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Abstract 

 

 

In 2013, Felix Rhoner and Sabina Scharer of PANArt, Switzerland made an intriguing 

statement in their book, Hang Sound-Sculpture, referring to their resonating percussion 

instruments as being like ‘mirrors’. The review of literature and searches did not find any 

previous research on this theme. The aim of this qualitative study was to bring to light how 

musicians experience the instruments as ‘mirrors’ and find any comparisons and effective 

ways of use in music therapy. Participants were from UK, Europe and North America and 

they were experts in their field. An online questionnaire was constructed, and the data was 

analysed using Interpretative Phenomenological Analysis (IPA). The analysis resulted in 

finding two main themes, three emergent themes and one superordinate theme. The two 

main themes were (1) There are no boundaries it’s in everyone’s reach, Accessibility and (2) 

People with no experience can compose quickly, Liberating. The three emergent themes 

were (1)Warm inviting quality, Aesthetics. (2) Instruments for Healing, Holistic. (3) They 

reflect our inner world, Reflective. The superordinate theme was, The mirror effect, tuning-

self. The key findings arose from acoustical, psychological, and physiological experiences 

useful for the work of music therapists.  These findings also mirrored external cultural forces 

negatively impacting musical and personal development, which highlighted developing 

areas in current music therapy training and practice. 
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Results and Data Analysis 

 

Individual investigations of each participant’s experiences revealed credible connections 

with music therapy. The qualitative IPA research paradigm(Braun and Clarke, 2013) provided 

detailed reports that showed an emergence of robust themes and therapeutic language 

similarities across data (Figure 6). Each participant’s individual case expressed their varied 

experiences; the data was categorised into (a) One superordinate theme  (b) two main 

themes and (c) three emerging themes. For in-depth analytical processes examples of 

coding, theme reflections, theme developments and thematic maps can be seen in 

(Appendix 7,8,9). 

 

 

Figure 6 

 

These themes (Figure 6),  reflected multiple resonances deeply rooted in the overall 

superordinate theme ‘the mirror effect’, (a term originating with participant Re)  a central 

feature of pang discussed in the literature review, which participants reported occurs 

through an amalgamation of instrument and player, created by the sound-sculptures’ 

People with no 
experience can 

compose instantly 
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accessibility and aesthetically pleasing characteristics. Due to the quality of these 

phenomena the instruments ‘mirror effect’ was experienced in the other themes, which was 

embodied as reflective healing tools that stimulated holistic musical experiences of a 

psychological and physiological nature and liberated players from music theory limitations. 

[Participant Re] reports that “there are no boundaries it’s in everyone’s reach”, (Main theme 

1).  [Participant Sa] reports, “people with no experience can compose instantly”, (Main theme 

2). [Participant Ma] reports a “warm inviting quality”, (Emergent theme a),  [Participant Pa] 

reports on “instruments for healing” (Emergent theme b) and [Participant Ga] reports how 

“they reflect our inner world” (Emergent theme c). The analysis of the themes are presented 

in their phases and are discussed with detail in their sections. As a guide each theme has 

been given a subtitle that reflects the nuances in the experiences and provides the tone of 

the analysis.  

 

 

 

 

Main Theme 1: “there are no boundaries, it’s in everyone’s reach” (Accessibility)  

Main Theme 2: “instant composing for themselves it works” (Liberation from music theory) 

Emergent Theme a: “warm inviting quality” (Aesthetically pleasing) 

Emergent Theme b: “Instruments for healing” (Holistic journeys) 

Emergent Theme c: “they reflect our inner world” (Reflective Tools) 

Superordinate Theme: “the mirror effect” (Tuning-self) 

 

 

The accessible and liberating nature of the sound-sculptures have similarities reported 

throughout but connect the two main themes as the foundation. For example, “beginners 

and experts can mix without any problem” [Participant Re] and “there is no right or wrong” 

[Participant Ga]. These types of experiences are foundational as they gently open 

participants instilling confidence and invite them to experience the aesthetic, reflective and 

healing phenomena of Pang as reported throughout the three emergent themes. For 

example, “the complex and fascinating harmonics” [Participant Pa], “have very positive 

effects on all levels” [Participant Re] and “reflects parts of myself I can’t see” [Participant 

Da]. These themes finally merge into the superordinate theme and links them altogether; 

“everything we express inside is explosively reflected outside, the mirror effect” [Participant 

Re]. These interconnected themes are the fabrication of Pang music experiences which 

submerges participants through the themes into a holistic playing cycle called “The Mirror 

Effect”.  
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Main Theme 1: “there are no boundaries, it’s in everyone’s reach” 

~ Accessibility ~ 

 

All participants reported on the instruments’ accessibility and the quality of innate 

musicianship being able to be reached and discovered quickly by people at every level of 

musicianship. These reports indicated a sense of limitation and anxiety external to playing 

PANArt instruments. Effectively this is potentially mirroring boundaries and dividing lines 

commonly experienced with playing other instruments. 

 “there is no tradition of right and wrong, it’s like carte blanche on your lap ready to 

be discovered” 

  [participant: Sa]  

 “there are no boundaries, it’s within everyone’s reach, beginners and experts can 

mix without any problem” 

 [participant: Re] 

 “freedom to find your own inner music, they are easy to learn no right or wrong” 

 [participant: Ga] 

 “exploration and improvisation unlike anything I’ve experienced”    

[participant: Ma] 

 “it’s very easy to be in the zone” 

[participant: Pa] 

 “there is something universal about these instruments, inspires trust” 

[participant: Dah] 

 “impossible to make ugly music on this instrument” 

[participant: Ni] 

 

This initial phase of ‘the mirror effect’ resonates throughout this theme and highlights 

foundational characteristics that feature with pang instruments. You can make your own 

music free from internal and external critique as [Participants Sa & Ga] expressed there “is 

no right and wrong”. Improvisation requires no great effort and therefore, participants are 

immersed with confidence into encouraging musical and psychological experiences. 

Without the ease of access and playability, the acoustical properties of pang and its deeper 

capabilities would be difficult to experience, consequently the ‘mirror effect’ would only 
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be experienced in part or more in depth by the advanced musician. However, the 

instruments are intended for everyone to play and the universality breaks the boundaries 

which makes it achievable and manifests the phenomena. 

 

Main Theme 2: “instant composing for themselves, it works” 

~ Liberation from music theory ~ 

  

There were notable challenges for those with strong musicianship skills and promising 

possibilities for those with no or limited musicianship skills. Consequently, participants 

experienced a letting-go of predetermined musical processes and a letting-go of their self-

doubts. These reports indicated a sense of liberation from traditional systems of creating 

music and perceptions of being a musician. Effectively, this is mirroring further boundaries 

and limitations that causes greater distance between classically trained musicians from 

other traditions and untrained novices. This also potentially reflects a thirst in society for 

instruments that challenge the traditions of the past and current musical trends. This 

further reveals a need for instruments that provide new pathways into making music and 

clinical music therapy.  

 “you could make schools and workshops around it, but it’s the quality of the 

freedom you have, play what you like not what you heard someone else, people with no 

experience can compose instantly, instant composing for themselves it works” 

[participant: Sa] 

 “people with no experience can quickly manage to improvise, gives them 

confidence in their abilities, use their letting go” 

[participant: Re] 

 “the pang social sculptures free you from all this, they are easy to learn there is no 

right or wrong” 

[participant: Ga] 

 “I had to learn not to impose so much of my ideas on the instrument, explore music 

in a different way than most of us have experienced” 

[participant: Ma] 

 “it allows anyone to make a sort of musical experience” 

[participant” Pa] 
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 “sense of confidence that comes from expression beyond self-judgment” 

[participant: Dah] 

 “the sense of ownership of the sound” 

[participant: Ni] 

 

The second phase of ‘the mirror effect’ uncovers similar layers of freedom the instruments 

can give through creating a “sense of confidence” and a “sense of ownership” reported by 

[Participants Dah & Ni]. These experiences reflected immediate and personal music making 

capabilities at the fingertips, that nurtured the ability to “compose instantly”. 

Consequently, the all-embracing nature of the sound-sculptures encourages people at all 

levels of musical ability to discover their own musical treasure which challenges existing 

musical norms and past experiences. The sense of liberation from theoretical pressures and 

cultural expectations of how we make music is reflected and left in the distance, further 

mirroring the effects of pang. The frequent use of the word “experience” has an interesting 

tone due to its threefold nature: (a) it’s about an experience; (b) it’s about no experience; 

and (c) it’s about letting go of experience. Within either or all three types of experience 

participants relate to, they are securely embedded in two foundational elements of the 

pang’s ‘mirror effect’, accessible and liberating and united strongly within the two main 

themes.  

 

Emergent Theme a: “warm inviting quality” 

~ Aesthetically pleasing ~ 

All participants reported on the sound quality of pang composite material being 

aesthetically satisfying and pleasing to play. The instruments were quick to capture 

attention and generate a strong interest that was very engaging. This left no doubt of the 

sound-sculptures’ distinct musical capabilities of communicating straight to the senses. 

These reports indicated that individually hand-crafted pang instruments have definitive 

acoustical qualities, capable of satisfying the thirst for artistic beauty and making your 

own rich musical experiences. This is rather than mass consuming digitally compressed 

music, that potentially dumbs down and desensitises the senses when listening. 

Effectively, this phenomenon is potentially mirroring the need for appealing hand-made 

instruments of exceptional quality that have the capability of touching people on deep 

psychological and physiological levels.  

 “I admire the characteristics, invites your hands to play…a sounding landscape” 

[participant: Sa] 
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 “one can feel the organic living energy. I knew it was what I was looking for, the 

depth moved me, the pulsation, my body could feel it” 

[participant: Re] 

 “pang is crucial for the unequivocal sound; pang instruments resonate in me” 

[participant: Ga] 

 “the warm inviting quality the pang material has, calming, energising, penetrating, 

easy on the hands” 

[participant: Ma] 

 “complex fascinating harmonics and fulfilling auditory and physical experience” 

[participant: Pa] 

 “contains layers of sound simultaneously, sensations of pleasure, relief, euphoria” 

[participant: Dah] 

 “mesmerising deeply emotive sound, it breathes and resonates” 

[participant: Ni] 

 

“I knew it was what I was looking for”, reports [Participant Re], this theme sums up the 

effects of the pang’s aesthetic qualities experienced by all the participants. The natural 

inborn desire for living music that offers multisensory experiences is another 

characteristic of pang’s capability of satisfying the senses.  It is an invitation  into the 

deeper layers of psychological and acoustical experience. The ‘mirror effect’ can be felt in 

numerous reports as participants described further accounts of the pang’s physiological 

and emotional impact that is reflected in its distinct sound and vibrational properties .The 

unmistakable auditory and vibrational qualities attract attention and invites participation; 

once interest is generated musical capability is realized and the instruments open up their 

personalities simultaneously opening up the senses and drawing participants into the 

deeper cycle of playing.  

 

Emergent Theme b: “Instruments for healing” 

~ holistic journeys ~ 

All participants reported on the sound-sculptures giving holistic healing experiences. They 

described how the instruments have the ability of producing therapeutic music that is 
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characterised as being able to uncover deeper layers of being and treat the whole person on 

multiple levels of mind, body and psyche. This amalgamation of instrument and player 

appears to produce a personal or group equilibrium. These reports indicated that the multi-

layered sound-sculpture characteristics are personable to the therapeutic impressions and 

experiences that participants received. Effectively, this phenomenon potentially mirrors the 

dis-ease we sense owing to the culture of stress in an age of anxiety. 

 

 “a system that is stimulated holistically and sounds as a whole” 

[participant: Sa] 

 “very positive effects on all levels, collective play intensifies energy and well-being, 

exorcise our problems by sharing them with our musical partners, healing together” 

[participant: Re] 

 “all sides of my being are effected that is for sure, it is pure freedom, the most 

truthful kind of music, very calm, very balanced” 

[participant: Ga] 

 ‘spiritually it centres me, they serve as tools, for relaxation, dissolves thoughts like a 

meditation” 

[participation: Ma] 

 “instruments for healing and deep transformative experience, allows for emotions to 

flow and move as needed, food for the whole system, harmonising and recalibrate” 

[participant: Pa] 

 “there is a synchronisation that takes place between the player and the instrument, a 

way of working with materials that are usually hidden and bundled deep inside us” 

[participation: Dah] 

 “bringing a sense of deep emotional spiritual peace, instrument and instrumentalist 

become one” 

[participant: Ni] 

 

Psychological states of being induced by the instruments begin to emerge and emphasise 

similar emotional conditions among participants. These encouraging emotional states can be 

experienced individually and in a group and these experiences reinforce aspects of the 
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sound-sculptures mirror effect by “synchronization” [Participant Dah] and cause the 

“instrument and instrumentalist to become one.”  During the creative processes it dissipates 

thoughts and uncovers the deeper parts of self that are not often verbalized. These 

experiences confirm pang sound-sculptures are not only percussion instruments but a mirror 

of human beings that can be stimulated and sound as a holistic instrument.  

 

Emergent Theme c: “they reflect our inner world” 

~ Reflective tools ~ 

All participants reported comprehending experiences that emphasised the instruments were 

intentional reflective devices. At the most basic level as an extension of self, instruments 

that provide a lens through which internal observations reflect psychological states of being 

that can be understood and interpreted by participants. These reports indicate further 

sound-sculpture attributes; abilities to create reflective conscious awareness and support 

honest self-expression. Effectively, the instruments are mirroring on a physiological level, the 

lenticular shape of the human eye and seeing ways of coming to know and understand 

oneself through the lens of Pang music, which concludes with being able to successfully give 

personal insights and bring about musical and psychological self-development. 

 

 “every touch provokes a sound a noise that’s part of the mirror-function, if you listen 

and observe yourself, you can draw a lot of conclusions on yourself and others” 

[participant: Sa] 

 “it must be able to reflect our feelings and state of mind, the intimate conversation 

with oneself” 

[participant: Re] 

 “most of all they reflect our inner world, our feelings, our state of mind, our fears, 

our wishes” 

[participant: Ga] 

 “reflects the energy we radiate and what I am experiencing internally” 

[participant: Ma] 

 “it’s an extension and expression of your-self’ 

[participant: Pa] 
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 “they reflect parts of myself I can’t see, allow the instruments to be a tool to look 

inside” 

[participant: Dah] 

 “reflects the essence of the instrumentalist” 

[participant: Ni] 

These phenomena were reported as other elements of “the mirror function” by Participant 

Sa which emerged as another expression that encapsulates the purpose of the instruments’ 

goals, being able to open the senses and provide personal and group insights. These points 

suggest that music can be regarded as a means of expression that not only reflects states of 

being, but especially gives clear insightful understanding to psychological processes and a 

musical voice to express it. The indispensable qualities of the sound-sculptures require a 

relational exchange of giving and receiving. This enables participants to gain insights into the 

instruments’ function and receive insights into themselves. Their self-presentation is directly 

uncovered through participation, in a way that enables participants to become fully aware of 

their subconscious thoughts and feelings through mirroring.  

 

Superordinate Theme: “the mirror effect” 

~  Tuning-self ~ 

All participants reported on the function of the instruments as mirrors, uncovering further 

comparisons of internal processes and external expressions. The sound-sculptures have an 

ability to put musicians intimately and honestly in touch with themselves with great ease. 

These reports indicate direct reflections of further psychological states. Effectively, this is 

mirroring instrumental and acoustical characteristics that can touch the soul or the deeper 

spiritual part of humans directly and intend to restore harmony between the internal 

(psychological) and the external (social) worlds of the participants.  

 

“they are mirrors because the show you what you are” 

[participant: Sa] 

 “everything we express inside is explosively reflected outside, the mirror effect” 

[participant: Re] 

 “of course, they are mirrors, the most subtle, realistic and sincere ones. Sometimes 

cruel, but always truthful” 
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[participant: Ga] 

 “they mirror what I’m experiencing internally” 

[participant: Ma] 

 “mirrors of the most beautiful expression of yourself” 

[participant: Pa] 

 “allows the player to see what is happening emotionally, hidden covered feelings are 

temporally disarmed” 

[participant: Dah] 

 “a mirror of the soul, perhaps easier than some other instruments to interpret, 

mood, feelings, inner energy, spiritual well-being emotional and mental health” 

[participant: Ni] 

 

“everything we express inside is explosively reflected outside, the mirror effect” [Participant 

Re], sums up the main intention of pang sound-sculptures and makes claim to framing the 

phenomena as “the mirror effect”, which all participants reported in their own words and is 

summed up by Participant Ni “a mirror of the soul, mood, feelings, inner energy, spiritual 

well-being emotional and mental health”. The ‘mirror effect’ extracts the metaphysical 

aesthetics of pang music, as well as educates and facilitates the metaphysical expression of 

self. Consequently, the creative process of tuning the sound-sculptures mirrors the main 

objective of pang play. Participants can self-tune the soul securely embedded within their 

internal and external realities and go on a holistic journey of self-discovery and healing,  

which  is mirroring the truth about self and potentially mirroring other social realities. The 

‘mirror effect’ is reported in this theme as a process of psychological and physiological 

expression through music and fine tuning of self. This naturally, results in a more 

harmonious and healthy way of being in society and inclusive ways of creating music 

together.  

 

Summary 

Hang refers to any of the pang composite instruments and participants reported playing 

various PANArt sound-sculptures, either as an individual or in a collective group. The themes 

link together in a way that intimately relates the main characteristics of the instruments and 

musical experiences to the superordinate theme that participants experienced throughout, 

‘the mirror effect’ (Figure 6). Which to summarise, is a sequence of accessible musical 
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experiences that improves health and well-being and reflects personal social and cultural 

conditions. Accessibility and freedom from music theories are foundational as they invite 

improvisation and simultaneously open up the instruments and the participants. It draws 

participants? into the aesthetics of the music and the phases of more complex holistic 

musical experiences. The musical experiences are categorised and guided by the theme’s 

subtitles experienced by the participants and combined with my interpretive sense of what 

is being mirrored or reflected in the experiences.  

Accessible (b) Liberating (c) Aesthetic (d) Holistic (e) Reflective (f) Tuning-self  

To summarise, the subtitles the following points briefly describe the nature of these 

experiences:  

• Immediate and easy access to freeing experiences that are aesthetically satisfying 

and nourish the senses.  

• The instruments draw people into a cycle of play that immerses them into musical 

phases that helps process and understand existing psychological states and discover 

new ones of a metaphysical healing nature, feeling emotionally better after playing 

than before.  

• The instruments draw attention to other external facets of social sound-sculpture. 

Through mirroring a mass consumerist spectator society taught to download 

digitally compressed music rather than actively participate  

• Societies that are underdeveloped musically because of boundaries and limitations 

that western musical traditions hold 

• Pang instruments mirror the need for personal peace and healing in an age of 

intense pressure and anxiety.  

These people friendly instruments offer opportunities to discover personal musical treasure, 

(innate musician) which is in itself a healing experience and a reclaiming or rediscovering of 

music and musician. Figure 7 illustrates the ‘mirror effect’ which was an evolved drawing 

from my reflective notes (appendix 9).  
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Discussion 

 

 

Introduction  

The aim of this research was to understand and interpret seven musicians’ experiences of 

the PANArt phenomenon ‘we build instruments which are in a sense mirrors’ (Rohner and 

Scharer, 2013, p.5). According to the literature review this research was the first to formally 

investigate this topic among musicians and find comparisons for potential uses in music 

therapy. Generally, the participants’ sense of musical exploration and interpretation of 

these new instruments was inspirational and reflected psychological and cultural 

considerations valuable for the discussion. The key points arise from acoustical, 

psychological, and physiological experiences that embody the phenomenon and frame them 

‘the mirror effect’, which was experienced throughout the themes. This is a unique concept 

that has become helpful for understanding the philosophical and therapeutic underpinnings 

of pang instruments and their effects. Furthermore, upon reflection, I sensed that 

participants’ experiences, and explanations reflected deeper social constructs, mirroring 

external cultural forces that have a negative impact on musical and personal development. 

As the discussion unfolds the personal pronoun ‘I’ will be used as I engage with the themes 

explaining my personal reflections and interpretations.  

 

 

Innate Musicality  

Participants bonded with the sound-sculptures quickly and easily, enabling them to develop 

a relationship with the instruments and find their own inner music. This was especially 

owing to the instruments’ all-inclusive accessibility and aesthetic properties that were 

foundational to ‘the mirror effect’ (Cohen, 2017; Grocke and Moe, 2015; Pun, 2011; Loth, 

2006). However, although music is an everyday social phenomenon, naturally 

communicative and can be beneficial for individuals and communities.  I can see these 

themes lead into questioning music’s inclusiveness, which is in genuine need of cultural 

reframing and reinforcing (Rickson, 2010; Malloch and Trevarthen 2009). Child development 

stages have a natural musicality that is usually developed between the child and the main 

care giver. And as we grow and mature into different life stages, our inborn gift for musical 

expression is often channeled into western ideas of music and musician, resulting in a 

separation between the gifted and the not so gifted. Therefore, we grow up with western 

ideas of music and musician that are far removed from the inclusive concepts that other 

cultures encourage (Blacking 200; Lee, 2016; Loth 2006; Moreno, 1998). Upon reflection, I 

can see that this misconception is reflected strongly in the first two themes, and thus 

highlights a negative force in society and a cultural illusion that we grow into and accept 

about ‘who can make music and who is a musician’. This is a negative cultural condition, that 

I can see in these initial themes that PANArt have tackled, through connecting participants 

to their people friendly sound-sculptures and their universal playability. Furthermore, 
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reflecting upon this theme in the early stages I sense this is where a music therapist’s 

professional and social stance can be vital for addressing these socially conditioned musical 

disadvantages and help reframe and reshape our musical education, development, and 

culture. This is because a music therapist’s work can build bridges for sharing and including 

world music ideas and accessible music making concepts, underpinned with scientific 

theories and evidence-based practice  culturally relevant to individuals and music therapists 

(Aigen, 2014; Bunt and Stige, 2014; Stige, 2010; Pavlicevic and Ansdell, 2004). These ways of 

working musically can help reshape, reform, and re-educate from the early developmental 

stages of life through the whole life span.  

  

Free Improvisation  

Free improvisation also forms the foundational stages of ‘the mirror effect’. The ability to 

compose quickly and improvise was a liberating experience for the participants. I could see 

how this simultaneously challenged their musical knowhow and yet at the same time 

instilled confidence and trust in new musical exploration, which is promising for use with 

active music therapy techniques. On reflection about liberation, these early themes begin to 

move into strong ideas about the nature of improvisation. Since its early development, 

improvisation has become the daily bread for the way many music therapists work. They can 

create a holding and containing atmosphere where the therapeutic process can be cultivated 

through free improvisation, almost identical to participants’ experiences (Wigram, 2017; 

Bunt and Hoskyns, 2002). Furthermore, as I continued to explore accessibility and liberation, 

this moves deeper into improvisation ideas, which have long been around in western music 

traditions. For example, Jazz music, yet it can be restrictive due to rules and can be ignored 

in music education and training. Nevertheless, improvisation belongs to all of us and not just 

for the advanced few (Bailey, 1992; Pressing, 1998 cited by Odena, 2012; Wigram, 2004). 

This is something that has been made available by PANArt in a very musically rich, non-

biased all-inclusive way.  

Further reflecting on improvisation, interestingly, has a fervent presence in 

ethnomusicological therapy traditions. It facilitates playful and social interaction and can 

produce altered states of consciousness of a transformational nature, depending on the type 

of instruments used, very similar to participants’ experiences (Pun, 2011; Aldridge and 

Fachner, 2006; Loth 2006; Rudd, 1998). These ideas then begin to merge and start revealing 

further healing aspects reflected in the later themes. Human beings absorb vibrational 

sounds produced by idiophone instruments, as the music is processed it can stimulate 

sensory perceptions and reactions that can result in positive short-term or long-term 

changes. Free improvisation has proven to be an essential element of pang social sound-

sculptures and combined with its unique vibrational characteristics, it enables participants to 

let go and encourages them to take ownership of the sound and therefore discover its 

therapeutic pathways. I could see that the only sense of restriction was self-doubts and 
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fears, which I sensed were influenced by previous and limiting music making experiences. 

However, these psychological and physiological drawbacks were soon dissolved, once 

participants were engaged with the instruments; therapeutic musicality was at the 

fingertips.  

 

Sound Bath 

Once participants were attracted to the immediate playability they were simultaneously 

absorbed into the vibrational textures, melodies, deep pulses, and rhythms of pang music, 

which was intensified in collective play. These elements are further prominent features in 

ethnomusicological therapy, holistic healing traditions (Rohner and Scharer 2013, 2007;  

Fachner, 2007; Loth, 2006; Rossing, Yoo and Morrison, 2004). Rohner (2020) goes on to point 

out that the PANArt tuners are energy experts; whose instruments intend to open the 

senses and stimulate people. This then moves into one of the unmistakable features of pang, 

the highly sensitive resonating percussion instruments form a unified social-sound sculpture, 

where I could see in the emerging themes participants were able to find their musical voice 

and sound together in a reflective healing experience. These are inherent facets of the 

holistic and aesthetic qualities woven into the overall musical experience that produces ‘the 

mirror effect’. These ideas then, begin to move into group work, and resonate with group 

music therapy perspectives, as active and receptive participation is made accessible, 

encouraged, and supported (Cohen, 2017; Bunt and Stige, 2014; Bruscia, 1998). This is how 

the music therapist can tap into the innate musician and facilitate its awakening and nurture 

growth with the aim at reaching therapeutic goals within the musical and therapeutic 

relationship, quite easily possible in a unique way with pang instruments.  

 

Ethnomusicological Therapy 

Given that, these healing experiences among participants were aesthetically and 

emotionally rich, I could see that these type of reactions can be effortlessly self-induced and 

can form the basis for receptive and active music therapy techniques (Thaut and Wheeler, 

2010 cited in Juslin and Sloboda, 2011; Aigen, 2005; Bonny and Summer, 2002; Bunt and 

Pavlicevic, 2001). Furthermore, this moves into the area of clinical training ideas. On 

reflection of these areas, I can understand that a highly trained music therapist, combined 

with an authentic immersion into the musical heritage of PANArt, has a definite advantage 

for utilising and understanding the instruments’ potentials. I could see that the reason for 

this is not only due to the acoustical and aesthetic properties of the instruments, but to 

some extent it could be challenging for other music therapists to facilitate such experiences. 

This is due to the apparent lack of music therapy rooted in the study of musical process and 

instruments from different cultures; and music therapists’ ability to integrate different styles 



27 

 

of world music in theory and practice (Lee, 2016; Lee and Houde, 2011; Chase, 2003; 

Moreno, 199).  There is a developing interest in the use of other world musics, and in music 

therapy an improvement as trainers become aware of the issue. Chase’s (2003) review of the 

topic suggests a need for more research and clinical training for those practitioners 

interested in multicultural ethnomusicological therapy traditions, and also supported by 

others (Mahoney, 2015; Berman, 2015). Upon reflection these themes not only highlighted 

similarities with ethnomusicological therapy but highlighted that this developing area in 

clinical music therapy could benefit from further dialogue and collaboration to enable its 

growth and sensitive integration into training and practice. This highlights there is a 

potential danger of losing out on the power of other music due to views substantially rooted 

in western biomedical and psychotherapeutic principles (Edwards, 2016; Koen, et al, 2008). 

 

Hidden Places 

It can be argued that any instrument is an extension of the person playing it and the sounds 

and music they produce are reflections of self; many advanced musicians even share the 

concept that the instrument becomes a part of them (Nijs, 2017). However, I could see that 

unlike PANArt sound-sculptures, instruments are not usually created as intentional ‘mirrors’ 

and they also take time to learn and master to gain peak experiences. Peak musical 

experiences are like participants experienced, for example, altered states of consciousness, 

deep relaxation or euphoria that has positive long-term effects and can help keep people 

engaged in making music (Gabrielsson, et al 2016). This is an advantage of the pang, 

reflected in the early themes, on one hand easy to merge with the instrument and on the 

other, it makes peak experiences accessible.  Participants experienced this, accompanied by 

the instruments’ friendly playability that fostered a sense of trust and confidence, thus 

enabling being abandoning to the creative process and allowing the instruments to master 

themselves (rather than trying to master an instrument), within the more complex 

therapeutic sound-world; intentional self-tuning tools that “throws light on hidden corners” 

(Ronher and Sharer 2013, p.5). From participants’ experiences, these themes begin to move 

into the more reflective areas of hidden corners, which are the deeper parts of the psyche 

that I could see are often difficult to perceive and understand, a complex network of 

memories and emotions buried deep in-side the subconscious that were accessed and 

soothed through music (Aldridge and Fachner, 2006). These approaches bear further 

similarities to ethnomusicological therapy healing traditions that treat mind, body and spirit 

within a threefold therapeutic relationship between the client, the therapist and the 

instruments (Fachner, 2007; Ubaldo and Hintjens, 2020; Moreno, 1995; Moreno, 1998). 

Upon reflection, I could see that these ideas were valuable to the experience of the 

participants and go on to ‘mirror’ the philosophical and therapeutic function of pang 

instruments.  
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In Music Therapy  

Over the last several years the scientific research of music’s physiological, neurological, and 

psychological effects has helped us understand its therapeutic role in our lives, societies, and 

cultures, (Hallam and Thaut, 2018; Edwards, 2016; Juslin and Sloboda, 2011; Blacking, 2000). 

It is apparent through participants’ experiences reflected in the all the themes, that the 

social sound-sculpture pang can combine both ‘music for its means of interaction and self-

expression within a therapeutic relationship and its inherent restorative or healing qualities’, 

usually music therapy situates itself in either one of the two, (Smith and Patey, 2003, p.8). 

The whole experience especially the aesthetic, reflective and holistic aspects are an 

immersive cycle of ‘the mirror effect’, which plunges participants into a sound-bath where 

they experienced multiple resonances of the instruments’ healing effects. This revealed a 

metaphysical characteristic of the instruments that put participants into the transcendent 

nature of music whilst keeping them safely grounded. Music, that I could see, not only 

‘mirrors inner states’ but provides a necessary means of self-expression and transformation 

of current realities. Due to the ethnomusicological therapeutic nature of the instruments, it 

leads into a valuable music therapy perspective. I could see that the therapeutic process can 

be compared to being held in a secure base with transitional objects, (instruments that 

ground and can be used for providing psychological security to transition towards 

therapeutic goals) initiating rhythmical and tonal grounding and containing (being held and 

safely anchored by the music) whilst mirroring, matching, and dialoguing  (attuning to self 

and one another and communicating through musical experiences)  (Winnicott, 2005; 

Wigram, 2004). These particular musical functions of the pang orchestra would naturally be 

at home working in different approaches and perspectives of music centered models of 

aesthetic, receptive, creative, community and psychoanalytic music therapy (Lee 2016; 

Priestley, 2012; Nordoff et al 2007; Pavlicevic and Ansdell 2004; Bonny and Summer 2002). 

This could function as a way of facilitating musical experiences of the pangs ‘mirror effect’ 

and applying it to professional clinical music therapy. I could see that the knowledge of 

psychological and biomedical music therapy practice combined with ethnomusicological 

therapy concepts can create a therapeutic framework. This can provide a way for people to 

participate in active and receptive ethnomusicological music therapy, with pang 

instruments. This is an opportunity for a safe framework where people can experience 

themselves and others within the context of the ‘mirror effect’ in music therapy. 

Additionality, although participants did not report any negative experiences, good music 

therapy practice with these instruments would be giving attention to the emotional and 

psychological regulation of clients. As immersion into music and using instruments to match 

emotional states could prompt difficult emotional experiences or invoke painful memories 

they may not be ready for or need sensitive support to help work through them (Gebhardt 

et al, 2018; Jaakko 2009; Bodner and Gilboa 2006). 
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Mirrors and Attunement  

Notably, this then indicates that the instrument’s accessibility can be a healing experience 

for a non-musician or an inexperienced novice. It is ideal for someone who wants to access a 

music therapy service and play an instrument yet does not have any musical experience. 

Since music therapy is more concerned about musical experiences used to reach a 

therapeutic goal in a relationship, it is not the focus of musical expertise or knowledge. 

Therefore, accessing instruments that give you the ability to immediately compose can help 

attune you in the music.  These themes move into an honest reflection of how certain 

instruments and their music can be deciding influences that either encourage or suppress 

undeveloped musical interaction and ability (Blacking, 2000). Furthermore, reflecting on 

these themes I could see that PANArt intuitively adopts and supports the view of: we all 

have an innate musician within us; the pang orchestra as a ‘compact mirror of society’; and 

‘music as a social mirror’ (Taruskin, 2006, page number not available). This is reflecting 

musical equality in diversity that combines ancient traditions of music making and healing, 

whilst being a leading example of taking art, culture, society, and music therapy forward. On 

reflection, I sensed according to participants’ experiences, pang music reveals itself as a 

social mirror, reflecting societies and cultures out of harmony with themselves and 

profoundly affected by dis-ease and musical elitism. 

This leads into Stern’s (2010) ideas of attunement at play, and helped participants attune 

themselves to an improved emotional state with a positive outlook on their musicianship, as 

compared with their previous states of being and musical thinking. I could see that this was 

experienced through accessibility, auditory reception, and absorption of the music into the 

senses, which created clear self-reflection and expression. Likewise, I could see that the 

reflective and self-tuning aspects of ‘the mirror effect’ also resonates via the tuner who is 

absorbed in the hammer blows, sculpting the sheet metal pang, and creating a sonorous 

melodic vessel. Harking, is the pang tuner’s daily bread (Rhoner and Scharer, 2007), and 

imparted to participants who experience it as a creative and meditative process of 

improvised self-tuning. This creative process is a sculpting of the mind and soul into a more 

harmonised and peaceful way of being. 

 

The Mirror Effect 

Therefore, ‘the mirror effect’ as experienced as the overall superordinate theme that could 

be felt throughout the whole musical experiences, indicates that the art form pang is as 

much about empowering transformational health and well-being through potential uses of 

ethnomusicological therapy and clinical music therapy methods as it is about playing an 

instrument for the sake of enjoyment. Participants had access to a wide musical landscape 

of almost infinite rhythmical and tonal possibilities (Rhoner and Scharer 2019), in which an 

orchestra of pulsating bass, percussion, melody, and harmony with rich aesthetics can be 
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played either alone or in a group. It emerges that these aesthetic qualities are essential for 

stimulating the process of ‘the mirror effect’. Which, to summarise, is a sequence of 

accessible musical experiences that improves health and well-being and reflects personal 

social and cultural conditions. Indeed, the instruments are mirrors of the mind, body, and 

soul: they reflect interior and exterior. These musical experiences can potentially be 

explored and expressed within the framework of ethnomusicological therapy and clinical 

music therapy practices.  

 

Conclusion 

The inspiring qualities of PANArt instruments and the musical experiences they offer are 

aligned with multidisciplinary approaches to music, health, and healing. At its heart, music 

within the therapeutic relationship and music for its healing qualities are at play. Reflective 

and active participation creates interesting work for the music therapist that bears a 

cohesive attunement to ethnomusicological therapy and clinical music therapy, embodied, 

and experienced as ‘the mirror effect’. This reflects both positive and negative forces in a 

person, society, and culture, music therapy training and practice. These forces can 

profoundly influence personal, musical, and professional development. The research has 

begun to investigate an important musical and psychological topic that offers valuable 

insights for the effective use and applications of pang instruments in music therapy. 

 

Limitations and Recommendations 

The research has initiated the beginning stages of investigation on the topic of pang 

instruments as mirrors and has provided rich enough data to get underway. Although the 

depth and breadth of experiences have usefully embodied and framed the subject, I 

recognise further in-depth attention could be given beyond the purposive sample, from 

among a larger population group. Therefore, since the subject has now been opened for 

discussion and debate, it would be beneficial to offer the wider international community of 

pang musicians an opportunity to participate in further research on the same topic. 

Compliant with IPA, this could include a refined questionnaire and survey groups of up to 20 

participants (Braun and Clarke, 2013, p.50). Alternatively, Grounded Theory could be a 

useful methodology for investigating the inception of ‘the mirror effect’ and its development 

into a theory.  Small focus groups on different populations could be another useful option 

for either methods or hands-on with small groups of university music therapy students. 

Further research could generate advanced insights that could present deeper 

understandings as a way of highlighting effective applications influenced by 

ethnomusicological therapy in clinical music therapy practice and training.  
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