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ABSTRACT

This study presents a microanalysis of a critical moment
in a music therapy session with a bereaved child. Through
this microanalysis, the therapist explored and examined
the key musical and emotional elements that led to one of
the most significant therapeutic ~moments. The
microanalysis was done using digital tools, thus
highlighting the benefits of incorporating such elements
into therapeutic practice.
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INTRODUCTION

An eleven-year-old boy was referred to music therapy
after losing his father to cancer. For twelve weeks, the
client received weekly music therapy sessions aimed to
help him process this significant loss. The client, David',
had difficulty adjusting to a new reality without his father,
with whom he had been very close. As a result, a social
worker encouraged David to participate in music therapy
sessions, which could help in the bereavement process
(O’Callaghan and Michael, 2016; DiMaio and Economos,
2017).

THE UNFOLDING OF THE SESSIONS

From the first meeting with David, the music therapist
noticed his openness toward communication and
eagerness to talk and express his emotions. The therapist
noticed that the client was experiencing a certain mental
state within a grieving process, which has been given
particular weight by Elizabeth Kiibler-Ross, but also other
subsequent grief theorists (Kiibler-Ross, 1969). During the
first few meetings, David seemed more open to verbal
communication than to music interactions. However, as
the weeks progressed, the music therapist noticed an
increased interest in improvisational moments on the

! The name and some details have been changed to protect the client’s
identity.

REZUMAT

Studiul de fata prezinta o microanalizi a unui moment
critic dintr-o sedinta de terapie muzicald cu un copil in
doliu. Prin aceasta microanalizd, terapeuta a explorat si
examinat elementele muzicale si emotionale esentiale care
au condus inspre unul din cele mai semnificative momente
terapeutice. Microanaliza a fost realizatda cu ajutorul
dispozitivelor digitale, scotand astfel in evidentd
beneficiile incorporarii acestor elemente in practica
terapeuticd.

Cuvinte cheie

Terapie prin muzicd, microanalizd, pierderea unei
persoane dragi, compozitie muzicala terapeutica.

INTRODUCERE

Unui béiat in varsta de 11 ani i s-a recomandat terapie prin
muzicd dupa ce si-a pierdut tatdl din cauza cancerului.
Timp de doudsprezece saptamani, clientul a beneficiat de
sedinte saptdmanale de meloterapie cu scopul de a-l ajuta
sd proceseze aceastd pierdere importanta. Clientul, David!,
se confrunta cu dificultati de adaptare la o noua realitate
fara tatal lui, de care fusese foarte apropiat. Drept rezultat,
un asistent social I-a incurajat pe David sa participe la
sedinte de meloterapie pentru a-1 ajuta in procesul de
procesare a suferintei (O’Callaghan si Michael, 2016;
DiMaio si Economos, 2017).

DESFASURAREA SEDINTELOR

De la prima intalnire cu David, terapeuta a observat
deschiderea acestuia spre comunicare si dorinta de a vorbi
si de a-si exprima emotiile. Terapeuta a observat ca David
trecea printr-o anumita stare mentala in cadrul procesului
de doliu, caruia Elizabeth Kiibler-Ross, precum si alti
teoreticieni preocupati de acest subiect, i-au acordat o
importantd deosebita (Kiibler-Ross, 1969). in timpul
primelor 1intalniri, David parea mai deschis pentru
comunicare verbala decat pentru interactiuni muzicale. Cu
toate acestea, pe parcursul sidptdmanilor urmadtoare,
terapeuta a remarcat un interes crescut pentru momentele

! Numele si unele detalii au fost schimbate pentru a proteja identitatea
clientului.
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keyboard and drum. During each session, they would have
time to play the keyboard together or improvise on the
drum. David especially enjoyed showing the therapist how
certain emotions, actions, or people would sound on the
keyboard, so she encouraged him to explore diverse
sounds and textures.

Sometimes, during the session, David would display signs
of tiredness. Hence, during those moments, they engaged
in reflective music therapy activities (Grocke and Wigram,
2007), in which they would listen to relaxing music while
either talking or drawing images inspired by the music.
David seemed to enjoy these moments, and the therapist
observed that they had a soothing effect on him.

THERAPEUTIC SONGWRITING
Songwriting was one of the essential therapeutic activities
undertaken during these twelve weeks. Given the impact
that this activity is proven to have (Dalton and Krout,
2006; McFerran, Roberts and O’Grady 2010), the therapist
believed that therapeutic songwriting might prove
beneficial to David.

This endeavor started during the fifth session when David
brought a photograph of his father in the session and
proceeded to share precious memories of their time. David
seemed to need an outlet for his grief and sorrow, so the
therapist suggested that he compose a song about his
father. David agreed and appeared excited about this
process, so they made a plan primarily based on the
recommendations shared in the chapter “The Music
Therapist as Singer-songwriter, Applications with
Bereaved Teenagers” (Krout, 2016). In the following
week, David wrote the lyrics for the song, which were
heartfelt and highlighted feelings of love and yearning for
his father. The therapist did not intervene in this process,
because she wanted David to feel that this song belonged
to him. At the end of the sixth session, David decided that
they would decide on a melody the following week.

ABOUT MICROANALYSIS AND THE
THERAPEUTICAL BREAKTHROUGH

During the seventh session, the therapist tried to help
David choose or compose a melody to go with the lyrics,
but he appeared hesitant and did not offer suggestions. As
a consequence, the Therapist tried to offer David musical
examples from which to choose (Aasgaard and Blichfeldt
Zre, 2016) and played some chord progressions to see
how they would go with the lyrics. During this time, David
had the most emotional response out of the twelve-week
meetings. This session may have been the most difficult
one, especially from an emotional point of view, but it was
also a moment of therapeutic breakthrough, as David
finally shared his feelings of sorrow and hurt.

Microanalysis is a method that can be used to analyze and
document the music therapy process in more depth
(Wosch and Wigram, 2007). This method can provide a
much more detailed insight into the therapeutic process,
where a detailed analysis of a significant moment can
evaluate and shed light on the therapy as a whole. In the
case of music therapy, this is often accompanied by
graphic notations of video or audio-recorded movement,
conversation, and musical moments (Wosch and Wigram,
2007). Such graphic notation includes Music-therapy
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de improvizatie la clape si tobe. In fiecare sedintd, aveau
timp sa cante Impreuna la clape sau sa improvizeze la tobe.
Lui David 1i placea in mod deosebit sd 1i arate terapeutei
asocieri ale sonoritdtii claviaturii cu anumite emotii,
actiuni, sau oameni, asa ca l-a Incurajat sd exploreze
diverse sunete si texturi.

Uneori, in timpul sedintei, David arata semne de oboseala.
Asadar, in acele momente, abordau activitati de
meloterapie reflexiva (Grocke si Wigram, 2007), in care
ascultau muzica relaxantd in timp ce discutau sau desenau
imagini inspirate de muzica. David parea sa savureze
aceste momente, iar terapeuta a observat ca aveau un efect
linistitor asupra lui.

COMPOZITIE MUZICALA
TERAPEUTICA

Compunerea cantecelor a fost una dintre activitatile
terapeutice de baza Iintreprinse in cele doudsprezece
saptamani. Avand in vedere impactul dovedit al acestei
activitati (Dalton si Krout, 2006; McFerran, Roberts si
O’Grady, 2010), terapeuta a considerat cad terapia prin
compozitie muzicala ar putea fi benefica pentru David.

Acest demers a Inceput in timpul celei de a cincea sedinte,
cand David a adus la terapie o fotografie cu tatal lui si a
inceput sd impartaseasca amintiri pretioase din timpul
petrecut impreuna. David parea sa aiba nevoie de o cale de
eliberare pentru durerea si suferinta sa, astfel incat
terapeuta i-a sugerat sa compuna un cantec despre tatal [ui.
David a fost de acord si a parut foarte incantat de acest
proces, asa ca au stabilit un plan bazat in principal pe
recomandarile incluse in capitolul ,,The Music Therapist
as Singer-songwriter, Applications with Bereaved
Teenagers* (Krout, 2016). In siptiméana care a urmat,
David a scris versurile cantecului, care izvorau din inima
si revelau sentimente de iubire si dor fatd de tatal lui.
Terapeuta nu intervenit in acest proces, pentru cd dorea ca
David sa simta ca acest cantec ii apartinea doar lui. La
finalul celei de a sasea sedinte, David a decis ca se vor
ocupa de melodia cantecului 1n sdptamana urmatoare.

DESPRE MICRVOANALIZA SI INOVATIA
TERAPEUTICA

In a saptea sedintd, terapeuta a incercat s il ajute pe David
sd aleagd sau sd compund o melodie adecvatd pentru
versuri, dar el a parut ezitant si nu a oferit nicio sugestie.
Prin urmare, terapeuta a incercat sa ii ofere lui David
exemple muzicale din care si aleagd (Aasgaard si
Blichfeldt Z£re, 2016) si a cantat cateva siruri de acorduri
pentru a vedea cum s-ar potrivi cu versurile. In acest timp,
David a avut cea mai emotionald reactie de pe parcursul
celor doudsprezece saptamani de terapie. Aceasta sedinta
a fost probabil cea mai dificild dintre toate, mai ales din
punct de vedere emotional, pentru ca David si-a Tmpartasit
in sférsit sentimentele de durere si suferinta.

Microanaliza este o metoda care poate fi folosita pentru a
analiza si documenta in profunzime procesul de terapie
prin muzica (Wosch si Wigram, 2007). Aceasta metoda
poate oferi o perspectiva mult mai detaliatd asupra
procesului terapeutic, unde o analizd amanuntitd a unui
moment semnificativ poate evalua si aduce lumina asupra
terapiei ca intreg. In cazul meloterapiei, acest aspect este
adesea 1nsotit de notatii grafice inregistrate audio-video
ale unor miscari, conversatii si momente muzicale (Wosch
si Wigram, 2007). O astfel de notatie grafica este Music-
therapy Analyzing Scores (MAP), care utilizeazd coduri



Analyzing Scores (MAP), where specific codes are used
to record musical processes such as improvisation or
songwriting (Gilboa and Bensimon, 2007).

Given the strong emotional response of the client, the
therapist considered that a microanalysis of the 2 minutes
and 42 seconds of musical and verbal interaction that led
to the breakthrough would be beneficial in order to see the
details and context that may have caused an emotional
trigger. One of the key benefits of such an analysis is to
learn more about the subtle interactions and responses
during the music therapy process (Wosch and Wigram,
2007).

The sessions were recorded with a Tablet, and the selected
part could be reviewed and analyzed from there. The
verbal interaction was transcribed and analyzed in a
spreadsheet, and then broken down to fit the music and
gestures. The musical interactions were recorded using the
Musescore music notation program. The therapist aimed
to make this notation as simple and straightforward as
possible to represent the songwriting process in this music
therapy activity. Like other digital programs, it offers
many practical advantages and simplifies the process of
notation of interaction (Horvath, 2020, 61).

MICROANALYSIS

Part 1 — First musical interaction — one
minute and 10 seconds (00°:00” — 01°:10”)
During this time, the therapist was trying out a melody
based on David’s lyrics, and she was also playing the
Autoharp as an accompanying instrument. David was
playing the drum, and the keyboard kept the rhythm
through its metronome feature. David chose the beat to be
about J = 115. The lyrics to the song are:

First stanza (measures 1-9 — Microanalysis part 1):
My dad was a football player/Even though he could have
been a basketball player. /His job was to be a fireman,/And
his brother was an orderly.

Second stanza (measures 10-16 — Microanalysis part 1):
He was a good man, a great listener. /Even though I was
sometimes not well behaved. He used to learn well in
school, and he was friendly, even when sick./

Third stanza (measures 18- 27 Microanalysis part 1):
He loved mashed potatoes and steak, /Classical music and
his friend Barne./ He gave me his love for football, And as
a result, I was admitted into SPL. The Future./

Chorus (measures 28- 36 Microanalysis part 1):We both
loved the color blue,/He and I made a great team./Dad,
please come and support me during a match,/I will forever
miss you.

Compared to the English translation, the lyrics in
Romanian have a more extended rhythmic sequence, so it
was a challenge to set it up musically. The therapist
decided to try some chord progressions and see how it
turned out. In the first stanza, the chords are played on the
Autoharp and follow the C-G7-F-D7-G7 progression, so it
is a harmonically open section with a very simple melodic
contour. The rhythm follows the sequence of the words, so
it tends to be repetitive, with dotted notes and
syncopations. David accompanied the song on the drum,
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specifice pentru a nregistra procese muzicale cum ar fi
improvizatia sau compozitia muzicald (Gilboa si
Bensimon, 2007).

Avand in vedere reactia emotionald puternica a clientului,
terapeuta a considerat ca o microanaliza a celor 2 minute
si 42 de secunde de interactiune muzicala si verbala care
au dus la izbucnirea emotionald ar fi benefica pentru a
vedea detaliile si contextul care ar fi putut cauza un trigger
emotional. Unul din beneficiile esentiale al unei astfel de
analize este acela de a Invata mai mult despre interactiunile
si reactiile subtile din timpul procesului de meloterapie
(Wosch si Wigram, 2007).

Sedintele au fost inregistrate cu o tableta si partea selectata
a putut fi revizuita si analizatd in acest mod. Interactiunea
verbald a fost transcrisa si analizata intr-un fisier Excel si
apoi segmentatd pentru a corespunde cu muzica si
gesturile. Interactiunile muzicale au fost inregistrate
folosind programul de notatie muzicala Musescore.
Terapeuta a dorit sa faca aceastd notatie cat mai simpla si
mai directd posibil pentru a reprezenta procesul de
compozitie muzicala in aceastd activitate de terapie prin
muzica. La fel ca alte programe digitale, acesta oferd multe
avantaje practice si simplifica procesul de notare a
interactiunii (Horvath, 2020, 61).

MICROANALIZA

Partea 1 — Prima interactiune muzicala —

1 minut si 10 secunde (00°:00” — 01°:10”)

In acest timp, terapeuta testa o melodie pornind de la
versurile lui David, acompaniindu-se la autoharpa. David
canta la toba, iar instrumentul cu claviaturd mentinea
ritmul prin optiunea batdii de metronom. David a ales ca
pulsatia sa fie aproximativ J = 115. Versurile cantecului
sunt:

Prima strofa (masurile 1-9 — Microanaliza, partea 1): My
dad was a football player/Even though he could have been
a basketball player. / His job was to be a fireman, / And
his brother was an orderly.

Strofa a doua (masurile 10-16 — Microanaliza, partea 1):
He was a good man, a great listener. / Even though I was
sometimes not well behaved. He used to learn well in
school, and he was friendly, even when sick. /

Strofa a treia (masurile 18-27 — Microanaliza, partea 1):
He loved mashed potatoes and steak, / Classical music and
his friend Barne. / He gave me his love for football, And
as a result, I was admitted into SPL. The Future. /

Refiren (masurile 28-36 — Microanaliza, partea 1): We both
loved the color blue, / He and I made a great team. / Dad,
please come and support me during a match, / I will
forever miss you.

in comparatie cu traducerea in englezi, versurile in limba
romana au o succesiune ritmica mai extinsa, asadar a fost
dificil sa fie puse pe muzica. Terapeuta a decis sa Incerce
niste inlantuiri de acorduri si sd vada care e rezultatul. in
prima strofd, acordurile sunt céntate la autoharpd si
urmeaza inlantuirea armonica Do-Sol7-Fa-Re7-Sol7, deci
este o sectiune deschisd din punct de vedere armonic, cu
un contur melodic foarte simplu. Ritmul urmareste
succesiunea cuvintelor, asa incat tinde sa fie repetitiv, cu
ritmuri punctate si sincope. David a acompaniat cantecul
la toba si s-a straduit sa urmareasca modelul ritmic, dar nu
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and tried to follow the rhythmic pattern, but was not
consistent in this endeavor, as in measures 4 and 5, he
seemed to have difficulty keeping up and only attempted
to drum twice. He also started the song with a rhythmic
fourth note that served as a sort of anacrusis. From an
interaction point of view, the therapist and client were both
concentrated on the music, and both had their eyes towards
the harp, and respectively, the drum. In measure four
(second 00’:08” of the video), both David and the music
therapist seemed to glance at each other, using their
peripheral vision, and in this case, it appeared that they
stayed connected musically. In measure six (00’:117),
David’s facial features suggest that he was miming the
words “he was a fireman”, and this action prompted the
therapist to lean in towards him, perhaps to make sure that
he was ok. During the last measures of this verse, both the
therapist and the client continued to be absorbed by the
music.

The second stanza continues with the chord progression C-
F-D7-G7, a harmonically open section with a simple and
monotone melodic texture. During this verse, David was
more engaged in his drumming, keeping a relatively steady
beat, but then started to lose concentration, as seen in
measures 15 and 16. He ultimately resumed his drumming,
as noted in measure 17. During this verse, from measures
10 to 17, we annotated that the therapist’s attention was
again towards the harp and concentrated on finding a
melody that would fit the words. David also looked down
towards the drum most of the time but had a moment in
measure 11 (00°:20”) when he looked up, perhaps to see
himself in the video recording. Since the sessions were
recorded with a tablet that was placed on a shelf in front of
them, the therapist often saw that David would glance to
see the recording and would sometimes be self-conscious
as a result. In measure 16 (00°:29”), we noted that David
yawned or sighed, and this action coincided with the words
“he was friendly, even when sick”. As that might be a
painful subject, the therapist turned towards David, to
make sure that he was coping with the emotional surge of
the words. Also, David’s drumming was becoming
sometimes offbeat and unsure, but he persevered.

The chord progression in the third stanza begins with a C,
followed by an F, G7, D7, and G7. The melody’s general
direction is ascending, with a contour that starts
disjunctive but then moves into a conjunctive pattern.
David’s drumming was more consistent during this stanza,
but with a few pauses, as seen in measures 22 and 23
(00°:42” - 00’:42”). The interruption was due to David
switching the position of the drum, which he changed to
face towards him. The interaction between the client and
the therapist intensified as she turned towards him and
smiled three times, as seen from the symbols in measures
21, 23, and 27. The therapist’s response may have been
prompted by David getting restless, which is how the
therapist interpreted his switching the drum position and
his yawn. During the previous music therapy sessions, the
therapist noticed that David had difficulty concentrating
for extended periods.

The lyrics in the chorus are the most emotional, so the
therapist tried to build a melody that would convey this
aspect and the client’s preferences. The chord progression
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a fost consecvent 1n efortul depus, deoarece in masurile 4
si 5 a parut sa aiba dificultati in a tine ritmul si a incercat
sa bata toba doar de doua ori.

De asemenea, el a inceput cantecul cu o patrime, care a
functionat ca un fel de anacruza. Din punctul de vedere al
interactiunii, terapeuta si clientul erau amandoi concentrati
asupra muzicii, amandoi priveau in directia harpei,
respectiv a tobei. In masura patru (momentul 00°:08” al
filmarii), atdt David, cat si terapeuta, pareau sa se
priveasca uneori reciproc, folosind vederea periferica,
creand impresia cd erau conectati la nivel muzical. In
masura sase (00°:117), trasaturile faciale ale lui David
sugereaza ca mimeaza cuvintele ,,era pompier®, ceea ce a
determinat-o pe terapeutd sa se aplece inspre el, poate ca
sd se asigure ca David se simtea bine. Pe parcursul
ultimelor masuri din acest vers, atdt terapeuta, cat si
clientul au continuat sa fie absorbiti de muzica.

A doua strofa continud cu inlantuirea de acorduri Do-Fa-
Re7-Sol7, o sectiune deschisa din punct de vedere
armonic, cu o texturd melodica simpla si monotona. in
timpul acestui vers, David a fost mai implicat la toba,
mentinand o bataie relativ constanta, dar apoi a Inceput sa
isi piardd concentrarea, dupd cum se poate vedea in
masurile 15 si 16. in cele din urmi a reinceput sa cénte,
dupd cum se observd in masura 17. In acest vers, de la
masura 10 la 17, am marcat faptul ca atentia terapeutei era
din nou concentratd asupra harpei si gasirii unei melodii
potrivite cu textul. David, de asemenea, a privit in jos spre
toba in cea mai mare parte a timpului, dar a avut un
moment in masura 11 (00”:20”) cand a privit in sus, poate
pentru a se privi pe sine in inregistrarea video. Din moment
ce sedintele au fost inregistrate cu o tabletd pozitionata pe
un raft in fata lor, terapeuta a vazut de mai multe ori ca
David arunca priviri spre inregistrare, ceea ce il facea
uneori si fie mai crispat. in masura 16 (007:29”), am
observat ca David a cdscat sau oftat, actiune care coincidea
cu textul ,,era prietenos, chiar si cand era bolnav®. Pentru
ca acesta putea fi un subiect dureros, terapeuta s-a intors
catre David, ca sa se asigure cd el putea face fatd
intensitdtii emotionale a cuvintelor. De asemenea, David
canta la tobe uneori nesigur si pierdea ritmul, dar
persevera.

Inlantuirea de acorduri din a treia strofd incepe cu Do
major, urmat de Fa, Sol7, Re7 si Sol7. Directia generala a
melodiei este ascendentd, cu un contur care incepe
disjunctiv, transformandu-se apoi Intr-un model
conjunctiv. David a cantat la toba mai consecvent in
aceasta strofa, dar cu cateva pauze, cum se poate vedea in
masurile 22 si 23 (00°:42” - 00°:42”). Intreruperea s-a
datorat faptului cd David a schimbat pozitia tobei, pe care
a asezat-o cu fata spre el. Interactiunea dintre client si
terapeutd s-a intensificat datoritd faptul cd aceasta s-a
intors catre el si a zambit de trei ori, dupa cum arata
simbolurile din masurile 21, 23 si 27. Reactia terapeutei s-
ar fi putut sa fie provocatd de faptul ca David incepea sa
fie nerabdator, lucru pe care ea l-a presupus datorita
schimbirii pozitiei tobei si cascatului. In timpul sedintelor
anterioare de terapie prin muzicd, terapeuta a observat ca
era dificil pentru David sa se concentreze pe perioade mai
lungi de timp.

Versurile refrenului sunt cele mai emotionante, astfel incat
terapeuta incercat sd construiascd o melodie care sa



used was D-C-G7, with a predominately conjunctive
melody. David’s drumming stopped during the chorus,
and he displayed signs of tiredness by yawning (00’:56” —
00°:57”) and then proceeded to lay his head down on his
arm (00’:58”) and stayed that way until the end of the
chorus. Given that this was the seventh session, the
therapist knew that David showed signs of tiredness or
boredom, and they mainly intensified when they talked
about difficult or emotional subjects. Therefore, the
therapist suspected David was struggling with the song’s
words, which conveyed how much he missed his father:
“Dad, please come and support me during a match,/I will
forever miss you”. In this context, when David lay his head
down, the therapist turned towards him and smiled (as
noted in measure 32) but did not stop the song. The
therapist concentrated on the song’s harp and melody for
the rest of the chorus, even though she observed that David
was getting emotional.

Part 2 — Verbal interaction — one minute and
5 seconds (01°:10” - 02°:06”)

In the next one minute and five seconds of the music
therapy session, the main form of communication was
verbal, as the therapist wanted to glean David’s opinion
regarding the song. For about 17 seconds (01°:10” —
01°:17” from part two of the microanalysis), she tried to
persuade David to tell her if he liked the previous version
or would like to try another musical setting for the lyrics.
At this time, it seemed as if David was unwilling to
cooperate, so the therapist insisted. Despite smiling,
David did not immediately answer and lifted the drum to
his face, covering his mouth. This gesture may have been
done unconsciously, but it might also have been a sign that
David was not inclined to continue our communication.

After David agreed to continue working on the song, the
therapist tried to get him more excited about the process,
so with a flourish, she asked him to accompany her on the
drum. David playfully responded by lifting the drum and
attempting to drum with his head. This action sparked a
moment of amusement, in which they laughed, and David
continued to smile. (0”:177-01°:30” from part II of the
microanalysis).

The therapist asked David again if he would like to try
another melody so we could see which version he
preferred. David looked down at his drum and seemed
distracted as he drummed and paused before answering
positively. Seeing his reaction, the therapist tried to engage
him and ask if he had any ideas for a melody. The
therapist’s insistence was because she felt it was important
for David to contribute as much as possible to the song so
that it belonged to him. She also acknowledged that he did
not have musical training or a particular interest in music,
so she let him listen to various melodies and chord
progressions, from where he could choose what he
preferred. David did not verbally respond to the questions
but just shook his head and smiled (01°:30” —01°:38” from
part II of the microanalysis).

After the therapist grimaced and playfully mimicked his
negative answer, David told her he was out of ideas,
rubbing his eyes with his hands. His verbal and body
language indicated that he was either tired, bored, or
uncomfortable continuing the songwriting process. The
therapist sensed his mood but continued talking to him
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acorduri folosit a fost Re-Do-Sol7, cu o melodie
predominant treptatd. David s-a oprit din cantat in timpul
refrenului si a manifestat semne de oboseald, cascand
(00°:56” — 00’:57”), dupa care si-a agezat capul pe brat
(00°:58”) si a stat astfel pana la finalul refrenului. Avand
in vedere cd aceasta era a saptea sedintd, terapeuta stia ca
David ardta semne de oboseald sau plictiseald, care se
intensificau mai ales cand discutau despre subiecte dificile
sau emotionante. Din acest motiv, terapeuta a banuit ca
David avea dificultati cu versurile céantecului, care
transmiteau cat de dor 1i era de tatal sdu: ,,Dad, please
come and support me during a match,/ I will forever miss
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you“.

In acest context, cand David si-a lisat capul jos, ea s-a
intors spre el si i-a zdmbit (cum am notat in masura 32),
dar nu a oprit cantecul. Terapeuta s-a concentrat pe harpa
si pe melodia cantecului in restul refrenului, chiar dacé a
observat cd David se emotionase.

Partea 2 — Interactiune verbala — 1 minut si

S secunde (01°:10” — 02°:06”)

In urmitorul interval de un minut si cinci secunde din
sedinta de meloterapie, principala forma de comunicare a
fost verbala, deoarece terapeuta dorea sa afle opinia lui
David despre cantec. Timp de aproximativ 17 secunde
(01°:10” - 01°:17” din partea a doua a microanalizei), ea a
incercat sa il convingd pe David sa i spund daca ii place
versiunea anterioara sau ar vrea sa incerce alt aranjament
muzical pentru versuri. La momentul respectiv, David nu
era dispus sd coopereze, asa incat terapeuta a insistat. Cu
toate cd a zambit, David nu a raspuns imediat si a ridicat
toba la nivelul fetei, acoperindu-si gura. E posibil ca acest
gest sa fi fost inconstient, dar ar fi putut fi si un semn ca
David nu dorea sd continue comunicarea.

Dupa ce David a fost de acord sa continue s lucreze la
cantec, terapeuta a incercat sa il entuziasmeze mai mult In
legdturd cu procesul, asa incdt, cu o scurtd figuratie
muzicala, l-a invitat s o acompanieze la toba. David a
raspuns jucaus, ridicand toba si incercand sa bata la toba
cu capul. Aceastd actiune a declansat un moment de
amuzament, in care au ras, iar David a continuat sa
zambeascd (0°:17”-01°:30” din partea II a microanalizei).

Terapeuta l-a intrebat din nou pe David daca ar dori sa
incerce altd melodie, ca sa vada ce versiune prefera. David
a privit in jos spre tobd, parand absent, si a continuat sa
bata la toba, facand o pauza nainte de a raspunde pozitiv.
Vazandu-i reactia, terapeuta a incercat sa il implice si sa
intrebe daca are idei pentru o melodie. Terapeuta a insistat
pentru cé a simtit ca e important pentru David sa contribuie
cat mai mult posibil la scrierea cantecului, asa incat sa i
apartina lui. Totodata, fiind constienta cd el nu are educatie
muzicald sau un interes special pentru muzica, l-a lasat sa
asculte diferite melodii sau armonii din care putea alege ce
prefera. David nu raspundea verbal la intrebari, ci prin
miscari ale capului si zdmbea (01°:30”—01°:38” din partea
II a microanalizei).

Dupa ce terapeuta a mimat printr-o grimasa glumeata
raspunsul lui negativ, David i-a spus c¢d nu mai are idei,
frecandu-si ochii cu mainile. Limbajul lui verbal si
corporal indica faptul ca era obosit, plictisit sau nu se
simtea confortabil si continue procesul de scriere a

cantecului. Terapeuta i-a perceput dispozitia, dar a
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jovially, asking if he had lost all his ideas to thoughts of
football. While the therapist was talking, David placed his
head in his palms, perhaps indicating a need to avoid the
questions, but then answered that he left all his ideas on
the football field. The therapist answered sympathetically,
and David segued the conversation, telling her that the
football referee had made him very mad that day. (01°:38”
—017:54”).

This attempt to change the subject may have been done to
stop the emotional turmoil associated with the passing of
David’s father. At the time, the therapist felt compelled to
continue the songwriting process, even though she realized
it might put pressure on David. Additionally, they had
spent some time talking about his football match before
the session started, so the therapist knew the story about
the referee and did not feel that discussing it again would
be the best use of their time.

In the last part of our verbal interaction (01°:55” —
02°:06”), the therapist changed the subject to the
songwriting process, asking David if he would like to try
again. At first, David did not respond, as he looked down
at the drum, but after asking again, he grimaced while
answering positively. The therapist encouraged him to try
again, and she took back at the harp, strumming an A
minor chord, while David lifted the drum again, hiding his
mouth behind it.

Part 3 — Second musical interaction —

39 seconds (02°:06” — 02°:45”)

The second musical interaction was shorter than the first,
lasting just 39 seconds. The therapist tried to find an
alternative melody for the song that David had composed,
and given the emotional nature of the lyrics, she thought
about attempting a minor version. Perhaps, on an
unconscious level, she was trying to motivate David to
participate in this endeavor actively. As they started the
song’s second version, the therapist concentrated on the
accompanying chords in A minor. In contrast, David
started drumming the rhythm, but in a somewhat distracted
manner, as he kept looking around the room. Noticing his
body language, she told him they were trying out a minor
chord, as noted in measures 1 through 3 in the third part of
the microanalysis (02°:06” — 02°:11”).

The chord progression used in this variation was very
basic: Am — F — G, with a harmonically open section. The
therapist found it challenging to find a captivating melody
due to the unbalanced structure of the lyrics. However, she
realized that the critical aspect was offering David the
opportunity to create a piece of music that best aligns with
his thoughts and feelings. As they continued this version,
the therapist noticed that David tried to engage more
actively in his drumming, which she found encouraging.
On the other hand, David tended to keep the drum up to
his mouth, perhaps using it as a shield so he would not
have to sing or say the words. (0°:11” — 02:21”, noted in
measures 4 — 10 from part three of the microanalysis).

In the following moments, David seemed to lose his
concentration and lifted the drum above his face but still
managed to drum two beats during this pursuit. Observing
his gesture, the therapist also seemed to have lost her
concentration at the harp, which was discernible since she
played a wrong chord, as noted in measure 11 of the
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continuat sd vorbeasca cu el jovial, Intreband daca toate
ideile i-au fost inlocuite cu ganduri despre fotbal. In timp
ce ea vorbea, David si-a pus capul in palme, poate pentru
a indica o nevoie de a evita intrebarile, dar apoi a raspuns
ca si-a lasat toate ideile pe terenul de fotbal. Terapeuta a
raspuns cu intelegere, iar David a continuat conversatia,
spunandu-i ca arbitrul de fotbal 1l enervase foarte tare in
ziua aceea (01°:38” — 017:54”).

Aceasta incercare de a schimba subiectul a avut probabil
scopul de a opri tumultul emotional asociat cu moartea
tatalui lui David. In acele momente, terapeuta s-a simtit
obligata sa continue procesul de scriere a cantecului, cu
toate ca a realizat ca acest lucru ar putea pune presiune
asupra lui David. In plus, petrecuserd ceva timp vorbind
despre meciul lui de fotbal Tnainte de Inceperea sedintei,
deci terapeuta cunostea povestea despre arbitru si nu era
de parere ca ar fi fost util pentru ei sa reia discutia.

In ultima parte a interactiunii verbale (01:55” — 02°:06”),
terapeuta a ghidat din nou discutia spre procesul de scriere
a cantecului, intrebandu-1 pe David daca ar dori sa incerce
din nou. La inceput, David nu a raspuns, privind 1n jos spre
toba, dar dupa ce a fost intrebat din nou, a facut o grimasa
si a raspuns pozitiv. Terapeuta l-a Incurajat sa incerce din
nou, iar ea a reluat cantatul la harpa, cu un acord in la
minor, in timp ce David a ridicat din nou toba,
ascunzandu-si gura 1n spatele ei.

Partea 3 — A doua interactiune muzicala —
39 de secunde (02°:06” — 02°:45”)

A doua interactiune muzicald a fost mai scurtd decéat
prima, de doar 39 de secunde. Terapeuta a incercat sa
gaseasca o altd melodie pentru cantecul compus de David
si, avand in vedere natura emotionald a versurilor, s-a
gandit sa incerce o variantd in minor. Poate, la un nivel
inconstient, incerca sa il motiveze pe David sa ia parte
activ la acest demers. Cand au inceput a doua versiune a
cantecului, terapeuta s-a concentrat pe acordurile
acompaniatoare in la minor. Pentru contrast, David a
inceput sa bata la toba ritmul, dar intr-un mod putin absent,
pentru cda se uita mereu prin camerd. Observandu-i
limbajul corporal, terapeuta i-a spus ca incearca cu un
acord minor, dupa cum se observa in masurile 1-3 in partea
a treia a microanalizei (02°:06” — 02°:117).

Inlantuirea de acorduri utilizatd in aceasta variatie a fost
foarte simpla: la minor — Fa major — Sol major, cu o
sectiune armonica deschisa. A fost dificil pentru terapeuta
sd gaseasca o melodie captivantd, datoritd structurii
neechilibrate a versurilor. Cu toate acestea, a realizat ca
aspectul critic era sa 1i ofere lui David posibilitatea de a
crea un fragment muzical cat mai adecvat gandurilor si
sentimentelor lui. Pe masurd ce avansau cu aceastd
versiune, David iIncerca sa se angajeze mai activ in
cantatul la toba, lucru incurajator pentru terapeutd. Pe de
alta parte, David avea tendinta de a tine toba in dreptul
gurii, poate folosind-o ca pe un scut ca si evite sa cante
sau sa spuna cuvintele. (0°:11”—02:21”, notat in méasurile
4 — 10 din partea 3 a microanalizei).

in momentele urmitoare, David a parut si isi piarda
concentrarea si a ridicat toba deasupra fetei, dar a reusit
totusi sd batd doud note In timpul acestei activitati.
Observandu-i gestul, terapeuta a parut sa isi piarda la
randul ei concentrarea la harpa, lucru perceptibil in faptul
ca a cantat un acord gresit, notat in masura 11 a



microanalysis part three (02°:27”). She quickly regained
her composure and continued with the song while David
lowered the drum but seemed distracted as he stopped
beating the rhythm on the drum. At one point, he did
appear to be silently miming some of the words (measure
18; 02°:41”), but he may also have been just inattentive
and thinking about something else. Observing his
disposition, the therapist did not continue with the chorus
in this version but stopped to ask his opinion (measures 19
and 20; 02°:43” — 02°:45”). This moment was when our
musical interaction stopped, as David declared that he
preferred the previous melody, and when the therapist tried
to offer him other versions, he interrupted her, and they
started talking. What followed was the most emotional
reaction the client had ever had, where he shared his
feelings of sorrow and emotional information regarding
his family. He also cried for a while, seemingly
unburdening his heart.

CONCLUSIONS

Analyzing these two minutes and forty-five seconds has
offered us an in-depth perception of how the therapeutic
songwriting process might have provoked a client’s
emotional response. Based on research (Walke, 1977;
Farber, Berano and Capobianco 2004; McFerran, 2011),
unburdening one’s soul can be therapeutic and help people
find closure, so therapists should seek to help clients
disclose difficult emotions. However, when dealing with
children or adolescents, the therapeutic process must be
age-appropriate and relevant to their emotional capacity.
(Oetzel and Scherer, 2003). After observing and
evaluating the musical and verbal interactions between
David and the therapist, we believe that many of his
gestures or actions, which seemed to appear tired or
distracted, might have been an attempt to repress his
thoughts and emotions. This withdrawal may have
happened because of his father’s passing and the new
reality, which includes a brutal new reality. As a result,
David might have wished to change the subject and turn
towards less painful thoughts. While aware of his struggle
at the time, the therapist believed that David needed to talk
about his father and find some closure, which can be
accomplished through songwriting. However, the therapist
also took into consideration that she might have pushed
David too much in the songwriting process, and singing
about his father could have been too painful at the time,
hence the powerful emotional response that followed.
Despite these observations relating to the seventh session,
the music therapy sessions with David ended positively,
with his song printed on cardboard with his father’s
photograph in the background. His joyful reaction was
priceless and led the therapist to reflect that the therapeutic
songwriting process, although painful at the time, might
have represented the closure that David needed.

Table 1. Legend for microanalysis

“n Looking down at harp
“ Looking down

©) Looking sideways

) Half smile

[ Turning
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microanalizei, partea 3 (02°:27”). Si-a revenit rapid si a
continuat cantecul, in timp ce David a coborat toba, dar
parea absent si nu mai batea ritmul. La un moment dat, a
parut s mimeze in tdcere unele cuvinte (masura 18;
02°:41”), dar e posibil si sa fi fost doar neatent si sa se fi
gandit la altceva. Observandu-i dispozitia, terapeuta nu a
continuat cu refrenul in aceasta versiune, ci s-a oprit pentru
a-1 cere parerea (masurile 19 si 20; 027:43” — 02:45”).
Acesta a fost momentul cand interactiunea lor muzicala s-
a oprit, deoarece David a declarat cad prefera melodia
anterioara, iar cand terapeuta a incercat sa ii ofere alte
versiuni, a intrerupt-o, si au Inceput sa vorbeasca. Ceea ce
a urmat a fost cea mai plind de emotie reactic pe care a
avut-o vreodata David, cand si-a Impartasit sentimentele
de durere si informatii emotionale legate de familia lui. A
si plans o vreme, parand sa 1si descarce sufletul.

CONCLUZII

Analiza acestor doud minute si patruzeci si cinci de
secunde ne-a oferit o perceptie mai profunda a modului in
care procesul de compozitie muzicald terapeutica ar fi
putut provoca raspunsul emotional al clientului. Conform
cercetarilor, (Walke, 1977; Farber, Berano si Capobianco,
2004; McFerran, 2011), descarcarea emotiilor poate avea
efect terapeutic si 1i poate ajuta pe oameni sd gaseasca o
impacare, astfel incat terapeutii ar trebui sa incerce sa i
ajute pe clienti sa isi dezviluie emotiile dificile. Cu toate
acestea, cand este vorba despre copii sau adolescenti,
procesul terapeutic trebuie sa fie adecvat varstei si relevant
pentru capacitatea lor emotionald. (Bolton-Oetzel si
Scherer, 2003). Dupa observarea si evaluarea
interactiunilor muzicale si verbale dintre David si
terapeuta, credem cd multe dintre gesturile si actiunile lui,
care pareau obosite sau absente, ar fi putut fi tentative de
a-si reprima gandurile si emotiile. E posibil ca aceasta
retragere sa fi avut loc din cauza mortii tatalui sau si a noii
realitdti, care include o noud realitate, brutald. Drept
rezultat, probabil David si-a dorit sd schimbe subiectul si
sa se indrepte spre ganduri mai putin dureroase. Desi era
constientd de lupta lui interioard din acele momente,
terapeuta a fost de parere ca David avea nevoie sa
vorbeascd despre tatdl lui si sd gdseascd o impacare
sufleteasca, lucru realizabil prin scrierea cantecului.
Totusi, terapeuta a luat totodata in considerare faptul ca
probabil l-a presat prea mult pe David in procesul de
scriere a cantecului si cd un cantec despre tatal lui ar fi
putut fi prea dureros pentru el in acel moment, provocand
raspunsul emotional intens care a urmat. In ciuda acestor
observatii legate de a saptea Iintalnire, sedinta de
meloterapie cu David s-a terminat intr-o notd optimista, cu
cantecul lui tiparit pe carton si cu fotografia tatdlui lui pe
fundal. Reactia lui plind de veselie a fost nepretuita si a
determinat-o pe terapeutd sa reflecteze cd procesul de
compozitie muzicala terapeuticd, desi dureros la vremea
respectiva, a condus probabil la impacarea sufleteasca de
care David avea nevoie.

Tabel 1. Legenda pentru microanaliza

“n Priveste 1n jos spre harpa
“ Priveste in jos

0o Priveste in lateral

) Zambeste usor

[ Se intoarce
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O

Smile

W
A

Laughing

Miming words

Looking up

Yawning

Putting head down on arm

Switching the position of the
drum outwards

Adjusting glasses

Placing drum over mouth

Looking over the drum

Shrugs

Adjusts seat

Ml =[] @D 80v><>'¢@

Large gesture

~

Puts hair over shoulder

Raises drum

«—| >~

Lowers drum

Grimace

Shakes head “no”

MM

Head down in palms

*%

Rubs eyes

Microanalysis - Part |

Musical Interaction

Lois Vaduva

le/child vocal

1
Y

X
<

©

Zambeste

W
A

Rade

Mimeaza cuvinte

Priveste in sus

Casca

Isi sprijina capul pe brat

Schimba pozitia tobei inspre
exterior

Isi aranjeaza ochelarii

Pune toba in dreptul gurii

Priveste peste toba

Ridica din umeri

Isi aranjeaza scaunul

M g~ @D Snv>oa@

Gest larg

~

Isi pune parul pe umar

Ridica toba

«—| >~

Lasa toba in jos

Grimasa

Da din cap in semn de ,,nu*

MM

Pune capul in palme

*k

Se freaca la ochi

[N

Microanalysis - Part |

Musical Interaction

115
115

Lois Vaduva

le/child vocal

[RSEY

§

1
|

X
<

[
.

WL o o= el
e

R
[
AR

0
iz
Harp |-
%-.

e
e
g
e

k= [y

L1

ol

[\ B * 4 t_,

YN

0
(=8
Harp ’%

[

[T

L

g

e

g

e

faR "
Percussion H

Q%

[N\ R

-

[Y\ IS

3

:

LIAER

E:

Figure 1. Microanalysis, part I: musical interaction 1/6.
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Figura 1. Microanaliza, partea I: interactiune
muzicala 1/6.
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Figure 4. Microanalysis, part I: musical interaction 4/6.
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Figure 6. Microanalysis, part I: musical interaction 6/6.

Table 2. Microanalysis, part II: verbal

communication 1/6.

Time frame

01°:10”

01’:14>

Figura 4. Microanaliza, partea I: interactiune

muzicala 4/6.
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Figura 6. Microanaliza, partea I: interactiune

muzicala 6/6.

Tabel 2. Microanaliza, partea II:

comunicare verbala 1/6.

Therapist What do you say? | Would you like
Do you like it? to try other
Looks at client O | sounds?
920
JJ
Client © A
(Silent, but (Silent - covers
smiles) mouth with
drum)

48

Cadru 01°:10” 01°:14>
temporal
Terapeuta - Ce zici, iti place? | - Vreisa
0 incercam si alte
(priveste spre sonoritati?
client) oag
Jll
Client © A
(Tacut, dar (Tacut — 1si
zdmbeste) acoperi gura cu

toba)




Table 3. Microanalysis, part II: verbal

communication 2/6.
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Tabel 3. Microanalizi, partea I1:
comunicare verbala 2/6.

01°:17” 01°:21” 01°:26”°
Hmm? Let’s Please So I see that we
try! Shall we accompany me are composing
try another? on the drum (%), | something! Hey

01°:17” 01°:21” 01°:26”°
- Hmm? Hai sd | - Dar sa ma - Sé simt ca
incercam (W)! | acompaniezi la compunem

Mai incercam
una? (O)

tobd (), sa simt
() ca am un ritm

ceva! Hey! - Nu

2<)

(0) so I feel (adjusts | ! Not on your
(Adjusts seat hair) that [ have | head!

and looks at arhythm (!) £29)

client) from N. (!).

® }Me Yes! l© ©0

(Looks over the
drum, shrugs,
covers mouth
with drum and
purses lips
before
answering yes)

(Lowers drum,
smiles and starts
drumming with
his head)

(Smiles, looks
ahead)

(isi aranjeaza (M delaN. (). in cAap!
scaunul si se [Réde]

uitd la client)

® } neDa! Q) ©0

(Se uita la (Pune jos toba, (Zambeste, se
toba, ridica din | zambeste si uitd in fatd)
umeri, isi incepe sa bata la

acopera gura toba cu capul)

cu toba si

strange din
buze nainte de
a raspunde da)

@ Drums on
his head: JJ

Table 4. Microanalysis, part II: verbal

communication 3/6.

01°:30” 01°:32” 01°:38”
Not on your - Shall we try Don’t you have
head! © something else? any ideas for a
(“S) melody? =
- Another style of | - Noo?
melody, to see
what we prefer?
i “ Yes! X ©
(Lowers drum. | (Looks down, (Doesn’t
Lo ks down.) then answers answer verbally

but shakes head
“No” Then
smiles and
looks down.)

@ Drums on
his head: /

Drums: .88

Table 5. Microanalysis, part
communication 4/6.

II: verbal

- @
L
Tabel 4. Microanaliza, partea II:
comunicare verbala 3/6.
01°:30” 01°:32” 01°:38”’
-Nuin cap!! O | - Mai incercam Tu nu ai nicio
si altceva? (%) | idee de
- Mai incercam melodie? = -
[Priveste spre | un fel de Nuu?
client]) melodie, sa
vedem care ne
place mai mult?
Je “ Da! X ©
(Lasa toba in (Priveste in jos, (Nu raspunde
jos. Priveste in | apoi raspunde verbal, dar da
Jos.) din cap in semn
de ,,Nu®“. Apoi
zambeste si
priveste in jos.)
@ Bate toba Bate toba: -
pe cap: J J.I37PS

Tabel 5. Microanalizi, partea II:
comunicare verbala 4/6.

01°:42”° 01°:43” 01°:47”
- Ok! You have no ><)
more ideas? “o
Why? Have they | Laughs and
all been replaced | looks at client.
by football?
(Looks at client)
©)
- I don’t have MM - No, but they
any more ideas | ¢ are on the
(<>) football field

(Client is silent,
head down in
palms, then looks
down)

(rubs eyes and
lowers drum)

ok \L

01°:42> 01°:43” 01°:47”
- Ok! - Nu mai ai idei? (B
De ce? Le-a scos e
toate fotbalul?70 | (Rade si se uita
(Se uiti la client) | laclient.)
- Nu mai am MM - Nu, dar le-am
idei (<>) “ scos toate pe
[pune mainile | (Clientul e ticut, | teren **; 1 [Se
pe ochi] cu capul in freaca la ochi si

palme, apoi
priveste in jos)

pune toba jos.])
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Table 6. Microanalysis, part II: verbal

communication 5/6.

Tabel 6. Microanalizi, partea II:
comunicare verbala 5/6.

01°:49° 01°:50”° 01°:54”
You left all ¢ Really?
your ideas on (Looks at the (Looking at the
the field? client) client) O
(Looks down)
3
“ Yes! - The referee “ Yes!

made me very (Continues to
(Looks down mad (Looks look down)
and answers down) *
“yes”)

01497 01°:50” 01:54”

- Le-ai scos pe 0o Serios? O
Ferf?r io‘a‘lte [Priveste catre | [Privind catre
ideile? client] client]
[Priveste 1n jos]

“ Da! - Arbitrul dlam- | ¢ Dg!

(Priveste in jos

si rdspunde
?5da“)

a facut un pachet
de nervi

[Priveste 1n jos]

[Continua sa
priveasca in
jos]

Table 7. Microanalysis, part II: verbal
communication 6/6.

01°:55>° 01°:587 01°:59° 02°:01°° - Tabel 7. Microanalizﬁ, partea 1I:
02°:06° comunicare verbala 6/6.
Shall we - Do you - Are you - Let’s try! 01’:55”° 01°:57”° 01°:59”° 02°:01°° -
try again? | want to up for %13 Here 02°:06°
(Looks try? What | another we g0 ... - Mai - Incercam? | - Mai ai - Hai sa
down at do you melod_y? (Looking at incercim Ce zici? “J3 | chefsa incercim!
harp) “J say? (L_OOkmg at | harp again) una si incercim “0 Asa....
(Look:‘ng at | client) O vedem? [Privind la | inca o [Se uita din
harp) “J “a harpa]) melodie? nou la
- - - [Priveste o harpa]
in jos la [Privind
J harpa] clientul]
“ ~ “  Yes! N - - -
(No (No (Looks (Lifts
response — | Tesponse, down, but | drum, .
just justa then hides his “ = “ Dal N
looking grimace.) answers mouth (Niciun (Niciun (Priveste in | (Ridica
down at yes!) behind it) rispuns — | raspuns, jos, dar toba, isi
drum) doar doar o apoi ascunde
- - - - priveste in | grimasa.) raspunde gura in
jos la tobd) da!) spatele ei)
Microanalysis - Part 3
Musical interaction e
J= 2 2
Jous Microanalysis - Part 3
Female and Child Vocals 2 T i ; ! ==aE JI_I—!! Musical interaction Lois Viduva
A e - F J=115
™0: 7] J=115
e Female and Child Vocals ég T s 6 | | == sE=m=t|
Am e ee < =)
Har | 1"‘-,:. = = = = = = ™0: “n
@ % £3 g & 3 & c:
Percussion |1 ; o
33333 3 3 3 o (R —— = =
k-3 = = = = =
Percussion | - =) I 13 =
A . [ . . ‘ ! 333333 3 3
33399 33 a3 =5 eees e de
r) 4
noe . A e ———c==—r==—x—
; m TIT3397 D5 4ds i i it o
0 Il | Il “n
5= & % (3§ & (4 & (¢ ¢ "o -
- 2 N F Am & ; ! ‘
: 3 3 3333 3 333 (s ————"————=—rt=—
Figure 7. Microanalysis, part III: musical interaction 1/2. . 3 E: 3 2333 ' EHEEE! :

Figura 7. Microanaliza, partea I1I: interactiune
muzicala 1/2.
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% 0 b 0 —t T y x 1
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333 EERE] ? 333 EELE] ?
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Figure 8. Microanalysis, part III: musical interaction 2/2. Figura 8. Microanaliza, partea III: interactiune

muzicala 2/2.
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