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Welcome
Welcome to Herstmonceux Castle and to our Summer Workshop on Music, Language
and Movement. Inspired by the generosity of Drs Alfred and Isabel Bader, this event has
arisen collaboratively between the Institute for Music in Human and Social Development
(IMHSD) at the University of Edinburgh, The School of Music, Queen’s University,
Canada and the International Study Centre at Herstmonceux Castle. Our aim is to bring
together theorists, scientists and practitioners from a range of different disciplines to
consider the complex interaction between music, language and movement, as forms of
human communication and artistic expression. We are extremely pleased to have
gathered such a distinguished group of presenters and are very much looking forward to
the programme of talks, discussions, workshops, posters, dancing and performances.
We hope you enjoy the week.
Dr. Katie Overy & the Organising Committee

Organising Committee
Dr. Katie Overy (chair), IMHSD, University of Edinburgh
Karen Ludke (secretary), IMHSD, University of Edinburgh
Dr. Laurel Parsons, School of Music, Queen's University, Canada
Diana Gilchrist-Katz, ISC at Herstmonceux Castle
Rosalía Rodríguez-Vázquez, Linguistics and English Language, University of Edinburgh
Zack Moir, IMHSD, University of Edinburgh

Support
We would like to thank Drs Alfred and Isabel Bader and the School of Arts, Culture and
Environment at the University of Edinburgh, for their generous sponsorship of this event.
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Schedule of events
Monday, 6th August
2.00
Registration
4.00
Tours of Herstmonceux Castle
6.00
Dinner
7.30
Welcome
7.45
Opening Workshop (B)!
8.30
Wine Reception (ER)
Tuesday, 7th August
9.00
Talks"
10.40
Coffee break
11.10
Talks
12.40
Lunch
2.00
Workshops (B and SR)
4.20
Tea break
4.50
Talk and Discussion
6.00
Dinner
7.30
Lecture Recital (B)
8.30
Ad hoc musical ensembles and free time
Wednesday, 8th August
9.00
Talks
10.40
Coffee break
11.10
Talks
12.40
Lunch
2.00
Poster Session
3.15
Workshops (B, SR and CR)
4.20
Tea break
4.50
Talk and Discussion
6.00
Dinner
7.30
Ad hoc musical ensembles and free time
Thursday, 9th August
9.00
Talks
10.40
Coffee break
11.10
Talks
12.40
Lunch
2.00
Workshops (B, SR and CR)
4.20
Tea break
4.50
Talk and Discussion
6.00
Dinner
8.00
Concert & Ceilidh (B)
Friday, 10th August
9.00
Talks
10.40
Coffee break
11.00
Talk, Discussion and Closing Thanks
12.00
Lunch & Departures

!
"

B (Ballroom), CR (Conference Room), ER (Elizabethan room), SR (Seminar Room).
Unless otherwise stated, the talks will be taking place in the Conference Room.
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Programme
MONDAY, 6th AUGUST
2.00 – 6.00
4.00 – 5.30

Registration
Tours of Herstmonceux Castle

6.00 – 7.00

Dinner

7.30 – 7.45
7.45 – 8.30

Welcome and Introductions: Dr. Katie Overy & Organising Committee
Opening Workshop – Prof. Nigel Osborne (University of Edinburgh, UK)
Adventures in music, language and movement

8.30 – 10.00

Wine Reception
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TUESDAY, 7th AUGUST
9.00 – 9.35
9.40 – 10.05
10.10 – 10.35
10.40 – 11.05
11.10 – 11.35
11.40 – 12.05
12.10 – 12.35

Dr. Leigh VanHandel (Michigan State University, USA)
Above all, nothing which resembles singing: Rousseau and changing
compositional styles in 19th century French art song
Rosalía Rodríguez-Vázquez (University of Edinburgh, UK)
Language and music: An Optimality Theory approach to text-setting
Dr. Laurel Parsons (Queen’s University, Canada)
Nietzsche's Hieroglyph: On the Linguistic Representation of Music
Coffee break
Dr. Caroline Traube (Université de Montréal, Canada)
The musical instrument as an extension of the voice
Prof. Peter Nelson (University of Edinburgh, UK)
Tongue-tied: Words, music and meaning
Prof. Alfred Fisher (Queen’s University, Canada)
The independence of solitude and the solitude of independence: Resisting the
commodification of cognition

12.40 – 1.55

Lunch

2.00 – 3.00

Workshops:
1. John Milner (Care Today, UK)
Rock music for literacy with excluded children
2. Birgitta Findeisen (Gemeinschaftskrankenhaus Herdecke, Germany)
Music therapy in the treatment of young children with selective mutism
Workshops:
1. John Milner (Care Today, UK)
Rock music for literacy with excluded children
2. Birgitta Findeisen (Gemeinschaftskrankenhaus Herdecke, Germany)
Music therapy in the treatment of young children with selective mutism

3.15 – 4.15

4.20 – 4.45

Tea break

4.50 – 5.20
5.30 – 5.55

Dr. John Halle (Bard College Conservatory of Music, USA)
Concrete versus abstract metrical form
Roundtable Discussion

6.00 – 7.00

Dinner

7.30 – 8.30

Lecture Recital - Dr. Shelley Katz and Diana Gilchrist-Katz (ISC at
Herstmonceux, UK)
Music, language and movement: Text setting in German Lieder and movement in
recital

8.30 – 11.00

Ad hoc musical ensembles, ceilidh band rehearsal, and free time
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WEDNESDAY, 8th AUGUST
9.00 – 9.35
9.40 – 10.05
10.10 – 10.35

Prof. Ian Cross (University of Cambridge, UK)
The evolutionary nature of musical meaning
Dr. Chris Rizza (Oxford Brookes University, UK)
An evolutionary psychological perspective on the interplay of rhythm, dance and
language
Dr. Charles Whitehead (University College London, UK)
What recent brain research can tell us about music, dance, and social display:
and why we should stop thinking of them as modes of communication
comparable with language

10.40 – 11.05 Coffee break
11.10 – 11.35

11.40 – 12.05
12.10 – 12.35

Matthew Rodger, Sile O'Modhrain, Cathy Craig (Queen’s University, Belfast,
Northern Ireland)
Capture and analysis of musician's ancillary body movements in music
performance and skill acquisition
Jennifer Lanipekun (University of London, UK)
A comparison of one director in two different operatic productions: A lanigraph
analysis of communication style changes
Dr. Margaret Walker (Queen’s University, Canada)
The power of synthesis: Use of gesture, poetry, and music in North Indian
courtesan performance

12.40 – 1.55

Lunch

2.00 – 3.00

Poster Session (see below)

3.15 – 4.15

Workshops:
1. Julia Nolan, musician, and Kathryn Ricketts, dancer (University of British
Columbia, Canada)
Using A/R/Tography: An arts-based educational mode of inquiry to inform
dance/music performance teaching and learning
2. Dr. Jana Millar (Baylor University, USA)
Nia & the joy of movement
3. Chris Hoy (Leeds, UK)
Action research findings in music and language

4.20 – 4.45

Tea break

4.50 – 5.20
5.30 – 5.55

Joyce Chen (McGill University, Canada)
The role of the premotor cortex in sensorimotor transformations for music
production
Roundtable Discussion

6.00 – 7.00

Dinner

7.00 – 11.00

Ad hoc musical ensembles, ceilidh band rehearsal, and free time
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THURSDAY, 9th AUGUST
9.00 – 9.35
9.40 – 10.05
10.10 – 10.35

Dr. Stefan Koelsch (Max Planck Institute for Human Cognitive and Brain
Science, Germany)
Neural processing of musical syntax and semantics
Sebastian Jentschke (Max Planck Institute for Human Cognitive and Brain
Science, Germany)
Processing of musical syntax in 2!-year old children
Prof. Lawrence Parsons (University of Sheffield, UK)
Functional neuroanatomy of melodic and sentential generation/production
and of dancing

10.40 – 11.05

Coffee break

11.10 – 11.35

Barbara Pastuszek-Lipi!ska (Adam Mickiewicz University, Poland)
Musicians outperform nonmusicians in a study with shadowing speech
Alessandro Agnetta (University of Palermo, Italy)
Applied Cognitive Linguistics and the usage of music in foreign language
classrooms
Karen Ludke (University of Edinburgh, UK)
Singing can support French language learning for 13-year-old Scots
schoolchildren

11.40 – 12.05
12.10 – 12.35

12.40 – 1.55

Lunch

2.00 – 3.00

Workshops:
1. Lucinda Smallman (St. Leonard's-on-Sea, UK)
Introduction to teaching music using the Kodály Method
2. Idit Sulkin (Ben-Gurion University of the Negev, Israel)
Hand-clapping songs: A natural ecological medium for children’s movement
performance
3. Y"lmaz Köylü (Middle East Technical University, Turkey)
Incorporating music into the EFL classroom
Workshops:
1. Lucinda Smallman (St. Leonard's-on-Sea, UK)
Introduction to teaching music using the Kodály Method
2. Idit Sulkin (Ben-Gurion University of the Negev, Israel)
Hand-clapping songs: A natural ecological medium for children’s movement
performance
3. Y"lmaz Köylü (Middle East Technical University, Turkey)
Incorporating music into the EFL classroom

3.15 – 4.15

4.20 – 4.45

Tea break

4.50 – 5.20
5.30 – 5.55

Dr. Gottfried Schlaug (Beth Israel Deaconess Medical Center and Harvard
Medical School, USA)
From singing to speaking: Music-facilitated language recovery
Roundtable Discussion

6.00 – 7.00
8.00 – 11.00

Dinner
Concert & Ceilidh
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FRIDAY, 10th AUGUST
9.00 – 9.35
9.40 – 10.05
10.10 – 10.35

Prof. Colwyn Trevarthen (University of Edinburgh, UK)
Rhythm and sympathy: How musicality in movement communicates, with or
without words
Tommi Himberg (University of Cambridge, UK)
Cooperative tapping – analysing the beat of social cognition
Nicola Moran (Open University and University of Cambridge Centre for Music
and Science, UK)
Beating stress: Exploring socio-musical interaction behaviour

10.40 – 10.55

Coffee break

11.00 – 11.30
11.30 – 12.00

Dr. Istvan Molnar-Szakacs & Dr. Katie Overy (UCLA, USA and University of
Edinburgh, UK)
Movement, language and music: Communication and mirror neurons
Final Roundtable Discussion and Closing Thanks

12.00 – 1.00

Lunch & Departures
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Poster session:
1. Michael Butler (University of Edinburgh, UK)
Music, the language of cells and the movement of molecules
2. María Jesús del Olmo (Universidad Autónoma de Madrid, Spain)
The pediatric intensive care unit of the children's hospital ‘La Paz’, Madrid
3. Dr. Ronny Enk (Max Planck Institute for Human Cognitive and Brain Science, Germany)
Does music move your heart?
4. Dr. Rodger Graham (Ulster Community and Hospitals Trust, NI)
Socio-emotional signalling: An integrative biomusicological perspective
5. Liat Fisch (The Hebrew University, Israel)
The body’s syntax (#1): using your weight
6. Tom Fritz (Max Planck Institute for Human Cognitive and Brain Science, Germany)
Different amygdala subregions respond to pleasant and unpleasant music
7. Martin Lee (University at Buffalo – SUNY, USA)
A semiotic study of Olivier Messiaen’s L’Ascension: Jean-Jacques Nattiez’s Tripartition,
Narrative and Intertext
8. Kerstin Leimbrink (University of Dortmund, Germany)
Preverbal interaction and the role of musical elements
9. Jeffrey Levenberg (New England Conservatory, USA)
A Deus ex Machina in Robert Schumann?
10. Victoria Llort-Llopart (Paris 4 – Université de Sorbonne, France)
The concept of image on 18th century treatises on danse
11. Clemens Maidhof (Max Planck Institute for Human Cognitive and Brain Science, Germany)
Neurophysiological correlates of error detection in performing musicians
12. Daniel Ochieng Orwenjo (Institute for African Linguistics, Germany)
The socio-ethnic and cultural construction of gender in African pop music
13. Stavros Skouras (University of Sussex, UK)
Software for song learning adapted to populations with special needs
14. Idit Sulkin & Warren Brodsky (Ben-Gurion University of the Negev, Israel)
Hand-clapping songs: A natural ecological medium for child development
15. Rebecca Wheatley (Nanterre University, France)
An investigation of the perceptual segregation of dichotically-embedded pitch links music
ability and language
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Abstracts
Talks and workshops
TUESDAY, 7th AUGUST
Morning session
Above all, nothing which resembles singing: Rousseau and changing compositional styles in
19th-century French art song
Dr. Leigh VanHandel
(Michigan State University, USA)
In his 1753 ‘Letter on French Music’, Rousseau decried the current state of composition in
France as being inappropriate to the language, and called for French composers to find a new
path to composition that was more sensitive to the prosodic characteristics of the French
language.
Rousseau’s diatribe outlines characteristics of the French language he believes should be
reflected in French vocal music, including the following four principles derived from his
statement: (1) that the overall range used should be small; (2) that there should be few long
durations; (3) that there should be relatively little durational variability; and (4) that small
intervals should be favoured over large. Recent linguistic research has demonstrated that these
four principles are, in fact, characteristics of the spoken French language.
Using Humdrum, an open source software package designed for computer-assisted music
research, this study utilizes a large database of 19th century French art songs to determine the
extent to which the prosodic principles identified by Rousseau are characteristics of French
compositional style in the 19th century. For purposes of comparison, the same characteristics are
studied in German art song of the same time period.
Results of the study indicate French composers in this era and genre may have been more attuned
to the pitched characteristics of the language than the rhythmic; the pitch-related characteristics
suggested by Rousseau are present and significantly different in French songs than in German,
while the rhythm-related characteristics are either not significantly different or run counter to
expected results.
The presentation will discuss results of the study and attempt to place them in a historical as well
as musical context. In addition, the presentation will discuss results for individual French
composers to illustrate how this type of analysis can provide information not only about broad
trends in composition, but also about the compositional style of individual composers.
Language and music: An Optimality Theory approach to text-setting
Rosalía Rodríguez-Vázquez
(University of Edinburgh, UK)
In recent years, Optimality Theory has been applied to the analysis of English metrics (Hayes
and MacEachern, 1998; Kiparsky, 2006) and of text-setting in English (Hayes, in press). A
limitation of these studies is the narrowness of their scope – they deal almost exclusively with
English verse and songs, which makes their theoretical claims not powerful enough. Analysing
materials in other languages is necessary in order to be able to check the validity of the general
theoretical assumptions made by OT in this field.
My paper is devoted to the comparative examination of the most important text-setting
constraints as applied to a corpus of English and Spanish folk songs. A theoretical and empirical
analysis of these songs is developed to determine the degree of accuracy of the OT-based
theories argued for in Hayes and MacEachern (1998), Kiparsky (2006) and Hayes (in press). The
two main issues addressed in this paper are (i) the constraints used to define what a mismatch is
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in English and Spanish folk songs, and (ii) the positioning of stressed syllables in both textsetting traditions, as well as the different ranking of constraints in each of the two languages.
The analysis has the following results: (a) the definition of a mismatch in Spanish responds to
syllable-related constraints, whereas it is linked to stress in English, (b) the agreement between
linguistic stress and beat strength is enforced in English, while this enforcement happens only in
certain positions in Spanish, (c) there is a relation between the rhythmic characteristics of a
specific language and the ranking of text-setting constraints.
References:
Hayes, Bruce and Margaret MacEachern. (1998). ‘Quatrain form in English folk verse’,
Language 74(3):473-507.
Hayes, Bruce. (in press). ‘Text-setting as constraint conflict’. Ed. Jean-Louis Aroui and Andy
Arleo. Towards a Typology of poetic forms. Amsterdam: Elsevier.
Kiparsky, Paul. (2006). ‘A modular metrics of folk verse’. Eds. Elan B. Dresher and Nila
Friedberg. Formal approaches to poetry. Berlin, New York: Mouton de Gruyter, 7-52.
Nietzsche’s hieroglyph: On the linguistic representation of music
Dr. Laurel Parsons
(Queen’s University, Canada)
It is customary to imagine composers of vocal music beginning with a text and then attempting to
‘set’ it to music, as a jeweler designs a setting for a diamond that enhances its unique shape and
quality. But on two occasions in the 1940s and 1950s, British composer Elisabeth Lutyens chose
the text for a vocal composition after she had begun to compose the music, ultimately deciding
on a poem by Rimbaud and a treatise by Wittgenstein because these texts seemed to her apt
representations of the music she wanted to create. In doing so, Lutyens unknowingly paralleled
the thought and practice of 19th-century philosopher and amateur composer Friedrich Nietzsche,
who insisted in his 1871 fragment ‘On Music and Words’ that ‘a musical excitement that comes
from altogether different regions chooses the text of this song as a metaphorical expression of
itself. . . . The poem is only a symbol and related to the music like the Egyptian hieroglyph of
courage to a courageous soldier.’ This paper first traces the intellectual roots of Nietzsche’s
concept of language-as-an-image-of-music in the thought of Schopenhauer and Rousseau. It then
considers the many different ways by which humans have attempted to represent music through
language. Finally, it proposes a system of classification based partly on function (e.g. whether the
texts are intended to describe or imitate music), but also on the presence or absence of music
from the ‘performance’ of a given linguistic representation of music (contrasting, for example, a
Schubert lied with one of the prose symphonies of early 20th-century Russian symbolist Andrey
Bely). This system is summarized graphically by a model placing these representations along a
transitional ‘corridor’ between the fields of (nonverbal) music and (nonmusical) language—a
corridor that can be traveled in either direction.
The musical instrument as an extension of the voice
Dr. Caroline Traube
(Université de Montréal, Canada)
As speech is practiced daily and constantly through life, humans quickly become experts at
controlling their vocal apparatus in order to produce phonemes, words and sentences (the verbal
elements of communication), with particular modulations that convey emotions and intentions.
These paralinguistic elements, such as pitch contours, dynamic variations and vocal timbre
modulations, can be of prime importance in communication as they often modify the meaning
carried by the verbal elements of language.
An equivalent expertise in the domain of musical performance is achieved by a small percentage
of the general population, after many years of practice, as the art of playing a musical instrument
demands a highly methodical and constant refinement of various gesture parameters in order to
obtain a desired sound.
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In a practical context, performers’ expertise in perceiving subtle timbre variations manifests itself
through a vast lexicon used for the qualitative description of the sounds they produce; examples
of adjectives include round, thin, nasal, hollow, metallic, velvety, dark and clear. Vocal
imitations – onomatopoeias – are another way to intuitively describe instrumental tones, by
usually mimicking their attack with a consonant and their resonance with a vowel. The data that
we collected showed that instrumental tones can be consistently associated with different types
of vowels depending on gesture parameters, suggesting that instrumental tones can evoke
‘phonetic gestures’ as defined in the motor theory of speech perception. Consequently, a large
part of the lexicon employed to describe instrumental timbre could find its roots in
phonosymbolism. We conclude that, when technical difficulties have been surmounted,
performers can use their musical instrument as an extension of their voice, the musical
instruments allowing a virtuosic control of sound parameters similar to those involved in the
paralinguistic elements of speech which convey emotions.
Tongue-tied: Words, music and meaning
Prof. Peter Nelson
(University of Edinburgh, UK)
‘In songs, words are the sign of a voice’
Why do songs have words. Simon Frith (1987)
Part of the ‘meaning’ of music seems to come to us through a physical appreciation of how the
music is made on an instrument. Wonder at the virtuoso is only the extreme example of a general
phenomenon. As an instrument, the voice remains hidden, but its physicality conveys meaning
and binds us, as hearers, to the bearer of the voice. Two examples of voice-art, one by Charles
Dodge and one by Hugo Ball, are considered as an investigation of the processes at work.
The independence of solitude and the solitude of independence: Resisting the
commodification of cognition
Prof. Alfred Fisher
(Queen’s University, Canada)
This is a ‘personal position’ essay-composition that proceeds on the basis of reflection,
speculation and the experience of composing notes and words. It develops the notion that a
functional ‘art music culture’ requires a correspondingly healthy language culture and a readiness
to resist the sureties of industrial models.
Adapted to an engineered sound environment, cognitive competence is reduced to a market
determined mean (LEC – ‘least effort competence’) in music. While both cognition and
composition of art music is enabled by exposure to a breadth of linguistic and musical stimuli,
the systematic deflation of each has created a sound environment in which art music and,
particularly, new art music exists as a vestige. Cognition is commodified to the degree that brain
circuitry is reinforced and specified to the product it captures.
An art that attaches sound to linguistically-based syntactical structure rather than ciphers such as
words and notes, that reconnects the rhetorical power of the preliterate to renewed literacy offers
a way forward for an art music crushed by its own elitism on the one hand, and by
passivity/complicity on the other.
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Afternoon and evening sessions
A musical workshop exploring a programme that has been used with a range of students
including Looked After Children and those in custody
John Milner
(Care Today, UK)
Using original and contemporary material, students are introduced to a range of instruments and
are encouraged to prepare for a live performance. By breaking down complex musical forms into
simple bite-sized sections, students with no prior experience or knowledge quickly learn to
perform as a band. These sections are built using a combination of numbers and letters grouped
in simple sequences, an essential pre-reading element; these are then carefully distributed
between the ‘musicians’.
The processes involved in learning to play as a band can benefit students in many ways:
• Improved self-confidence and self-esteem.
• Improved understanding of the need for boundaries and following instructions.
• Improved social skills such as listening and ‘turn taking’.
• Improved literacy skills.
The nature of the group work demands that students interact and develop essential social skills
such as listening and ‘turn taking’. As a result many of the students, who have had great
difficulty recognising and accepting the boundaries and rules of everyday life, have been able to
take up places in mainstream education and enjoy successful foster placements.
Music therapy in the treatment of young children with selective mutism
Birgitta Findeisen
(Gemeinschaftskrankenhaus Herdecke, Germany)
Music therapy, with its possibilities of playful interaction and non-verbal communication, can be
an effective treatment for young children with selective mutism.
The workshop will demonstrate the flexible use of musical activities, songs and improvisation,
which gradually encourage the child to instrumental and vocal expression, leading potentially to
a freer use of speech.
Concrete versus abstract metrical form
Dr. John Halle
(Bard College Conservatory of Music, USA)
It has occasionally been noted (e.g. Jackendoff 1992, Kiparsky 2006) that the following problems
share certain similarities:
• The text setting problem (TSP) Hayes (2006), Halle and Lerdahl (1994)
Given a sequence of syllables S and a strophic tune T, what assignments of S to T are
possible such that the composite object (the song) is heard as constituting an acceptable text
setting.
• The prosodic form problem (PFP) Malof, (1970) M. Halle and Keyser 1971, Attridge (1988),
Kiparsky and Youmans eds. (1989), Fabb (2006)
Given a poetic meter M, what conditions are imposed on sequences of syllables S such that S
can be construed as members of the class M.
Stated in these terms, the two problems appear to be distantly related, if at all. However, as each
problem is formulated in greater detail, the solutions approach if not a point of convergence, at
least map out a distinct area of common ground.
This talk will explore some of the areas of overlap as well as some of the confusions arising from
the informal term ‘meter’ being applied to domains implicated by the TSP and PFP. I will
attempt to show that the overlap is deceptive: two mutually exclusive cognitive processes are
implicated in the attribution of metrical form. As a consequence, two distinct forms of meter,
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abstract and concrete meter, are necessary to an account of the interaction of language and music
in text setting and verse form.
References:
Attridge, Derek. (1982). The Rhythms of English Poetry. New York: Longman.
Fabb, Nigel (2006). Generated and Implied Metrical Form. In B. Elan Dresher and Nila
Friedberg (eds.) (2002). Formal approaches to poetry. The Hague: Mouton.
Halle, John and Fred Lerdahl (1993). A generative textsetting model. Current Musicology
55:3-23.
Hayes, Bruce. (In press). “Textsetting as Constraint Conflict,” Proceedings of the April 2005
Paris conference on the Typology of Poetic Forms, ed. Jean-Louis Aroui.
Jackendoff, Ray (1992). Languages of the Mind. Cambridge: MIT Press
Kiparsky, Paul and Gilbert Youmans, eds. (1989). Rhythm and Meter. Orlando, FL:
Academic Press.
Kiparsky, Paul, (2006). A Modular Metrics for Folk Verse. In B. Elan Dresher and Nila Friedberg
(eds.) Formal approaches to poetry. The Hague: Mouton.
Malof, Joseph (1970). Manual of English Meters. Bloomington: Indiana University Press.
Music, language and movement: Text setting in German Lieder and movement in recital
Shelley Katz & Diana Gilchrist
(ISC at Herstmonceux, UK)
The Canadian duo, pianist Shelley Katz and soprano Diana Gilchrist are based in Cambridge,
England and serve as Queen’s International Study Centre’s Musicians in Residence at
Herstmonceux Castle. They will perform Beethoven’s first song cycle: An Die Ferne Geliebte, or
as in the case of a female interpreter: An Den Fernen Geliebten. The six songs of this cycle will
be analysed with particular emphasis on Beethoven’s musical setting of Aloys Jeittele’s poems
from the early 19th century. The second group of songs on the programme will be individual
settings of Goethe’s famous poem: Kennst du das Land wo die Zitronen blühn from his novel
Wilhelm Meisters Lehrjahre. This poem has been set perhaps more often than any other in the
German language and by most of the great lieder composers including Beethoven, Schubert,
Schumann, Liszt, Wolff and Tchaikovsky. Several of these will be sung and their settings
compared. Throughout the lecture recital, attention will be drawn to movement and gesture on
the concert platform.
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WEDNESDAY, 8th AUGUST
Morning session
The evolutionary nature of musical meaning
Dr. Ian Cross
(University of Cambridge, UK)
This paper will draw on ethnomusicological, cognitive and neuroscientific
evidence in suggesting that music and language constitute complementary components of the
human communicative toolkit. It will start by outlining an operational definition of
music as a mode of social interaction in terms of its generic, cross-cultural properties
that facilitates comparison with language as a universal human faculty. It will argue
that, despite the fact that music appears much more heterogeneous and differentiated in
function from culture to culture than does language, music possesses common attributes
across cultures: it exploits the human capacity to entrain to external (particularly
social) stimuli, and presents a rich set of semantic fields while under-determining
meaning. While language is held to possess both combinatoriality and semanticity, music
is often claimed to be combinatorial but to lack semanticity. This paper will argue that
music has semanticity, but that this semanticity is adapted for a different function from
that of language. Music exploits the human capacity for entrainment, increasing the
likelihood that participants will experience a sense of 'shared intentionality'. It
presents the characteristics of an 'honest signal' while under-specifying goals in ways
that permit individuals to interact even while holding to personal interpretations of
goals and meanings that may actually be in conflict. Music allows participants to explore
the prospective consequences of their actions and attitudes towards others within a
temporal framework that promotes the alignment of participants' sense of goals. As a
generic human faculty music thus provides a medium that is adapted to the management of
situations of social uncertainty, a medium by means of which a capacity for flexible
social interaction can be explored and reinforced. It will be argued that a faculty for
music is likely to have been exaptive in the evolution of the human capacity for complex
social interaction.
An evolutionary psychological perspective on the interplay of rhythm, gesture and
language
Dr. Chris Rizza
(Oxford Brookes University, UK)
Group dance is an intrinsic part of human communal activity and carries many advantages for the
individual – acting as a means of sexual attraction, as well as aiding in group bonding. In
addition, the repetitive, rhythmical physical movements involved carry physiological benefits for
the performer. Such evolutionary advantages in group dance are not limited to physical
movement, but also arise from the language which may accompany the performance. Much
language which accompanies musical and rhythmical performance is selected for its rhythmical
suitability and appeal rather than its semantic meaning. Indeed, such language may be said to be
semantically redundant. There is great psychological appeal in obscure or nonsense language.
Furthermore, the form of language shows many similarities with the utterances of glossolalics,
the mantras of the Indian and Tibetan tradition and the mentally ill, suggesting a possible prelinguistic state of mind, brought about through altered mental states generated by repetitive,
rhythmic activity. Such altered mental states are also advantageous in that they allow for greater
group cooperation. This paper considers the potential evolutionary benefits of and basis for the
interplay of rhythm, language and gesture in choreographed group dance through an analysis of
the popular song ‘Aserejé’ (or ‘The Ketchup Song’). The datum provides examples of nonsense
and macaronic language, which is semantically redundant, and a choreographed dance with
special emphasis on hand gestures, which are performed in tandem with a nonsense language
tongue twister. The challenge of such performances carries a further psychological appeal.
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References:
Caillois, R. (1962). Man, Play and Games. London: Thames and Hudson
Cook, G. (2000). Language Play, Language Learning. Oxford: Oxford University
Press
d’Aquili, E. and Laughlin, C. (1979). The neurobiology of myth and ritual. In The Spectrum of
Ritual: a Biogenetic Structural Analysis, E.G. d’Aquili, C.D. Laughlin and J. McManus (eds.)
(1979), 152-182. New York: Columbia University Press.
Hanna, J.L. (1988). Dance, Sex and Gender. Chicago and London: The University of Chicago
Press
McNeill, W.H. (1995). Keeping Together in Time. Cambridge, Massachusetts: Harvard
University Press
Morris, D. (1994). The Naked Ape Trilogy. London: Jonathan Cape
Staal, F. (1989). Vedic mantras. In Understanding Mantras, H.P Alper (ed.), 48-96. Albany:
State University of New York Press.
What recent brain research can tell us about music, dance, and social display: and why we
should stop thinking of them as modes of communication comparable with language
Dr. Charles Whitehead
(Wellcome Trust Centre for Neuroimaging, University College London, UK, and Harrow School
of Computer Science, University of Westminster, UK)
Human beings have at least three modes of communication – implicit, mimetic, and conventional
– and equivalent modes of play and performance, whose functions extend far beyond
communication to embrace, for example, exploration, experiment, social grooming, rapport, and
social entrainment.
Post-industrial societies, however, value work over play, science and technology over the arts,
communication over performance, and music over dance. Such biases pervade the behavioural
sciences. In neuroscience, for example, there have been many brain imaging studies of tool-use,
object manipulation, language, and (mainly classical) music – but only four studies of dance, two
of pretend play, and one of role-play.
Yet in order to understand child development, the evolution of the brain, and the emergence of
human self-consciousness, we need to look at our entire armamentarium of social displays –
including dance, song, image-making, and role-play – which underpin human culture,
cooperation, and the arts. I will present recent brain imaging research on play, dance, storytelling, tool-use, and related topics, and show how, in conjunction with archaeological data, we
can use them to make sense of human evolution.
When scientists attempt to define play, they often resort to the phrase ‘just for fun’ – in quotes
because they are embarrassed to be reduced to using folk terminology. There is no scientific
definition of ‘fun’ – yet it is surely self-evident that when we are having fun, that is when we are
being most true to our biologically given nature, and when the brain and the body are doing their
most natural work.
Capture and analysis of musician's ancillary body movements in music performance and
skill acquisition
Matthew Rodger, Sile O'Modhrain, Cathy Craig
(Queen's University Belfast, Northern Ireland)
The ancillary body movements made by musicians during performance communicate
information about the individual performer's expressive and emotional intentions, show
consistency between similar performances by the same musician and correlate with key structural
features of the music in a performance. These findings indicate that the ancillary body
movements of musicians play a part in communicating the flow of music to an audience, but
also, interdependently, may have a role in the musician’s embodied representation of the music.
Self-movement has been shown to facilitate one’s own rhythm perception and so it is
conceivable that the holistic body movements made by a musician can facilitate expressive
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control of timing over the fine-grained, effective movements in performance. This research
investigates the possible function of ancillary body movement in music performance and the role
that this has in musical motor skill acquisition.
This paper will present the results of a study designed to develop methods for quantitative
analysis of a musician’s ancillary body movements and to relate movement analysis to analysis
of the audio from performance. Theoretical and practical issues in quantitative measure of
movement in music performance will be identified and discussed. Furthermore, intended work
utilising these methods in a longitudinal and cross-ability study to explore ancillary body
movement in skill acquisition will be detailed and any preliminary findings presented.
A comparison of one director in two different operatic productions: a Lanigraph analysis
of communication style changes
Jennifer Lanipekun
(University of London, UK)
Lanigraphs are a way of quantifying the rehearsal experience. They allow the identification of
verbal (and sometimes gesture) communication types, via a set of categories which become
incorporated into an observation sheet, thereby allowing for analytical processing. Category
recording is in terms of numerical occurrence, i.e., how many times each communication type is
chosen within a specified time margin. The Lanigraphs thus allow a production to be analysed in
terms of the proportional usage of identified categories. By unpicking the processes of
communication in this way, a profile of directorial style can be created, as well as a record
showing changes in communication dynamics within the rehearsal entirety.
The language chosen during a rehearsal period (whether that is musical, linguistic, or bodily via
gesture and movement) would seem to be an integral part of the interaction within a group of
professional performers and production personnel in which there are different roles, status and
foci. A categorical analysis of the language choices produces profiles that show how production
needs impact on the characteristics of communication.
In this study, a comparison was made of the same director in two different opera contexts (‘The
Clowns’ and ‘The Magic Flute’, both schools productions). I shall present data analyses of each
production, separately and comparatively, revealing that the director’s interaction style is
determined to an extent by the different needs of the chosen presentation style for each
production. To support the study, I shall also be showing some video excerpts of a rehearsal, plus
some detailed discourse analysis from the video extract.
The power of synthesis: use of gesture, poetry, and music in North Indian courtesan
performance
Dr. Margaret Walker
(University of British Columbia, Canada)
The performing arts of the courtesans of eighteenth and nineteenth century North India consisted
of a combination of genres which are now separated. These skilled and educated women
presented a variety of dance-songs, which mingled poetry, music, expressive gestures, and often
movements of the whole body in one artistic form. These performances were also laced with
seduction and sexual allusion, and words, gestures, and music merged to create a symbolic
landscape which to this day evokes fantasies of the era. The poetry and gestures functioned on a
number of levels, cleverly conveying suggestive lyrics in a guise of devotional metaphor. This
sophisticated and richly communicative genre, however, is seldom performed today. Political and
social pressures around the turn of the twentieth century combined to shame and eventually to
legislate these professional performers out of the public eye. Today, the movement vocabulary of
the courtesan is found only in classical dance. Classical vocalists seldom gesture, and the
suggestive lyrics have been largely purged of their erotic content. This paper will examine the
integration of music, language, and words in the context of North Indian courtesan performance
of past centuries, and speculate about the emotional effect this synthesis still has today.
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Afternoon and evening sessions
Using A/R/Tography: an arts-based educational mode of inquiry to inform
Julia Nolan, musician, and Kathryn Ricketts, dancer
(University of British Columbia, Canada)
Dance/Music Performance Teaching and Learning.
Notions of ‘knowing what’ and ‘knowing how’ are implicit to an understanding of the challenges
of learning and teaching. ‘When we engage in a/r/tography, we conduct inquiries through our
artistic experiences and we can begin to consider our research from a perspective of living
inquiry’ (Gouzouasis, 2006, p. 23.).
A/r/tography (Irwin & de Cosson, 2004) is a mode of inquiry where research is viewed and
interpreted through our sense of being as artist (‘who’ I am), researcher, and teacher (a/r/t). ‘Who
I am’ as a creative human being, is an important part of Being and Becoming in ‘an expanding
community that takes shape when diverse people, speaking as who and not what they are, come
together in both speech and action to constitute something in common among themselves
(Greene, 1995, p. 155).’
Performative inquiry shares the stage in our methodology, because it is through performance that
we believe we can invoke understanding between ourselves as artists, and provide a visceral and
personal path into shared understanding.
What began 18 months ago as a class project, a collaboration of improvisation between dance
and music professionals, has evolved into a shared exploration of identity and personal discovery
that has informed our pedagogies and deepened our creative insights. Kathryn Ricketts and Julia
Nolan share their experiences inviting the audience to reflect personally on the presentation. This
workshop will consist of a brief improvisation to introduce our work, initial reactions from the
audience, explanations of the theory (artography and performative inquiry), applications in music
and dance instruction, discussion and questions.
Nia & the joy of movement
Dr. Jana Millar
(Baylor University, USA)
Nia (Neuromuscular Integrative Action) is an expressive, aerobic, and therapeutic blend of dance
and martial arts, performed to music and directed by verbal cues. Nia connects music, language
and movement into a holistic experience. The Nia technique was created in the early 1980s by
Carlos and Debbie Rosas of Portland, Oregon as an alternative to high-impact aerobics. Nia is
now taught worldwide in 31 countries by more than 1,800 licensed instructors. Its benefits for the
body include flexibility, agility, mobility, strength, and stability. However, as the technique has
evolved over the past twenty-plus years, it has offered its practitioners much more than physical
fitness; it provides whole-body conditioning with benefits not only for the body, but also for the
mind, emotions and spirit. Through verbal cues with which the instructor guides the movements
and stimulates the imagination of the participants, Nia incorporates mindfulness, joy, comfort,
passion and pleasure into the workout. Thereby, Nia provides not only a vehicle for physical
activity but also an outlet for creative expression and a medium for self-healing.
In this workshop I propose to:
1. Introduce the basic principles of the Nia Technique — mind/body integration, body awareness,
movement forms, basic steps, stances, blocks and kicks, developmental levels, physical planes,
floor-play, and free-dance;
2. Lead the participants in a Nia routine — including setting the focus, stepping in, warming up,
moving out, cooling down, getting down (floor-play), and stepping out.
No prior Nia or dance experience is required. All Nia movements are adaptable and can be
personalized for any level of fitness. Participants should wear comfortable clothes that allow for
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a wide range of motion. Nia is normally performed in bare feet, though soft-soled shoes are
acceptable.
Action research findings in music and language
Chris Hoy
(Freelance, Leeds, UK)
I have studied and worked as a Puppeteer and Performance Artist in Northern England for ten
years. Recently I used movement as a facilitator for language development in an Early Years
centre, working with children with language delay. At the Centre none of the children were
talking, and of those who spoke at home their parents reported speech to be extremely limited.
The children came from a range of backgrounds, e.g. refugees, local neighbourhood children of
Pakistani and white English descent and children with additional needs. The children were
already accessing a range of creative activities, e.g. painting, sand and water, outdoor play, role
play, but were extremely limited in expressing themselves emotionally and verbally.
Working in a quiet room with a sprung floor and mirrored wall, I worked with small groups of
children, never more than four, to develop movement as a means of supporting children’s
emotional development. Using a variety of props and occasionally music, I created an
environment where I could observe and interact with the children - mirroring, reflecting and
following their movements. The props were chosen to facilitate a range of movements from the
children. Over the three-year period I worked with 30 children with language delay.
After three or four sessions the children began to present themselves quite differently. They
became more relaxed, more receptive and more expressive. Each child developed their own form
of movement with their own rhythm and patterns. Without exception all children began to
communicate using speech (or in the case of some children with special needs, sound), often
fluently. The project was designed to support children’s emotional development, but I found that
as children developed their own rhythms and patterns of movement their ability to express
themselves both emotionally and verbally increased.
The role of the premotor cortex in sensorimotor transformations for music production
Joyce Chen
(McGill University, Canada)
The interplay between sounds and movements is not only important for music performance, but
also for the acquisition of speech, and might underlie the success of using music as a therapeutic
tool in the facilitation of movements. Three functional magnetic resonance imaging studies
examined the perception of and synchronization to musical rhythms to elucidate the neural
substrates mediating interactions between the auditory and motor systems. In Study 1, subjects
tapped along with an isochronous rhythm whose metric saliency was parametrically manipulated
across five levels. Study 2 manipulated the temporal structure of a rhythm to investigate the
effect of metric complexity during movement synchronization. Study 3 probed the response of
the motor system during action-perception coupling and decoupling: subjects passively listened,
listened with anticipation to commit a motor act, and tapped along with musical rhythms.
Collectively, results reveal the important contribution of the premotor cortex in the
transformation of auditory information into motor actions. The ventral sector of the premotor
cortex may be important in mapping a sound to a precise movement, for example, in the
association of a particular musical note with a specific effector for its execution. In contrast, the
dorsal sector of the premotor cortex is engaged during more abstract auditory-premotor
interactions such as the selection of temporally organized movements based on hierarchical rules
of metricality. We suggest that these basic and higher-order response properties of the premotor
cortex allow it to be an important node for sound-movement interactions during complex
behaviours such as music performance.
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THURSDAY, 9th AUGUST
Morning session
Neural processing of musical syntax and semantics
Dr. Stefan Koelsch
(Max Planck Institute of Human Cognitive and Brain Science, Germany)
Syntax and semantics are basic aspects of music. After the onset of a chord, initial music
syntactic processing can be observed at about 150/400 ms, and processing of musical semantics
at about 300/500 ms. Processing of musical syntax activates inferior frontolateral cortex,
ventrolateral premotor cortex and presumably the anterior part of the superior temporal gyrus.
These brain structures have been implicated in sequencing of complex auditory information,
identification of structural relationships, and serial prediction. Moreover, syntactically
unexpected events elicit emotional (as well as accompanying autonomic) responses.
Such responses have been observed to correlate with activity in the amygdala, and with changes
in electrodermal activity. Processing of musical semantics appears to activate regions located in
the superior temporal sulcus, extending into posterior temporal regions. The processes and brain
structures involved in the perception of syntax and semantics in music have considerable overlap
with those involved in language perception, underlining intimate links between music and
language in the human brain.
Processing of musical syntax in 2!-year old children
Sebastian Jentschke
(Max Planck Institute for Human Cognitive and Brain Science, Germany)
Music – like language – consists of hierarchically structured sequences that are organized from
perceptually discrete elements. The set of principles governing the combination of these
structural elements into sequences is denoted as syntax. Currently, it is not known at which age
the knowledge of music-syntactic regularities is acquired. Many researchers assume that this
acquisition takes place until late childhood (i.e., 6 to 7 years; for a review, see Trehub, 2003). In
contrast, recent studies demonstrated that 5-year old children process musical syntax comparable
to adults (Jentschke, Koelsch, & Friederici, 2005; Koelsch et al., 2003). It was not clear if signs
of these processes can be observed in younger children. The present experiment investigated the
neural correlates of music-syntactic processing in 2#-year old children. We expected that these
correlates are already established and that an ERP response reflecting music-syntactic processing
can be observed. The results of this experiment confirmed this expectation. However, even
though first indicators of music-syntactic processing were observed in 2#-year old children,
these were still developing.
Functional Neuroanatomy of Melodic and Sentential Generation/ Production and of
Dancing
Prof. Lawrence Parsons
(University of Sheffield, UK)
I will present new studies of the brain basis of three phenomena: (a) dancing, and improvising
and vocalizing (b) melodies and (c) sentences. In the first study, my colleagues and I
used positron emission tomography (PET) to functionally image amateur dancers performing
small-scale, bipedal tango steps on an inclined surface, as compared to auditory, motor, and
rhythmic control tasks. We separately examined three central aspects of dance: entrainment of
movement to sound, metric versus non-metric entrainment, and spatially patterned lower limb
movement. In another study, PET functional brain imaging was used to examine amateur
musicians spontaneously generating and singing melodic or speaking sentential phrases in
response to unfamiliar auditorily-presented melody or sentence fragments. The findings will be
discussed in the broad context of recent neuroscience, cognitive science, and
evolutionary frameworks.
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Musicians outperform nonmusicians in a study with shadowing speech
Barbara Pastuszek-Lipi!ska
(Adam Mickiewicz University, Poland)
A research project was conducted with the aim to examine whether music education may be
viewed as one of these factors which improve second language acquisition.
Two groups of subjects: professional musicians and nonmusicians were recruited. Corpus stimuli
were
developed
with
ScanSoft®
RealSpeak™
text-to-speech
application.
Subjects’ responses to foreign language stimuli were recorded and then examined both by the
author through an impressionistic auditory analysis and by native speakers of languages used in
the study namely: English (American and British), French, Italian, Spanish, Japanese and Belgian
Dutch. Research results revealed that musically trained people encountered fewer difficulties in
processing of foreign language sentences. On the basis of the study it appears that the influence
of musical training extends beyond music processing. Other abilities, such as foreign speech
processing, are also susceptible to the influence. Thus, auditory and manual training connected
with music education may be viewed as predictors of better outcomes in second language
acquisition.
Applied cognitive linguistics and the usage of music in foreign language classrooms
Alessandro Agnetta
(University of Palermo, Italy)
Adorno’s statement that music resembles a language seems reasonable. Expressions such as
‘musical idiom’ and ‘musical intonation’ are not simply metaphors. Yet music is not identical
with language. The likeness points to something essential, but vague. Music resembles language
in the sense that it is a temporal sequence of articulated sounds which are more than just
‘sounds’. They communicate something, often something human.
Independently of differences and similarities, it is a universal truth that music and language are
found in all human beings. Although it is customary to distinguish between language and music
by asserting that concepts are foreign to music, it is not misleading to say that human speech is a
form of music which overflows with inflection, phrasing, dynamics, rhythm, punctuation, tempo,
expression, and emotion.
Such an investigation, recently, has also been attracting the attention of cognitive scientists,
neuroscientists and biomusicologists about the significance of the cognitive processes dealing
with music and language. The opposition lies in whether music can be interpreted in designated
parts of the brain, unrelated to language processing, or whether both language and music are
always interconnected in certain areas. On the basis of these observations, I intend to explain
how music may be used pragmatically towards foreign language acquisition, as it has long been
recognised that songs and music work well in language classes. There are few computationalanalytical applied linguistic studies; however, concerning why songs might be suitable,
especially modern pop music. The goal of my work is to attempt to explain through both
qualitative and quantitative research why (or why not) music and songs might be suitable as
teaching material in foreign language classes. Finally, rhythm must also be taken into account, as
it works as an abstract common dominator for speech, music and dance. Because music engages
the human body through movement, I propose taking a closer look at the implications that might
emerge from the involvement of mirror neurons in the language acquisition process.
Singing can support French language learning for 13-year-old Scots schoolchildren
Karen Ludke
(University of Edinburgh, UK)
Researchers and educators have reported that music can be used in foreign language teaching to
efficiently increase learners’ language skills (Salcedo 2002; Fomina 2000; Medina 1990).
However, few empirical studies exist to support these claims. Since music has been shown to be
effective in teaching early literacy skills (Register, 2001; Martin 1983) and songs can act as a
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memory aid when teaching content in other subject areas (Wallace 1994; Lamb & Gregory
2003), an intervention was conducted to explore whether this effect of music might carry over
even more strongly into second language learning.
Two pre-existing classroom groups (closely matched for age, socioeconomic status, musical
training and language background) participated in the intervention over the course of six weeks.
For 1.5 hours each week, target French material was presented to one group of beginner-level
learners using singing and related activities, and to the other group of beginner-level learners
using visual art and dramatic activities. The lessons were designed to be creative, enjoyable, and
challenging and to be equivalent in terms of the target material presented and the amount of time
spent practicing different language skills.
An appropriate battery of tests was designed to measure pupils’ French skills in a range of areas
including speaking, listening, pronunciation, reading, grammar and vocabulary. The pupils’
scores prior to the intervention were compared with their scores after the intervention using a
repeated measures pre/post-test design. Results showed that overall scores in both groups
improved significantly, as might be expected. The main effect of method of instruction, a
between-subjects variable, was also found to be significant (F(1,43)=4.08, p=0.05), with the
singing group making the greatest improvements. Further analyses revealed that the most
significant effect was found in a test of creative grammar transformations. Various
interpretations of this result will be discussed.
References:
1. Fomina, A. (2000). “Song Melody Influence on Speech Intonation Memorization.” In
Woods, C., Luck, G.B., Brochard, R., O'Neill, S. A., and Sloboda, J. A. (Eds.) Proceedings of the
Sixth International Conference on Music Perception and Cognition. Keele, Staffordshire, UK:
Department of Psychology. CD-ROM.
2. Lamb, S. and A. Gregory (2003). “The relationship between music and reading in beginning
readers.” Educational Psychology 13: 19-26.
3. Martin, M. (1983). “Success! Teaching spelling with music.” Academic Therapy, 18(4), pp.
505-506.
4. Medina, S.L. (1990). “The Effects of Music upon Second Language Vocabulary
Acquisition.” Paper presented at the Annual Meeting of the Teachers of English to Speakers of
Other Languages. San Francisco, CA: 1-26.
5. Register, D. (2001). “The effects of an early intervention music curriculum on
prereading/writing.” Journal of Music Therapy, 38 (3): 239-248.
6. Salcedo, C.S. (2002). “The Effects of Songs in the Foreign Language Classroom on Text
Recall and Involuntary Mental Rehearsal.” Dissertation accessed online 16 July 2006 from
http://etd.lsu.edu/docs/available/etd-1111102204823/unrestricted/Salcedo_dis.pdf#search=%22salcedo%20effects%20of%20songs%20in%20
the%20foreign%20language%20classroom%22.
7. Wallace, W. (1993). ‘Memory for music: effect of melody on recall of text.’ Learning,
Memory, and Cognition, 20(6): 1471-1485.
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Afternoon and evening sessions
Introduction to teaching music using the Kodály Method
Lucinda Smallman
(Kodály Advanced Diploma, Bmus Hons, Director of Music, St. Leonard’s-on-Sea, UK)
This workshop will focus on what the Kodály method is, why it is used, and how it is beneficial
to the development and growth of each and every student of music.
Hand-clapping songs: a natural ecological medium for children's movement performance
Idit Sulkin & Warren Brodsky
(Ben-Gurion University of the Negev, Israel)
Aim and objectives: To demonstrate and provide a learning experiential leading to the
performance of hand-clapping songs. The workshop aims to illustrate hand-clapping songs as a
practical method to expand children's movement performance
Context: Hand clapping songs are a multi-sensory bi-manual activity which demands
simultaneous rhythmic integration of eye-hand-ear coordination between performers. Therefore,
during its performance, children naturally train themselves in various movement skills. Thus, the
potential of natural-spontaneous utterances and body rhythms to support movement development
is great, and can be employed to train and extend children's movement abilities.
Methodology: The 60-minute workshop is divided into three segments. The first segment (30
minutes) will survey relevant research-based literature and present initial findings from an
ongoing study. The second segment (30 minutes) will present hands-on training of clapping
songs and focus on performing these as duos. The third segment (20 minutes) will examine
training methods for individual studio and group class-room formats, outline practice regimes,
and target approaches to integrate hand-clapping songs into class room and kindergarten
curriculum young children. The workshop will conclude after questions and group discussion (10
minutes).
Key Contribution: This workshop has educational value in examining the effects of natural
singing games on cognitive spatial-temporal tasks, the relation between spontaneous singing
games and social development, and the acquisition of movement and language performance
skills.
Incorporating music into the EFL classroom
Y"lmaz Köylü
(Middle East Technical University, Turkey)
Although it is possible to learn a language after the age of 11-13, as the brain begins to lose its
plasticity, it will be a painful and challenging learning process but most of the times not
acquisition. In an age in which the students are hardly motivated to be engaged in a language
learning process requiring them to strive for success, is it possible to help them learn the target
language using traditional methodologies which do not appeal to most of the students? Certainly
not. What is the solution then? Ongoing longitudinal brain research suggests that incorporating
music into the language classroom has many benefits on the part of the learners. First, it
eliminates negative emotions such as: threat, boredom, tension, and fear which have a
detrimental effect on language learning; and it creates a learning conducive atmosphere including
safety, challenge, humour, and fun which are of crucial importance in language classes. In such a
positive atmosphere, authentic language acquisition is promoted and the students become better
language learners as the learning process is amalgamated with positive emotions.
In this workshop, the presenter will briefly talk about the latest research findings on the
relationship between music and language, and the importance and benefits of using music in
language classes. Then he will supply the participants with some musical activities that can be
used to present/teach/practise vocabulary and/or grammar at different stages of instruction
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through a demonstration. Finally, the participants (in groups) will have the opportunity to prepare
musical activities to practice the grammar/vocabulary of a reading text.
From singing to speaking: Music-facilitated language recovery
Dr. Gottfried Schlaug
(Beth Israel Deaconess Medical Center and Harvard Medical School, USA)
I will present and discuss results of two research studies. In the first study, we examined the
neural correlates of overt speaking and singing in a group of normal subjects and in professional
singers and compared them with each other. Our results suggest that a bi-hemispheric network
underlies vocal production regardless of whether the words/phrases are intoned or spoken.
However, singing showed additional right-lateralized activation when directly compared to
speaking which may provide an explanation for the clinical observation that patients with nonfluent aphasia due to left hemisphere lesions are able to sing the text of a song while they are
unable to speak the same words. Furthermore, when we compared the pattern of activation in this
group of normal subjects with the activation pattern in a group of professional singers, we found
regions of increased functional activity as well as structural differences within the perirolandic
region and the superior temporal lobes that correlated with the years of practice.
In the second study, I will present our work on examining the behavioral and neural correlates of
aphasia recovery using a form of singing that is commonly referred to as melodic intonation
therapy (MIT). MIT is ideally suited for engaging language-capable brain regions in the right
hemisphere through the exaggerated prosody and the left hand rhythmic tapping. I will present
preliminary results of MIT’s effect on speech output and therapy-related changes in brain
activation.
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FRIDAY, 10th AUGUST
Morning session
Rhythm and Sympathy: How musicality in movement communicates, with or without
words
Prof. Colwyn Trevarthen
(University of Edinburgh, UK)
Music need not refer, as language must, to imagined or remembered objects and events, and to
persons and their actions in particular times and places, situating their circumstances and
responsibilities objectively and rationally. It expresses the life of human beings and their creative
wishes and desires immediately, in polyrhythmic moving. The pulse and expressive quality of
musical sound conveys the will and emotion of its maker, subtly imitating every possible mood
and change of purpose, and it draws its performers and listeners into both private and collective
adventures of experience, promoting both reflection and affiliation.
This power of music to create the experience of one being alive, and to involve us with others, is
inherent; it moves in the mind of an infant where there are no words. Its foundations are in an
innate sense of time for moving, in the purposeful rhythms and contrasts of emotional energy that
regulate dramatic 'narrative' episodes affecting the whole body, viscerally and somatically.
Innate Communicative Musicality establishes a foundation for learning the meanings of words. It
involves us in others' stories of make believe and recollection before we know what they are
talking about. Babies hear and understand the musical/poetic messages in a mother's voice. They
sense love, withdraw from lack of affection and mirror sadness or anger. They soon enjoy play
with teasing tempos, accents and rhythms, and learn ritual musical games that set the stage for
the regulations of syntax and grammar of a language. Language functions in expressive actions
of musical and dancing mimesis before semantic reference is fixed, making the bridge to a
conventional reality of 'common sense' that may gain technical and logical brilliance later. Thus
musicality gives aesthetic and moral value to the mastery of fact and method.
Cooperative tapping – analysing the beat of social cognition
Tommi Himberg
(University of Cambridge, UK)
Entrainment and synchronisation are low-level cognitive processes that underlie much of
interpersonal interaction, be that in the domain of gestures, language, or music. In music,
entrainment and sensorimotor synchronisation have been studied widely, but the current models
cover only what a solo performer does to maintain a steady pulse or synchronise with a nonresponsive referent (e.g. a metronome). However, in real-life music-making situations
participants have to take each other into account and abstracting and maintaining a common
pulse requires a number of social cognitive processes, e.g. mutual adaptation and cooperative
error-correction. These processes have been studied using cooperative tapping, a method where
two people are engaged in common rhythmic activity. I plan to present data from the most recent
experiments, where tapping in ‘live’ interaction was found to be more synchronous than tapping
with a playback-tapper. Participants were also able to distinguish the actual human partners from
computer partners, based on just tapping a beat with them. A number of analysis methods that
were used in analysing this data are also explained and some potential applications discussed.
Beating stress: exploring socio-musical interaction behaviour
Nicola Moran
(Open University/Cambridge University, UK)
This paper describes the results of part of a study observing non-verbal communication between
improvising North Indian musicians. Video data revealed that some musicians exhibited simple
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and repetitive ‘beating’ movements with their knees and feet which were not associated with
musical sound production and did not appear to be related to the musical pulse of the music.
An associated corpus of qualitative data, consisting of interview transcripts and fieldwork journal
entries, included no reference to this behaviour by North Indian musicians, suggesting that
musicians do not make these movements intentionally. However, in terms of communicative
function, it seems likely that the musicians are at least peripherally aware of most of the
movements that their duo partner make and so this behaviour is particularly interesting.
Such rhythmic behaviour also appears to occur in non-musical interactions. A similar account of
this type of body movement is defined by the broad description of stereotypic movement, used
by psychologists to describe repetitive, rhythmic body movement for which it is 'difficult to
ascribe goal or purpose' (Thelen, 1979). The function of such movements has long been debated;
there is some empirical evidence to suggest that the actions may be related to self-regulatory
behaviour. Their onset has been linked to states of high arousal, particularly in cases of autism,
and their occurrence linked to a soothing effect (Mason, 1991), lowering levels of 'tension' or
arousal (Soussignan and Koch, 1985).
While the relationship between the timing of the beating behaviour and the musical pulse is not
obvious, certain associations between the two rates were found and these are described. Further
factors, such as complex generative improvisation techniques, in addition to the socio-musical
variable of familiarity or unfamiliarity between performers, are described; these may also be
related to the occurrence of these beating behaviours.
Movement, language and music: Communication and mirror neurons
Dr. Istvan Molnar-Szakacs & Dr. Katie Overy
(UCLA, USA and University of Edinburgh, UK)
It is a common human experience to feel emotionally moved by a piece of music, but the neural
process by which such abstract patterns of sound can often elicit strong affective responses
remains somewhat elusive. We propose that the human mirror neuron system may play a central
role in this phenomenon. The term “mirror neurons” refers to neurons found to discharge during
both the execution of an action and the observation or auditory perception of that action by
another. Involving the posterior inferior frontal gyrus (BA44), adjacent ventral premotor cortex
and the inferior parietal lobule (BA40) this network allows an individual to understand the
meaning and intention of a communicative act, by evoking a representation of that action in their
own brain (Rizzolatti and Craighero, 2004). Drawing on a range of music neuroimaging research,
we propose that musical sound is perceived not only in terms of the auditory signal, but also in
terms of the temporally synchronous, hierarchically organised sequences of expressive motor
acts behind the signal. The anterior insula forms a neural conduit between the mirror neuron
system and the limbic system (Carr et al. 2003), allowing incoming information to be evaluated
in relation to one’s own autonomic and emotional state, leading to a complex affective response.
The shared recruitment of this neural system in both the sender and the perceiver of the musical
message allows for co-representation and sharing of the musical experience. This, in turn, may
have powerful implications for communication, learning and therapy within a musical
environment.
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Posters
Music, the language of cells and the movement of molecules
Michael Butler
(University of Edinburgh, UK)
Often in neuroscience the sensation of sound is equated with the auditory nerve pathways or, at a
cellular level, with the motion of hair cells in the cochlea. However, a quick look into the
evolutionary and developmental aspects of sound sensation shows a much wider context in
which to understand sound. Drosophila hear through the complex vibration of antennae; indeed,
the co-development of the nervous system and the skin from ectoderm in the mammalian
embryos belie a deep developmental connection between the nervous system and vibration.
Mechanisms for ‘mechano-sensation’ (sensory systems for mechanical force) have been found in
many organisms down to E. Coli and doubtless have an early evolutionary origin. However, this
still overlooks the deepest importance of vibration or sound; it does not merely work at auditory
levels or the high frequency vibrations felt by the skin. Vibration extends to the molecular level
with high frequency ultrasound vibrations and even further to the quantum harmonics and
resonances necessary for spectroscopy. Indeed, it is often ignored that intra and extra-cellular
molecular mechanisms must involve a dynamic aspect as well as the interrelated chemical aspect
– studying the acoustics of molecular systems allows the exploration of this dynamic aspect of
cellular mechanisms within a physical context.
I propose to give a brief overview of how the harmonic modes of molecules and systems of
molecules may be important in the development of cells and the interactions between cells.
Sympathetic resonance of these modes may cause subtle changes in reaction rate or
conformational changes, in turn causing more widespread differentiation. I will outline my
preliminary investigations into this area and describe how these harmonic molecular movements
may uncover a musical communication in the smallest aspects of nature.
Music therapy in the paediatric intensive care unit of the children’s hospital ‘La Paz’,
Madrid.
María Jesús del Olmo
(Universidad Autónoma de Madrid, Spain)
Music therapy is part of the treatment and care of the hospitalized children. The use of live
music, through musical instruments like the keyboard, the guitar and flute, in addition to the
voice, provide to the patients a very beneficial and therapeutic space and it is an aid in the
process of recovery of its health. In this Project, a protocol of intervention take place, based on a
team work between the music therapists, the nurses and the medical doctor of the unit. That work
is based on the work of Joan Standley (2000), Sandra Treub (2003) and Joane Lowey (1997).
The sessions lasted from10 to 15 minutes, and we measured the arterial pressure, oxygen
saturation in blood, temperature, cardiac frequency and respiratory frequency before and after
each session. After a year of clinical practice and intervention, we carried out a research in order
to measure quantitatively and qualitatively, the benefits of the therapeutic music treatment. The
study was made during the month of July 2004, jointly with the nursing team and under the
supervision of the Dr Francisco J. Ruza (the head of the unit). All the patients of the unit
participated on it and we take data from 108 samples when measuring:
• Hemodynamic Alterations.
• Psychological Repercussions
• Social-affective Improvements
Goals:
• To improve the quality of the medical and nursing care
• To reduce the impact of the hospitalisation.
• To allow psychomotor and affective development
• To develop the interaction of the child
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• To include the parents in the program
The results showed the benefits of live music, like helping in the medical treatment, and the
importance of the use of music like semiotic mediator in the prevention of the development of
the hospitalized children, mainly in babies at risk.
References:
Rodríguez, C. (in press) Object Use, Communication and Sings. The Triadic Basic of Early
Cognitive Development. In J. Valsiner y A. Rosa (Eds.) Cambridge Handbook of Social-Cultural
Psychology, (pp. 257-276). Cambridge. Cambridge University Press.
Ruza, F.J. (2003). Tratado de cuidados intensivos pediátricos. Madrid: Norma-Capitel
Standley, J. (2002). A Meta Analysis of the Efficacy of Music Therapy for Premature Infants.
Florida: Elsevier Science.
Stern, D. (1985). The interpersonal world of the infant. A view from Psychoanalysis and
developmental Psychology. New Cork: Basic Books.
Trehub, S. (2003). Maternal singing modulates infant arousal. Toronto: Psychology of Music 31,
(4) 365-375.
Does music move your heart?
Dr. Ronny Enk
(Max Planck Institute for Human Cognitive and Brain Science, Germany)
What are the physiological effects of music? Are there clearly measurable influences on the
autonomous nervous system (ANS), especially the heart? Can we find specific effects of
different musical features like tempo, volume, pitch or perceived pleasantness?
In a short introduction and review we aim to answer the before mentioned questions. Already in
1880 we find first scientific publications specifically related to music and circulation. Latest
since that time we know that music has effects on heart rate (HR) and blood pressure (BP).
Further studies also show significant influences on respiration, skin conductance and heart rate
variability (HRV) – a non invasive tool for measuring ANS activity. Recently musical stimuli are
often used to induce and examine the physiological changes related with different emotions.
Within this area we designed an experiment to test whether music with different emotional
valence can directly influence reactions of the ANS. We used behaviourally rated pleasant or
unpleasant musical stimuli and played them in a pseudo-randomized order to more than sixty
subjects. Results show a significant difference between pleasant and unpleasant stimuli on the
one hand and a correlation to musical tempo on the other with HR, HRV and breathing rate (BR).
To answer the question whether these physiological changes are only due to different tempi of
our musical stimuli or a real valence effect, we controlled pleasant and unpleasant stimuli by
matching for tempo. By doing this we still found significant differences between the effects of
pleasant and unpleasant stimuli which we conclude, are most likely due to the valence of music.
The body's syntax (#1): using your weight
Liat Fisch
(The Hebrew University, Israel)
A workshop dedicated to the exploration of effortless movement, through the effective use of the
body's weight. The workshop begins with 45 min. of simple Pilates exercises, aimed at clarifying
the principles of ‘core control’, ‘dynamic stabilization’ and ‘distribution of forces’. The next 45
min. would be dedicated to the use of these principles in Contact-improvisation interactions.
The attempt to deal with a basic principle of movement, one that might be considered an
elementary component of a ‘body syntax’, is presented as an example for some of the ideas
underlying the ‘Embodied Cognition’ Paradigm (Varela, F., Thompson, E., Rosch, E. (1991);
Lakoff, G., and Johnson, M. (1999)).
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Different amygdala subregions respond to pleasant and unpleasant music
Tom Fritz
(Max Planck Institute for Cognitive and Brain Science, Germany)
Socio-emotional signalling: an integrative biomusicological perspective
Dr. Rodger Graham
(Ulster Community and Hospitals Trust, Northern Ireland)
In this poster I outline a proposed, integrative perspective on biomusicology which I am here
referring to as a 'socio-emotional signalling' framework. The model is provided as a potential
template for experimental testing of extant adaptationist, evolutionary theories regarding the
origins and functions of human musicality which, thus far, remain largely conjectural.
Rooted in evolutionary psychology, biology, anthropology and neuroscience biomusicological
theories view music as a functional adaptation to the many social and physical challenges
associated with ancestral environments (Wallin, Merker, & Brown, 2000). A number of accounts
variously contend that music has differentially served as a means to advertise one’s genetic
fitness and thereby attract mates (Miller, 2000); to indicate properties of a coalition (Hagen &
Bryant, 2003); to modulate arousal and emotion in offspring and social partners; or function as a
social bonding technology. However, to date scholarship in this area has been almost exclusively
speculative and while possessive of face validity there remains a paucity of empirical support for
the various hypotheses offered in the literature. Elucidation of the evolutionary and
psychological mechanisms of human music has direct and timely relevance for contemporary
theory of language, developmental psychology and attachment, auditory neuroscience, the arts,
delivery of music education and clinical applications of music within healthcare. To simplify this
process, and uniquely provide an integrative approach to biomusicology, it is suggested that
existing divergent perspectives, each with their own emphases, can nonetheless be
accommodated by an expanded, inclusive model based upon a common feature – signalling. The
proposed poster therefore outlines a preliminary theoretical perspective which views music as a
complex and expedient sonic-gestural signal between individuals and groups, yielding improved
navigation in the social and physical environment with clear advantages for survival. Importantly
the model yields clear predictions which can be tested among human participants.
A semiotic study of Olivier Messiaen’s L’Ascension: Jean-Jacques Nattiez’s Tripartition,
Narrative and Intertext
Martin Lee
(University at Buffalo – SUNY, USA)
In his description for the first symphonic meditation, ‘Majesty of Christ praying that His Father
should glorify Him’ of L’Ascension, Messiaen noted that ‘the solo trumpet sings and rises up on
a mode of limited transposition, supported by spacious dominant chords.’ He informally
disclosed his use of ‘modes of limited transpositions’ before his first preface to La Nativité du
Seigneur and his first theoretical writing – Technique de mon langage musical. However, by the
time Technique was published, Messiaen did not describe more about how the modes and the
dominant chords work in this piece.
To understand the mechanism and the interrelationship of these materials in this meditation, we
must first understand Messiaen’s use of modes from a poietic aspect. Later commentators, like
Robert Sherlaw Johnson, indicated that Messiaen used song-sentence structure and that he mixed
the use of mode 2, mode 3 and the key of E major in this movement. But Johnson did not
demonstrate how these collections interact with each other in larger structural designs. His
factual descriptions tell us ‘what’ collections Messiaen used primarily, however he does not tell
‘how’ they work and are transformed from one point to another, and what colour code they may
carry based on Messiaen’s synaesthesia ability.
This paper, using as its example Messiaen’s organ arrangement of ‘Majesty of Christ Praying’
and Nattiez’s tripartition notion, illustrates in an immanent analysis both Messiaen’s
compositional techniques with respect to his use of harmonies, and his different interpretations of
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functional and chromatic harmonies through external poietic processes. We discover that by
understanding his harmonic structures, we learn how he uses different prolongations to construct
hierarchical formal designs in the inductive esthesic process. I manifest a narrative and an
intertext in the music. Hence, I hope to provide an audience with a new listening strategy.
Preverbal interaction and the role of musical elements
Kerstin Leimbrink, Wilfried Gruhn, Ludger Hoffmann
(University of Dortmund, Germany)
During the first year of life mothers and infants use a variety of preverbal vocalizations to
regulate their interaction with each other. There are striking commonalities between the means of
expression in preverbal interaction and in music. Infants employ prosodic elements (melody,
rhythm, timbre, pitch, phrasing, narratives) to interact with their social environment. The mother
transmits her emotions to the child by using musical elements, musical inflections, timbre and
rhythm to initiate mutual interactions with the child that regulate their phrasing and narratives.
These supportive actions mainly mirror the infant’s actions and often replicate or even
exaggerate the prosodic intonation.
The study aims to explore structure, function and developmental steps in preverbal interaction
combined with eye contact, physical touch and stimulating movements as a common starting
point for the development of both musical and language skills.
The project is a longitudinal study of 8 mother-child-dyads from 2nd-9th months of life,
including descriptions of situation (location, eye contact, movements, physical touch), interaction
(verbal expressions and vocal interactions; criteria for observation: onset time, duration, number
of activities) and intonation (pitch, melody, rhythm, ‘pauses’). The audio and video data are
analyzed by PRAAT and ELAN.
Results from intonation analysis show the salience for pitch, melody and rhythm. These
prototypical musical structures regulate the attention and the emotion of the child. Interaction
with an infant at the age of 4 months is characterized by a high level of mutual eye contact,
physical touch, stimulating movements, imitation of pitch and initiating questions with an
increasing level of pitch and intensity. Interaction with an infant at the age of 8 months is
characterized by longer narratives, handling with objects and a lower level of eye contact and
stimulation.
A Deus ex Machina in Robert Schumann?
Jeffrey Levenberg
(New England Conservatory, USA)
It has been empirically demonstrated by Jean-Jacques Nattiez that ‘The narrative, strictly
speaking, is not in the music, but in the plot imagined and constructed by the listeners from
functional objects.’ [1] This may not, however, condemn the original idealism from which many
musical compositions originated. For example, Robert Schumann lamented: ‘If only my talent
for music and poetry would converge into a single point, the light would not be so scattered, and
I could attempt a great deal.’ [2] In his mind, music and language were inseparable.
Imagine: ‘The narrative, strictly speaking, is not in Robert Schumann’s music, but in the plot
imagined and constructed by Robert Schumann, from functional objects.’ Here, a change of
subjects results in a paradox when creator and listener are one and the same. This revision
suggests that the unification of music and poetics desired by the composer failed—none of his
poetic imagination could be in his music. Then what chance could we have to understand
Schumann? If he concurrently imagined music and poetry as one, then this vindicates the
suspicion that his many artistic sides must be in his music for us to discern.
While research has focused on Schumann’s relationship with nineteenth-century writers, it is
time to assert the presence of ancient literary devices in his music (especially considering his
studies of Horace). For example, consider the Andante Cantabile from the Piano Quartet (opus
47). The listener may be captivated by the unforgettable theme and its seemingly limitless
repetition, but how does Schumann bring it to a close? It is the ending of the movement, the final
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affective transformation, and the rare visual spectacle of scordatura, that leads the poeticallyinclined to ultimately cry: ‘Deus ex Machina.’ By presenting an analysis of this movement, I
would like to invite others to explore this possibility.
Jean-Jacques Nattiez, ‘Can One Speak of Narrativity in Music?’ trans. Katherine Ellis, Journal of
the Royal Musical Association 115/2 (1990), 259.
Robert Schumann, Jugendbriefe von Robert Schumann (Leipzig: Breitkopf und Härtel, 1885),
136; quoted in Leon Plantinga, Schumann as Critic (New Haven: Yale University Press, 1967),
63.
The concept of image on 18th-century treatises on dance
Victoria Llort-Llopart
(Université Paris 4 – Sorbonne, France)
18th century treatises on dance shed new light on the comprehension of the
system of the arts. These works offer us the possibility of better understanding the mechanisms
of arts' intersections. Words, sounds and images become the common ground of the expression of
movement thanks to the role of images, which condense the three dimensions implied in the
system of the arts (literature, music and painting) and conduct us to a new formulation of the
concept of image in the framework of the emerging comparative aesthetics.
Neurophysiological correlates of error detection in performing musicians
Clemens Maidhof
(Max Planck Institute for Human Cognitive and Brain Science, Germany)
Because of the precision required for music performance, monitoring and detecting errors should
be highly developed processes in musicians. Therefore, the aim of this study was to investigate
the neurophysiological correlates of error detection in performing musicians. Twelve pianists
participated in an EEG-study comprising two conditions: in the action condition, they were asked
to produce fast tone sequences, containing random pitch manipulations. In the perception
condition, they listened to those sequences, including the same manipulations. Event-related
potentials (ERPs) for pitch manipulations and self-made errors were computed. The results of the
action condition showed that feedback manipulations elicited an early feedback error-related
negativity (FRN), while pitch manipulations in the perception condition also elicited a potential
similar to the FRN, but which was smaller than in the action condition. This implies that error
detection mechanisms appear to be enhanced by action-related expectations. The ERPs in
response to the self-made errors showed a negative deflection already prior to the onset of the
tone, suggesting that not all error-related mechanisms during piano performance do rely on
auditory feedback, but that errors can be already detected during movement planning.
The socio-ethnic and cultural construction of gender ideologies in African pop music: a
sociolinguistic analysis of selected Luo Benga music
Daniel Ochieng Orwenjo
(University of Frankfurt, Germany)
Gender ideologies are the systematic set of beliefs and thought systems through which a society
constructs and wields its gender relations and practices. The African gender ideology is a system
of shaping different lives for men and women by placing them in different social positions and
patterns of expectations. Such ideologies are usually embedded in a society’s folklore, music, art
and the day to day dynamics interpersonal social relations through which the society constructs
and wields its gender relations.
This paper is a sociolinguistic examination the gender ideology system of Luo community of
western Kenya as expressed through Benga, a popular form of music in East Africa. The
cumulative effect of such ideologies on the world view and thought patterns of the ordinary
people are also discussed with a view to establishing how this has promoted and perpetuated the
unequal and discriminative social structures prevalent in Luo society, as in many African
societies. It emerges that Luo Benga music has done very little to address such inequalities but
has instead furthered them.
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Software for song learning adapted to populations with special needs
Stavros Skouras
(University of Sussex, UK)
Neuroscientific and psychological studies indicate that efficient Musical Training can lead to the
acquisition of skills and abilities generalisable beyond the realm of music per se, including
language skills. Additionally, current research suggests that the inclusion of movement exercises
in musical training facilitates the latter. A matter that needs to be addressed concerns what can be
done in the case of populations with special needs who can neither move nor talk very well. It is
often the case that such populations require extensive training and educational approaches
adapted to their special needs. It is also unfortunately a common situation on an international
level for individuals who would benefit from music education to be living in institutions and
families that cannot afford the cost of thorough musical education and the frequent exposure of
these individuals to interactive musical activities. Targeting the resolution of such challenging
situations and capitalising on the exponential increase of affordability and processing capabilities
of modern computers, music education software implementing a song learning method adapted
to kids with special needs is being developed. Even though the method is automatised, it is
sensitive to differences between individuals, has been field-tested and is implicitly and intuitively
considered to be common practice by many music therapists. A test version of the software has
been developed and tested by a few individuals. Initial results are very promising suggesting this
to be a useful tool for lifelong individualised song learning as well as for the collection of
statistical data on learning progress and for the construction of 'virtual choirs' consisting of the
recordings of many individual performances superimposed on each other. It is important to stress
that the intention motivating the creation of this software is not replacing the music therapist;
simply complementing the therapist's work especially in environments where the demand for
therapists surpasses their availability.
Hand-clapping songs: a natural ecological medium for child development
Idit Sulkin & Warren Brodsky
(Ben-Gurion University of the Negev, Israel)
Background
Music is often said to be a basic building block of intelligence as playing an instrument develops
critical neural connections; musical experience and performance improves spatial-temporal
reasoning, and improves flexibility of thought. While instrumental learning is a training regime
with compulsory learning structured by a requisite curriculum, one might question if spontaneous
singing games such as hand-clapping songs also cause improvement in nonmusic-related human
performance. Hand-clapping songs are composed by children in an ecologically natural
environment, based on chanting-type singing accompanied with percussive body sounds and
rhythmic body movement sequences.
Aims
The study explored hand-clapping songs as serving a developmental function in facilitating the
acquisition/training of specific cognitive, motor, and social skills.
Methods
Two studies were conducted to explore the effects of hand-clapping training. In Study 1, 24
undergraduates participated in a pre-test-post-test design investigating the effects of a 4-session
training protocol; the dependent measures were spatial precision (pen & paper mazes), temporal
stability/accuracy (tempo tracking and synchronous tapping), and bimanual coupling (rhythmic
hand sequences). In Study 2, 18 graders participated in a postdictive study examining the
relationship between hand-clapping song performance and classroom proficiencies. After three
training sessions in September, a class of children were ranked for their performances as viewed
on videotape by 4 blind judges, and then eight months thereafter in June, these positions were
compared to the homeroom teachers’ ranking for competence in reading, writing, arithmetic, and
social maturity.
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Results
Study 1 found significant effects of learning/practicing hand-clapping songs on temporal
perspicacity, and on bimanual coupling (considered to reflect cognitive-motor skills related to
spatial-temporal reasoning). Study 2 found a positive correlation between the Hand-Clapping
Performance Scale and Class-Room Performance Scale; the reliability of predicting scholastic
facility vis-à-vis hand-clapping performance was roughly 78%.
Conclusions
Hand-clapping songs seem to be a developmental platform towards the attainment of specific
cognitive, motor, and social skills.
An investigation of the perceptual segregation of dichotically–embedded pitch links music
ability and language
Rebecca Wheatley
(Nanterre University – Paris, France)
The ability to make fine temporal discriminations of acoustic signals contributes to a number of
auditory perceptions including speech discrimination and the localisation of sound. Temporal
processes were investigated here through the use of a psychophysical procedure involving the
binaural unmasking of dichotically-evoked pitches. Separate dichotic-pitch stimuli were created
to the left and right sides of auditory space by adjusting to which ear the temporally-advanced
portion of the noise process was presented. Three conditions of differing interaural timing
difference were used to assess the perception of differing 'strengths' of dichotic pitch. Repeated
measures analyses revealed a significant difference between the ability to detect dichotic-pitch
stimuli on the left and right side of space. This discovery provides an important contribution to
discussions of the neural processing involved in auditory scene analysis and hemispheric
lateralisation of function. Further application of these methods may be useful to assess the
performance and possible lateralisation of auditory processes in special populations such as
children with developmental disorders (for example delayed language acquisition) and
individuals with music specialisation.
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Information: travel and services
Herstmonceux Castle
East Sussex, England BN27 1RN
Tel: +44 (0) 1323 834444
Fax: +44 (0) 1323 834499

Castle Reception Opening Hours:
7.30 am - 11.00 pm
01323 834444

Bader Hall Reception Opening Hours:
24 hours
01323 834400

Pub Opening Hours:
Monday: 10-11:30 pm
Tuesday: 8.30 pm - 11.30 pm
Wednesday: 7.30 pm - 11.30 pm

Tea Shop Opening Hours:
11.00 am - 5.00 pm

Gift Shop Opening Hours:
10.30 pm - 5.30 pm

Internet Access is available in all bedrooms but is not wireless - cables are required
(these can be bought in the shop). There is one computer available with free internet
access, 24 hours, in Bader Hall Reception.
The key for the piano will also be kept at Reception.
How to get to Herstmonceux Castle:
•
By train:
Nearest station - Polegate, then access to Herstmonceux Castle by taxi
For further information on train times please contact 08457 48 49 50 or
www.nationalrail.co.uk
•
By bus:
Nearest stop - Herstmonceux village (Brewers Arms), then access to Herstmonceux
Castle on foot (20-30 minute walk).
For further information on bus times please contact 01323 416416 or 01424 440770 or
www.eastbournebuses.co.uk or www.stagecoachbus.com/hastings
•
By taxi:
Taxis from Polegate Train Station to Bader Hall should cost £12. Taxis will normally be
waiting at Polegate train station. Alternatively, there is a free phone number to call a
taxi: 0800 592 3777
Brians Taxis
15 Queens Road
Herstmonceux, East Sussex BN27 4LS
Tel: 01323 833556
Diamond Taxis
138 Hythe Crescent
Seaford, East Sussex BN25 3TY
Tel: 01323 491700
Eclipse Taxis
9 Otteham Close
Polegate, East Sussex BN26 5AZ
Tel: 01323 487551

Cavalier Taxis
1 George Street Market Square
Hailsham, East Sussex BN27 1AD
Tel: 01323 440371
Eastbourne & Country Taxis
Old Orchard Road
Eastbourne, East Sussex BN21 1DB
Tel: 01323 725511
Prime Time Taxi Services
1 Ditchling Way
Hailsham, East Sussex BN27 3LT
Tel: 01323 840440
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Maps of the area

Place to visit in Herstmonceux:
•
Herstmonceux Observatory Science Centre
Open 7 days a week from 1st February - 30th November.
Hours: 10 am – 6 pm. Last admission 2 hours before closing.
Tel: 01323 832731
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Closest town: Hailsham
How to get to Hailsham:
•

By bus: Routes 51, X51, 52, 54

Doctor's Surgeries in Hailsham:
Bethany House Surgery
85, Battle Road
Tel: 01323 848485 / 01323 847988
Bridgeside Surgery
1, Western Road
Tel: 01323 441234
Hailsham Health Centre
Vicarage Field
Tel: 01323 440202
Quentin Medical Centre
Hawkswood Road
Tel: 01323 845669
Seaforth Farm Surgery
Vicarage Lane
Tel.: 01323 848494
Vicarage Field Surgery
Vicarage Lane
Tel: 01323 441155
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Closest big city: Brighton
How to get to Brighton:
•
By train: Taxi to Polegate Train Station, then train to Brighton (ca. £6.60 one
way)

East Sussex road map
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