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focus on actual, identifiable individuals. This is
even more important because the act of creating
music is most of the time a much more complex,
unstable undertaking. In addition, as stated by
].-E Lyotard, “composers today have the feel-
ing that everything is possible and that they must
invent for each work not only its musical form,
but the rules of the music.” According to Arthur
Danto, the same situation is true for producers
and recipients of music:

So the contemporary is, from one perspective,
a period of information disorder, a condition
of perfect aesthetic entropy. But it is equally a
period of guite perfect freedom. Today there
15 no longer any pale of history. Everything is
permitted.

In this situation, many turn to the person of the
author for guidance and criteria of judgment. Last
but not least, the romantic ideal of an artist creat-
ing something personal and original is simply a
narrative that has kept its attractiveness. And the
stream of works and performances of music thar
own the power to evoke this impression has for-
tunately not yet run dry, despite the talk of crisis
in all areas of Western music.

Frédéric Dahl
Freie Univrsitat Berlin
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Autism Spectrum
Disorder

Aurism is a lifelong, neurodevelopmental condi-
tion thar affects around one in 100 people, typi-
cally resulting in impaired social interaction and
communication, repetitive patterns of behavior,
and narrow ranges of interest. For many people
on the autnsm spectrum, music appeéars to be
particularly important as an art form in its own
right, as both a source of aesthetic pleasure and
ifor some) a creative outlet, as well as having the
educational and therapeutic potential to promote
wider learning and development and to foster a
sense of well-being. Around one in 20 of those
on the spectrum have unusual musical abilities,
particulary absolute pitch (the capacity to recog-
nize or reproduce notes in isolation from others),
which, if nurtured in the early years, can lead to
exceptional musical achievement. A small group
of autistic people who have severe learning dil-
ficulties nonetheless become expert musicians and
are known as savants,

Autism

Autism was first identified by the American psy-
chiatrist Loe Kanner in 1943 and the Auvstrian
pediatrician Hans Asperger in 1944 It is a lifelong
neurological condition that manifests itself early
in childhood. Its effects can be profound, pervad-
ing a person’s whole development. It is defined by
the World Health Organization (WHO) and the
American Psychiatric Association (APA) in terms
of three broad characteristics: qualitative impair-
ment in social interaction; qualitative impairment
in communication; and restricted, repetitive, and
stereotyped patterns of behavior, interests, and
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zorivities. Since the 19%0s, three theories have
Zominated the thinking about the canses of aurism,
-3ch of which has been associated with one of the
=1ain characteristics of the WHO/APA defnition.
The notion of deficient “theory of mind"—the
:bility to arribute mental states to oneself and
thers, and to understand thar others mayv have
Zeas that differ from one's own—is held to be
~=spansible for impairment in soctal interaction.
“Weak central coherence,” which is the tendency
- think abour things in terms of their parts rather
<an as a whole, 15 linked 1o communication dif-
~culries {as well, more positively, as accounting
or cnhanced perceptual detail and some “savant-
<" abalities). “Execuuve dvsfuncrion™—a prob-
=7 with the demain of processing that regulates
amd comtrols other cognitive funetions—is thought
zad to rigid and repetitive behaviors. However,
= has not proved possible to attribute autism o
=v one ared of funcrioning in the brain, and diag-
~oses are made solely on the basis of observable
~=haviors. The autism spectrum is very broad and
~cludes manv people who have additional needs,
~cluding learning difficulties and mental health
wsues, As the understanding and awareness of
mizm has improved, so the rate of identification
=2+ increased, and it is currently thought that, in
eloped countries, the incidence may be some-
~ar greater than ene in 100 people.

WMusical Abilities and Autism
- has been observed that many people with autism
~zve a particular alfiniry for music, with a rather
—aller proportion (around one in 20} having
~ecial ahilides, notably “absolute pirch,” It is
=21 known for sure why this should be the case,
: =hough an obsessive carly interest in the percep-
“zal gualities of things, over and above their func-
nal importance (tn the case of evervday sounds)
- semantic significance (in the case of spoken
snguage) appears to be a key factor, There is evi-
“ence, too, thar for some youngsters on the autism
coectrum, many nonmusical sounds are processed
1 musical way, For example, autistic chmldren
—av be intrigued by the noises made by certain
=mis of domestic equipment, such as tumble dry-
cre, microwaves, and vacuum cleaners, which are
~ch in harmonics, They may flick resonant objects
cuch as drinking glasses and metal railings) and be
scinated with their bell-like resonance. And they

may attend to the sounding qualitics of speech,
rather than focusing on the meanings of words.
Ar the same time, the speech of those with severe
autism may be to differing degrees “echolalic,”
whereby words and phrases are repeared without
apparent understanding. Here, it is as though the
grammar of music {which is reliane on repetition)
15 being used to structure langoage. Such behav-
wors may well be signs of latent musicality. Tr is
interesting to note that absolute piech eypically
emerges around the age of 24 months, the time at
which language acquisition usuvally takes off but
may become derailed in children on the aurism
specrrum; Adam Ockelford's work has shown that
for some antistic individuals, music can function
as a proxy language.

Music Education for Children on the

Autism Spectrum

Diespite the afinity for music displayed by many
children with autism and, in a minority of cases,
unusually advanced aural skills, very little research
has been undertaken into what may constitute
effective music education srraregies for reachers
working with pupils and students who are on
the spectrum. As a consequence, it appears that a
large propaortion of aunstic children—particularly
those with learning difficulties or very limited ver-
bal communication—are not being offered opti-
mal music curricula, All too ofren, musical poten-
tial is not recognized amid a welter of behaviors
that may disguise a childs true level of musical
interest or ability. For example, an acute sensitiv-
ity to sound (evidenced by placing the hands over
or fingers in the ears) may be misunderstood as
an aversion to music, rather than a dislike or even
fear of the pieces that others have chosen to be in
the environment at a particular rime. However,
by initially employing child-centered music peda-
gogical strategies, it may well be possible for a
child to accept and enjoy a wide range of musical
genres and styles and to engage willingly in active
music making with others.

Using Music to Promote Wider
Development and Well-Being

Participarion in musical acrivities is likely not only
tor be beneficial in its own right, offering access 1o
an important part of a child's cultural heritage,
but also to afford a creative outler and 3 means of
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self-expression. There is evidence that young peo-
ple with autism experience emotional reactions to
music in much the same way as those developing
neurotypically, and involvement with music may
help autistic children to understand their feel-
ings and those of others in a “safe space.” This is
very much the province of music therapy—now a
widely accepted approach in working with young
people on the autism spectrum that was pioneered
by Juliet Alvin in the Unired Kingdom (UK) in the
1960s. Music educarors, too, can use songs and
other material to support the acquisition of lan-
guage and social skills, such as turn taking and
listening to others. Abstract concepts, including
number and time, can also be introduced and
reinforced through musical activities.

Notable Autistic Musicians

Given the nature of the autistic mind, with its pro-
clivity for focusing on perceptual stimuli (includ-
ing sound), its love of repetition and regularity
{key fearures of musical structure), and its ten-
dency to engender introverted, obsessive behav-
ior (potentially driving an individual toward the
thousands of hours of practice required to develop
high-level musical expertise), it is hardly surpris-
ing that some autistic people, notwithstanding
the social challenges they have faced, have risen
to fgure among the contemporary international
musical elite as performers and composers.

For example, the New Zealand singer-song-
writer and multi-instrumentalist Ladvhawke
{Phillipa Brown) and the American singer and
guitarist James Durbin both have diagnoses of
Asperger syndrome (a form of autism in which
linguistic abilities are unimpaired), and the Jap-
anesc composer Hikani Oe, in addition to being
an the aurism spectrum, is visually impaired and
developmentally delayed.

The Irish psychiatrist Michael Fitzgerald has
made retrospective diagnoses of autism in promi-
nent figures from the past, including the com-
posers Wolfgang Amadeus Mozart, Ludwig van
Beethoven, Eric Satie, and Béla Barték and the
Canadian pianist Glenn Gould.

Autistic Savant Musicians

A subgroup of people on the autism spectrum
who have learning difficulties, but notable abili-
ties in one defined area or more, are known as

“savants™—a term coined by Dr J. Langdon
Down in a lecture to the Medical Society of
London in 1887 to describe patients who had
“special faculties™ in the context of cognitive
impairment. Contemporary interest in the syn-
drome was prompted by the work of Darold Tre-
ffect in the latter part of the 20th century, who
brought a number of American savants to public
attention, including the pianist Leslie Lemke. In
fact, musicians make up about two-thirds of all
known savants. By and large, they play the piano
(for example, Mart Savage in the United States
and Derek Paravicini, who is also blind, in the
UK}, although some have mastered other instru-
ments, (oo,

The preference for a keyboard instrument is
thought to be due to the immediacy with which
musical sounds can be made—crucial in the carly
stages of learning, which savants tend to initiate
themselves. It used to be thought thar savants
were s0 strongly autodidactic that they were inca-
pable of being “taught,” although the work of
Ockelford with Paravicini and others has shown
that this is not the case. A fearure of all savants
is a prodigious memory, and Paravicini regularly
performs concerts devored largely to requests
from the audience, He has tens of thousands of
pieces available to him that he can play without
rchearsal, in any key and in a wide range of seyles,
within which he can improvise with panache to
create distinctive and original material,

Adam Ockelford
University of Roehampton
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Automaticity

Automaricity is crucial to the processing, re-cre-
arion, and creation of music. Automaticity occurs
when actions can be carried out without con-
scious awarenecss. Automatic processes roguire
minimal atrention and are carried out effortlessly.
They include such activities as walking, riding
a bicycle, driving a car, talking, typing, listen-
ing to music, and playing a musical instrument.
The automation of such activities frees up mental
resources for higher-order processes, for instance,
focusing on  destinations, monitoring current
rraffic conditions, the content of conversations
or what is being written, or creating the desired
interpretation of the music, Once an activity 5
automated, it is undertaken smoothly and in a
highly efficient manner, is resistant to change, and
is not disrupted by other activities.

MNew skills initially require high levels of con-
scious control while highly practiced activines
become automated. The level of automarticity
of activities can be viewed as being on a contin-
uum, As more experience is gained in an activity,
it moves from the controlled end of the contin-
uum toward the automartic end. Once a skill has
become automated, it is very difficult to access its
operation consciously. Artempring to do so can be
very disruptive, This has been described as “the
centipede effect,” based on the fable in which a
toad asks a centipede how it walks. Asking the
centipede 1o reflect on the walking process serves
to immobilize it.

The Development of Automaticity

There are generally considered to be three phases
in skill learning: cognitive-verbal-motor, associa-
tive, and autonomous. In the cognitive-verbal-
motor-stage, learning is largely under cognitive,
conscious control, The learner has 1o understand
what is required to undertake the task and carries

it out while consciously providing self-instruc-
tion. In the associative stage, the learner begins
to put together a sequence of responses that
become more fluent over time. Errors are detected
and eliminated. While learning to play an instru-
ment, feedback from the sounds produced and
the teacher play an important role in the process.
In the autonomous stage, the skill becomes auto-
mated, is carried out without conscious effort,
and continues to develop cach time it is used,
becoming more fluent and quicker. In musical
performance, many skills are acquired simultane-
ously, and new skills constantly being added. As
mastery of more advanced skills is acquired, skills
learned earlier are continuously practiced so they
achieve greater automaticity. As one set of skills
is becoming increasingly automated, others are at
the associative and cognitive stages.

For virtually every task, performance improves
with practice, with the greatest improvement
occurring early in training. Associations devel-
oped through practice are strengthened, There is
some evidence that in the long term, skills can pla-
teau before continuing to improve. There may be
gradual improvement through association up to a
certain point, but to gain greater efficiency beyond
this point may require a change in processes, This
may be linked to what is known as “chunking”
when processing is carried out with ever-larger
groups of elements. For instance, in reading musi-
cal notation, skilled readers do not fixate on each
note; their fixations are directed across line and
phrase boundaries, scanning abead and return-
ing to the current point of performance. They can
continue to read about six or seven notes after
removal of the printed page, while poor readers
only manage about three or four.

The increasing levels of automaricity acquired
as expertise develops in a field are not always
advantageous. Increasing levels of experrise can
lead to overconfidence, inflexibility, and rigid-
ity. The inaccessibility of automated processes to
conscious awareness can also be problematic if
changes are required or if it is necessary to explain
the processes to someone else.

Musical Enculturation

The processes thar underpin learning in music
are part of the narural learning processes that are
common to all human beings. When people listen



