned to try some of the ioeas
presentec, and two mentioned that as they reac the gulde,
they hac formulated new music therapy ideas tc use in
their work.

Two evaluators suggested that a more detziled
description of musical instruments and where tc purchase

them be given in the section on analytical music therapy.
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One evaluator fe!t that even after reading the guide,
certain therapists would not be comfortable working with
musical instruments in therapy.

One evaluator sugogested that the effectiveness of
the music therapy techniques would be influenced by the
nature of the relationship between the therapist anc tne
group. This evaluator felt that the guide should contzain
a discussion emphasizing that the activities be usec with
discrimination and careful consideration of the needs znd
development of the group members. Concern was expressed
that some of the activities could potentially elicit
material which may not be dealt with sufficiently during
the session. It was suggested, therefore, that the need
for follow-up therapy be emphasized. It was also
suggested that the guide specify that certain technigues
may be inappropriate for use with certain clients. Fer
example, the guided imagery introduction might contain a
statement clarifying that this technique is not
recommended for use with borderline clients. This
evaluator described music therapy as a "potentially
valuable technique if used within the boundaries of ar
established relationship; as with therapy generally, [t

is also potentizlly explosive and/or manipulative."
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An evaluator suggested that a video of the
activities in a group session be developed to accompany
the guide. This therapist noted that the creative, free
atmosphere of this type of session was impossible to
convey through a session plan alone,

An evaluater suggested that It may be helpful to
some psychotherapists tc Include information on the
issues of chilaren of civorce in the guide.

An evaluator who was previously unfamiliar with
music therapy statea, "It is useful toc consider an
alternative te speaking or word therapy, especially with
children who may be struggling with very highly charged
feelings."

In summary, the evaluators found the instructional
guide to be a valuable resource for use by
psychotherapists working with groups of children of
divorce. These results support many previous studies
indicating that music therapy can be very effective In
psychotherapeutic treatment, such as: Bonny (1978},
Priestiey (1972), Grossman (1978), Slivka & Magill (1986)
and Bunt, Pike & Wren (1987).

Recommendations for further work in this area

include revisions of the instructional guicge to
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incorporate the suggestions of the evaluators., In

addition, research measuring the effectiveness of a pllot
music therapy program as a component of a group treatment

program for children of divorce is indicated.
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Instructional Guide

CHILDREN OF DIVORCE:
THE THERAPEUTIC USE OF MUSIC IN GROUP TREATMENT
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Preface

An examlination of the field of music therapy
indicates that it offers a wide variety of resources that
could enhance the guality of psychotherapeutic work with
any client population. However, psychotherapists who are
not trained music therapists may remain largely
unfamiliar with these technigues. Professionals working
with children of divorce may be able to improve their
interventions through the incorporation of music therapy
methods which have been demonstratea to promote
psychotherapeutic gains. Consequently, the formulation
of an instructional guide that introduces basic music
therapy techniques and outlines a series of activities
gpecifically designed for this client population may
contribute to the effectiveness of interventions

currently In use.
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Introductiocn

This insiructional guide has been developea for use
by graduate-level mental health professionals whe are
currently facilitating therapy groups for children of
divorce. It is intended to proviace them with the
opportunity to expand their working knowledge of the
expressive arts therapies to inciude the use of music
therapy techniques as potential therapeutic tools.

Section 1 presents an overview of music therapy
techniques for psychotherapeutic work with chlldaren and
adults.

Section II introduces three music therapy techniques
that may be effectively used as the basis for group
therapy sessicns: (a) song analysis, (b) analytica!l music
therapy, ang (c¢) guided imagery and music. A series of
five step-by-step session gulides [llustrating the
adaptation of these techniques specifically for use In
children of aivorce therapy groups is presented.

Section IIIl contains a review section which provides
opportunities for self-test ana creative application of

the technigues presented.
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SECTION I
MUSIC THERAPY: AN OVERVIEW
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Music Therapy

Bonny (1986) states, "Music therapy may be defined

as "the systematic application of music as directed by

the music therapist to bring about changes in the

emotional and/or physical health of the person. As such,

its functional! rather than its aesthetic and

entertainment aspects are emphasized." (p. 4)

The characteristics of music which contribute to its

therapeutic use are as follows:

1‘

Music is non-verba!. Verbal communication is
linear ana therefcre limited to one level of
communication. Music is multi-dimensional,
crossing through verbal barriers and providing
meaning on several levels simultaneously.

Music evokes emotional responses. It is used in
love songs, funeral dirges and marches. These
are general! responses; more specific responses
occur within each individual as music Is
listenea to. Music is considered a mood changer
due to its ablility to influence our feeling
states.

Music evokes physiclogical responses. Rhythm,

the energizer of music, is related to heart
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rate, blood pressure, breathing and the whole
multitude of vibrationa! periodicities that make
up the body structures. The tension/release
dynamic inherent in Western musical composition
further enhance the rhythmic balances desired in
gocd health.... It is speculated that the
production of morphine-iixe peptides or
endorphins may be connectec tc certain

musical experlences.

4. Music stimulates symbeclic representation.
Images, whether kinesthetic, emotional or visual
are a part of treatment In various diseases.
Carefully chosen music can effectively enhance
the flow of imagery anc fantasy or renewal of
memor ies, where clinical situations agictate
these as the treatment of choice.

5. The sensory stimulation of music can create
synesthesias of other senses. Touch, taste,
vision and smell are enhanced when music is
deeply llistened to, creating a basis for work
with the sensorily handicapped. (Bonny, 1986,
P. 4-5)

Music therapy Is a broad fielcg:; it encompasses a
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very wlde range of diversifled approaches that may be
applied as Indicatea by the needs of specific client
populations. Such client populations incliude the
following: mentally retarded children anc adults,
hanclcapped chllaren and adults (bllnd, geaf, speech
disorders, motor disablilities?, alcoho!ic and chemical
gependents, geriatric clients, behavioraz. !y discrdered
children and adults, and children ang ac.its ungergoing
psychotherapeutic treatment (Michel, 1976). Issues of
reievancy to the designated toplic, children of divorce,
indicate that further discussion be limited to music
therapy appllications in psychotherapeutic treatment.

At the risk of oversimplification, cne might
separate music therapy situatlions into three basic
categorlies: (a) muslic ls present as background In the
environment, (b) music ls actively listened to, and (¢
music is created.

Music As Backgroung

Music as an element of the backgrounc can be a very
powerful force. Rudolph Dreikurs (citec in Oaklander,
1978) discusses the beneficial effects of music on
several psychotic children:

Using music brought results in cases where other



approzches had failed. It seems thazt the pleasant
experience with music, often merely In the
background, stimulates participation, permits an
increase in the child’s attention span, anc raises
his frustration tolerance. External anc internal
tensions disappear, as reallity becomes more pleasant
and less threatening. The demands for participation
are s8¢ subtle that they are not resentec or defled.
(pp. 201-202>

Music and Active Listening

Recreationa! Music Therapy

The second category, which involves actively
listening to music, presents potentially unlimitec
possiblliities for therapeutic work., Within this category
lies & rezim of recreational activities, particularly
useful In helpling clients to achleve the following:

1. Learning and relearning of constructive

sociallzation skills

2. Play therapy, or learning how to experience

pleasure

3. Constructlive use of leisure time

4. Competitive games, or learning to cope with

competition and conflict

55
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(Plach, 1980, p. 61)

En exce!llent resource for developing recreational

music therapy actiwities is The Music Therapy Sourceboox

(Schulberg, 198.}. Included are activities such as:
Musical Bingo, Musical Crosswords, Musical Jigsaw Puzzie,
Name That Tune, Bezn Bag Toss and Musica! Charades.

Music Comblined with Additional Expressive Media

A second group of music therapy resources which may
involve actively listening to music are those which
comcine music with other expressive theraples (art,
drama, writing, poetry, movement, etc.) to address
issues, to stimulate the creative experience, and/or to
aid in the geve!copment of group process stages, Examples
of such technigues include the following (Plach, 198C):
(a) simultaneous application of media and music, (b) use
of music prior tc the application of secondary medium(s:},
and (c) use of secondary medium(s) prior to the
application of music. Numerous examples of the
techniques described above are provided in music therapy
resource books (Plach, 1980; Schulberg, 1981).

Active Listenline znd Verbal Discussion

A very widely used technique is that of lyric

discussion. This method involves listening to the lyrics



57

of a song that has been chosen on the basis of its
content, followed by a verbal discussion of the thoughts
ana emotions it evoked in clients. (Schulberg, 198!;
Plach, 1980)

Similarly, instrumental music of various moods and
styles may be played, fc!lowed by aiscussicn of personal!
reactlons,

Guided Imagery and Music

Bonny (1973) developed the technique of Guideg
Imagery and Music. This method uses music and relaxation
to facilitate an "Alterec State of Consciousness." In
this state of heightened awareness, music is thought to
generate greater levels of emotlonal intensity anc depth.
The melodies, harmonies and rhythms may take on meanings
to clients. This experience may provide greater insight
intc the self, broaden one’s perspective, produce a
heightened sense of empathy, unity, and a sense of the
divine. (Bonny & Savary, 1973)

This experience consists of a warm-up, the
introspective experience, recrientation or "coming out"
of the experience, and group sharing. There are four
basic variations of Guided Imagery and Music (Bonny,

19733: (a) guidec verba! imagery and recorded music;



(b) guided verbal imagery ana 1ive, Improvised music:

(c) music with no verbal imagery (the imagery |s
stimulated through the music alone); and (d) music with
no verbal imagery, traveler anc guide (client works with
a nondirective, suppeortive guide’.

Cresting Music

Analytical Music Therapy

Valuable resources for psychotherapeutic work with
clients are provided by a group ¢f technigues known as
“analytical" music therapy technigues (Priestley, 1975).
These technliques involve the creation of music or sound
by the client and/or therapist using musical instruments.
Some of the available examples of analytical music
therapy techniques are:

1. Group and inaividual improvisatlions (open or on

a particular theme, emction, etc.)

2. Musical role-playing: The "sounds"' of
conflicting feelings are played, or the role of
another person In the client’s life Is "played"
by the cllent through creating sounds. The
cllent may play out both sides of a relationship
or internal conflict, or the therapist/group may

play one aspect, creatingc a dlalogue between
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client anc therapist/group.

3. Reallty Renearsal: The feellngs stimulated by
an imminent declsion are expressed through
Improvisation.

Any idea, emotion, confllict, relatlonship, etc. may
thus be expressed through sound, creati.rng an audible
projection of the internal world of the client. The
sounag improvisations may be tapec anc p.ayea back to the
client if desired.

Creating Music Combined with Additionz. Expressive Media

This group of techniques includes exercises
requiring clients to (a) use sound expressions in
response to other stimull, or (b) use scund expressions
tc stimulate other creative expressions. Examples
Include: (a) Cllents use Instruments tc express their
reactlons to plctures, storles, poetry, etc.; (b) clients
use instruments tc accompany a group member’s verbal
sharing, creating "audible empathy" (Mcreno, 1984); and
(c) cllents create music for other grour members to
respond to through art, movement, poetry, etc. Alsc
Included In thls category are songwriting actlvities
(Schmidt, 1983).

It Is obvious that the fleld of music therapy offers
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a wide variety of approaches that may be of use to
psychotheraplsts. Clinical research indicates that many
of the techniques discussed abcve have been effective

tools in psychotherapeutic work.



SECTION II

MUSIC THERAPY ACTIVITIES
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Lyric Discusslon

Lyric discussion is a technique that uses song
lyrics to evoke thoughts, feellings or reactlons
concerning an issue which is of particular relevance to
group participants. It may be advantageous to present
the lyrics in typewritten form for reference purposes; it
is frequently difficult to understand all of the lyrics
while listening for the first time.

In Its most basic form, this technique ls used as a
simple stimulus for verbal discussion. Session #1
provides an example of a plan for such a session. When
used with step number five (optional), it illustrates the
use of the word analysis technique combined with another
expressive therapy form, writing.

In additlon to writing, lyric discussion may be
combined with other expresslive theraples such as poetry,
movement, art and visuazlizatlon to create any number of
possibilities for group experience. Session #2 is an
example of such a combination. This session begins with
a drawing exerclse, then Incorporates music,

visualization, and verbal discussion.



ACTIVITY:
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SESSION #!

Lyric Discussion--*Your Mother and I"#

MATERIALS: Tape recorder and musical selection

GOALS:

Lyric sheets
Paper and pencils

Facilitate group interaction and development of
group cohesiveness through sharing of emotions
and experlences,

Facilitate the emergence of issues specifically
relevant to chlldren of dlvorce: gullt and
self-blame, reunification fantasies, loss of the
family unit, redeflinition of family.

Encourage communication of feelings and needs to
family members.

PROCEDURE :

The facilitator may introduce the activity with
a statement such as, "1 am going to play a song
for you. In this song, you will hear a father
telling his children about his plans to separate
from their mother. I would like for you to
listen carefully and to notice any feellings,
thoughts or reactions you experlence while
listening. After listening to the song, there
will be an opportunity for you to share your
reactions with the group."

The musical selection is played, followed by a
group discussion. The facilitator may ask
questions such as the following:

“What thoughts and/or feelings were you aware of
as you listened to the song?"

"Were you aware of any reactlons in your body?'
The lyric sheets are passed out. The group is
asked to listen to the song a second time,
reading along silentiy.

The group members are asked to circle the
line(s) that are most meaningful to them



Individually. Group members are asked to
share thelr cholces with the group. Group
Interaction and/or persconal work may follow.

I The facilltator may Initiate other gquestions |f
relevant to the discussion, such as:

"How were you told of your parents’ plans to
separate? What was your reaction (surprise,
rellef, etc.)?"

“"Have either of your parents ever implled that
you or the other parent were responsible for the
fallure of thelr marriage? If this did happen,
how do you think you would react?

"Describe any actions by your parents that made
you imagine they might get back together. Do
you think that chlldren can bring their parents
back together?"

When discussing these issues, the facilitator
can help the group to clarify that the failure
of a marriage is the responsibility of the
adults involved; although children and their
behavior can be the subject of parental
arguments, they are not powerful enough either
to destroy or repair a marriage. Children can
be encouraged to ask parents to refrain from
blaming/criticlizing each other in their
interactions with the children. Children can be
encouraged to ask for more consistent and/or
more satisfactory arrangements for time spent
with the noncustodlal parent, etc.

5. The group session may be brought to a close at
this point or the following activity may be
added. The group members are asked to write a
message to each of their parents, expressing any
thought, emotion or request. These are then
shared with the group. The group members may or
may not choose to actually share these messages
with their parents.

*"Your Mother and I," recorded by Loudon Wainwright 111
on Demon Records.



YOUR MOTHER AND I

Your mother and I are living apart

]I know that seems stupid but we weren’t very smart
You’ll stay with her, I“1] visit you

At Christmas, on weekend, in the summertime toc

Your mother and I are not getting along

Somehow, somewhere, something went wrong
Everythling changes, time takes [ts toll

Your folks fell in love, love’s a very deep hcle

Your mother and I will do all we can do

To work this thing out and to take care of you
Families get broken, I know it‘s a shame

It’s nobody’s fault though and you’re not to blame

Your mother and I are both feeling bad

But things will get better, they won‘t stay this sad
Ana I hope when you grow up, one day you’l!l see

Your parents are people that’s all we can bpe

(Quoted from Walnwright, 1986)
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SESSION #2

ACTIVITY: KNew Attltudge

MATERIALS: Taped musical selection "New Attitude's
Colored markers or crayons
Paper

GOALS:
1. Facilitate group interaction and development of
cchesiveness through sharing of emctions zand
experiences.

2. Facllitate indivigual awareness of presen:
mentzl/emotional state.

3. Facilitate awareness cf cesirec mental’
emotional state and related changes in
attituge, behavior, and/or external even:s
which may be necessary to realize this goz!,

PROCEDURE:
1. Group members are asked to close their eves and
take a few moments to get in touch with their
present mental/emotional state or "attituge,'

2. GCroup members are asked to use |ines, shzpes
and forms to create a visual representatizn on
paper of this "attitude." Clients may be told
to experience their feelings, and then without
thinking, simply allow these feelings tc "flow
ontc the paper" in their appropriate shapes and
cclors. It may be helpful to emphasize that
there |s no "correct" or "incorrect" way to do
this exercise; It is merely an expression of an
internal experience. Allow 5-10 minutes for
this activity, encouraging simplicity.

3. OCroup mempers briefly comment/explain their
arawings.

4. The facilitator introduces the listening
portion of the activity with a statement such
as, "We are going to listen to a song in wnich
a woman sings about her attitude. Although you
have probably heard the song many times, olease
listen very carefully to the words. Whe: Is



67

the message that the song conveys to you?"

5. The musicez! selection ls plavea. Group members
are asked to share comments ancd or reactlons.

6. The musicz! selection is playec a second time,
preceded Dy an introductlon such as the
following: "As we listen to the song a second
time, I woui!d like for you tc close your eyes
ang visuz.ize yourself. Imagine that the song
is about ycu, personally. As you listen to the
words, see the imaage of yourself reflect the
message of the song. You may see changes In
your face, pbody, clothing, mocvements, feelings,
or surrouncings, Let yourself experience a
"new attituce" in some way. Let this be an
enjoyaple, relaxing experience, as the music
carries you." Group members mzy choose to |le
down during the visualization. The facillitator
may do & warm-up relaxatlion exercise first if
necessary. The facllitator may continue to
proviage verbaz! sucgestions during the song if
additiona! structure appears tc bDe necessary,

7. Group members share their visualization
experiences. The faclllitator may encourage
group and/or individual discussion with
guestions such as:

"Wnat differences and similarities are there
between the attltude you were aware of at the
beginning cf this session ana your ‘new
attituce ?"

"What external changes in your life would help
you to have the “new attitude’ represented in
your visualization? Are these realistic
possibilities?’

“What Internal changes woula help you to have
the ‘new attitude’ that you imagined?"

*"New Attitude," recorded by Patti LaBelle on MCA
Records.
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NEW ATTITUDE

Running high, running low
I was running into overload
It was extreme

I took it so high, so low
There was no where to go
Like a bad dream

Somehow the wires were crossed
The tables were turned

Never knew I had

Such a lesson to learn

I’m feeling good from my head to my shoes
Know where I‘’m going and I know what to do
I tidied up my point of view

I’ve got a new attitude

I’m in control, my worries are few
Plus I have love like I never knew
Ooh ooh ooh ooh ooh

I’ve got a new attitude

I‘m wearing a new dress, new hat,
Brand new ideas, as a matter of fact,
1‘ve changed for good

It must have been the cool night, new moon,
Slight change, can’t flgure out
Why I feel like I do

Somehow the wires were crossed,
The tables were turned

I never knew I had

Such a lesson to learn

I’m feeling good from my head to my shoes
Know where I‘m goling and I know what to do
I tidied up my point of view

I’ve got a new attitude.



I’m In control, my worries are few
Plus I“ve gct love like I never knew
Ooh ooh ooh och ooh

I“ve got a new attitude

Somehow the wires were crossed,
The tables were turned

Never knew I had

Such a lesson to learn,

I'm feeling good from my head to my shoes
Know where 1‘m golng and ] know whzt to do
I tidied up my point of view

I’ve got a new attituge

I‘m in control, my worries are few
Cause ['ve got love like I never knew
Oooh ooh och ooh ooh

I7ve got a new attitude

(Quoted from LaBelle, 1983
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The following songs may provide appropriate material
for the development of additional sessions (Plach, 1980):

"Pen In Hand," recorded by Bobby Goldsberec, United
Artists Records

"Daday’s Little Man," recorded by Mac Davis, Columbla
Records

"Autumn of My Llife," recorded by Bobby Go!asboro, United
Artists Records

"Never Was A Day," recorded by The S5th Dimension, Bell
Records

"Changes," recorded by Olivia Newton-John, MCA Records

“You'd Better Sit Down Kids," recoraded by Sonny and Cher,
Kapp Records



Analytical Mus.c Therapy

In Sessions #] and #2, music was used as a stimuius
to evoke thoughts and emotions. In Sessions #3 and #4,
music or sound is used as a vehicle for the expression of
thoughts ana emotions of the croup participants. These
sessions provide examples of the use of analytical music
therapy techniques. These tecnniques are often
particularly effective with ¢.ients who have difficulty
expressing themselves verbal . y. They also emphasize the
importance of attentive listening. Analytical music
therapy approaches provide un.gue opportunities for the
Individual and the group to interact, creating
experiences and communication &t nonordinary levels.
Such experlences often generazte new perspectives and
facilitate Increased insight.

As with the previous tecnhniques, these varlous
"sound improvisations" may &!sc be used in comblination
with other expressive therapy techniques. For example,
group members may be askeg tc express in a drawing the
feelings conveyed to them through another person’s
musical expression. One hal!f cf the group may be asked
to move in response to an improvisation by the other half

of the group. Group members mzy be asked tc "accompany'
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a perscrn’s verbal expresslon using musical instruments.

The pocssibilities are unlimited.
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SESSION #3

ACTIVITY: Group and Individual musical improvisation
MATERIALS: Assorted rhythm and wind Instruments

GOALS:
1. Facilitate the awareness and verbal/nonvernoz!
expression of emotions.

2. Facilitate group interaction and the develocpment
of group cohesiveness.

PROCEDURE:

1. The musical instruments are placed in the center
of & circle made by seated group members. The
group is invited to experiment with the
instruments by hitting and/or blowing to create
different sounds. Each group member is
encouraged to try several instruments.

2. Each group member is asked to choose an
instrument for a group improvisation.

3. The facillitator may introduce the activity with
a statement such as,

"Each week we meet and communicate wiin
each other by using our voices to make
sounds or words. These words convey
messages. Today, we are going to
communicate with each other by using
instruments to create sounds."

4., The facilitator begins the Improvisation by
playing an instrument. The group members zre
asked to joln in the improvisation one at &
time. They may participate in the order ir
which they are seated In the clrcle, or whenever
they feel ready. They are asked to listen very
carefully to the sounds made by the aroup.

5. The croup improvisation is followed by &
discussion of the experience. The facilitztor
may ask questions such as:

"What did you experience as you played?’
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"How dia our improvisation change as it
evolved?"

"What did you notice about the rcles each of us
assumed during the improvisation?"

"Are you aware of any similarities or
differences in the roles we took during the
improvisation as compared to the roles we
each normaliy take in our group interactions?"

The discussiocn may provide insights as to which
of the group members chose a leading role, a
domlnating role, a passive role, an inactive
role, a conflicting role, etc.

The group is asked to create a group
improvisation conveying a particular emotion.
Group members suggest different emotions such as
sadness, anger, confusion, happiness, etc. which
form the basis for improvisations.

The group members are asked to choose
instruments and to use them to convey to the
group their feelings about life at the present
time. During each individual‘s "solo"
improvisation, the other group members are
asked to listen to the sounds very carefully to
hear the message being conveyed. After each
"solo," the group responds with jts
interpretation of what was expressed. The
soloist does not respond verbally until all
group members have glven their reactions. The
soloist then explalins verbally the message of
the improvisztion. The facilitator may respond
with interventions at the group or individual
level.



ACTIVITY:
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SESSION #4

Family Sounds

MATERIALS: Assorted rhythm and wind instruments

GOALS:
1.

Tape recorder ana blank tape (optional?’

Facilitate the awareness and verbal/nonverbal
expression of emotions.

Facilitate group interaction and the development
of group cohesiveness.

Facilltate insignt into familial roles in both
parental househoics.

Facilitate the acceptance of parental
separation/divorce and the redefinition of the
family.

PROCEDURE:

8

The musical instruments are placed in the center
of the circle made by seated group members.
Group members are asxed to experiment with the
instruments by hitting and/or blowing to create
different sounds. They are encouraged to
experiment with several different instruments.

A group member is asxed to choose a particular
instrument to represent "Mom." The person then
chooses someone to play this instrument,
demonstrating to them the exact sound,
intensity, rhythm, etc. to use as a
representation of *Mom."

The group member then chooses Instruments to
represent each of the other members of the
mother ‘s household, demonstrating the desired
sounds and assigning them to group members.

The group member chooses an instrument for self-
representation.

All of the group members who have been assianed
instruments play at the same time, creating a
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“sound'representation of the person’s family.
The aroup mempber may instruct the Individual
players to change their sounds in various ways
(sounds, volume, etc.) until the representation
is considered satisfactory.

(Optional) The musical representation Is
recorded, then played back to the group. After
listening to the recording, the faclllitator asks
the individual and the group for any thoughts,
emot lons, or other reactions to the exerclse.

1f the exercise is not recorded, the group
discussion should immediately follow the
exercise.

The exercise is repeated until each group member
has had a turn.

The exercise may be repeated with the paternal
household as the focus. This may be most
effective if used as the basis for a separate
session, depending upon the time available ana
the attention span of the group participants.



Gulaed Imaogery and Muslc

Guided imagery and music is & technligque developed Dy
Helern Bonny (1973). There are many varlatlions of thls
tecr-.que available, some providing & great geal of
struztured verbal gqulidance over a backgrounc of music,
others relying on the music alene for structure. The
folowing exercise is an example of the use of a speclific
theze, the "safe place," as a basis for & visualization
exercise, with a relaxing musical accompaniment. The
bacxg-ound music is used with the intention of
fac..itating a relaxed mooa, enhancing the visualized
peaceful setting, ana providing a nonintrusive structure

for the experlence.
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SESSION %5

ACTIVITY: Szfe Place (Guided Imagery ana Muslic:

MARTERIALS: Taped musical selection "Spectrum's#
Tape recorder

GOALS:
1. Develop stress reduction technigues.

2. Develop coping mechanisms for dezling w.in &
chaotic andg/or changing environment.

3. Facilitate group Interaction ang the ceve opment
¢f aroup cohesiveness.

PROCEDURE :

1. Warm-up: It [s advisable to begin a guiced
imagery exercise with a short physical/mental
warm-up. This ls partlicularly helpful wnen
working with a group that Is unfamiliar w.th
oulded imagery and relaxatlon techniques.

Becoy stretches which slowly move from the neck
ana shoulder area to the arms, torso, &nc legs
provide release from muscular tension, setting
the mood for mental relaxation.

% snort pbreathing exercise follows the physiceal
warm-up. Group mempers are asked to cigse their
eyes and to inhale slowly through the ncse until
the chest has fully expandea. The prez:in is
gently held for a few seconds, then siowly
released through the mouth. Thls |s recezted
three times. This may be performec wh!ie seated
or while lying on the back.

2. Tne facilitator asks the group members tc remain

lying aown on thelr backs with their eyes
cicsed. The music begins. The facilltztior
speaxs in a quiet tone of voice with fres.ent
pz.ses, guiding the group members to & ‘szfe
place" within the imaginatlon. The nature of
the "safe place" should exclusively be tre
creation of each individual; the voca!l c..dance
should provice some structure while remz.ning
fairly nonspecific In content.
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The feollow.ng Is an example:

“Bs you !lstien to the music, imagine that you
are walking in a very beautiful settincg., BAs yocu
walk, you pecome aware of the entrance to & path
before yo. in the distance. As you approach the
path, you realize that it is a path that has
been crestec especlally for you. It ls the paih
to your very own completely safe place; a place
in which vou can feel totally peaceful, totally
relaxed, ctally safe. You begin to walk along
the path, enjoying the beauty which surroungs
you. You nctice the colors around you, the
sounds, znc the smells. As you wzik, you feel
more ang more relaxed, more and more peaceful.
Socn you become aware that you are approaching
your destinztion. Ahead lles the end of the
path anc =z clearing which i{s your very own place
of safety. When you are ready, enter your safe
place. Here, there Is only peace and calm;
there is ncthing that can dlsturb you or harm
you. You mazy find that you are &ione, or that
other peop. e or animals are with you. Let
yOurse.. pe completely relaxec, anc enjoy your
"safe place." I will let you know when It is
time to rezurn. (Allow five to ten minutes).

in a fe“ m.nutes, It will be time to leave vour
safe place. HAlthough you will be leaving, you
reallze tnat It wlll be easy to carry back with
you the experlence of calm anc safety that you
are now en/oying., (Allow two to three minutes’.

It |s now time to begln your journey back. Say
gooo-pye ¢ your "safe place," but know that it
will be there whenever you choose to return. As
you beglin your walk along the path back, you are
aware that vou feel completely calm and relaxea.
(Allow ore minute). When you are ready, you maj
become aware once agaln of your presence here [o
this room. (Pause) When you are ready, you mzy
open your eyes,

Group members are askeg to share tnelr aulcec
imagery exoeriences. (QOpticnal: Group members
may be as«eg teo draw thelr "szafe place’ with
crayons or colered markers pefore sharling.
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The facllltator may bring up the issue of the
"safe place" In reality. During separation and
divorce, there are usually many physical and
emotional changes which occur. Group members
may discuss issues such as the following:
"Which people, places and/or situations in your
life feel “safe’ to you?"

"Which people, places, and/or situations in your
life feel ‘unsafe’ to you?"

"Are you aware of which qualities make a place
or person seem ‘safe’ or ‘unsafe’ for you?"

"How can you help to create a ‘safer’
environment for yourself?"

*Spectrum Suite, recordec by Steve Halpern on Sound Rx.



SECTION III
SELF-TEST FOR CREATIVE APPLICATION
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Review Section on Lyric Discussion

1. Define lyric discussion.

2. Use the song "Your Mother and I" (Session #1) to
design a new session plan that combines music
and a secongary expressive medium such as art,

drama, or movement.

3. What current songs could be usec to form the

pbasis for additional lyric aiscussion sessions?



Review Section on Analytical Music Therapy
1. Define the following:

group Improvisation

individual improvisation

reality rehearsal

audible empathy

2. Design a session that combines analytical music

therapy techniques and art.

3. How would you use analytical music therapy
| techniques to help a child who feels torn

| petween two parents?
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Review Section on Guided Im nd Musi

1. Define Guided Imagery and Music.

2. Name the four variations of GIM.

a

b

cl

d)

3. What are the stages of a GIM session?

4, Crezte another GIM exerclse that would agcress an

issue(s) of children of divorce.
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Evaluation of Instructional Guide

[ Check Yes or No.
1. Did the activities presented In the guide

| (a) use music as a stimulus for group discussion and
indiviaual therapy?
Yee.. .. No .
(b) wuse music in conjunction with other expressive
media to express ideas and emotions which formed
the basis for therapeutic work?
Yes_  No___

(c) use music created by clients as a vehicle for
the expression of ldeas and emotlons?
Yes No

Place an X on the line to indicate how you feel,

2. In your opinion, how valuable was the music therapy

overview?
| PR oo imsecsorce " » S 5
0f no Of Little Not Valuable Very
Value Value Sure Valuable

3. How valuable do you think music therapy techniques
might be in work with children of parental divorce?

l-——memmm e 2-—mmmmm————— e it frmmmm e 5
0f no Of Little Not Valuable Very
Value Value Sure Valuable

4, How would you rate the clarity of style in the
presentation of activities?

=== 2-mmmmmmm—— I e 5
Not Slightly Not Clear Very
Clear Clear Sure Clear



5. How effective are the activities in targeting issues
relevant to children of divorce?

D R 3 fommmmm e 5
Not Slightly Not Effective Very
Effective Effective Sure Effective

6. How valuable was this guide in preparing you to
implement music therapy techniques?

leememmm e e mm e G G ——— 5
0f No Of Little Not Valuaple Very
Value Value Sure Valuable
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APPENDIX C

COVER LETTER



Dear 3

I amwriting to request your input concerning the
enclosed instructional guide. Please take the time to
review It and to answer the accompanyling evaluation
guestionnaire. Your feedback is very important ana will

help to determine any changes made tc improve the quide.

Thank you very much for your assistance with this
project.

Sincere.y,

Kathy L. Bearman

93



94

REFERENCES

Adler, P. F. & Fisher, P. (1984), My self...through
mus.c, movement anad art. The Arts in Psychotherapy,
11 €3), 203<208.

Apprey, 2. R. & Apprey, M. (1975). Applied music therapy:
Cclliected papers on a technique and a pcint of view,
London: Institute of Music Therapy anag humanistic
Psychology, International University.

Bonny, E. L. (1978). Facilltating GIM Sessicns (GIM
Mcnograph No. 1). Baltimore, Marylanc: ICM Press.

Bonny, E. L. (1986). Music and healing. Jo.rnal of the
Bmerican Assoclation for Music Therapv, 6A, (13,
3=12.

Bonny, E. L. & Savary, L. M. (1973). Music and Your
Mind: Listening With a New Consciousness. New York,
Harper & Row.

Brydon, D. & Nugent, W. (1979, Musical metaphor as a
means of therapeutic communication. Journal of
Music Therapy., XVI, 149-153.

Bunt, L., Pike, D. & Wren, V. (1987). Music therapy in a
general hospital’s psychlatric unit. Journal of
British Music Therapy, 1, (2>, 22-27.

Cantor, D. W. (1977). School-basec groups for chilaren
of divorce. Journal of Divorce, 1, (2}, 1B3-187.

Chetta, H, D. (1981). The effect of music aesensitization
on operative anxiety in children. Journzl cf Music
Therapy, 18, (2>, 88-10C.

Felner, R. D., Norton, P., Cowen, E. L., & Farper, S. S.
(1981). A prevention program for chllaren

experiencing 1lfe crisis. Professionz! Psycholoay,
12, 446-452.

Ficken, T. (1976), The use of songwriting In a
psvchiatric setting. Journal of Music Theraoy, 13.
(4. 163-172.




95

Glick, P. C. (1979). Chlldren of divorced parents ir
gemograph.c perspective. Journal of Seocial| Iss.es,
35, 170-182.

Grossman, S. (1978). An investlgation of Crocker s music
projective technigues for emotionally disturbec
children. Journal of Music Therapy, XV, (4), :7¢-
184.

Guerney, L. & Jordan, L. (1979), Children of alvcrzce: a
community support group. Journal of Divorce, z. (3),
283-295.

Halpern, S. {(Pecording Artist). (1988). Spectrur S.ite
(Cassette Recording). San Anselmo, California: SOUND
Rx.

Kalter, N. (1985). Time-Limited Developmental
Facilitation Groups for Children of Divorce.

Unpubl ished manuscript.

Lz Belle, P. (Recording Artist}. (1984:, Beverly E.lls
Cop Sounc:irack (Cassette Recording). Unlvers:z:
City, Caiifornia: MCA Records, Inc.

Michel, D. E. (1976). Music Therapy. Springfielg,
Illincis: Thomas.

Mcreno, J. (1984), Musical psychodrama in Paris. Music
Therapy Perspectives, 1, (4}, 2-6.

Muzak, (n.d.> Music in the Preoperative Holding Are:z
(Music Research Note 5!). Omaha, Nebraska: S:.
Joseph Hesplital, Creighton University.

Oaklanger, V. ¢(1978). Windows to Our Children. U:zh:

Pez! Pecc.e Press.

Pedro-Carrol!i, J. L. & Cowen, E. L. (1985). The ch!lidren
of divorce intervention project. Journal of

Consultinc and Clinical Psychology. 1-19.

Plach, T. (1983), The Creative Use 0f Music In Gro.o
Therapy. Springfleld, Illinolis: Thomas.




Prlestley, M, (19753, Muslc Therapy ln Actlon. St.
Louls, Missouri: MMB Music, Inc.

Priestley, M. 8 Wright. P. (1972}, Analytical music
therapy. Britisr Journal of Music Therapy, 3, (2.
20-25.

Schulberg, C. (1981>. The Music Therapy Scurcebook. New
York: Human Sciences Press, Inc.

Schmidt, J. (1983), Songwriting as a therapeutic
procedure. Mus.c

Slivka, H. & Magil!, L. (19863. The conicint use of
social work anc rmusic therapy in working with
children of cancer patlents. Journal of the
American Associatlon for Music Therapy. BA. (1).
30-40.

Stolberg, A. L. & Culien, P, M. (1983). The divorce
adjustment precject. In L. Kurdek (Ed.), New
directions for child develcpment: Children ang
divorce. San Iranesisco: Jossey-Bass.

Stolberg, A. L., Cullen, P, M., & Garrison, K. M. (19823,

The divorce ac/ustment project: preventive
programming for children of dlvorce. Journal of
Preventive Psychiatry, 1., 365-368..

Stolberg, 2. L., 8 Garrison, K. M. (1985). Evaluating a
primary prevention program for children of dlvorce:

the divorce ac_ usiment project. American Journal of

Therapy Perspectives, I, (2). 4-7.

Commurnity Psychc:ogy, 13.

Teyber, E. (1985), Helping Your Children With Divorce.
New York: Pocke: Books.

Walnwrlaht, L. (Recoraing Artist). (1986). More Love
Songs (Recorc Alpum). Middlesex, Englana: Demon
Records Ltd.

Wallerstein, J. (1983:. Children of divorce: the
psycholocical tasxs of the child. American Journal

of Ortheopsvchiziry, B3, (22, 230-43.

96



Wallerstein, J. 8 Kelly, J. ¢(1980), Surviving the

Breakup. New York: Bas.c Books.

Wasserman, N. (1972). Music therapy for the emotionally
disturbed in a private hospital. Journal of Music
Therapy, IX, (2), 99-104.

Wells, N. & Stevens, T. (198B4). Music as a stimulus for
creative fantasy In group psychotherapy with young

adolescents. The Arts in Psychotherapy, 11, (23.
?1"'?6¢

Woodcock, J. (1987). Towaras group analytic music
therapy. Journal of British Music Therapy, I. (1)
16-21.

Yeh!, S. & Laz, F. (1986). Rzinbows For Al]l Children.
Des Plaines, Illinols: Bumblebees “N Me.

Zinker, J. (1977). Creative Process In Gestalt Therapy.
New York: Random House, Inc.




	Children of Divorce: The Therapeutic Use of Music in Group Treatment
	tmp.1674615705.pdf.6MOdY

