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» » » Editorial

It is with great pleasure that we launch the first edition of the Hellenic Journal of Music,
Education and Culture. The international, on-line, peer-reviewed and open-access
journal has been designed to provide a unique opportunity for researchers across the
world to engage with important contemporary issues at the interface of these three
fields. As you will see from the opening articles, we have colleagues from diverse cultural
and international settings who are reporting and discussing their research and practice.
Articles are in English or Greek to reflect the origins of the journal and also to facilitate its
potential impact in the symbiotic development of the research communities both in and
outside Greece. We hope that you will enjoy the journal contents and that you will take

an opportunity to contribute in the future.

Our first paper, Pamela Burnard’'s “Creativity in primary music education: inspiring
creative mediation” explores the policy trajectories of ‘creativity’ and ‘performativity’ in
relation to the overall provision of music educatfion across the UK. Pamela Burnard
describes how creative mediation could act as both catalyst and response in creating a
practical agenda for pedagogic change and improvements in music education. The
author points out that ‘...Building in adequate amounts of time for reflection on practice
and for supporting peer - mentoring collaborations and collegiality is essential if teachers
are to search and re-search practice and submit each other to questioning their
pedagogic practices’. The article concludes with pedagogical spaces for creative
mediation, providing basic ideas on how music educators can successfully develop

pupils’ creativity in music.

Our second paper, José Luis Ardstegui’s “Risks and promises of ICT for music education”
discusses the conditions influencing the use of Information and Communication
Technologies (ICT) in the music classroom. The author focuses on three issues: the first
deals with the use of computers in music education. The second looks at the use of
audiovisual media in this same environment of music education. Finally, José Luis
Arostegui proposed that the use of ICT should not be limited to the use of the

aforementioned resources, but must also be used to educate students in the

& He)MEC
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comprehension of the audiovisual language used by these devices, a task in which

music education can and should make a decisive contribution.

Markus Cslovjecsek’s “How young children teach us to teach - Steps towards an
integrative Music Education”, deals with the understanding of how learning processes
have been fundamentally changed by scientific findings in the psychology and the
neurophysiology of learning. The article addresses children’s engagement with music,
sound, movement and language in their daily lives and how all these basic elements
enable the learner to gain access to a broad learning field with many possibilities. In
addition, Markus Cslovjecsek underlines the fact that tutors have restricted access to
what is happening inside the head of a child. This is the reason why participants -
teachers, students, principals, and professors - must get involved in projects in which the
approach is highly practical and curriculum-oriented. Both the teachers’ as well as
children’s knowledge is intfegrated into the research and reflects different perspectives

such as music, foreign language, motivation, fun, and much more.

The next paper, Konstantinos Tsahouridis’'s “The voice for ages 6-8. Preparation and
teaching of song as team-work [Greek]”, deals with current educational realities. The
author infroduces vocal anatomy and function, presents the preparation and teaching
of song for the ages 6-8 and attempts to bridge the ‘gap’ between theory and practice

in vocal fraining.

Moving on to Greek issues in music education and policies, the last paper, Maria Kouri's
“Cultivating an audience: utilizing urban and traditional music [Greek]”, presents a case
study of cultivating an audience (in the community of Arta, Epeiros) with annual concerts

by the Polytechnic Department of Urban and Traditional Music of Epeiros.
We are most grateful to the authors of these papers.

GRAHAM WELCH and ANASTASIA SIOPSI

//.‘-&:'v!' onit Jouredd of Mane, Edocation and Cultar
& He)MEC
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ABSTRACT This paper explores the policy trajectories of ‘creativity’ (less easily
measurable and frequently working outside the mainstream curriculum) and
‘oerformativity’ (easily measurable and working inside the mainstream curriculum) in
relation to the overall provision of music education across the UK. The paper begins
with an introduction to the broad discursive contexts within which educational policy
and practice has developed in the UK. This is followed by a description of the ways in
which music teachers can appropriate reforms and adapt them in practice through
creative mediation’.

KEY WORDS: creativity, performativity, pedagogic practice

Introduction

Teachers are an integral part of change in ‘an emerging knowledge-based
economy wherein creativity is at a premium’ (Hartley, 2003, p. 81). The ways in which
teachers balance the conflicting requirements of performativity (associated with
improving standards) and creativity (associated with the empowerment of teachers and
learners as creative thinkers), remain an imperative and a dilemma. Teachers presently
face uncertainty and ambiguity in negotiating the gap between the rhetoric of policy
and the readlities of practice.

Political imperatives for a ‘new balance in education’ (NACCCE, 1999), together
with new national priorities, as well as the organization of the school curriculum and
relationships between schools and other agencies, have led to attempts to mobilize art
teachers and pupils in ‘exciting activities which are structured differently from their
mainstream lessons, [where] pupils will gain a different perspective on subjects, and their
knowledge and understanding will increase’ (Creative Partnerships website, 2004q).
However, these activities, although enjoyable and motivating to both pupils and
teachers, remain outside of the formal curriculum. They are only seen as supporting
formal learning in ways which stimulate pupils’ imagination, promote creativity and

! Creative mediation is a term coined by Marilyn Osborn (1996) who identified factors influencing teachers
ability to ‘creatively mediate’ external reforms which increase the involvement and commitment of teachers
in their work and which consequently enhance their level of professional confidence (p. 80).
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innovation in teaching, and raise standards across the curriculum (Creative Partnerships
website, 2004b).

If, at the beginning of the twenty-first century, the aim is to ‘give school children
aged 5-18 and their teachers the opportunity to explore their creativity by working on
sustained projects with creative professionals [i.e. visiting artists]’ (Creative Partnerships
website, 2004b), then we need research which focuses on pedagogy for creativity in the
arts. We have seen an extraordinary expansion of opportunities for visiting contemporary
arfists in educational settings. Recent developments in education have begun to
reconceptualize artists’ work in schools in relation to community regeneration and social
inclusion (Pringle, 2008). We now have numerous accounts of the pedagogy of artists
when engaged in the arts (for example, Burnard and Swann, 2010; Galton, 2008; Pringle,
2008) along with studies which focus on the pedagogy for creativity of teachers (Craft,
et al, 2007; Burnard and White, 2008). In contrast, what pupils deem to be significant
about the experience of music learning with artists is less understood. What and how do
the participating pupils learne Does working with professional musicians lead to
pedagogic change for music teachers? How do music teachers perceive these
changes and assess the losses and gains in the teaching of music?

The following sections provide an introduction to the broad discursive contexts
within which educational policy and practice has developed in the UK. This leads to a
description of how music teachers can appropriate reforms and prevent music from
becoming marginal to the mainstream curriculum through creative mediation.

The creativity discourse

Economic and political imperatives have led to appeals for creativity and to its
politicization. The global educational challenge is to enable people successfully and
effectively to adapt new knowledge and cope with new situations (UNESCO, 1992;
Darling-Hammond & Sclan, 1996). Many countries have initiated educational reforms
that emphasize the ‘role of knowledge, technology and learning in economic
performance’ in a global knowledge economy (Organisation for Economic Co-
operation and Development, OECD, 1999, p. 1).

In the UK, the Robinson Report, All Our Futures: Creativity, Culture and Education
(National Advisory Committee on Creative and Cultural Education, NACCCE, 1999)
enunciated the following key recommendations: (a) The importance of creative and
cultural education should be explicitly recognized and provided for, both in schools’
policies and curricula and in Government policy; (b) Teachers and other professionals
should be trained to use methods and materials that facilitate the development of
young people’s creative abilities and cultural understanding; and (c) There should be
partnerships between schools and outside agencies to provide the kinds of creative and
cultural education that young people need and deserve.

In a number of debates about efforts to improve schools (Roberts, 2006), creativity is
seen as having the potential to raise standards and contribute to the core goals of
excellence and enjoyment (Burnard, Craft, Cremin, & Chappell, 2006; Craft, 2005, 2002,
2000). Yet creativity is more often located outside mainstream school structures in

© GAPNIET 2010 &/ He]MEC
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‘creative’ projects where artists are contracted (bought-in) to schools to enable
teachers to support, implement and enhance the development of creativity. On the one
hand, teachers are caught in the bind of wanting to pass more conftrol to students and
provide more space and time to enable risk-taking and pupil agency, while
simultaneously adhering to the performance agenda and its standards of measured
achievement. On the other hand, the creativity agenda has promoted new support for
the arts.

The commitment to educational partnerships between artists and schools involves
policy initiatives embedded within a context of ongoing educational reform. Since the
publication of the report of the National Advisory Committee on Creative and Cultural
Education (NACCCE, 1999), there has been a steady flow of government policies and
advisory documents which refer to the importance of developing the creativity of
children and young people in England. With this has come a burgeoning interest in the
work of artists in schools. The 2002 policy initiative Creative Partnerships? (2005a, 2005b) -
set up under the auspices of the Department of Culture Media and Sport (DCMS, 2004)
and the Arts Council, with funding of £150 million - has brought artists and creative
practitioners into schools to enhance young people’s learning through arts and cultural
experiences. With over 330,000 young people and over 4,500 creative practitioners?
working in 36 areas of the country, learning with artists and contemporary arts practice is
increasingly becoming part of the development of young people.

More recently, a new national agency, Creativity, Culture & Education (CCE, 2009),
has been created to fund and manage cultural and creative programmes for young
people. This entails the investment of a further £100 million between 2009 and 2011. One
of the key policy messages has been to establish ‘a new balance in education’ through
‘relationships between schools and other agencies’ (NACCCE, 1999, p. 10). In the light of
these policy initiatives (as well as CCE, 2009; NCSL, 2002; OfSTED, 2003; QCA, 2005 and
Creative Partnerships, 2007; Hall and Thomson, 2007) close partnerships are being forged
between schools, creative professionals and cultural organizations.

In the light of these commitments key questions are: How do pupils experience
learning with artistsg What do their experiences tell us about pedagogic practices which
enhance learning?

Whilst the desirability of creativity and its application has gained increasing
prominence in educational policy, calls for higher standards and increased
accountability has required music teachers to think deeply about how we understand,
articulate and hope to answer questions such as: What do pedagogies which enable
creativity look likee When is a pedagogy innovative?e

2 ‘Creative Partnerships’ initiative is the government’s flagship creative learning programme designed to
develop the skills of young people across England which, from 1 April 2009, will be delivered by a new
national agency called Creativity, Culture and Education (CCE).

3 'Creative practitioners’ is a term used interchangeably with ‘creative professionals’ and refers to artists,
architects, scientists, and multimedia developers (Sefton-Green, 2008). The former terms recognise that the
word ‘artist’ is often associated with arts specialists, whereas in the various Creative Partnership projects there
are environmentalist, horticulturalists, media specialists and other partners who are not usually regarded as
‘artistic’ among the population at large.

© GAPMET 2010 « He]MEC
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The performativity discourse

There is a sharp divergence between the trajectories of the educational policies
and agendas that apply to ‘creativity’ and those that apply to ‘performativity’.
Underpinning the standards of accountability and school improvement is the
achievement of performance-based objectives. The development of an audit and
surveillance culture has led school leaders to make greater demands on teachers.
Performance targets, delivering better results, raising standards, benchmarks and
accountability are all part of the performativity discourse. The struggle to manage
change, meet targets, and develop creative teaching strategies in what has been
described as an ‘Ofsted-endorsed fraditional pedagogy’ is the cause of great tension
and job stress amongst teachers (Hartley, 2003; Craft, Twining & Chappell, 2007; Twining,
Broadie, Cook, Ford, Morris, Twiner, et al. 2006).

In the UK, the dominant model of schooling is a ‘high performance’ one - for the
most part, students are valued in terms of the extent that their own attainments
contribute to the school’'s organizational performance. The pressure under which both
pupils and teachers seek to improve performance and raise standards are immense and
can undermine the purpose, aspirations and justification of the school (Fielding, 2007).

As Andy Hargreaves (2001) has noted, the educational outcomes and standards
movement, as it applies to teacher effectiveness, appears to be overreaching itself,
leading to teacher shortages together with a loss of creativity and inspiration in the
classroom. Descriptors like ‘good’, ‘best’ or ‘effective’s pedagogy, particularly in the light
of national and international league tables of educational performance, highlight how
work environments and job stress operate within the audit and surveillance cultures in the
educational context of the UK (Goddard, et al., 2006).

The term performativity may be related to a performance (Moore, 2004, p. 104)
where, for example, a play or piece of music is publicly shown and shared. Literature on
solo musical performances and musical identity (Davidson, 2002) introduces the
performance ‘mask’ theory, where a projected self is presented to the world. This ‘mask’
emerges from beliefs and backgrounds, but is also influenced by external factors which
trigger behaviours and responses deemed appropriate to individuals.

On the one hand, then, there is conflict between the self-defined ‘public’ image
(for example, good teachers might engage, entertain or show off in a number of
different ways as part of the performance of teaching) and the more private and
‘vulnerable’ aspects of an individual (for example, a teacher might experience
disillusionment, disesmpowerment, self-doubt and extreme professional pressure). On the
other hand, a performance-criented teacher has the opportunity to choose the level of
risk and difficulty in teaching particular lessons and may sometimes decide to work in

4 Alexander (1984) provides arguments for how each of these bears on the teacher’s planning and action
and defines good classroom practice as not merely a technical matter; it requires the reconciliation of
empirical, pragmatic, political, conceptual and ethical imperatives, and in any given contfext this resolution
may not be straightforward.

© GAPNIET 2010 &/ He]MEC
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performance mode in order to develop a sense of themselves as being ‘performers’
(Woods, 1990, 1995; Woods & Jeffrey, 1996; Jeffrey & Woods, 2003; White, 2006).

Francois Lyotard (1984), the French philosopher, uses ‘performativity’ to represent
political and bureaucratic mechanisms of control. Performativity can refer to the drive to
achieve goals in increasingly efficient ways, which helps to understand performativity
within both the arts and education.

In contrast, performativity epitomizes what Judyth Sachs (2005) calls an ‘audit
society’ where ‘surveillance and inspection go hand in hand. Regulation, enforcement
and sanctions are required to ensure its compliance. Of its professionals it requires self-
ordering, based not on individual or moral judgement, but rather upon meeting
externally applied edicts and commands’ (p. 2).

The emerging thesis is that music needs to be repositioned inside the mainstream of
schooling. A new professionalism is needed (Sachs, 2005; Schome, 2007). The music
teaching profession is staring tragedy in the face: many music teachers are retiring early
because of stress, burnout or disillusionment with the impact of years of mandated
reform and marginalisation of their lives and work. Added to the climate of naming and
shaming - particularly in the UK (Furlong, et al., 2000) - music teaching is perceived as
unattractive to newcomers and this gives rise to a teacher recruitment problem. As a
result more and more schools rely, increasingly, on the casual labour of visiting artists or
professional musicians in partnership with music teachers.

Having explored some of the elements of policy discourses in the UK, | now turn to
the way in which music teachers can balance these issues. It reaches into the core of
who the teacher is and what the teacher values (Lingard, et al., 2003). It includes the
teacher's thinking about how to perform the work of teaching and handle constraints. It
also encompasses the way in which teachers - and schools - embrace a school's musical
culture (that is, if a school is regarded as a ‘learning organization’, ever ready for
continued changes, self-renewal and self-improvement.)

Appropriating new pedagogical spaces for creativity in
music education

The term performativity may be related to a performance (Moore, 2004, p. 104)
where, for example, a play or piece of music is publicly shown and shared. Literature on
solo musical performances and musical identity (Davidson, 2002) introduces the
performance ‘mask’ theory, where a projected self is presented to the world. This ‘mask’
emerges from beliefs and backgrounds but is also influenced by external factors which
trigger behaviours and responses deemed appropriate to individuals.

On the one hand, then, there is conflict between the self-defined ‘public’ image
(for example, good teachers might engage, entertain or show off in a number of
different ways as part of the performance of teaching) and the more private and
‘vulnerable’ aspects of an individual (for example, a teacher might experience
disillusionment, disempowerment, self-doubt and extreme professional pressure). On the
other hand, a performance-oriented teacher has the opportunity to choose the level of

© GAPNIET 2010 &/ He]MEC
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risk and difficulty in feaching particular lessons and may sometimes decide to work in
performance mode in order to develop a sense of themselves as being ‘performers’
(Woods, 1990, 1995; Woods & Jeffrey, 1996; Jeffrey & Woods, 2003; White, 2006).

Francois Lyotard (1984), the French philosopher, uses ‘performativity’ to represent
political and bureaucratic mechanisms of control. Performativity can refer to the drive to
achieve goals in increasingly efficient ways, which helps to understand performativity
within both the arts and education.

In contrast, performativity epitomizes what Judyth Sachs (2005) calls an ‘audit
society’ where ‘surveillance and inspection go hand in hand. Regulation, enforcement
and sanctions are required to ensure its compliance. Of its professionals it requires self-
ordering, based not on individual or moral judgement, but rather upon meeting
externally applied edicts and commands’ (p. 2).

The emerging thesis is that music needs to be repositioned inside the mainstream of
schooling. A new professionalism is needed (Sachs, 2005; Schome, 2007). The music
teaching profession is staring tfragedy in the face: many music teachers are retiring early
because of stress, burnout or disillusionment with the impact of years of mandated
reform and marginalisation of their lives and work. Added to the climate of naming and
shaming - particularly in the UK (Furlong, et al., 2000) - music teaching is perceived as
unattractive to newcomers and this gives rise to a teacher recruitment problem. As a
result more and more schools rely, increasingly, on the casual labour of visiting artists or
professional musicians in partnership with music teachers.

Having explored some of the elements of policy discourses in the UK, | now turn to
an empirical study which highlights the conflicting agendas of creativity and
performativity. as experienced in a school where partnerships with visiting artists enabled
risk-taking and pupil agency, as well as support for teachers in raising standards.
However, as the project was located outside the mainstream curriculum, despite
improving achievement and promoting creativity, it confributed to the further
marginalisation of the arts - particularly music, - with the mainstream curriculum and
teachers left largely unaffected by the initial set of funded arts activities.

Appropriating a new professionalism through creative
mediation

At centre stage is creativity and performativity. Both concepts are linked with the
performance of pedagogy and what it means to be a ‘good’ or ‘good enough’ teacher
(as described by Swanwick, 2008). Teachers' creative participation (in the context of
contemporary music practices) and collaboration (in the context of working with
community musicians and practising artists), draws upon an alternative model of music
teachers’ work - one which presents them not only with the opportunity to become
creative mediators, but also, in some instances, allows them to transform themselves into
policy-makers in the classroom. In this view, music teachers have the ability fo mediate
educational policy in the light of their own beliefs about teaching and the constraints
that operate on them in the classroom. The creative mediation of pedagogic practice

© GAPNIET 2010 &/ He]MEC
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can result in the construction of socially engaged collaborative learning practices
(Pringle, 2008; Galton, 2008; Burnard & Swann, 2010).

We know that pedagogies which enable creativity include allowing children
choice and ownership of their learning, time for reflection, creating a stimulating
environment; an enabling context within which posing questions and play, innovation
and risk-taking, being imaginative, self-determined and intentional. The pedagogies
which foreground flexibility of space and time and engage the imagination are more
often those in which the teachers position themselves off-centre stage, where teachers
find themselves standing back and promoting learning through the children’s self chosen
activities and interests. Whilst not afraid to use direct instruction and teacher-led work
where necessary, music teachers who seek to balance teacher and child-led initiatives,
explicitly fostering a sense of possibility and agency in their young learners, more often
create the time and space for children to explore their environment and the materials
provided, encouraging both actual and mental play. The features of this distinct
pedagogic practice appear to promote and foster the children’s full engagement in
problem solving - problem finding activities and thus support their development as young
creative thinkers (see Figure 1).

Underpinning the pedagogic practices of standing back, profiling learner agency
and creating tfime and space are the teachers’ conceptions of children as young
musical thinkers and creators and of learning as a process of discovery. These
pedagogues often lead by following, creating flexible maps en route with the class, and
enabling the children to experience a high degree of ownership of their musical learning.
Creative pedagogies involve being co-participative and combine in action as the music
teachers encourage the children to direct more of their learning journeys.

The literature tells a story, by no means consistent, of what we know about how
teachers conceptualize musical creativity at classroom level, what teachers do in their
classrooms, the nature of tasks given, and the longstanding problem of making
judgments about creativity in music. The story assumes a common understanding of how,
and by whom, the construct ‘creativity’ is defined, interpreted and made real, in terms
of curriculum, pedagogy, and assessment practices in music.

Inspirational spaces are not simply rooms for tfeaching and performance of the arts. The
whole curriculum can be approached through creativity. Bringing together more than
one curriculum area into a single space can promote creativity in musical teaching and
learning. Spaces that suggest creativity should signal a respectful and trusting
relationship between learner and teacher in the physical setting because the required
acceptance of risk, trial and error.

© GAPNIET 2010 &/ He]MEC
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Figure 1: Characterising pedagogical spaces for creative mediation

It is important that music teachers respect the knowledge and inventiveness that
young people bring with them to school that can become a resource for others,
including teachers themselves.

Creative spaces are more likely to found on the edges of rooms than in the middle
because these are the sites where we might find nooks and crannies, meeting corners
and softer, less exposed areas for dreaming and thinking. The same might be said of the
outdoor school environment, where it is often around the edges of buildings that students
gather to socialise and where imagination and meaning-making flourishes in relation to
the natural and built environment.The degree of time and space enabled by the
timetable for talking about pedagogic practice is crucial for pedagogic innovation to
flourish.  Building in adequate amounts of fime for reflection on practice and for
supporting peer mentoring collaborations and collegiality, is essential if teachers are to
search and re-search practice and submit each other to questioning their pedagogic
practices.

Start simply, build progressively:

e Find easy ways in to creative musical learning. Start with the classroom
environment. Set it up as an enabling context for releasing children’s
imagination as they engage with music.

|SSN ]792—25]8 @ o lenc Jouresd (Mn—( tou.n-e-umc
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e Be a creative advocate for music. Create a presentation or materials that
you can use both within your school to convince colleagues and out of
school. This will help to build a whole-school ethos around creativity in music.

e Focus on one area at a fime, for example, in developing more creative
learning in music, and use this to raise awareness and encourage staff to
think about applications in other spaces in the school.

e Organize a ‘Musical Enquiring Minds-type’ project where pupils have an
opportunity to negotiate the aim of the project and are instrumental in
designing how it is carried out (see www.enquiringminds.org.uk)

e Setup a 'music inventors’ or ‘music creators’ club after school

e Transform one small area in the school as a space designed for creativity in
music and imagination. Make sure that the pupils have some ownership of
the project.

If music educators are to successfully develop pupils’ creativity in music, further
attention will need to be paid to what it might mean to develop creativity in a way
which progresses, for all students. The study described above sought to explore the
potential for mapping progression in musical composition; it has brought to light some
little considered, but very serious, problems that may be encountered when bringing
empirical research methods to the study of progression in musical creativity. We need to
place more reliance on empirical research to fully comprehend how children’s
understanding changes over time, and focus on developing theoretical explanations.

Creative mediation could act as both catalyst and response in creating a practical
agenda for pedagogic change and improvements in music education. By becoming
creative mediators, music teachers can take ownership and control of the innovations
required to develop new forms of practice in pedagogy and assessment while, at the
same time, building on what they feel to be good about their existing practice.
Pedagogy could then become a means by which the teacher is able to sustain the self
and retain professionalism. It would involve connection with other teachers and allow
fime to discuss professional issues.

Creative mediation can enable teachers to take control and make choices about
how to implement change. While understanding the role of creative mediation as a
catalyst for change may be rooted in all kinds of practice and research, the most
important is practitioner (or teacher) and pupil research, since this is the process whereby
teachers (along with their pupils) look critically, not only at their own practice (and
learning), but at broader educational questions (Fischman et al. 2006; Burton & Bartlett,
2005). This should involve both teachers and pupils in the development of new strategies
and ways of thinking in response to new experiences - of musical networks, of new forms
of musical participation and of collaborative mediation.

Music needs to be repositioned at the heart of the school curriculum. We need to
encourage new music pedagogies which step outside the boundaries of traditional
assumptions, allowing teachers to balance creative mediation and accountability
against the requirements to teach in different ways. We need a transforming
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professionalism where music teachers become convinced of their own ‘can-do-ness’
(Hartley, 1997, p. 119) and their ability to adopt a creative response to reforms. In that
realization, they can re-balance the rhetoric of performativity with creativity through their
own innovations in classroom practice.

The serious challenge is not what music teachers won't do. Rather it is in using the
creative and collaborative professionalism of the music teacher to implement and take
control of educational changes and to respond to them in a positive way.
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ABSTRACT This article discusses about the conditions influencing the usage of the
Information and Communication Technologies (ICT) in the music classroom. Peter
Webster (2002) considers three circumstances allowing or restraining how ICT is
employed in music education: (1) technological development; (2) availability and
integration; and (3) a constructivist approach being followed for teaching and
learning. | will discuss a fourth feature: the similarity between the musical concept
supported both by ICT and the school curriculum. | will develop these four
circumstances and provide illustrations from a European context.

In the ending, | will conclude that the potentiality of teaching materials that use ICT for
music education by can be jeopardized for global and economic interests beyond
schools. ICT is more than being proficient using technologies, but also being an active
reader of mass media productions. Teachers should be aware of both potentials and
risks to promote reflective listeners and thinkers rather than reproductive listeners and
consumers.

KEY WORDS: Information and Communication Technology; Music technology;

Introduction

It might seem obvious to state that we live in an information society based on a
technological revolution in the use and distribution of information, but it is important
never to lose sight of this fact. Digital television and radio, broadband Internet
connections, for example, are part of day-to-day life for a significant amount of people,
at least in the Western World, and this phenomenon has only just begun. In the field of
music, synthesizers and MIDI keyboards, computer-assisted composition, editing music
scores, sequencing and sound editing are readily available for contemporary musicians
and these technologies have opened up a wide range of new possibilities.

Arguably, inability to use these resources may lead to serious limitations in terms of
people’s social and cultural development and these limitations will only increase. The
educational possibilities of Information and Communication Technologies (ICT) and the
need to teach students how to use them are two major challenges faced by the school
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system. In order to deal with these new challenges successfully, it is necessary to provide
schools with materials which will also have to be constantly updated as this fechnology
advances, in addition to proper training for teachers - not only in technical terms, but
also in terms of the educational use of these resources.

In this article, | will examine the implications of ICT for music education. Burbules
(2000), in his book "Watch IT: The Risks and Promises of Information Technologies for
Education”, discusses several critical issues and controversies concerning the potential of
new information technology for education. | partially borrowed the title as the purpose of
this paper is similar with regard to music education.

| will begin with a definition of musical technology as “inventions that help human
produce, enhance, and better understand the art of sounds organized to express
feelings” (Webster, 2002: 416). This definition includes not only the design of new devices,
the use of computer programs or the Internet, or the creation of multimedia
presentations, but also a commitment to music as a way of improving the musical
experience. In my opinion, this last element is the most important since the impact of
these technologies is so strong that it is easy to notice only the technical possibilities of
these devices and programs, thus overlooking the fact that all technology is a means to
an end, in our case, to transmit emotions and communicate through music as a main
contribution of this subject to the general objectives of the school curriculum.

This article has three sections: the first deals with the use of computers in music
education. The second looks at the use of audiovisual media in this same environment of
music education. Finally, in conclusion it is proposed that the use of ICT should not be
limited to the use of the aforementioned resources, but must also be used to educate
students in the comprehension of the audiovisual language used by these devices, a
task in which music education can and should make a decisive contribution. In each of
these three sections, | will be focusing on the ideological and contextual comprehension
that is involved in the use of ICT and will only partially be dealing with technical
questions.

Computers in the music classroom

The use of computers in the music classroom requires devices with sound cards and
electronic instruments, normally synthesizers or master keyboards (without their own
sounds, but rather that are computer generated), which use the MIDI protocol to
connect these instruments to each other and to the computers. Roca (1998) considers
two possible modes of organization in educational centers: the musical computer room,
devoted to autonomous learning, and the music classroom with a computer prepared
for musical use, exclusively by teachers. The differing educational uses and the
economic costs of each model are obvious.

There are great deal of computer applications for music education. | will now offer
a brief summary of each type of programme. It is not a taxonomic classification, but
structured according to the use in the music classroom:

e Score editors. These allow us to write scores with a computer. Finale, and
Sibelius are probable the best known. These programmes are useful for
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teachers in creating scores and parts which can then be handed out to
students.

Sequencers. These are programmes that work as virtual mixing desks. They
allow us to use digitized audio tracks with others taken from MIDI instruments.
Logic Audio and Cubase are two of the most popular programmes. For
music teachers these are useful for recording and editing the performances
of students, for example.

Sound editors. These are programmes that allow us to manipulate the type
of wavelength. Nowadays, they are infegrated into sequencers. An example
of the didactic application of sound editors can be their usefulness for
explaining sound parameters. Sound Edit is one of these programs.

Music arrangers. These make an instrumental arrangement from the chords
that the user chooses from among those offered by the programme. Band in
a Box is probably the best known and the most powerful. In the music
classroom they are useful in order to provide accompaniment while students
play or sing. These can be of practical use also for teachers to create their
own arrangements for school orchestras.

Educational programmes. These programmes are created with avowedly
educational objectives. They may include sound recognition and
discrimination, intervals, scales, etc, and different aspects of musical
language, instrument encyclopedias, composers... there are a considerable
amount of programmes with educational possibilities.

Internet. An Internet connection allows for infinite educational possibilities:
educational resources and materials, downloading of MIDI files or
compressed MP3 files, web searches for information related to a specific
educational methodology, musical style, composer... The Biblioteca Virtual
de Educacion Musical (Musical Education Virtual Library), for instance,
consists of a wide range of available web resources of interest for musical
education. Evidently, no matter how extensive this list may be, it can only
reflect part of these resources. This is available at «http://www.bivem.nety.

Author tools. They allow tfeachers to create their own materials. The
universally popular PowerPoint programme is a tool that can be used in this
way. Programmes used for web page creation such as Dreamweaver can
also be used by teachers to create their own materials. There are certain
programmes which, in addition to the basic Internet protocol, html, allow us
to use more sophisticated ones such as dhtml, java, flash, xml, etc, to
generate pages of exercise in those languages. Hot potatoes is one of these
free tools and allows us to create crosswords and other word puzzles,
amongst other possibilities, in a simple and attractive fashion. The open
source platform Moodle is another tool developed for instruction by using
the Internet.
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Peter Webster (2000) identified three circumstances which influence the use of ICT
in education: technological development, greater availability and integration and a
constructivist approach as the basis for learning. To these three, | would add the degree
of agreement between the musical model proposed by the curriculum and that implicit
in ICT.

The influence of technological development on its use in the classroom is related to
the question of user-friendliness, particularly if it allows for use by younger students, @
simple configuration, and the decreasing cost of these technologies as they become
more and more common. The question of price is decisive for their implantation in public
schools, given the volume of material necessary to provide for all students, including
maintenance and updating.

Regarding availability and integration, these depend to a great extent on the
technological development of each country and its economic capacity, as national
adminstrations appear to be aware of the need to implant this technology. | will offer
some data from the USA!, the European Union and Spain 2 in order to analyze to what
extent ICT is available and integrated within educational centres in general and music
classes in particular. The data is presented in the following tables:

USA (2000) European Union (2003) Spain (2007)
63% of public schools have Internet 2.6 Internet connections per 100 85% of public schools with Internet
connection students in Primary Education, 3.6 in  connection
Secondary Education
1 computer per 5.7 students 1 computer per 11.6 students 1 computer per 10 students

97% of teachers use a computer at

home or at work

53% use programmes in class, 61%  36% of teachers use the Internet ona  20% of teachers use the Internet on a
use the Internet weekly basis weekly basis (2003)

77% use computers as a

complementary activity, 17% base

their teaching on computers, and 6%

use it as an extra

At the same Educared conference in which these data about the EU and Spain
were given, it was pointed out that the main problem in computer use in Spanish schools
is not the lack of computers, but rather the question of access to the computer room.

In terms of the presence of ICT in the music classroom, | will now present some data
from the USA. In the cases of the EU and Spain, it has been impossible to find data, which
presumably means that there is no intention to implant musical technology in a

! Obtained from the US National Survey on Teacher’s Use of Digital Contents in 1999 (2000) and from Reese
and Hickey (1999).

2 Given at the Il and IV Educared International Conferences in 2003 and 2007.

3 When comparing the data, it should be observed that the figures from the USA were published in 1999 and
2000, and in 2003 and 2007 in the case of the European Union and Spain. If should also be noted that as we
are dealing with data from different sources and years there can be no direct extrapolation of the data
between the USA, Europe and Spain.
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generalized way, and the existing experiences in this field tend to be isolated cases
rather than the consequence of clear policies in this speciality.

e 94% of music teachers demand more training, although 83% say that they
have some knowledge.

e 26% of general music teachers* use computers (2 out of 3 for administrative
and communication based reasons).

e 45% of schools have computers in the music classroom (16% have Internet).

e Low availability of MIDI keyboards and specific music equipment.

An initial conclusion that can be drawn from the previous figures is that there is sfill a
long way to go in the implementation of computer use in schools, and this fechnology
needs to be more widely used, not only for logistical and organizational reasons among
schools and teachers, but also because of its instructional applications. In terms of the
educational use of musical computer technology, a second consequence is that
although the path ahead may be long and arduous, it is necessary to begin work
immediately. It could be argued that in the first place it is necessary to meet the general
needs of schools, and then the specific needs of each subject with common resources.
Some might respond that this is fantamount to putting music education into a secondary
position once more, and that much more attention would be given to the so called
“core” subjects on the curriculum. The overall state of computer use in the music
classroom in developed countries does not leave much room for opfimism. The
requirements of availability and integration of computers in the music classroom are
generally not being fulfiled.

In order to attempt to change this situation, there are various projects currently
being supported by different administrations. The European Union is developing the
eEurope Program’ with the aim of encouraging the development of an information
society in a non-discriminatory way all around Europe. In broad terms, the plan is based
on the following ideas: the promotion of a favourable environment for private investment
and for the creation of jobs; boosting productivity; and the modernization of public
services, especially in terms of fraining. Among other objectives, we can highlight the
provision of broadband Infernet access for public administrations, schools and health
centres.

In the case of Spain and its educational context, the cenfral government
developed the Internet in Schools Project to meet to the eEurope objectives of
establishing an Information Society in schools. Although it is coordinated by Central
Government, a significant role is also played by regional governments. | will now offer
some general data from the project and some specific data from the region of
Andalusia.

4In US schools, in addition fo general music teachers there are also teachers for school choirs and bands.
s http://europa.eu/scadplus/leg/es/Ivb/I124226 .htm
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The objectives of Central Government with their Internet in Schools Project can be
summarized in two waysé: seeking a certain homogeneity in the initiatives undertaken by
each regional government in line with the principles established at a European level,
providing finance which high economic costs. By providing 726.4 million euros from 2003
to 2009, central and regional governments have been developing an Information
Society for 20,000 schools, 500,000 teachers and 7 million pupils in Primary Education,
Secondary Education and Vocational Training centres which are maintained with state
funding’, whilst always taking into account the fact the rate of implantation in each
region will depend on the previous level of technological development. These initiatives
can be summarized in four main areas:

e Providing schools with broadband Internet connections, local networks and
computer equipment;

e Developing educational contents and programs;
e Effective infroduction of new technologies to the teaching-learning scenario;

e Training teachers in the use of new technologies and facilitating access to
equipment.

In the case of Andalusia, there are currently three projects: And@red (Department
of Education and Science, known as “C.E.C.A”, 2003¢9) is perhaps the most ambitious of
these projects, with three basic lines of action: providing 17,000 computers for schools;
broadband Internet access, and use of the Linux operating system. The next program is
the Educational Project for ICT schools (C.E.C.A., 2003P), whose aim is to provide schools
in the program with one computer for every two pupils. Finally, the Digital Schools Project
(C.E.C.A., 2003¢), seeks to achieve the "virtualization” of schools so that the Internet can
be used for registration purposes, grant applications, school information ... as well as
information for parents (tutorials, academic information....) and student support (career
advice, extra study...).

In my opinion, the implementation of the plan is not been as successful as had
been hoped in terms of the money spent and the level of expectations created by the
project. The And@red Plan started in 50 centres, a number which represents 1.5% of the
3,378 schools which make up the network of Andalusian state schools.8 It should also be
noted that the computer resources available before the implementation of the Plan in
September 2003 covered 33% of the objectives of the Internet in Schools Project’. The
agreement signed with Central Government has raised the number of computers to be
implanted to 50,000 units and thus achieve a ratio of one computer for every twelve
pupils. For the academic year 2004/2005, there were 200 schools which received funding
for computer equipment!?, 5.9% of the total number of schools. In the light of these
figures, it seems that the expectations of the Internet in Schools Project of reaching an

¢ Information obtained at http://red.es

7 Information available at http://www.congresointernetenlaescuela.es

8 Source: Ibidem

? Source: Ibidem

10 Information published on the 11th of February 2004 in the newspaper Granada Hoy.
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average of 70% of implementation of the Project on a national level-66% in Andalusia—
were not achieved. In the Project, there is also no explicit indication as to the proper
maintenance of material in order to guarantee an optimal use of resources.

Another problem that has arisen is the use the Linux operating system. It appears
that teachers have not received enough fraining to be able to use this system properly.
In the case of music education, the operating system presents an additional problem:
the programmes available for music education in Linux are scarce, at least in
comparison with other subjects. In practice, teachers work with two and occasionally
three different operating systems: Windows, Macintosh and Linux. It could be argued
that in the process of fransition from platform to another it is normal for these problems to
arise. Proper teacher training in this field is key to the success or failure of this type of
initiative.

The third situation mentioned by Peter Webster (2000) which influences the use of
computers is the adoption of a constructivist approach as the basis for learning, stressing
how students learn rather than the possibilities offered by the resource itself. In the use of
computers, there has been a historic fendency towards a deterministic approach, a
procedure which suits the logic and internal structure of these devices. Music education
represents a clear example: auditory discrimination of intervals, notes or scales was one
of the first computer applications for music education, and these programs worked and
still work by a process of trial and error. The resources which are currently available allow
for a teaching process in line with the principle of knowledge being constructed in terms
of pedagogical context. A less deterministic teaching model which facilitates this
construction of learning by students makes computers a more effective tool for learning
since the computer is adapted for students and not vice versa.

Webster described two factors that influence students when using computers:
cognifive style and gender. Both factors can be explained following the theories
proposed by Caputo (1993-1994), who considered that the linear and rational way of
thinking which is usually followed in music teaching is best suited to a male way of
thinking. On the other hand, the argument was made that the more relational and
analogical way of obtaining information normally used by women means that female
students have to adapt more when using computers.

The three key factors identified by Webster in the use of ICT in education, although
specifically referring to musical computer technology, are by no means specific to this
subject and can be applied to any discipline. In my opinion, there is a specific factor in
music education that may influence the use of computers in the classroom: the level of
agreement between the concept of music proposed in the curriculum and that which is
made possible by music computer technology. We would argue that musical computer
technology assumes a concept of music which is more applicable to “low-brow”,
popular music than to “high-brow”, classical music which is only partially reflected in the
curriculum.

In order to defend this line of argumentation, | would refer to the work of Théberge
(1999), who states that the history of music is to some extent part of the technological
development which has accompanied the evolution of music, from the construction of
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simple musical instruments to the digitization of sound. Each one of these technologies is
more than just the use of "machines”, since they involve determined processes of
musical production and consumption. Technology has many kinds of influence on music,
although this influence is perhaps most evident in sound production and in the
distribution of music and this is where we can appreciate a different underlying musical
model.

The methods of sound production in “high-brow” and “low-brow” music are
substantially different (Burgess, 2003), and the technologies and techniques are used as
legitimizing mechanisms for what is considered artistic or not. According to this author,
there is an important distinction between high-brow and low-brow music in terms of the
type of instrument, although sometimes it may be the same instrument, and how this
instrument is played. In the case of “high-brow"” music, acoustic instruments are normally
used, whilst in the case of popular music technological development has always been a
major factor in the evolution of this genre. There are three main resources which have
conditioned this evolution (Shuker, 2001): the appearance of the microphone in the
1920s, the electric guitar in the 1950s, and synthesizers and digital sound devices in the
1960s and 1970s.

The influence of ICT is also important in the distribution and dissemination of music.
Both on modern music channels broadcast on cable and satellite television, and on
radio stations, whether they use a conventional format or broadcast through a digital or
internet format, there is a clear dominance of popular music over classical music. To
demonstrate this phenomenon, it is sufficient to observe the FM radio options in any town
or city along with the digital and internet options and the music for sale at online music
stores. Intfernet music downloads, especially since the advent of MP3, show the same
tendency. In 2003, the consultancy firm Nielsen/Netratings!' carried out a market study
on US internet use in terms of music. Rap was the popular genre. This conclusion seems to
be intuitive in two ways. On the one hand, the previously cited relationship between
popular music and technological development is clear especially in the cases of genres
such as techno, industrial music and rap. On the other hand, it is difficult to imagine a
music lover downloading classical music in MP3 files if he or she is looking for the best
possible sound quality, unless it is a musical work which is impossible to find in any format
or is of particular interest to the listener. The fact that the most frequently downloaded
music is popular music would confirm this impression.

To return to my initial argument, the concept of music proposed in most curricula
and in the main musical methodologies is based on traditional music and, above all, on
the Western musical tradition which is the main reference point'?, largely neglecting the
importance of modern musical technology. Evidently, there are programs which are
based on other concepts of music more in line with that proposed in the curriculum,
although it seems clear that it is more useful to reflect popular music in music education. |
do not mean to suggest that we need to change the model of music reflected in the
curriculum, but rather that it is necessary to reflect upon our preconceptions regarding

1 http://www.nielsen-netratings.com
12| redlize that this information is debatable and needs to be explained in more detail. Nevertheless, this
explanation is not part of the objectives of this arficle.
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music in education and therefore avoid teaching uncritically the contents given by
textbooks, computer programs or conventional thinking on the part of teaching staff. |
believe that the music taught in schools should always be open to review in order to
update and adapt our teaching to changing social circumstances. It is also even more
necessary to develop general curricular materials and specific computer programs
which can be adapted to our method of music education and not vice versa. Teachers
must develop and apply the curriculum in context instead of merely copying that
proposed by the authors of the textbook or the software manufacturer which do not
take into account the specific details of each teaching context.

Sound and Music in Audiovisual Media

The second sphere of influence of ICT is audiovisual media and this field has
received much less attention than computers in the context of music education. When
using these media for educational purposes, it is necessary to distinguish between
teaching with audiovisual media and these media in themselves.

The first option involves the use of televisions and over-head projectors, record-
players music decks, power point presentations, slide shows and CD, CD-ROM, DVD,
DVD-ROM, MP3, minidisc, DAT music players or recorders, synthesizers and music systems
with or without acoustic surround systems ... in the classroom with the aim of teaching
specific contents to students. The objective is to use these resources as an instructional
medium, whether that be watching a documentary or listening to a piece of music.
Teaching with audiovisual media is relatively common although radio, cinema and
television do not have the impact on teaching that was initially expected of them and,
in this sense, the Internet is having a much greater impact.

A practical case of teaching with audiovisual media could be the use of films
whose contents are related to the curriculum. This is the idea proposed by the Editex
publishing company'? to teach philosophy to Secondary Education pupils using films, for
example the work of Kant through the fiim Do the right thing (Spike Lee, 1989), “which
dramatizes the need to take a stand against racial violence from an ethical and political
perspective”4. A second example can be found in the educational TV service called
Youth News Network (McLean, 2001) which is a channel which broadcasts for schools in
Montreal (Canada) and consists of a weekly program of fifteen minutes of news
including two and a half minutes of advertising. The edition broadcast on the 29th of
February 2000, for example, included the following subjects: the Stock Market and
business; an anti-racist message; the Canadian federal budget; an advert; a
competition: What day did the Great Depression of 1929 begin?; and addresses and
contact details.

Teaching through audiovisual media seeks to provide pupils with the skills that will
allow them fully to decipher a coded document and it leaves the task of interpreting
and accepting up to the audience (Masterman, 1993). The increase in communication

13 Collection of 19 monographical studies on the same number of philosophers ranking from Plato to Ortega
y Gasset.

14 This information in an article written by Mar Padilla which was published on page 40 of the newspaper El
Pais on the 24th of May 2004.
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mass media makes this task even more necessary, although it does not seem to be
properly dealt with in classrooms and when it is used the emphasis tends to be placed on
its visual aspects. Its auditory qualities tend to be overlooked due to the dominance of
visual images and the subdependence of sounds. Nevertheless, sound is there in
dialogues, sound effects or in the example music present in films, documentaries,
cartoons, and news programs, all of which fransmit a message which is often
subconscious and that the audience needs to understand rather than an educational
focus.

The knowledge of how sound relates to image in audiovisual language is important
because the message of the document is dialectical (ibid.) and is a consequence of the
interaction between the audience and a specific work. If we want to decipher the
message, the receiver must understand the language used by the sender and this
means interaction between both parties. Practically any film is a good example in this
respect, although | would like to cite the relatively recent use of music during news
programmes. The background noise and the inclusion of non-diegetic background
music during some sections of the programme devoted to cultural or sports news are
very common and can also be found when there is a news story with strong social
relevance.

| would like to comment upon two randomly chosen cases — the news bulletins of
Euronews and Telecinco TV Channels broadcasted on the 11t of June 2004. On the first
TV channel, the news was about the European Parliament elections, the deaths of
Ronald Reagan and Ray Charles, and the awarding of the Prince of Asturias Prize to
Claudio Magris. In the last two cases, music was used: in the case of the death of the jazz
musician, the news was accompanied by images and sound from one of his
performances, thus using a diegetic approach’s, and in the case of the prize, classical
music was used as a background, we would suggest with a clear intention to display
cultural convergence: the seriousness and formality associated with these prizes requires
serious music and vice versa; the use of this type of music conveys solemnity. In the
Telecinco news bulletin there were more news stories; in all of them, once the
newsreader had told us the facts, the story was commented upon using images. There
was also diegetic music during the information concerning Ray Charles, although this use
was less significant than the use of non-diegetic music during the information on the
Montreal Formula 1 Grand Prix. In this case, the music had a dynamic, pop style,
applying a form of physical convergence. The fact that this channel had exclusive TV
rights for Formula 1 that season probable explains why this music was used to highlight
this story.

What is the point of reporting on an award ceremony or a car race with a musical
background and a voice-over describing these images? The attempt to give an air of
protocol to a prestigious award ceremony, to highlight one sports story above all others
for commercial reasons and to seek a greater audience share is undoubtedly what led
the channel to make this choice of background music. How many viewers were aware

15 Diegesis refers to all that naturally belongs to the story narrated. When, e.g., there are musicians playing
that justify the presence of music, we have diegetic music. Non-diegetic music, with no justification, is the
most frequent.
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of this added sound effect? And of those who notficed, how many deciphered the
message with enough resources to be able to interpret the meaning of that music and
why it was used precisely in those news stories¢ The use of music during the news is an
extreme case of the importance of working on these contents in the music classroom.
The ability fo decipher a coded document and simultaneously develop the capacity to
feel aesthetic appreciation of this music are two good reasons to deal with this issue in
our schools.

One possible methodology for the teaching of audiovisual language is proposed
by Sampaio (1998), and (in my view) is based on the work of Willems. It distinguishes four
working levels applicable both to the auditory and to the visual, and ranges from the
most concrete to the most abstract: hearing/seeing; listening/looking; understanding;
and comprehending. From this initial distinction, the author proposes a sequence of
contents which begins with soundtracks: firstly, sound effects, followed by music, then
language and finally experiences with educational radio. The author then proposes work
with images, firstly in a static form, secondly by analyzing meaning (which is connected
to the analysis of advertising), and thirdly by creating interdisciplinary activities with other
branches of artistic education, and finally using the cinema.

In my view, this proposal is related to different teaching methodologies within the
field of music education, since movement and sound are two basic principles of all of
these methodologies and, ultimately, all movement implies images. Work on sound
effects, language and image is also related to Willems and Orf, but especially with the
concept of a sound landscape proposed by Schafer (e.g., 1994), or with the creation of
musical stories. The proposal to sequence contents corresponds with perception,
production and analysis and the principle of overall artistic education, which is reflected
in current Spanish education legislation. Moreover, the three reasons given in the
infroduction to the current Spanish Education Law for the inclusion of music in the
curriculum are applicable to audiovisual language: (1) it is so overwhelmingly present in
our society; (2) we are not always aware of it, as we often just hear it but we do not listen
to it; and (3) a greater level of musical comprehension will increase our enjoyment of this
art form. Therefore, there is no need to insert anything new in the curriculum as the
teaching principles for audiovisual language are already there as is the case with
soundtracks. However, it is necessary to raise awareness of the need to work on these
subjects with students. Whatever the methodology used in the classroom, in my opinion
two requirements must be fulfilled:

To focus on the understanding of the meaning of audiovisual language, not only in
terms of the more widely studied use of images, but also in the case of soundtracks. In his
classic study from 1972, ‘Ways of Seeing’, John Berger described how images in a
capitalist society imply the presence of the observer. This idea and the way he deals with
this question not only connects with the analysis of the meaning of images proposed by
Sampaio, but can also be fransferred to the field of audition; the soundtrack may be
there with the intention of not being listened to, as is argued by Adorno and Eisler (1981),
but this does not mean that the message is not sent; its use means that the person on the
other side of the relationship may not be listening but is certainly hearing, “influencing

© GAPNIET 2010 «/He)MEC

27



HeJMEC Vol. 1 - Article 2

the spectator in a secret way”, according to Francis Ford Coppola (see Nieto, 1996: 1),
i.e., sending a message that the spectator is not normally aware of.

To use the cinema as an art form that is inspired by other art forms and as an
integrating resource, not only in artistic, but also in educational terms. The cinema not
only combines music, plastic and visual arts and drama, regardless of the values these
forms have in themselves, and the need to provide education in audiovisual language, it
also implies the use of ICT and encourages creativity and the ability to write a script and
work in a team.

It is not my intention to support the teaching of cinema in an article on ICT in music
education, nor to defend the position of any pressure group within any particular
academic discipline. My objective in this paper is to show how soundtracks are part of
audiovisual language and have semanticity, which is not usually explored in the
classroom and which | believe should be worked on in the context of music education.

Conclusions

Information and Communication Technology have two aspects, computers and
audiovisual media, which must be used in the classroom as objectives in themselves and
as an educational medium. In practice, the availability and integration of computers in
music education is very limited in ferms of resources and teacher education. The
teaching of audiovisual media, particularly in terms of sound, has been exploited even
less. ICT in the music classroom should mean not only knowledge and use of new
technologies, but also teaching students to comprehend the meaning of audiovisual
longuage from the assumption that knowledge is a social construction. This is an
ideological question, which is frequently denied if it is stated that this resource is
objective and aseptic in itself.

Nevertheless, using an operating system which belongs to a multinational company
is not the same as using other open source software which does not require any
payment for use; it is not the same to know how to use a machine as knowing how to
decode the meaning of a document which is fransmitted through that technology; it is
not the same to use a computer or any other resource in the classroom in a deterministic
manner as taking into account the method of individual acquisition of knowledge in
relation to social circumstances; it is not the same to search for and select information
with the intention of encouraging equal opportunities as paying for access to this
information, whether this be through watching a TV program or accessing a particular
data base; it is not the same to watch an educational program in the classroom with the
aim of learning some specific contents as watching in class with advertising; nor is it the
same to install computers and broadband Internet connections in schools in terms of the
educational opportunities and the potential for equal opportunities that they offer in
educating students as to face the labour market and its current demands.

It may seem only too obvious to state that teaching ICT and music are social
constructions within a determined cultural context which depend on the people that
perceive and identify them as such. Within the field of Educational Policy Studies there
are numerous studies on the ideological nature of the educational nature of ICT (e.qg.
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Sancho, 2001, Burbules, 2000), which is not the case with Music Education, where there is
a predominance of studies on the use of computers and even the cognitive implications
that they entail. This could explain the fact that there are hardly any studies on the
teaching of audiovisual language, especially in relation to music, as what is of most
interest is technical training in the use of ICT, not the message transmitted by these
media, which is in keeping with the lack of investment in specific material for musical
computer use in school.

Understanding that the significance of an audiovisual, musical or artistic work in
general is a consequence of a dialectic interaction between people can be one of the
most important contributions of artistic education to the overall education of pupils,
since although this procedure may be obvious in art, the construction of knowledge
within a given sociocultural context in which subjects interact is something inherent to
human nature. The skills acquired will allow us to educate not only from an artistic point
of view, but inevitably they will also be applied to other spheres of pupils’ lives which will
enable them to become people with their own criteria who, for example, do not let
themselves be too influenced, neither by the mass media, nor by the music industry
when deciding to listen to music or watch a fiim. The opposite approach would mean
training students to become workers capable of using technology in line with the
demands of the labour market and docile consumers who purchase disposable
products regardless of their aesthetic value in order to carry on shopping.

Training pupils in the use of ICT as an end in itself is absolutely necessary.
Furthermore, we also need to consider the usual assumptions implicit in the messages
transmitted. Teachers have to rethink what they want do and why. The Information and
Communication Technology revolution will not truly begin until we reflect on what we
understand by music education.
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ABSTRACT The understanding of learning processes has been fundamentally changed
by scientific conclusions of the psychology and the neurophysiology of learning.
Learning is understood as a consfruction process on the part of the learner. It is
imperative to create the corresponding learning fields in order to be able to efficiently
learn. The prelinguistic child is capable of learning its mother tongue without any
previous language skills. Based on today'’s findings on the nature of learning processes,
it can be assumed that learning from and with sound signs is decisive for the neonatal
cognition. Those learning experiences are the ,,previous knowledge “and therefore
formative for the future learning. However, they are hardly recognized within the
academic environment: musical thinking and acting are almost always restricted to
music class and are hardly ever connected fo extra musical learning by the
governmental education plan. Learning with and through music in educational
psychology has rarely been discussed and has hardly been explored. It is to be
expected that this paradigm shift in the understanding of sound will evoke critical
questions from within all fields of education and will have an influence on the
formation of teachers as well as on the overall understanding of teaching.

The way young children learn and the way the school teaches has to be compatible.

KEY WORDS: music education, integrated curriculum, multiple intelligences,
multisensorial learning, feacher education

1.Theoretical Framework

This contribution is based on the experiences with different models of the enhanced
music education, the examinations of the basics of the learning psychology and the
latest findings in neurophysiology. A curriculum with integrative music education, which
understands music as an independent art as well as a means for learning and teaching,
can create new learning fields and learning possibilities for the school. Children, the
knowing learners, take those possibilities seriously. It is crucial, as a first step, to define
music the way contemporary artists understand it as well: everything we do is music
(John Cage). Another precondition is to perceive music in this wider sense as a sign
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system of human communication (Spychiger 2001). The close connection of our projects
with everyday life generates knowledge as regards the function and the qualities of the
learning tool called music (see Maths made by Music (Cslovjecsek 2001/2004) and early
learning of foreign languages through music (Kramer 2002)). Remaining true to the
Methods of Grounded Theory (Glaser /Strauss 1967), the observations, experiences and
findings are compared with the current discussion of learning theories. As the approach
is highly practical and curriculum-oriented, both the teachers’ as well as the children’s
knowledge is integrated into the research. The basis of this activity forms a
transdisciplinary research paradigm (Thompson Klein 2001), i.e. the approach is action-
oriented, interdisciplinary and participative.

2. Main Contribution

How Young Children Teach us to Teach - Steps Towards an
Integrative Music Education

a) The prelinguistic learning and the expertise of young children

When we talk about educational learning of young children, there are at least two
reasons to develop an interest in their previous learning experiences:

¢ New knowledge and skills are based on the already acquired knowledge. In
order to successfully learn, the existing structures and skills have to be
included.

e Young children have just learnt their mother tongue — they are the experts at
least when it comes to learning languages and their methods are highly
efficient.

Considering the book Weltwissen der Siebenjahrigen (World Knowledge of the
Seven-Year Olds) by Donata Elschenbroich (2001) and how little children learn
languages, it is obvious that musical forms play a major role when children start ,,entering
the world”. During the initial phase, sound and movement are the two fundamental
means of perception and effect within the cultural development process of humans
(Bruner 1983). Only at a later stage, are they being replaced more and more by image
and language.

Therefore, children are learning their first fongue entirely without language, but only
with their being in the world and the help of their ears, eyes, nose, tongue and their sense
of touch. Bruner recapitulates this ability in four “more or less assured statements on the
perception, the abilities and the problem-solving skills of the prelinguistic child™ as follows:

1. A major part of the cognitive learning process of the infant supports and
accompanies outcome-oriented action.

2. A major part of infantile activity during the first year and a half is extremely social
and communicative.

3. Many of the early actions show a surprisingly high level of order and systematics.
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4. There is an early ability to follow abstract rules as regards cognitive as well as
communicative aspects.

Therefore, young children learn a language by means of dealing with sounds they
create themselves or sounds that have an outside origin and their effects on objects and
relations. This stimulates simultaneously learning on three different levels:

e Form (syntax): the accordance of linguistic utterances and the rules of grammar
e Meaning (semantics): the interpretation of signs within a context
e Function (pragmatics): the impact and effectiveness in communication

When learning their mother tongue, children focus on sounds. Sounds and noises
are structured, the child develops theories on their functions and their efficiency is being
assessed and varied by means of their social and target-oriented effects. For young
children learning their mother tongue, the most important medium is sound. It appears
that small children possess a high level of aural literacy, with which they can decipher
the sign system of sound. The question has to be raised, whether this musical ability is
similar to what Noam Chomsky (1965) described as the inherent Language Acquisition
Device.

Breuer and Weuffen’s (2000) survey supports the hypothesis that elementary musical
skills correlate with the educational success expected at the point of school enrolment.
In their empirical studies they demonstrate the effect on the learning success of
phonetic-acoustic, kinesthetic-articulatory, melodic and rhythmical abilities to
differenciate. Tewes and Warnke (2003) confirm these results and additionally show
possibilities to train such skills by practicing.

However, the apparent ability of humans to structure sounds, to add a meaning to
them and to detect certain rules does not suffice. New findings clearly demonstrate that
parents play a much more active role in their children’s language acquisition than,
according to Chomsky, merely being a language model. They are partners in the so-
called Language Acquisition Support System (Bruner 1983) and enable the language
learning by adapting their level of speaking to what the children can understand.

b) Sound and Movement — Learning Media in Theory and Practise

Sound appears to be an extremely helpful means of the language learning
process. It is therefore surprising, that sound and movement are hardly discussed as
possible learning media. Examining the psychology on learning and teaching, there is
indeed a difference between personal and non-personal media and between soft and
hardware, different sign systems and sense modalities are being analyzed. We encounter

¢ the text as a means for learning,
e the illustration as a means for learning,
e film, TV and video as a means for learning,

e the computer as a means for learning.
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However, sound is not an independent means for learning outside of music class. In
the research on educational media, sound is merely mentioned in connection with text
(spoken text, paraverbal communication) or image (sound frack). Since some years
one's own body as a learning medium is discussed outside the sports and movement
education as well within the context of the so-called embodied learning (Lakoff/NUnez
2002), based on former ideas on reforming education (for example the rhythmics by
Emile Jacques-Dalcroze).

The questions asked as regards texts, images, video and computer by the
educational psychology are also relevant concerning the qualities of sound and
movement as a means for learning and teaching:

e How can music enhance learning processes¢ How does it differentiate from other
media?

e How much media is necessary for certain goals, what are the characteristics of
learners and the learning situatione

e Which media enables which learning forms?

e What do the respective media demand of the learner? How are they being used
by the learner?

e What do the respective media demand of the teacher? How are they being used
by the teachers?

e What are the negative influence points of the media on the learner and on
learning?

Experience demonstrates that situations generated by music stand out by their
volatile nature, their repeatability, their variability, their emotional charge as well as
physical coordination, their demanding timing and their distinctive personal dimension.
Other players and a differentiated non-verbal communication culture are required for
this game; in order to retain an acoustic event, we have to transfer it onto a new
medium. Since music can be repeated and varied, there is a possibility to fest and to
modify the perspective of a musical statement itself or a therewith connected motion
sequence as well as a text or a procedure. Such educational approaches are based on
Spychiger's understanding of music as a sign system of human communication
Spychiger (2001). Gardner also defined his multiple inteligences by means of
independent sign systems. However, we distance ourselves from the notion that (a)
musical notation is the sign system of music and that (b) there is no transfer between the
independent intelligences.

c) Practical Approach:

The sign system of music is sound. Sound itself is the means by which young children
learn to develop a language and which accompanies the actions. Musical notation is
one (of many) possibilities to transfer sound into a visual sign system. The ratio is similar to
the ratio between language and writing, or between quantities, sizes and numbers and
the corresponding graphical signs. Let us have a look at a concrete example:

ISSN 1792-2518
© GAPMET 2010

35



HeJMEC Vol. 1 - Article 3

(clapping game; has to be demonstrated)

t 2 3 1+ 2 3I 1+ 2 3 1+ 2 3 1+ 2 3 1 2 3 1 2 3
0O X X o -.- o0 X x o0 - - 0 X X o0 - - 0

dal

O = Stamp with left or right foot

X =clap

It obviously is already a part of the learning process to try to repeat this game.
However, taking a second look enables us to learn more about learning itself. For
example, how our previous knowledge and the current form of education effects the
learning: we are structuring sounds (like the prelinguistic infants), we come up with
theories (like the prelinguistic infants), and we have difficulties assessing these theories
(however, the prelinguistic infants seem to have less of a problem with the latter).

t 2 3 1+ 2 31+ 2 3 1+ 2 3 1 2 3 1 2 3 1 2 3

O X X o - - 0 X X 0 - - 0 X X o - -0 - - =
Doom dash dash Doom - - Doom dash dash Doom - - Doom dash dash Doom - - Doom -

We have now amplified the sound of hand and feet by vocal means. It is apparent
that we all understand the syllables in a similar way. This happens within the social
contact - the most important factor in the acquisition of culture.

1 2 3 1 2 3 1 2 3 1 2 3 1 2 3 1 2 3 1 2 3

o X X 0 - - o X X O - - o X X O - - 0 - 3
Stomp clap clap stomp ©
Left clap clap right

Now, we combine terms with actions. According to the research conducted with
prelinguistic children, this is one of the fundamental gateways to language. At this point,
we are already replacing the sound of stamping and clapping by different linguistic
symbols, such as a noun and a verb.

1 2 3 1 2 3 1 2 3 1 2 3 1 2 3 1 2 3 1 2 3
0O X X 0 - - 0O X X 0 - - 0O X X 0 - - 0 - - 3
Un deux trois salue - - quatre cinque six salue - - sept huit neuf Salue - -  salue - ®
Eins zwei drei di di - di di vier fiinf sechs du du du du du sieben acht neun das - ist - schon -

Therefore, the process of abstraction continues. What is happening in the brain of
the child, more precisely inside the head of the prelinguistic child or in this case inside the
head of a person learning a foreign language? A new language, in the beginning, is a
succession of sounds — which are the existing structures this series encounterse

Maybe there have been previous ideas developed by children to establish those
spaces not only by means of sound, but also in a linguistic or T T
&/ He]MEC
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physical manner. Creating rhymes is basically a musical phenomenon of stress and
measure. This musical approach is important in prelinguistic sound experiments. It
contains the first approaches to learning the syntax and the creation and identification
of rules.

d) Does primary school maths make music?

Since the classical antiquity music and mathematics have been described as a
wonderful pair. Gottfried Wilhelm von Leibniz (17th century) for example says: «Music is
arithmetical work of the mind, to which it remains concealed that it thinks in numbersy.
Yet until now the lucky relation between the two disciplines has been associated neither
with primary school mathematics nor with the topics of primary school musical
instruction. Topics of an interdisciplinary discussion have rather been questions of
harmonics, acoustics, and - for some years - the digitalization of sound or the discussion
about the pitch of instruments and the mathematical conceivability of composition and
interpretation.

The domains of physics, stochastics, combinatorics and informatics dealing with
these topics do not have much in common with the curriculum of primary school.
Therefore, it is not surprising that the kick-off to «Mathe macht Musik», a project about
educational material, did not develop out of this ancient relationship of the two
disciplines but out of the observation of learning children and of successful instruction.

These observations have been supported and promoted by the concept of
multiple intelligence formulated in 1983 by Howard Gardner and the sign-system oriented
comprehension of musical instruction that has been based on it (Spychiger 2001).

Proceeding from the experiences with a project with "increased musical instruction”
the work with the participating classes soon showed that a modified time-table also
entailed quite some changes apart from musical instruction. The intense work with music
soon urged out of its topical borders and the musical perspective offered interesting
practices and tasks in the instruction of languages, mathematics and general studies - or
formulated the other way round - we realized that many topics and methods in school
are basically full of music.

Regarding the concept of transdisciplinary teaching, it becomes apparent that -
apart from the interdisciplinary subjects, which so to say lie "between" subject-matters -
activities are important, which illuminate and explore the disciplinary work from the point
of view of other subjects (transdisciplinary thinking and acting).

For the realization of this discovery we have created the term of "Music as a
teaching principle" (Cslovjecsek and Spychiger 1998). This led to the availability of lessons
with much music for all intferested teachers and independently of time-tables.

Practical work with many classes has shown since that the elementary connections
between instruction in mathematics and music enrich experience-oriented, exploratory
and pleasure-centred learning and teaching in many ways.

On the other hand, didactics of mathematics have since the beginning of the
nineties developed in direction of John Dewey's (1859-1952)
//ﬁ:". enic. Jouread of Music, Education and Cultur
«/He)MEC
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concept of exploratory learning. Together with this new orientation, the point of view
and way of thinking of children are more and more taken into consideration and
approaches are postulated, which are linked to the context of teaching subjects. This
change also implies "concentration on fundamental ideas of arithmetic's and geometry"
and "turning away from instruction in tiny steps in favour of a conceptual entireness of
the learning situation". Based on this concept, the means and ways of visualization are
basically discussed as well. The way from perception to mental conception is
comprehended as idiosyncratic constructional process (which also depends on the
person). It consciously comes with individual and social interpretation and requires
openness, time and space for creativity. To facilitate the learning process, specific
materials have been infroduced into the math classroom. The materials must comply
with a number of criteria, such as:

e adequate representation of the structure of the mathematical fact
¢ manifold possibilities of usage

e possibility of continuation

¢ simple handling and simple (easily survey able) structure

e simple possibility of transfer to graphical representations

e eaqsy practicability of mental operations

e possibility of discovering individual and differential strategies of solution and
of social interchange on it

e confinuous availability for all students and demo version for the class
e |ow price
e stability and environmentally harmless material

Sound and motion highly comply with these conditions. Due to the missing tradition
of a corresponding approach, the two have until now hardly been brought into
consideration as working or illustrative material - as tools for teaching and learning. If they
appear in educational material, corresponding patterns of action are applied quite
accidentally now and then and mostly as a means of decoration. This deficit is often
compensated by music-minded teachers and their imaginative teaching and
methodical skills. But this is no justification for the limitation of educational material to
verbal, visual, haptic and mathematically-abstract approaches; acoustical (sound),
kinesthetical (motion) and tactile (touch) impulses are of high value, especially with
respect to acting and experiencing of children of primary school age. The integration of
this type of experiences in mathematical instruction can make accessible important
active learning paths of children in classroom; simultaneously, the insight of teachers in
unexpected 'thinking paths' of their pupils is promoted.

The present website "Music by Maths" (based on the volume «Mathe macht Musiky)
wants to help to cultivate approaches to mathematics via sound and motfion and to
enrich musical instruction.
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Training ideas and impulses for a "musical" realisation of actual subjects of the
mathematical curriculum as "patterns and orders"”, "numerical series and the concept of
“number”, “estimating”, “calculating”, *measuring”, “arithmetic operations”, “chance
and hazard”, “decimal system”, “problem based learning”, “calculating with money”,
“forms”, “shapes and spaces in the world around us”, “clock and timing” and
“mathematical series” are shown. Games of perception, instructions to motion, songs,
rhythmical games, concentration and observation tasks and exercises for creativity are
used fo fransdisciplinarily exploit the musical potential and to create a positive
atmosphere for learning. This type of instruction also supports the reloxed access of

children to music and transdisciplinary acting and thinking.

Many of the proposed musical impulses for mathematical topics and many of the
musical exercises and applications of mathematical questions are by themselves not
spectacular and they do not imply an extraordinary musical talent of the teacher. Yet
the impact of their consistent application on individual children and on classes as a
whole, especially on motivation and the learning climate, is remarkable. Due to their
inborn musical potential, impulses are always fun to play with. The mathematical and
musical processes of exercise and automation stimulated by them often can be
combined with the tasks of daily mathematical training.

3. Implications

It is a quality of sound and movement as a learning media, that they enable the
learner to gain access to a broad learning field with many possibilities and that we as
learning tutors have restricted access to what is happening inside the head of a child.
The medium possesses multiple dimensions and they are at the same time a chance and
an obstacle. We have to ask the following question:

Why have sound and movement hardly ever been systematically researched as a
means for learning? Maybe because they can hardly be materialized and it is difficult to
firmly grasp the concept. However, these cannot be justified reasons for not
understanding sound and movement as a means for learning.

Within the scope of postgraduate studies, we have been involved for some time
now with the connection of early foreign language learning and music as well as with
mathematics and music.

The children are important factors in those projects, as they are the true experts
when it comes to efficient and eager learning. The younger they are, the closer they are
to the primary experience. Those projects are interdisciplinary, action-oriented and
participative. The participants - teachers, students, principals, professors — act, observe
and reflect from different perspectives such as music, foreign language, motivation, fun,
and much more. It is this interdisciplinary approach which makes the project so exciting
and promising.
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MEPINHWH Avaueoa otnv TOXN KAl TNV avaykaioTnTa TTOL TTOPEVETAI N TOEXOLOA
Sibaockalia TNG pwvng oTnV MPwToRABUIA EKTTAISELON AAAG KAl OTO YEVIKOTEQO
EKTTAISELTIKO CVOTNA TNG XWPEAG, N TTAPOLTA EICHYNCN OTOXEVEL: (Q) va UAG EICAYEI
OTOV KOOUO TNG PWVNTIKNG avarouiag kail Aerovpyiag, (B) va mapovoiacel TNV
TTOOETOILATIA KAl YEVIKOTEQN SISAKTIKI) TOL OUASIKOL ToAYoLSIOL AauBavovTag LTT' oWV
TIC ISIQITELOTNTES TNG PWVAG OTIC NAIKIEG TGV 6-8 €TWYV, KAl (Y) va (YEPLPWTEM TO KEVO
ToL dnuiovpyeital ueTalL BewPIag Kal TTPAKTIKNG OTIG PVNTIKEG OTTOLSEG. Eival
ONUAVTIKO VA KATAVOrCOVLUE OTI TTEQLA ATTO TO KLPIOTELO EKPOACTIKO KAl ETTIKOIVVIAKO
UECO TOL AVEPWITOL, N PV WG NXOG KWSIKOTTOIE, AVTAVAKAQ, KAl UeTadibel
avapiBuNTeG TANPOPOPIES, YEYOVOGS TTOL TTPOCSISEl ONUAVTIKOTATEG SIQCTACEIG OTOV
TTAISAYWYIKO POAO TNG PVNG. EEGAAOL, N TPAYOLSIOTIKT) COUTTEQIPOPA, ATTO TIC
TTOOCXOAIKEG QKOUQ NAIKIEG, ATTOTEAEI TNUAVTIKO QVTIKEIUEVO EAETNG TNV €EEAIEN TOL
ATOMOL N OTTOIA WE TN CEIPA TNG TTAQBETAI UECA ATTO UABNTIAKES EUTTEIDIEC. AivovTaAg
UEYAAn BaplTNTa OxI POVO OTO Tl EKTEAOVUE AAAG KLPIWCS OTO MQX KAI yIATI TO EKTEAOVUE,
n TapoLCA EI0NYNON €XEl WG ATTWTEQLO OKOTTO TNV €£€VPECN UIAG TTOONTAG ICOPLPOTTIAG
ueTa&L TOL TOOTTOL WIAG PWVNTIKNG EKTEAEONG AQAAQ KaI TNG QITIQG yIa TNV OTToid

AEZEIL KAEIAIA: @ovn, avaTopia, opadiko TpayoLdl, pwvnTIKEG AOKNTEIG, NAIKIEG 6-8 £TwV

Eicaywyn

H mmapoboa eiIorynon OTOXELE VA QEPEN TOLG evVOIAPELOPEVOLS T OCO TO SLVATOV
TTANEECTEQN ETTAPN PE TOV KOOUO TNG PWVNAG, KATAVOWVTAG £UPPIBECTEPA TOV POAO TNG
WG MECO ETKOIVRVIAG, EKPOAONG, HABNONG KAl eKTTAISeLONG. ATTOTEQOC OKOTTOC TWV
00wV Ba &mwOoLY TTAPAKATW Eival N KATAvonon evog «akivbuvouy, SnUIoLEYIKOL KAl
ELXAPIOTOL TPOTTOL SI6ACKAANIAG TOL POLOIKOVL LAIKOL TNG A’ Kal B’ AnuoTikoL, SivovTag
Eupaon oxl oto Tl (Jag kal avto eival NéN dNUoCIELUEVO) AANG oTo MNQL éva TpayoLdI
TTEETTEl va SISACKETAl KAl VA eKTEAEITAI. EpeLuvaovTtag TNV avBp@tmivn GpwVvr PPICKOUAOTE
TTAVTIA PTTPOCTA OE €va €RELVNTIKO SIAKLPELUA: TNV ATTOKPLOTAAOTIOINGT TNG UE TETOIO
0PBOOAOYIKO TPOTIO OTE VA SIABETOLUE TTANPOPOPIEC AANG KAl EIKOVEC OCOV APOPA OTN

@n- Tewic Jouread ¢f Muic, Edocation and Culure
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AEITOLPYIA KAl OTIC SLVATOTNTEG TNG. ALTO TO, €V WEPEI, SLOETTITELKTO eyxeipnua PacileTal
OTO YEYOVOC TOL OTI N PWVN €ival JELOS TOL AVEPWTIIVOL CWPATOC APA KAl TV OTTOIRY
e€eAiCecdv aANG kal TTaBoyovwy KATaoTAoEewY ToL. EToI, auTd TTOL CLVABWG EVVOOLUE YE
TOV OPO PWVN gival Eévag TTOADTTAOKOG PUNXAVIOUOG TTOL SLOTLXWC &€V €ival OPATOC AOYW
TNG TOTTOBETNONG TOL OTO CWHA PAG.

Eival onuavtikd va KATavonoouLpe OTI TEPA aAtrO TO KLPIOTEPO EKPEACTIKO KAl
ETTIKOIVGVIOKO PECO TOL AVOPWTTIOL, N PWVNA!' WG NXOG KWSIKOTIOIE, AVTAVAKAQ, Kal
peTadibel avapiBunTteg TANPOPOPIES. ‘ETOI, YTTopEl va atroTeAel ONUAVTIKOTATO TTAISAYWYIKO
MECO HIAG Kal O NXog &ev TMPolTTOBETEl TO AOYIKO yia Tnv omola emme€hynon. Agv 6a
UTTOPOVOAUE OAADOTE VA PAVTACTOVUE TN PNTEQA VA TIOOCQEPEI AYATIN OTO TTAISi TNG YE
gvav TpaxL, oL kal SuvaTtod Nxo! MpolkiIouEvn ATTd TO XAPICUA VA CLVSEEl LOLOIKN KAl AOYO
n avepwtvn @wvh fexwpeilel amo OAA Ta AAAG POLOIKA Opyava TTOL O AVOPWTTOG
emvonoe. MpwTov yiati To i8I0 To avBpwTIVo Cwua opilel Eéva ONUAVTIKO POLOIKO
SIOKLPELUA: TTPOKEITAI YIA TIVELOTO N £yxopdo Opyavo; AegLTepov, yiati SIABETel TNV
TToOAvVAPELBEIcA PovAsIKOTNTA va CLVEEE TNV YAWOOIKN ETTIKOIVGVIA TV AvOPOTIWOV UE
TN poLOIKNA. TpiTov, yiaTi TTOAD ATAQ €AV KOTTEl N X0E&N TOL PIOAIOL PTTOPOLUE VA TNV
aAAafoupe, TO i610 OPWG dev cLUPAIVEN PE TIG PWVNTIKEG PAG TITLXEG. Mapdadeyua TPog
HigNon atmoTeAel AANWOTE TO YEYOVOC OTI KOREPVATEIC SIAPOPWY XWPWY OTIWS N Bpaldiia
(2008), n ItaAia (2005) aAAG kal N MeydaAn Bpetavia (2007) cuveragav €SIKA KATAoTATIKA
YIa TNV WPEAIJOTNTA KAl LTTOXPEWTIKA XPNOIUOTIOINON TNG OUAdIKAG WNG oTnv dnuooia
ekTTaiSevLoN.

Y€ TTOANG PPN TOL KOCPOL N IKAVOTNTA TOL ATOPOL VA TPAYOLES AVTILETWTTICETAl WG
EVAC ONUAVTIKOG SEiKTNG JOLOIKOTNTAG TOL KABevoGs (Sloboda 2005), opiloviacg 10l TNV
TPAYOLSIOTIKA  IKAVOTNTA WG PACIKO KPITAPIO OTN  POLOIKN  €EEANIEN TOL  ATOPOVL.
EmMmooo0eTa, TTOAEG POPEC EOXOUAOTE AVTILETWTTON JE ETTITTOAQIEG OTEQEOTLTTEG AVTIANWEIC
TOL OTOLA «eival PAATOOCY), «&ev UTTOPE va TMIACEl OUTE pIa VOTAY, «TPAYoLSAEl OTOV TOVO)
KAl 00T KAB' €ENC TTOL AANOTE ATTOTEAOLYV TPOXOTTESN KAl AANOTE BNON oTNV €EEAIEN TNG
TPAYOLSIOTIKAC pag IKavoTnTag (Knight 2009). QoTtdc0, £peLVEG OTO TTESIO TNG TPEXOLOAC
TTOAKTIKAG €TMREPAIOVOLY TG TO TPAYOLSI ATToTEAEl AdIAWELOTA AVTIKEIWEVO eEEAIENG YIa
OAOLG OCOULG SIABETOLY Eva LYIEC PWVNTIKO Opyavo (Brown 2004, Mang 2006, Fuchs
2007).

Kaiplog, emopévag, eival 0 pOAOG TOL SACKAAOL OTTOL KAIVETAI VA SNUIOLEPYNTEN TIC
ATTAPAITNTEG TTOOVTTOBECEIC £ETOI WOTE N TTPOETOIUACIA Kal SISAKTIKA TG OpAdIKNG WSS va
TTOOKOUTITEl ELXAPIOTA KAl UE PLOIKO TEOTIO YIA OAQ TA TTAPATAV®. ETOl TO ToayoLs
SLVATAl VA ATTOTEAEl ONUAVTIKO PECO ATTOKTNONG YVWOEWY AANG KAl ONUAVTIKOG &€iKTNG
TNG YVWOTIKAC avarmTuéng tou mraibiov (Piaget, 1962). H pwvr, OTTwG gival Koiva attodekTo,
ATTOTEAEI TO TTPWTO KUOLOIKO OPYAVON UE TO OTTOIO O AVOPWTIOG £OXETAI OE ETTAPN ATTO TNV
BEEPIKN TOL AKOUA NAIKIA. To TTAISIKO KAQUA €ival icwWS N TTPWTN PWVNTIKA £€gpebvNoN Kal
aAvOpWTTIVN EKPPACN TTOL AQUPAVEl XWEA CTNV VONTIKA, CLVAICONUATIKA KAl WOXOKIVNTIKA
avanTouén 1oL avBpwToL. ALTO, KATA Tov Vihman (1996) amodelikvLeTal ATTO TO YEYOVOG
OTI TO KAGQUa ocvpPaivel KABe popd ot SIAPOPETIKO TOVIKO LYWOG KAl SIAPOPETIKY) PLOUIKN

1 O 0p0og «pwVr) oe ALTO TO ONUEIWUA AVAKAAE TNV KOIVA £vvola TOL OPOL KAl AVAPEPETAl OTO PWVNTIKO
UNXaviopo 1oL cuvavtatal oe OAa TA AvBpTIva OvTa Kal Oxl OTO onommew?&nxbxpmpg TOU.,.KOOE

aAVOPOTTOL TO OTTOIO Eival HOVASIKO OTTRC KAl TA SAKTUANIKA HAG ATTOTUTICMATA. 2 e MEC
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aywyn Kar ékppaon. MPOoKeEPEVOL va KATAVONOOLUE TO TTOCO AvayKdia avlpwTtrivn
TEAgN eival To TPayoLSI, APKE va ava@EéPOLUE Eva PAcikO TTOPIoUA ToL Papousek (1994,
1996) omouv amobelkvbel OTI N YAWOOA KAl TO TPAYoLS! TTAPAYETAl KAl APOOIWVETAI
AKPIRWC pE TOV i610 TPOTTO ATTO TO VELPOWULIKO AVOPWTIIVO cLOTNUA. ETOI €AV OI YOVEIG
avabpewouy To TTaISi e ATTOKAEIOTIKA TOAYOLSIOTIKY) CLUTTEQIPOPA, ALTO BA CLVETTAYETAI
TG TO TTaAISi (TTX. O€ NAIKIa 2 eTwV), dev Ba EEpel va pIAGel!

Aedopévou OTI To TpayoLs! SlakpiveTal Kal opileTal ATTO TO AKOLOTIKO A CLOTNUA
QAN KAl TNV UNTEIKA JAG YAWOOQA, PEANOVTIKOG OTOXOG TOL QAVTIKEIPEVOL, KAl CLVAPQ
«ELXNG épyoVvy, Ba NTAV va KATAVONOOULPE TNV AEITOLPEYIA TNG PWVNAG £TC1 OTTWG ALTN
OLVAVTATAl ATTOKAEIOTIKA OTOV EAAQSIKO XWPO. ATTTEQOC OKOTTIOC N Snuiovpyia &vog
gviaiov TAQICiOL PwVNTIKAG TTAISEiAG OoTNY TTPWTOPRABUIA ekTTaiSevon. MEPWTOTTOPOC O€
avToL TOL ¢€iboLg TNV épevva LTNPEE o TAAog Alfred Tomatis (1987) Tov oTTOIOL OI
AVAKAADWYEIG ETTNOEACAY KATA TTOAD TNV QON KAl AVTITTAPABEcn OTIC PWVNTIKEG OTTOLSEG
TOL 20°° aiva. Katd Tov Touati N avep®Tivn oV TTIEQIEXEI HOVO TIC CLXVOTNTEG TTOL TO
auTi pag dvvaral va availvoel. AnAadr KATI TO OTToI0 §ev UTTOPOLPE VA AKOVLOOLUE, Sev
HUTTOPOLPE KAl VA TO TIDOPEPOLIE ) OTNV TTEPITITOOCT PAG VA TO TPAYOLENCOULE.

AV Kal QaiveTal éva atmAoiKO CLUTTEPACHA, AVAAAPRAVOVTAG TO KivéLvo dnuiovpyiag
EPWTNCEWY, BA PUTTOPOVLCAPE VA TTOLPE OTI WS EAANVES eival SOOKOAO va PINACOLWE TNV
AYYAIKN) YAQOOQ He AYYAIKR) TToOQOPA YIATI TO aAuTi pag dev €xel cuvnBicel va AvaALel
EKEIVEG TIG CLXVOTNTEG OTIG OTTOIEG TTAPAYETAI N AYYAIKN) YAWOOTA. ETTouévawg, Sev uTropoLue
va TTIPOPEPOLUE CWOTA SIOTI eV PUTTOPOLUE VA «AKOLOOLPE CWOTAY TO PACUA TNG
AYYAIKNG YAQOOAG. Mg TNV iSla AoYIKr, évag aAAoSaTTOg cLvavTta SLOKOAIEG OTAV WIAAE
TNV EAANVIKA HIAG KAl N KABe YADOOQ TTAPAYETAI O OLYKEKQIUEVA TTESIA CLXVOTATWY,
SNUIOLPYWVTAG ETOI EVAV KAIVOLPIO OPO, TO 'eBVIKO avTi’ (KABe YAWooa £xel TO SIKO TNG
TTOOVOUIOVLXO (PACHA CLXVOTATWYV). Evag akOun AOYOG, i0WSC O ONUAVTIKOTEQOC, YIA VA
Seifovpe TOV ATTAPAITNTO CEPACUO OTN TTPOPOPA KAl EKPOPA TOL PWVNTIKOL MXOL
1I81QiTeEPa OTAV PPICKOUAOCTE OTO ETTITTESO EKUAONONG MIAG YAWOTOAG.

ANABEIO OGS akoLPE OAoI PE Tov iblo TpoTTo; Kal av vail f oxl T gival autd Touv
oo blopilel TNV KON PAG APad KAl TN PV JAG; TO £pTNUA Eival APKETA TTOADTTAOKO YIA
VA ATTAVTACOULUE POVOAEKTIKA. ITNV TTOAYUATIKOTNTA, OTIWG Kal o Touati Tapartnpei: 1o isio
TO TEPIPANNOV KaBopilel TNV NXNTIKA aia (TV QOopéwV ETTIKOIVGVIAG) KAl TO AUTI
TTOOCAPUOLETAI ETTIOTOPATELOVTAG KABE POPA TIC ATOPIKEG AVTISPACEIG KAI ETTAVAVTIOPATEIG
TOL KABevOG (2004:42). Apa N AALCISA: «AVOPWTIIVN VA — ALTI — PLOIKO TTEPIRBAANOV)
mEoobibel TN TPAYOLSI PIa WTO-VELPOAOYIKA TTEAYUATIKOTNTA TTOL EepeLyel ATTO KABOE
€i60LG PWVNTIKAV N YAWOCOAOYIK@WY avaAboewy. To auTi, wg Opyavo LTTOSOXNG TOL
TPAyoLSIoL KAVEl TIC ATTAPAITNTEG TTOOCAPUOYEG OTNV PLOIKO-AKOLOTIKA TTOKVOTNTA TOL
QEPQA KAl AVOoiyel TO SO0 TIPOG TOV EYKEPAAO TTPOKEIWEVOL O AAPLYYAG PUAg va TeBei oTNV
LVTINEECIa TNG emKoIvaviag. Miocw Aommov amd Jia  ammAf TTeoTacn LTTAPXEN £vag
TTOADTTAOKOG PNXAVIOUOGC TOL VELPIKOL CLCTAKATOG, TOL ALTIOL, TOL OPYAVOL APBPWONG
KAl TTOOPOPAC KAl TOL AKOLOTIKOL TTEPIBAAANOVTOG (TopaTi 2004).
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H pvr OTIC NAIKIEC TRV 6-8 £TWV

AG 500pE OUWGS oTadlaka T cvppaivel oTNV €EENIEN TOL PWVNTIKOL OPYAVOL WEXPI TNV
NAIKIA TV 8 €Tcov. AauBAvovTag LTT OWIV TNV ISICITEPN OXECN TTOL TTPOAVAPEPONKE LETAEL
TOL AKOLOTIKOVL KAl TOL PWVNTIKOL CLOTAPATOG TTPETTEl VA AVAPEPOLUE TTIWS TO TTPWTO
TToONYEITAl TOL SELTEPOL PIAC KAl TO AKOLOTIKO CLOTNUA eugaviletal YeTAEL TNG 16NS Kal
NG 207 eRSouadac (TNG eyKLPOOLYVNG) KAl AEITOLPEYEI TTANPWS HPETA TNV 240 gpSoudada
(Thurman, Grambsch 2000). Etol, pera Tnv 200 epSopdda 1O aKOLOTIKO CLOTNUA TOL
EUPPLOL PTTOPEI VO CLYKPIBEI Ue evOg evihAika (Eisenberg, 1969). Eival emiong afloonueicTo
TO YEYOVOG TG, AV KAl OTTAvIA, PWVNTIKOI NXOI £XOLV TTAPAXBE KATA TN SIAPKEIA TNG
£YKLPOOLVNG KATGW ATTO 181QITEPA ACLVNBIOTEG CLVONKESG KATA TOLG Ryder (1943) kai Thiery
(1973). TéToleC OLVONKEG OXeTICOVTAI PE £VTOVA CLVAICONUATA ALTING N XAPEAC OTTOL N
unTépa polpdadetal ye To PPEPOG OCO ALTO PPICKETAI AKOUA OTNV KOINIG (Bauer 1996,
Meyers 1994, Rovee-Collier 1993, Chamberlain 1988b). Autob ToL €60OLC O PVAPES
AKOAOLOBOLV TO TTAISI PEXPI KAl TNV NAIKIA TV 3-4 €TV OTTOL N TTPWTN «TTAISIKA aPvNoian
oupupaivel kata Tov Meltzoff (1995).

Ta veoyeévvnNTa PWPEA UTTOPOLV va SIakpivouy SIAPOPETIKA TOVIKA LWN Kal va
yLpPIloLY TO KEPAAI TOLG OTTOL Slakpivouvy Nxo (Leventhal & Lipsett, 1954) eva amo Tn
OTIYMN TNG YEVVNONG KAl PEXP! TIC TTPWTEG 72 WPEG TA VEOYVA TIPOTIUOLY VA AKOULVE
NXOYPAPNUEVES ICTOPIEG PE TN PWVN TNG UNTEPAG TOLG TTAPA AANWY Yuvaikwy (DeCasper
& Fifer, 1980). ITnv NAIKIQ TV POANIG 2-3 UNV@V AKOLWE TOLG TTPWTOLG PWVNTIKOLS MXOLG
WG ATTOTEAECHA TNG WTO-VELPO-PULIKAG IKAVOTNTAG TOL PPEPOLG EVE PTAVOVTAG OTOLG 4-6
HAVEG TO PWPEO SIABETEl TNV IKAVOTNTA VA PIYEITAl TOLG NXOLS TNG PNTEPAS (Masataka,
1992). 'E€ punvv TTApATNEOLUE TTAEOV EVTOVA &va pvNnTIKO «rTaixvidy (Papousek, 1996)
oTNV TPOCTIABEIA TOL VA UIKNBE NXOLCS TTOL AKOLEI AAAG KAl VA «TTAIEEN PE ALTOLG. TEAOG,
OTNV NAKIO TOL €VOG £TOLC TO PWPEO Eival ETOINO va SexBel TA TOWTA TOL YAWOOIKG
gpeBiopaTa €101 OTTWC ALTA £VTOTTICONKAV ATTO TO AKOLOTIKO TOL CLOTNUA PTAVOVTAG OTO
OTA8I0 TNC TTPWTNG OAOKANPWUEVNGS AEENG (ibid). To TpayoLdl eival TPWTAPXIKA LTTELOLVO
yla TNV diocBnon TNG «EKPOACNG» OToV AvOPWTTO, KATI TO OTTOIO N PUNTEIKA MAG YAWOOQ
Sev ptropsi va mpael ammod povn tnS (Thurman, Grambsch 2000).

AVO pE TPIV £TWV TO TTAISI €ival IKAVO va avTIANPOE «PpwvNTIKA TTAIXVISIA) PWTOVTAG
KAl ATTaTVTAG HE TOAYOLSIOTIKO TPOTIO &V TO PWVNTIKO OpYyavo aKOAoLBE Tnv
avamnTuén TOL CWUATOG SIAKPIVOVTAG UIA TTAPATETAPEVN AVATITLEN PETAEL TV NAIKIWV 3-5
ETAV KAl KATA TNV SIQPKEIQ TNG METAPWYVNONG (oTNV epnPeia). ITNv NAKKia TV TECCAPWY
ETV (6eSopévoL OTI N avarmTuén TOL OPYAVICHOL CLVEXIETAI O€ KAVOVIKOLC pLBPOLG) TO
maibi apxilel va couveldntottolel kal va pabaivel oxedOvV OANEG TIC eVEQYEIEC TTOL AAuPAvoLyY
XWPEA OTO APECO TTEPIRAAAOY EVM, PECK TNG MIKNONG, AVATITOOOCE TIC CUUTIEQIPOPES TTOL
NéN éxouv apxioel va eupavifovral TTPOYevESTEPA. METAEL TEOCCAPWY KAl TTEVTE TO TTAISI
TTaPATNPEE EvTova KABE NXO TTOL CLUPAIVEN YOPGW TOL (AOYOL TNG ALENUEVNG JWTIKOTNTAG
TV QIOONCEWV TOL) KAl TTAEOV UTTOPE VA APOCIwOE O& KATI CLYKEKPIUEVO €POCOV TO
emOLUEL. ALTO PE TN CEIPA TOL SNAVE OXI HOVO TTAPATNPENTIKOTNTA-ALTOCLYKEVTPWON
AAAG Kal TTPoCapUooTIKOTNTA (Thurman, Welch 2000).

ITNV NAKia Twv 5 €T@v n @wvr S1abetel OAA Ta PACIKA XAPAKTNEICTIKA TTOL
ammaIroLVTAl YIA TNV TTAPAYWY NXOL O& POPPN £V OTNV NAIKIa B e e
«/He]MEC
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TV 8 ETWV 0 PWVNTIKOG PNXAVIOHUOG TTANPEI OAEG TIG TTPOVTTOBECEIS OOTE VA PTTOPEI va
OLYKPIOEN pE VOGS evNAIKA, av e€QIPECOLE TNV TTAPAPETOO TOL peyEBoLC (Laitman & Crelin
1976, Crelin 1987, Kahane 1988). Emiong, oe¢ authv Tnv nAikia 1a mmaidid apxiouvv va
avayvwpEilovy NAXOLG OLVEEOVTAG TOLG TIC TIEPICOOTEPEG (POPES HE OULYKEKPIUEVEG
KataoTdoelg Tov Riwoav ) Ricovouy (maixvidia, {wa, TedowTa, Ka.). H Ikavotnta auTn
peETaPEAlETAl WG Hia onuavTikh vontikn eEENEN a@oL To TTaldi eival IKavo TTAéoV va
ouvoLalel CWOTA NXOLG PE TTOPAYUATA KAI, AVTIOTOIXWS, PWVEG HE AVOPWTTIOLG.

To TpayoLSI ATTOTEAE TNV TTPWTN UOLOIKA EUTTEINIA TTOL ATTOKTOLY TA TTAISIA AAAG KAl
Eva armo Ta TO XPNOIUA €pYAAEid pABbnoNng Kal ékpoaong. Av Kal Ta TTaibid avTAG TNG
NAIKIOG &ev eival IKavA va avayvwpiooLy OTTOIASATIOTE POPMN APPOVIAG, €ival WoTOCO
IKOVA VA EKTEAECOLY PLOJIKA KAl PMEADSIKA pOTIBA OTTOL Ot CLVOLACUO WE TIG AEEEIC
TapayeTal ToayoLsl. Eival yeyovog emmiong g 1a Taldid TV €€, MTA KAl OXTW XOOVQOV
TEIVOLY VA TPAYOLSOOLY ATTO POVA TOLG OTAV TTAI(OLY, ALTOOXESIACOVTAG TTOANEG POPEC HE
TO Ae€INOYIO TTOL SIaBETOLY. MNAPATNEWVTAG TNV TTPOAVAPEPOEITA «AVATOUIKN) SiIadpoun
TOL PWVNTIKOL PNXAVICUOUL N OTTOIa O€ NAIKIA 8 €TV TOAUA VO CLYKPIOE PE TN PV VOGS
EVANKQ, €&va ONUAVTIKO €QWTNUA YEVVIETAL:  TTOIEG €ival Ol POULOIKEG SLVATOTNTEG TOL
PWVNTIKOL OPYAVOL OTIG NAIKIEG TV 6-8 ETWV;

MEOKEIUEVOL VA TIPOOEYYIOOLYE ATTAVINCEIS YIAO TO TIAPATIAV® €pwTNUa Ba
avagepBoLPE O KATIOIA ATTO TA TTOPICPATA €vOG HEYAAOL TTIPOYPAUMATOS YId TO
TPayoULSI KAl TNV TPAYOLSICTIKA CLUTTEQIPOPA TTOL AauPavel xwEA OTNV AyyAia Kai
Sie€ayeral amo 1o Maildaywyikd IvoTitovTo Tou MavemaoTtnuiov Tov Aovéivou (Welch 2008,
2005). MNpokerar yia 1o National Singing Programme in England OTTOL £YKAIVIAOTNKE TOV
lavovdpio Tov 2007 kal €oTIAlEl TO €OELVNTIKO TOL eVOIAPEOPOV OTNV LTTOCTAEIEN KAl TNV
e€ebpPEON TTOALTIUGWYV TTANPOPOPIDV TTOL APOPOLY TNV TEPAYOLSICTIKN) CULUTTEQIPOPA.
Katd tov §e0TEPO XPOVO TOL TTPOYPAWUATOG, N SelypaToANwia £yive amtd 155 oxoAeia amod
OAO TO vNOi TNG AyYAIQg (aT10 26 SIaPOPETIKOLG VOUOLG EKTOG TNG BOpeiag IpAavdiag) kai
OLUMETEIXAV 8162 UEAN €K TV OTTOIV OPICUEVOI afloAoynBnkayv V0 popEg, avepalovTag
TOV apIBPo TV TEAKV SelyudTtwv ota 8799 (Welch 2009). To yevikOTEQO LTTORABEO
KATAYWYNG KAl avaTpopnG TV TTAISIV TTOKIAEl TTOOCPEQOVTAG £TOI pIA SIAPOPETIKA
TTOALTTONITIOUIKOTNTA AAAG KAl €YKLEOTNTA OTA TTOPICUATA TNG £EPELVAG.

MpokKelévoLv va dnuiovLPyNBEl PIa OANICTIKE €KOVA YIA TN pWVNTIKA CLPTTEQIPOPT
TV TTAISIQV, TO TIPWTOKOAAO aloAdynong TrepIAauPave Tpia BAcika gpeuvnTIKA oTAdIA:

a) Tnv €€ebPECN TOL TOVIKOL KEVTOOUL TNG KABNUEQIVAC OUINIaG. 'ETol, {NTHBNnke attod
OAa Ta TTaIbId va peTphooLy avTioTpopa ammo 1o 10 £€wg TO PNdEV NXOYPAPWVTAC TO
TOVIKO LWOC. Mg aLTO TOV TPOTIO Ol £PELVNTEG KATOPOWOAV VA SIAKPIVOLY TOV UECO OPO
TOL TOVIKOU KEVTPOUL MIAG KAl EVOTIKTWOWS O ALTAV TNV AVTIOTOOPN UETEPNON Ta TTAISIA
ouvNBwWC EekivoLy ATTO Wia WNAN TOVIKOTNTA TTOL TOLG POAELEl KAl KATAANYOLY O€ Wia
XAUNAR TOVIKOTNTA TTOL €TTIONG TOLS PoAeLELETIONG, TTAPATNENONKE TTWCS aveRaivovTag TNV
HETONON ATTO TO £€va £ TO 10 N TOVIKOTNTA AVERAIVE AVTIOTOIXWG. XTIC NAIKIEC TWV 6-8 €TV
BpEONKE TTWG TO TOVIKO KEVTPO oploBeteital YeTald Tou AA 3 kal NTO# 4 (Welch 2009:34),
KATI TTOL PAG ObNnyei, &v HEPE, OTO ETTOUEVO €PELVNTIKO OTASIO HIAG KAl OTIWG PAG
TTAnpo@opei o Harries (1996) To TOVIKO KEVIPO TNG KABNUEPIVAG opIAiag PpiokeTal VO N
TPIa NUITOVIA TTAVE ATTO TN XAUNAOTEPN TPAYOLSIOTIKA VOTA.

&' He]MEC

ISSN 1792-2518
© GAPMET 2010

46



HeJMEC Vol. 1 - ApBpo 4

B) Tnv e€ebpeon pIAC AVETNG PWVNTIKAG €KTAONG YIA TEAYOLSI. & ALTO TO ONUEIO
TTOETTEl VA SIELKPIVICOLUE TTWG N EKTACN OTTOL N PV «KABeTa aveTra (tessitura) eival kAT
TO SIAPOPETIKO ATTO TN €£€VPECN TV OPIWV TNG PWVNTIKAG ékTaoNng.?2 H ¢pevva Sie€NxOn Ye
TO va {nTnB¢i amo Ta TaISIA va TpayoLSNOOLY UIA ATTAN JEAWSIKN Ypauurn o€ SIAPOPES
TOVIKOTNTEG YOPW ATTO TO TOVIKO KEVTPO TNG KABNUEPIVAC OMINIAG WOTIOL €V TEAEl va
ATTOQPAOCIOTEl TTOIA TOVIKOTNTA €ival N O AVETN (N TEAIKA aTopacn TTAPONKE KLPIWS PE TN
BonBeia KabnynTwyv pwvNTIKAC). LTIC NAIKIEC TV 6-8 TV PPEONKE TTWG N TTIO AVETN EKTACN
PWVNTIKNG ekTeEAeoNG eival petaL YOA 3 kal NTO# 5, TpoC@EQOVTAG £TCI TTIEQITTOL PIAUION
OKTAPRA YyIa TO TPAYOLSI O& ALTEG TIG NAIKIEG. ALDTO CULVETTAYETAI TIWG TA KOUUATIA TTOL
S16aockovTal oTNV TAgN Ba TEETTEl va  KLPAIVOVTAI ALOTNEWS OTA TTAPATTIAVE PWVNTIKG
opla TIPOG aAToPLYN SLOAPECTWY ATTOTEAECUATOV OTIWG TTOVOAQIUOI, 1 AKOPA KAl
ATTOKTNON MOVIUWY PVNTIKWYV TTPORANUAT®YV (ibid).

Y) Tnv €pevva TNG TPAYOLSICTIKNG CULPTIEQIPOPAS SVO KOUUATIVS TToL Ta TTAISIA
YV@PEI{oLY KAAJ. ITOXOG TOL TPITOL €PELVNTIKOL TTESIOL ATAV N euTTESWON TNG eEENIEIUNG
PWVNTIKAG AVIAYWVIOTIKOTNTAC PECa atto SVO PACIKEG KAIWAKEG PaBuoAoynong: (I) Tnv
KAipaka Rutkowski (1997) otTou e apiota 1o 5 BaBuoAoyei Kata TTOCO N PV PUTToPE va
EeLYEl ATTO TO TOVIKO KEVTPO TNG KABNUEPIVAG OUINIAG KAl KATA TTOCO UTTOPEI XEIPIOTEI
embECIa TIG SLVAUIKES evOg TpayoLsioL, kal (Il) TNV kAipaka Welch (1998) otrou pe dpioTta
TO 4 PaBuoAoyei Katd TOCO N PWVA AKOAOLOEI TN CWOTA TOVIKOTNTA TOL KOUPATIoOL. MNa
TNV akpIpn Sefaywyn TNG £PELVAG N XPOVOAOYIKN Cepd TTOL AKOAOLONBNKE NTAV
TTOOCAPUOCHEVN ava e€aunva Kal Oxl ava £€Tn JIAG Kal héca oTtnyv isia 1aén Ppidbnkav
TTaISIA TTOL €ixav ATTOKAION £0G Kal 8 ufveg. ‘ETol, amd tnv nAikia twv 73 unvaov (6,08 eTwv)
Kal héxpl 26 pnvov (8 €1cv) Ta amoteAéoparta edeifav TTwg Ta TTaIdSia TpayovdoLy Je
AyOTEPN aKkpPipeia amo OTI OTIC PEYAALTEPEG NAIKIEC AV KAl TTAPATNPENONKE Wid CAPWG
AvoASIKA TTopEia OTIC TTPOAVAPEPBEITES KAIUakeG ToL Rutkowski kal Welch (Welch, 2009:36-
38).

KatavoovTag 1a Opid 1oL cLPRAIVOLY OTN PV KATA TIG NAIKIEG TV 6-8 €TV OTA
TewTa SLO OTASIA TNG TTAPATIAVE £QELVAG, TO TPITO OTASIO APVEl AVOIXTO TO EQWTNUA
TNG  TPAYOULSIOTKAG  AVIAYWVIOTIKOTNTAG  18IaiTepa otV Xweda  ToL  (OLUE.
ATTOoTIEPATOVOVTAG TN SI6aKTOPIKA WoL SiIaTpIRry oto MQY 1O TPAYoLSI TTAPAYETAl OTOV
EANASIKO XWEO0 SIaTNP@ €M@PLAALEIC YIA HUIA TTAPOUOIA £€PELVA OTA EAANVIKA OXOAEIa TTOL
OUWG Ba AauPavel LT’ OWIv TIC 161IAITELOTNTEG TNG TEPAYOLSICTIKNG PAG TTapadoong. To
YEYOVOC TOL OTI OTOV EAAASIKO XWEO CLVAVTATAI PIA OTTAVIA TTAPEASOCIAKN TTOALPWVIQ,
Eva EQIPETIKA PENIOUATIKO TPAyYoLS!, Wia povadikn €veAifia Tov Adpuyya AAAG Kal pia
EKPPACN TTOL 0pPIlel N TTAPASooN PAG, EPELVEC ALTOL TOL €i60LS Ba Ppavépwvayv xPNOoIua
TTopiopaTa OxI JOVO YIA TO PABNUA TNG MOLOIKNAG AAAG KAl YIA TO €LPUVTEPO KOIVWVIKO
TTAQICIO YECQ OTO OTTOIO AVATITVUOCOUAOTE.4

2 AnAabn eav n akpaia voTa evog TpayoudioTh) eival n NTO 5 kail n tessitura Tou kopaivetral otny Pe 4 4 Ml
OEeon 4 TOTE O TPAYOLSIOTAG ALTOG TTPETTEI VA TOPAYOLONTEl PETTEPTOPIO LWNAOL BapLTOVOUL Kal OXI TEVOPOL.
Ev avTiBéoel, pwvES OIS Tou IoTTavoLl Placido Domingo o1tou n akpaia wnArn voTa dev utepPaivel To NTO R
NTO# 5 aAAd n tessitura oploBeteital oTo DA 4 | DA# 4 TPAYOLEOLY WG AVPIKOI TEVOPOI.

3 TuvNOwes 1o “Happy birthday” kai 1o “Twinkle Twinkle" 1} 611010 AAO KOPUATI TNG ETTIAOYNAG TV TTAISIOV LE TN
KaBobr)ynon ToL KabnynTr UOLOIKAG.

4 N1a TNV XPNOoIWOTNTA TNG TTAPASOCIAKAC PMOLOIKAC OTNY SNUOOCIa eKTTAISELON AAAG KAl yId TO POAO TNG
ekTTaibevong oTtn diadoon kal sidcwon NG Tapddoong, PAETe evdekTikd: Kodaly 1‘Z /12920, 2700000..2004,
Kawwpévog 2001, Mavposedng 1987/1995, Fletcher 1991, BaoiAeiadng 2000. 2, He,MEC
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[poeTolyaacia Kal SISAKTIKA TOL OUASIKOL TEAYOLSIOL

ZEKIVQVTAG PE Aiyn avaTouia...

Ta TpwWTa PAPATA OTNV €KUABNON TNG PWVNG WG UOLOIKO OPYAVOY €ival KAipIag
onuUaciag. lowg oe kaveva AANO OPYaAvVOo pIa KAK apxn ev éxel TOOO CORAPEC CLVETTEIEC
000 oTn PwvA. Kal auTtd yiaTi OTTwe avagepdnke oTnNV Adpxn €AV KOTIEl N Xopdn evog
BIOAIOL pTTOPOLPE VA TNV AAANGEoLPE, TO i610 OUWG dev cuuPaivel pe TN Pvn. Na va
KATAVONOOLWE OPWGS TNV OWOTA TTPOETOINACIA KAl SISAKTIK TOL OPASIKOL TPAYoLSIOL
péoa oTnNV TAEN Ba TPETTEl TTPWTA VA UTTESWOCOLUE TNV CWOTA AEITOLPYIA TNG PWVNG
TTOOKEIUEVOL VA TTAPAXOE NXOG XWPEIGC Va TTPOKAAEITAI N Snuiovpyia SIaPOPWY PWVNTIKWV
mabnoewyv. Mpotob va avagepBoLY Ol TTAPAKATW TTANPOPOPIES YIA TN A&IToLPyia Kal
KATAOKELN TNG PWVNG Ba TIPETTEl VA LTTOUVACOLUE TIWG OI AKOAOLOEC TTANPOPOPIES
ATTOTEAOLY POVO JIa COVTOMN KAl avayKaia ava@opd oTny avaTtodia Kal gpuaoioloyia TNg
PWVNAG TIPOKEIPEVOL VA Yivel AQVTIANTITA N TpoeTolyacia kal SISAKTIK TOL OPASIKOL
TpayoLdioL. Evélapepouevol TTOL BEAOLY va ETTEKTABOLY IO TOAL OTO {ATNUA TNG
PWVNTIKAG AVATOMIAG-pULOIOAOYIAG Ba PrmopoLoaAV va ammeLbBLVOOLV EVEEIKTIKAO OTNV
TTAPAKATW OToLG Leon Thurman-Graham Welch (2000), Xpnotog Kuplakiéng (2005),
Johan Sundberg (1987), Biktwp PovE (eAAnvikn petappacn 1999), Tewpyiog E.
PavtommovAog (2000), Richard Miller (1996), Sammuel H. Nelson & Elizabeth Blades-Zeller
(2002), Jo Thompson (2004).

ZEKIVAVTAG TNV AvAToIKn e€epedvNoN TNG PWVNG, UTTOPOVLUE VA SIAKPIVOLUE TEEIC
BACIKOLG PNXAVIOUOLG: aALTOV TNG AVATVONRG, TNG 8&6vnong Kkal TnG &vioxvong-
apBpwong. Eival onuaviikd va kKataldPoope OTI ETO1I OTTWG &ev LTTAPXE {WN XWEIC
0ELYOVO £TO1 SV LTTAPXEI KAI PWVNTIKOG NXOC XWPIG avaca. Ag S5oVLUE AOITTOV T YiveTe OTAV
TO AVATIVELOTIKO PAG CLOTNUA Eival O€ AEITOLEYIA: KAT' APXAV O AEPAC EICEPXETAI ATTO TNV
PIVIKA) N TNV OTOPATIKA KOIAOTNTA, TOV AQPLYYA ETTEITA TNV TPAXEIA KAl TEAKAO PTAVEl OTA
TIVELHOVIA pag. O TTaPAYOUEVOC NXOC ocLPPRaIVEN -KATA CLVTEITITIKY TIAeloWN@ia- O6Tav O
QEPAC €EEPXETAl KAl ALTO EMTLYXAVETAl KLPIWSG pe TNV PonBea SlaPopwV  PLOV.
Avau@ipoAa, 6a Aéyape OTI O CNUAVTIKOTEQOC PMLG OTNV AEITOLPYIA TNG AVATIVONG &ival TO
Siappayua. Eivalr évag amd Toug peEYAADLTEQPOLG PUVEC TOL OPYAVIOUOL PAC O OTI0IOG
poladel cav pia akavovioTn PTTAAQ TTOL PTToPEl Kal aAAAdel EDKOAQ TO OXAUA TNG. BpiokeTal
AVAPECT OTOLG TTVELPOVEG KAl UTTPOCTA OTO OTEQVO, ‘avoiyel’ KaBwg Padilovpe oTa KATW
TTAELEA, KAl PTAVEI WS TNV THIOW TTAELPA TOL CWHPATOG OTO KATW HPEPOG TNG OTTOVELAIKNG
OoTAANG. ‘'OTaV €I0TIVEOLUE TO SIAPEAYUA CLUTTIECETAIl KAl TTAQTAIVEl cav PIa ‘EepoLOKWTN
UTTAAQ’, SNUIOLPYWVTAG £TOI XWEO YIA TOV ElIoEPXOMEVO aépa (ameikovion TAB ). Kata
OLVETTEID PIa OWOTH eoTvon SiacpaAiletal yovo eav 1o Slappayua kivnBe mpog T1a
KATWS. H kivnon Tou SIa@oAyuaTog eival opaTrh aeke va XAAJPWOOLUE TNV KOIAIOKA JAG
XWEA KAl Va EI0TTVELOOLPE PABIA KAl OTABEPA.

O pnxaviopog TN dovnong cival TOTTOBETNUEVOS AvAPESO OTNV TPAXEIa Kal TNV

OTOMATIKA KOIAOTNTA. “Exel KOAIVEQIKO OXAWA KAl €ival eVWUEVOG PE TNV TPAxEd. ALTO
AKPIPWC €ival TO PWVNTIKO PAG ‘HAYIKO KOLTI' 1} AANIWC —OTNV ETMIOTNHOVIKA TOL OVOUACIa-

’

5 ES® iowg Ba mEETTEl va SIELKPIVICOLUE TTWGS TO SIAPEAYUA attd POVO ToL bev urropzjég KIvNOEl.. ZuVNOWG. Ol
' : A i po ' ' ' ' . 729k

KATE KAl AV KOINIAKOI MVEG TO KIVOOY O€ GLVSLAGHO HE TO AVOIYHA TOL BPAKA 2, He,MEC
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Adpoyyag (areikovion 2). Mpokerral yia évav KLOAIVEPIKO XOVEP0 KEEATOG OTTOL PECA TOUL
PINOEEVEI TIC PVNTIKEG PAG X0P6EG. O xOVEP0G auTog bev cival eviaiog aAAa poipdadleTal oe
SVO KLPIA PEPN: TO KATW KAl TO TTAV®W PEPOG, TTPAYUA TO OTToio PonBdel TNV YEVIKA Kivnon
TV TOAQVTWOEWV TWV POVNTIKOV PaAg xopdwv. ‘Ocov apopd TO KATW HEQLOS TOUL
AAPLYYA Ol SIAPOPEC PEAETEG E AKTIVEG X SEiXVOLV TTWG TTPOKEITAI YIA VA XOVTPO SAKTOAIO
EVIOXLMEVO OTO TTHIOW PEPOG OTTOL PEPEI TNV ETTICTNWOVIKA OVOUACIa KPIKOEISNG (ATTEIKOVION
3).

To TTAvw PEPOG TOL AQPLYYA &ival KAALTEQA VA TO PAVTIACTOLWE CAV EVA AVOIXTO
BIBAIO TOTTOBETNUEVO TTAVG OTOV KPIKOEISA KAl PE TO SEC1UO TOL RIPAIOL va KoITalel epuTTPOC,
MIOC KAl TO TOowW TOL MPEPOC eival avoixtd. MpOoKeTal yia Tov Aeyopevo Bupeocidn
(amreikdvion 4), yéca OTov OTToI0 PPICKOVTAI OF PWVNTIKEG PAG XOPSEC Kal WAAICTA gival
EVWUEVOG UE TOV KPIKOEISA WE TETOIOV SIAAACKTIKO TPOTTO OTe Ta SLO PEPN TOL AdPLYYA
TTAV® KAl KATW av &ival oe BE0N va AVOIYOKAEIVOLY PE PEYAAN ELKAPWIA SNUIOLPYWVTAG
€701 TNV KATOAANAN S1AGCTOAN. AV Kal GKOVYETAI EVTEADG AVOPBOS0E0 va EXOLE AVOIXTO TO
MO PEPOG EVOC THNUATOG TNG TPAXEIAG, WOTOCO TITTOTA &€V €ival TUXAIO PIAG KAl TO KEVO
ALTO CLUTTANPGVETAI ATTO Evav AAAOV PLIKO XOVEPO, TOV APITEVOEIST), O OTTOIOC PPioKETAl
AKPIBWG OTNV pEon TOL BLPEEOEISH KAl ATTOTEAEl TNV ApPXN Kal TNV PAon oTAPIENG TWV
PWVNTIKWV PAC Xo0pdwyv, Ol OTToieG PoIalouy e SLO CAPKIKEC PePPPAVES (aTtTeikovion 5).
ADO TTOAD €LAICONTA KAl AETITETHAETITA OPYAVIKA PEON TTOL ATTOTEAOLV éva amd 1A
{WTIKOTEPA OPYAVA TOL CWPATOG PAG OXI MOVO YIaTi emnpealouy Kal emnpealovTal amo
TNV KAAN AEITOLEYIA TOL OPYAVICUOL PAG AAAG YIATI €ival ICWC TO TTIO XPNOIUO £QYAAEIO
oTNV AvOPWTIIVN ETTIKOIVVIQ.

ETol, AoImtov, OTav Ol PWVNTIKEG JAG XOPSEC TEiVOLY va evwBoLV TOTE TTAPAYETAI
NXOG €&V OTAV ATTOPAKPULVOVTAlI —CLVNBWG- APNVOLV TOV AEPA va eloéPBel OTOLG
TIVEOUOVEG SNUIOLPYWVTAG TTAVTA £va KEVO TTOL OovopAdleTal YAWTTIOA.6 KaTa cuLvemea N
VELPOWLIKA Kivnon TV xopdwv kabopilel kal TNV SIACTOAN TOLG N OTToIA & CLVESLACUO UE
TOV QéPa TTOL €EEPXETAI ATTO TOLC TIVELUOVES TTAPAyoLY Nxo. ‘Ooov apopd TNV eveAiia
TV X0PSWV €ival ApkeTO va AvVAPEP® TTWS TPpAyoLdwvTag évav eBoyyo NTO  1ng
TETAPTNG OKTAPAG OTO TAVO Ol TAAAVTWOEIG EXOouLv Nén @Tace TIC 260 QOPES TO
SELTEPLOAETTTO, AV &€ aveRovpE TNV iSIA KAiUaka oTo AA -UOAIC Pia EKTN €TTAV@- UTTOPEI va
pTacouy kal TIG 400. ‘Omwg mpoavagepOnke, N SIACTOAN TV X0pdwV KaBopilel kal TO
VYOGS TOL TTAPAYOPEVOL PBOYYoL. KaTtd cuverteiav, OCO TTIO WNAN gival N voTta, TOCO TTIO
HEYAAN Kal n SIACTOAN, &V ATTevavTiag OcOo TTo XAunAn N voTa TOCO TTO HIKPN N
S1a0TOAN. O OYKOGC TNG PWVNG EYKEITAI OTNV TTANBWEA TWV APUOVIKOV pOOYYWY TTOL
TTapAyovTal KaTd TNV SIGPKEIQ PIAG TTAPAYOPEVNG VOTAG KAl ALTO WE TNV Oepd TOL
kaBopiletal ammd To TTAXOG-TTAATOG TV PWVNTIKWY HEUPEAVAV TO OTT0i0 opileTal atd Ta
yovibla pag. H ékTaon tng @wvNng kabopiletal KLPIWG ammo TIC OPUOVEG TOL KABE
OPYAVIOPOL KABWG KAl ATTd TNV KATACKELH) TOL PWVNTIKOL PAG OPYAVOUL.

O TEAELTAIOC PNXAVIOUOG TOL PWVNTIKOL PAG OPYAVOL Eival ALTOG TTOL UTTOPEI KAl
KAVEl TNV PWVNA JAC POVASIKA O€ XPOId, £VTAon KAl XoWuad. ©a UtmopoLoaue KAANIOTA va
IOXLPICTOVME TG OAOI AG £XOLE TO i8I0 AVATIVELOTIKO CLOTNUA KAl TOV i8I0 UNXAVIOUO
56vnoNng aAAd kaveig pag Sev exel TNV i6la avaloyia 6cov apopd TIC KOIAOTNTEG, TNV

6 1€ TTEPITITON OTTOL N YAWTTIOA TEIVEl VA KALITEI AOYW OPYAVIKNG avauaiiag f mdeno KOGIOTO Omeovn mnv
OTTOIa TTAPAYWYH TOL PWVNTIKOV PAG AXOUL, ETTOUEVAG BEWEOLUIACTE APWVOI ( uooyyﬁ
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MAOKA TOL TTPOCWTIOL KAl TO OXNUA TOL PAPLYYA, UIAG KAl OAQ ALTA e€QPTWVTAl AUECA
amo TN yovisiakn Kataokevn Pag. O PACIKEG KOIANOTNTES evioxuong — APBPWONGS TOL NéN
TTAPAYOUEVOL AAPLYYIKOL NXOUL gival SVO7: N CTOPATIKNA KAl N PIVIKA KOIAOTNTA (ATTEIKOVION
6). H otopaTikn) KOINOTNTA TTEPIEXEI TA SOVTIA, TNV YADOOQA, TA YAYOLAQ, TO TAyOVI, Ta XeAla
Kal Tov ovpavioko. O ovpaviokog emong xwpiletal oe SVO PéPn: Tov OKANPO  TTOL
BpiokeTAl OTO PTTPOOCTIVO WEPOG TNG KOIAOTNTAG KAl TOV PAACKO TTOL PBPICKETAI OTO TTOW
pEPog. O TeAELTAIOG gival éva aTo Ta O CNUAVTIKA Opyava AbTob TOL PNXAVICUOUL UIAG
KAl AOY® TNG EAACTIKNG TOL KATAOCKELNG UTTOPEI KAl KATELOLVEI TOV ECEPXOUEVO ATTO TOV
AQpLYYQ AEPA OTNV PIVIKA, CTOPATIKNA ) KAl OTIG 60O KOIAOTNTEG.

ETol OTAV £X0LPE LYPWON TOL PAAAKOL OLPAVIOKOL TOTE O AEPAG KATELOLVETAI OTO
OTOPA eV OTAV XAUNAQVEl O AEPAGC SIOXETELETAl OTNV PIVIKY) KOIAOTNTA, ATTEVAVTIAg OTav
TTAipVEl YIa PJeTaia BEon TOTE £XOLPE KAl TO oLVNOEG £MBLUNTO ATTOTEAECUA, SNAAdA TNV
€I000NN TOL AEPAa KAl OTIS SVO KOINOTNTEG (aTTeikOvion 7, 8, 9). H pivikr KOIAOTNTA PRiCKETAl
oW Ao TNV POTN PAC KAl €ival EVRUEVN PE €va AANO PACIKOTATO PELOG TNG PWVNG, TOV
papvyya. Tov @apuyya Ba pPmopoLOAUE va Tov SIaKPIVOLUE OE TPIa PEPN: TOV KATW
PApLYYA TTOL PPICKETAI TTIOW ATTO TOV AJPLYYA KAl XPNOIWELEl KLPIWG YIA TNV €I0POoN
TOOPNG, TOV PECTIO PAPLYYA TTOL PPICKETAI TTICW ATTO TNV CTOUATIKY) KOIAOTNTA KAl TOV
Avw @apuyya ToL PPICKETAlI TOW ATTO TNV PIVIK KOINOTNTA Kal evoveral padi TNG
(atreikovion 6).

[OOTEIVOUEVEC PWVNTIKEC AOKNTEIG

Ol PWVNTIKEG TITOXEG, OTTWG KAl KABe AAAOG PLG TOL AVOPTIIVOL OPYAVICUOU,
xpelalovtal TTPOoBEPUAvVOoN yIa VA PITOPOLY VA ATTOSWOOLY CWOTA AAAG KAl va
ammogeLXOel N oTToIAdATTOTE TTABNON 1 AvWUOAia. Apxikd ©a TpeEmel va pabovue oTa
TalbIA TToIa €ival N OWOoTH BE0N TOL CWUATOG OTAV TTPOKEITAI VA TpAayoLdnoouLe. MNa va
TO KOVOULUE ALTO Ba TTPETTEI TTPWTA EUEIC va Seiovpe T eival A\OBOC pwWTWVTAS T TTAISIA VA
puag S1I0PBWVOLY UIAG KAl N CWOTH OTACN TEAYOLSIOL &ev SIAPEQEN ATTO TNV KAVOVIKA
OTACN TOL CWPATOG. To YOVO TTOL Ba TTPETTEI VA TOVICOLUE OTNY TTAPOLOA PACN eival OTI
Ta TTOSIA Ba TTPETTEl VA £XOLYV ION ATTOKAION JE TOLG WPOLG, APHVOVTAG vVa evvonBei OTI TO
OWUATOTLTTO TOL KABEVA ATTO UAC 0PIl KAl TNV CLYKEKPIUEVN ATTOCTACN.

Ye ALTAV TNV TTEPITITOON ICWCS va BewpeiTal OTI TTPATTOLUE TO ALTOVONTO. H XPovia
TTOAKTIKA OPWG ATTOSEIKVLEN OTI AV KAl TTPOTOL VA TPAYOLSNCOLUE PPEICKOUACTE OTNV
owoTh B6éon, Ta AABN EekivoLV aAmd TNV OTIYUA TIOL AVOIYOLUE TO OTOUA Yid va
EKOTOMICOLE TIC TTPWTEC CLAANAREG. 'ETol Ba TTpeTel va SlopBcovoupe KABe pabnTr TTOL EXEl
ONKWMEVO TO KEPAAI TOL, TTOL TPEAYOLSAEI OKLPTOG, TTOL YEPVEl TO CWHA TOL SeCIa N
APIOTEPA KAl AANEC TETOIEG AAVOAVOLOEG CLUTIEPIPOPEGSE. 'ETTeITa, Ba TTPETEl va PAaBoue

7 Y€ eUPPIBECTEPO ETTITTESO AVAALONG BA PUTTOPOVLCAE VA AVAPEPQOLE KAI TNV EVIOXLON TTOL CLVTEAEITAI TTAVGK
amd Tov AJPLYYA KAl TTPIV ATTO TNV OTOUATIKA ) PIVIKA KOIAOTNTA.

8 H Alexander Technique TTapapével yia amo TIG O SNUOMIAAG KAl £V EVEQYEIQ TEXVIKI TTOL OXETICETAI PE TN
OWOTA XPNOoN KAl oTACH TOL CWPATOC. Eival yeyovog g n xpovia AavBdavouoa oTdon ToL CWUATOS OTIG
KABNUEQIVEG UAG AOXONEG SnuIoLEYE WO CEPA KIVATIKGOV, HPLUIKOV KAl WOXOAOYIKWY TTPORANUATOY e
ATTOTEAECUA TNV EUPAVION UOVILGWY CWUATIKWY KAl PLXOAOYIK@V TTabnoewy. O F. M. Alexander ATav évag
ALOTPAAOC TPAYOLSIOTAG-NBOTTOIOG OTTOL OTIC APXEC TOL 1890 LTTECTN éva coPaAPd PWVNTIKO TTOORANUA HE
amoTéAeoua va odnynBei oTo cvputépacpa o1 Sev Ba ATav TTOTE IKAVOGS TTIa va EavaTpayoLSAoel PTTPooTA O€
KoIvO. Ol PAPUAKELTIKEG AYWYEG TTOL AKOAOLONTE TOL TTPOCPELAY POVO TTPOTWPIV AV AKQLPIOR,.YIAL.ALTO
Kal §0TPEYE TO EVEIAPEOOV TOL OTNV PABLTEPN EEEPEBVNON TWV TTOAYHATIKCV OITld)é%HéjMTEeU'
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TG VA SIACPAANCOLUE PIa KAA avarvor n otoia pe TN oelipd TNG opilel kal TNV OAN
TPAYOLSIOTIKA PAG CLUTTERIPOPA. OIS dev LTTAPXE N XWEIC OELYOVO, ETOI Sev LTTAPXE
TpayoLsl xwpic avarvor). MpwTtov, 6a mpéme va dnthoovpe Atrd TOLG PABNTEG va
TTAPOLVE PIA PEYAAN avarvon. ALTO ATTo POVO TOL BA PAG 05NYNTEl OTO CLUTTEQACHA OTI
Ol TIEPICTOTEPOI AVETTVELOAV ONKWVOVTAG TOLG WHOLG PE ATTOTEAECUA VA YEUIOE aépa
HOVO 0 BWPAKIKOS XWMPOG, APAVOVTAG £TCT AVEKUETAANELTO TOV OTOUAXIKO XWPEO.

Nna va 8lopBwoovue ALtV TNV KAKIA ovvnBela, Ba TIEETTE, TTAVTA OE UoP®N
TTaIXvISIoL, va pavtacToLue SLVO PUTTAAOVIA OTO CWPA Pag. To éva Ba PpiockeTalr oTov
BwEaKaA KAl TO AANO OTO OTOPAXI. AKOLUTIAVTAG EAAPPE®OG TA SLO PAG xEpla oTa SLO ALTA
(UTTAAOVIOY (BPAKA KAl OTOPAYX!) Ba TTEETTEl VO (POLOKWOOLE TO £va, ETTEITA TO AAAO KAl
PLOIKA Kal Ta SVO CLYXPOVWG. ETCI Ba PTTOPECOLUE VA KATAVONOOLWE TTWG TTEPAV TOL
BWEAKOG LTTAPXEI KAl AAANOG «XWEOG) TTOL PTTOPOULWE VA EKUETAAAELTOVPE KATA TNV
SIAPKEIQ TNG EICTIVONG. L& QLTAY TNV TTEPITITON Ol WHPOI PUAG TTPETTEI VA KIVOLVTAI Aiyo TTPOG
TO TAV®, TOW KAl KATW, KAVOVTAG £TOI €va NUIKOKAIO. 'Evag AANOG TPOTTIOG Yia va
TIETOXOLHE TNV OWOTN EUTTESON ALTAG TNG ACKNONG €ival va EATTACOLPE OTO TTATWUA
KQI TOTTOBETWVTAG £vA EAAPPL TETPASIO OTO CTOUAXI TOL KABEVOG VA TTOOCTIABNCOLE Va
TO AVAONKWOOLUE BETOVTAG TTAANI OE AEITOLPYIA TOLG KOINIAKOVLG PUEG OTNV TTEQIOXN TOL
OTOMAXIOV.

Emiong, pmmopoLpe va PaAovpe 1a Taibid avda dudadeg kal ayyiloviag o &vag Ta
ONUEIa «UTTAAOVIA) TOL AAAOL VA TTPOCTIABNCOLE VA TA KPOLOKWOOLUEY. LE TTEPITITAON
OTToL Ta TTaAISIA &ev SeiXVOLY VA KATAVOOLV TA CNUEId TOL CWPATOC OTA OTToIa
AVAPEQPOPAOTE, UTTOPOLUE Vva TOTTOBeTACOLUE Ta SAXTUAQ HAG OTO OTEPVO KAl
KaTeRQivovTag TPOC TA KATW VA PTACOLUE OTNV KOINIGKN XwEa (ekei SnAadr) tTou
VIQBOLUE VA PELYOLE ATTO TO OKANEO KOKAAO TOL CTEPVOL KAl VA KATERQIVOLUE TTPOG TNV
UOAQKNAY KOINIOKA XWEA). av doknon 64 TIEETTEl VA JETPNOOLUE ATTO TO £€va £WG TO
TEOOEQPA EICTIVEOVTAG KAl ATTO TO TECOEPA £WC TO £va eKTTVEOVTAG. ETOI TTETLXCIVOLUE Eva
€iI60G «EAEYXOLY OTNV AVATIVON UAG, O OTToIOG €ival {WTIKNG ONUACIAG KATA TNV CLVTEAECN
TOL TPAYOLSIOL. Y& ALTO TO ONUEIO Ba TIPETTEl VA LTTOYPAUMICOLHE TO YEYOVOG OTI TA
TIVELUOVIA TWV TTAISIOV (€ NAIKIEC PEXPI KAl 8-9 €TAV) AEITOLPYOLYV ELKOAOTEQA OE LWNAEC
METEIG. ALTO onuaivel OTI TOLG €ival TTIO AVWSLVO VA TTAPAYOLY LWIPWVOLS NXOLS N
akOpa Kal Tolpiypyata eva Ppiokovv 181aitepa SOOKOAO va TTAPAYOLY XAPNAOLC MXOLG
(kupiwg oe &viaon aAAd kal TovIKOTNTA). H kavotnta && va TpayovdoLy pianissimo N
piano N crescendo euPaAvVileTal OTIC PETETTEITA NAIKIES.

[PATITEG UAPTLPIES TOL IBIOL PAVEPWVOLV TIC LTTOWIES TOL OTI XEIPIZOTAV PE KAGBOC TPOTTON TOV PWVNTIKO TOL
pnxaviopo. ‘ETol amopAacioce va TTApATNEE 0O IO TTOAD PTTOPOVCE TOV £€QLTO TOL OTOV KABPEPTN TNV WPEA
TTOL JIAOLOE ) TEPAYOLSOLCE. TOTE AVAKAALWE TTWS ALTO TTOL ETTEATTE KAl VOUIZE OTI NTAV CWOTO SIEPEPE KATA
TTOAD ammd AuTd TTOL OTNV KLPIOAEEIA ékave. YuveadnNToTToINCE OTI ALTO TTOL BEWPOLOE KAVETO, PLOIKO KAl
OWOTO) £WG TOTE, OTNV OLOIA EUTTOSI(E TO CWUA WOTE VA AEITOLPYNOTE ICOPPEOTINUEVA KAl UE TIC OWOTEG
avaAoyieg. ‘ETol avTIAAPOnkKe OTI TO KEPAAI TOL EYEQVE TTOOG TA KATW WE TTieon OTav Tpayovdovoe. OTav ETeve
VA ONKOoEl Aiyo TO KEPAA EVIOE TOLS PLEC TOL AJPLYYA KAl TOL AVW BOPEPAKOS VA EAELBEPWVOVTAIl EVE
TTOMA AAND PEPN TOL COPATOC TOL EviBaAv éviovn xaAdpwon (1810iTepa KATA TO UAKOG TNG OTTOVOLAIKNG
OTAANG). MEAETOVTAG Olyd Olyd TNV OTACN TOL CWUATOS TOL HE YVOUOVA TNV «PLOIKN BEcny TTOL OAOI
YVPICoLUE, KATAPEPE VA EMIOTREWE OTO BEATOO KAl VA CLVEXIOE TNV KAPIEPA TOL. MOVO TTOL ALTAV TN POPA
Ol aVTISPACEIG TV CLVASEAPWY TOL ATAV TOTO EVTOVEG TTOL TOV TTAPOTOLVAV VA YPAWE! £Va EYXEIPISIO UE TIG
AvVAKaAALWEIG TOL. MeTA Kal aTrO TIG EVTOVEG CLMPROLAEC TOL Ap J. W. Stewart McKay, PetéBn oto Aovsivo OTTou

dpxioe va §16aoKel aLTO TTOL CHUEPa Exel KaBlEPwBei wg Alexander technique. G s s o
&' He]MEC
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AQPNVOVTAG TTHIOW PAG TIS AOKNCEIG TNG AVATIVONG 08EVOVLUE TTPOG TNV TTAPAYWYN
TOL NXOL UIAG KAl O EICEPXOPEVOC AEPAG E TOV OTTOIO SOLAEYAPE £0GC TOPA BA PETATOATTE
o€ e€EPXOMEVOG QEPAC S5OVOLUEVOG WE TETOIOV TOOTTIO WOTE VA UTTOPEI va apBpvel AEEEIC
KAl ToAYyoLSd peAWSieC. H TTpTn AokNon TTOL AKOAOLOEI €ival TO KUOLPUOLPICUA). ALTO
UTTOPEl KAl ETITOYXAVETAl PE TPEIC SIAPOPETIKOLS TEOTTOLS TOLG OTTOIOLG TIPETTEl VA
Bicdoovpe. O TTPWTOG TPOTTOG OXETICETAI PE TO COUPWVO «My KAl €ival PIa TIOOEKTACN TNG
OLANAPNAC PAUUM.... . ME QLTOV TOV TPOTTIO PUTTOPOLE KAl (PEQVOLHE TOV NXO OTO PTTPOCTA
HEPOGC TOL OTOUATOG PAG KAl EVW £XOLME KAEIOHEVA TA XEIAN. O SeLTELOG TPOTTOG OXETICETAI
HE TNV TTPOEKTACN TNG CLAACPNAG AVVV.... KAl JAG TOTTOBETEI OTO PECO TNG OTOUATIKNG UAG
KOINOTNTAG (UE QVOIXTA TA XEIAN), eV O TPITOC TPOTTOG OXETICETAI PE TNV TTPOEKTACNH TOL
CLUPWVOL «N» OTNV PECN TNG CLAAAPRNAC AV......YK KAI JAG TOTTOBETE OTNV PIVIK KOIAOTNTA
(eTmiong Ye avoixTa Ta XeiAn).

‘Evag KaAOG TPOTTOC YIa va TTAi§ovpe pe Ta TTAISIA KAl VA ClyOLPEELTOLPE OTI N ACKNON
yiveral cwoTd eival va BAAOLUE TO €va PAg SAXTLAO ATTO TNV TTAAYIC PEPIA TOL OTOPATOG.
Ye AQLTA TNV TIEQITITCON TTEETTEI VA OlYOLPELTOVUE OTI KAVEIC §ev SAYKWOTE TO SAXTLAO TOL!
Eav 10 6Aykwoe onuaivel OTI TO POLPUOLEICHA HE TO YRAUMA «u» TTOL BEAOLUE va
TTapAyoLe &ev gival 0WOTO. Me TNV i81Ia AoyiKA, N Aoknon-TTaixvidl cuvexiletal ye Lo
SAXTUAQ OTO TAQYIO HEQPOG TOL OTOUATOG HOLPHOoLEI(OVIAC ALTAV TN QOPA TNV
TTPOEKTACN TNG CLAAAPRNAG AVVYV... . TO AVOIYHd TOL OTOPATOG TTOL ETNITLYXAVETAI PE TA SVO
SAXTLUAA PoNOG OTNV CWOTA EKTEAEON TNG ACKNONG. TEAOG, TOTTOOETVTAG Tpia SAXTLAC
UTTOOOTA Ao TO OTOUA (WE OKOTIO va KATERACOLPE TO CAYOVI PAG OCO TIO TTOAL
UTTOPOUVWE) TTETLUXAIVOLUE TOV TPITO TPOTTO POLPPOLPICUATOG TNG CLAAAPRNAC AVV....yK. Mia
onuavTikn dlapopd ota SV TeAeLTAIa «v» gival OTI TO TIPWTO POLPUOLEICETAl PE TNV
YAWOOQA KATW &V TO SEVTEPO PE TNV AKEN TNG YAWOOTAG KOAANUEVN OTOV OLEAVIOKO.
Kata autiv 1n pébodo ta maibia Picdvouy yia Tp®TN Gopd TNV avTipwvnon n tnv
PWVNTIKA dpBbpwon. Eival onuavtikd va KATAVONOOULUE TTIWC EVG O PNXAVIOUOS TNG
avarvong kal Tng 6évnong eival TTapopolog e OAOLG TOLG AVOPWTIOLS, O UNXAVICUOC
NG APBPWONC eival AvTog TTOL, KATA PAcN, AAAlel Ta AKOLOTIKA &edopéva TOL KABE
AVOPWTTOL PIAC KAl Ol KOIAOTNTEG TNG PACKAG (OTOUATIKA KAl PIVIKA KOIAOTNTA) SlapEPOLY
ammo AvOPWTIO O AVOPWTIO.

Ye aQLTO TO ONUEIO Ol PABNTEC PTTOPOLY va EEKIVACOLY va TTAPAYOLV NXOLG
TTPOPEOOVTAG TTAVTA PWVNEVTA (a, €, 1, O, OVL) KAl OXI OANOKANPWUEVES Aé€eic. H OtToia
XPNON OAOKANPWUEVYV AEEEWV eVEEXETAI VA ETTIOTPEWOLY OAEC TIC KKAKESH OLVNOEIEC TNC
UNTPIKAC YAWOOAG? KATAOTPEPOVTAG OTI «XTICAUE)Y OTIC TIPONYOULUEVEG QAOKNOEIG.
ZEKIVAVTAG JE OTTOI0 QwVNeEV BEAoLUE (KaATG TPOTIUNON aQ, €, 1) TPOOoTIaBoLUE VA
(AKOAOLONCOLWEN PE TN PWVH PAC TO ACAVOEQ HIAG TTOALKATOIKIAG TTOL KATEPRAQIVE
ypnyopa. ETol pye éva amoToUo VeV Ta TTAISIA EEKIVOLYV ATTO £€va LYWNAO TOVIKO LWOG
TNG QPECKEIAC TOLG KAl KATAAAYOLY O€ Eva XauNAO. Mpoocoxn: Sev TTPETTEl va KaBopioouue
EUEIC TO TOVIKO LWOG AAAG Ta TTaISIA attd pova Toug! AuTO emavaAauPaveral ye OAa 1a
PWVNEVTA HIAG KAl TO KABeva amo AuTd atraimel SIAPOPETIKN ekpopd. QOTOCO N
OLYKEKPIUEVN AoKNON TTApoLoIAdel o £vTovo evlagépov OTav yivere avamoda. ‘Otav
SNAAdN TPOCTIABOLUE VA AVEROLUE YPNYOPA HE TO ACAVOEQ MIAG TTOALKATOIKIAG Kal

7 YTNV TIEQITITAON TNG EANVIKAG YAWOOAC CLVAVTOLUE CLXVA TNV EVpIvh rrpoqx?g.',n, QIIQIGL. ERXETO..OE

avTipacn He TNV OWOTH TOAYOLSICTIKY) EKPOPA TOL NXOL. He,MEC
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Eekivaue pE Eva QwvNey atmo XaAunAd TPOG WNAA KAVOVTAG OTaon Ot1ou Bélovpe! O
5A0KANOG UTTOQE, €TTioNg, va S1evbuvel TNV Adoknon avepokaTtePAlovtag Ta xepia Tov. ETol
Ta TTAISIA pEoa Ao TO TTaAIXVidI Bicovouy TNV SIaPopd OTNY TOVIKOTNTA XPNOIUOTIOIVTAG
OAa OCa £XxoLV TTPOEITTWOE. TeAeIdVOVTAC TNV TTAPOLOA AoKNOoN (WE OAA TA PwVNEVTA)
KATAPEOPVOLPE, KATA £va PEYANO PABUO, VA £XOLUE ETOIMEG TIC PWVEC TV TTAISIQV YIA va
TPayoLdnoouLv.

Ye ALTO TO OnuEio PTToPOoLUE va {NTHCOoLWE ATTO Ta TTAISIA va TPAyoLdHooLV TA
PWVNEVTA Ot OTTOI0 TOVO B¢AouLv auTa kal SiELOLVOVTAC TA PE TA XEPIA PAG va
avepaoovpe 1 va KatePACOLUE TNV TOVIKOTNTA. Emiong, ekTOG TNG KABETN Kivnon Twv
XEQIV PAG KAl €pOCOV N AVTATIOKPION TV TTAISIOV €ival IKAVOTTOINTIKA, UTTOQOULUE va
TTPOCHECOLE KAl pIa opICOVTIA Kivnon N oTToia Ba LTTOSEIKVLEI TIG SLVAUIKES TOL Piano kal
Forte. 'ETol, 000 TTI0 TTOAL QvOoiyoLE Ta XéPIA PAG TOOO TTIo SLVATOG Ba TTPETTE VA YiVETE O
TPAYOLAIOTIKOG NXOG KAl TO AvTiBeTo. Emmera umopoLue va {NTACOLWE Eva ATTO TA TTAISIA
va £pBel va Sleubuvel amd PYOVOS ToL OAN TNV TAEN. Ev cuvexeia, xwpilovpe oTta SVO TNV
TAEN KAl pe Ta SLO pag xépla SleLBLVOLPE TIC SVO opddes. 'ETol uTTopE N Wia va avePaivel
eV N AAAN va kaTtePaivel Seixvovtag 1o Ye Ta SLO YA xepla. Kar eva To TTaixvidl cuvexiceTal
ATTWTEPOG OKOTTIOG WAG Eival VA ICOPPOTINCOLE TA XEPIA PAG £TCT WOTE VA AKOLOOULUE TO
iS50 TOVIKO LWOC amo OAa Ta Talbial Mg auTov Tov TPOTTO EMTLYXAVETAl N OTASIAKA
oouvedbnToToiNoN TWV TTAISIV OTNV OPOPWVIO-ETEQOPWVIA AANG Kal OTNV TOVIKOTNTA
paBaivovtag olya olyd va 1payouvdoLyV «OToV TOVOY.

‘Ocov apopd oTNV PELOUIKA aywyn TV TTAISIV Ba TTEETE va SNUIOLEPYNCOLUE
TTaIXvidia pe TTaAapdKIa, XTOTTAPATA OTO Bpavio 1 oTa yovaTtd, N XPNOIUOTIoOINON TWV
OTTOIWV KPOLOTWY S1IABETEl N TAEN CLVOSELOVTAC TTAVTA TO TPAYOLSI EKUAONONG aTtd CD )
ammo TNV v ToL §ackaAov. Emiong pmmopovue va BaAovpe Ta TTAISIA va xopoTndave
OTOV PLOUO PE Ta SLO TOLG N KAl PE TO €va TTOSI N AKOPA KAl VA SNUIOLPYACOLY Evav
KOKAO OTTOL Ba UTTOPOULV VA TTEPTTATAVE OTO PLOPO ETOI WOTE VA ETTITLYXAVETAI TIANPWC
OMASIKA TTPOETOINACIA KAl oLVEISNTOTTOINCN TOL EPLOWOL. EdV TTapaTnEnooLUE TTAISIA TTOL
aduLvaToLV VA CLVTOVIOTOLV HPE TO IOXLPEO METPO TOL KOUMATIOL TOTE TIPETTEl va Ta
SlopBwoovue Taioviag padi TOLG TO CWOTO PLOUO-TEUTTO. ITO TEAOC ALTWV TWV
ACKNCEWV KAl ApoL £xoLvpe eENyNoel OTA TTAISIA TO vONUA Kal TIG A(EEIC TOL TPAYOoLSIOL
oL Ba SiI6a&ouvue, akoLE To TPAyoLSI aTro To CD ) Ao TN PWvVA ToL SackaAov. EmeTa
X@WEICOLUE TO KOUPATI o€ SVO N TPIA PEEN KAl TO TPAyoLSAUE CaV EEXWPIOTEC PEAWSIiEC O€
SIAPOPETIKEG TOVIKOTNTEG. Me ALTOV TOV TPOTTO TA TTAISIA €EOIKEIVOVTAI OTO YEVIKOTEQO
akovopa kal TN peAwdia Tou Tpayovdiov. Otav Ba civar ce Beon OAn n TAgN va
TPAYOLSONOE TA PIKPEA ALTA KOUPATIA TTOL CLVOETOLY TO TPAYOULSI TOTE UTTOPOVLME VA TO
TPAYOLSNCOLPE ATTO TNV APXN HEXP! TO TEAOG. ISIaiTepn TTOOCOX CLVICTATAI OTNV ETTIAOYN
TNG TOVIKOTNTAG TOL KOUPATIOL N oTToia dev Ba TEETTel va EETTEpVa Ta PWVNTIKA OPIA PIAG
AVETNG TOAYOLSIOTIKAG CLUTTEQIPOPAG OTTWG TTPOAVAPELONKE.
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ATTEIKOVIOEIG
Ameikovion 1 A: AIapOayUATIKR) AvaTvor): n Kivnon Tou diappdyuaTtog (Rubin, 1998:55).
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Ameikovion 2
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KONITANTINOL TYAXOYPIAHX

NANEMIZTHMIO AYTIKHE MAKEAONIAYL (IMTN), EAAAAA

O Kawvoravtivog Toaxoupiéng yevvnOnke Kai Ueyalwaoe oTn Bépoia. ATTO TNV UIKEN
nAIKia Taov 7 €TV Eekivnoe va ToAyoLSAeEl Kal ATTO TOTE £60G KAl ONUEQRQ, N PV
TTAPAUEVEI TO (OPYQAVON UE TO OTTOIO EKPEALEI TNV AYATTN KAI TOV OERACUO TOL T€ ALTO
TTOL LTTNPEETEL. EpyadleTal wg AékTopag (Tpayovdl-Opbogavia) oTo MNavemoTuIo
AuTIKNG Makedoviag (Maidaywyiko Tunua NNmaywywy) eva TTapdAAnAQ eivai
EmokérTng BonBog Epeuvntr) oTO TAISAYWYIKO IVOTITOUTO TOUL avemaoTnuiov TOL
Aovéivou vTTo Tnyv emmorTeia Tov Prof Graham Welch. To 1996 kepbilel TO TowTOo
maveAAnvio Bpafeio epunveiag TapadooiaknG YOLTIKNG OE SIAYWVICO TTOL
Slopyavwaoe To Yrovpyeio MNaiseiag kar ©@onNoKeLUATWV OTO Méyapo MoLTIKNG
ABnvav. ITn ouvéxeia uetaPaivel oto Aovbivo yia TIC akadnuaikég ToL OTTOLSEC OTN
UOULOTIKN KAl TO ToAyoLSI, KATOTTIV XOPNYNONG LITOTEOPIAG ATTO TNV lEpd MNTEOTTOAN
Bepoiag. O Kawv/vocg ivail TITuxIoOX0G WOLTIKWV OTTOLSWY TOL TTAVETTIOTNWIOL TOL
Aovébivou (Goldsmiths). To 2003 TeAgIcOVEl TIG UETATITUXIAKEG TOL OTTOLSES OTNV
E6vououvaikoAoyia kai Tnv idia xpovid TOL XOPNYEITAI LTTOTPOPIA ATTO TO ISpLUA
Michael Marks Charitable Trust yia Tnv ammotreparwon AiSaktopikng diarpiBng (2008)
ue Béua: «PVNTIKES TEXVIKES TOL [TOVTOL KaI TNG Hrreipov oTnv cVyxpovn EAAada: uia
QvVTAVAKAQOTIK UOLOIKN eBvoypadgian. H Siatpifn Tou eivail n TpwTn o€ TTAVEAAQSIKO
ETTITTESO TTOL ACXOAEITAI UE TNV TTAPAYWYI) TG PWVNG OTIC EAANVIKES TTAPASOTIAKEG
KOIVQVIEC TOL MOVTOL KAl TNG HTTEIpOL KAl UIa ATTO TIC AiYEC £PELVEC TTAYKOOUIGWS OTN
UOLOIKN TTOAKTIKN TTAPAS0TIAKWY PLOVWDV
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MEPINHWH O1 §00KOAEC CLVONKES TOL CLYXPOVOUL TTEPIRAAAOVTOC KAAOLY TOLG UN
KELEOTKOTTIKOVG TTOAITIOTIKOUG 0PYAVICUOUG VA ETTIRICOTOLY E UEYAAVTEDON OIKOVOUIKN
auTApkEIa ouvexiovTag TTAPAAANAQ TNV EKTTANOGCN TNG KAAAITEXVIKNG KAl KOIVGVIKNG
QATTOOTOANG TOLG. QG KAeISi TNV TTPOKANCN auTr) avasdekvoeral N AvamToén Koivoo, n
orToia ouwg, ue TNV e€aipecn NG MeyaAng Bpetaviag, mapauével o€ ueyaio Babuo
AyvaOoTn OTOV ELPWITTAIKO TTOAITIOTIKO XWPO0. KaBwa oI KOATIKEG XONUATOSOTNTEIG
arrobelkvOOVTAl AVETTAPKEIC vaA KAADWOULV TIC QVAYKES TOL TTOAITIOTIKOU TOUEQ, N AVAYKN
LIOBETNONG WEBOSWV avamTuéng KOIVOL ATTO TOLG TTOAITICTIKOVG OPYQAVIOOUS
TTOORAAAEI OAOEVA KAl ETTITAKTIKOTEON. XPNTIUOTTOIVTAG TO TTAPASEIYA TOL ETHTIOL
BeouoL TV CLVALAIY ToL TuNUATog Adikng kail Mapadooiakng Mouaikig Tou TE
Hrreipouv, TapovoialovTal T ArmoTEAECUATA TNG TTOWTNG PACNG ELELVNTIKOL
TTOOYPAUUATOG avaTtrtuéng Koivou yia TN Adikn Kal mapadoaiakr JOLOIKN Kal, BACE
QuTWV, KATATIBEVTAI TTOOTACEIC AvATITLENG KOIVOL YIA TNV KOIVOTNTA TNG AQPTAG, UE
oTOXO TNV avaébeién TNG onuaciag TnG avamTuéng Kai TNG ELELVAG KOIVOD Yia TN
A&ITovpyia TV CLYXPOVWV TTOAITIOTIKWOV OQYQAVICUWV.

AEZEIL KAEIAIA - Avamtoén koivoU, Adikr) Kal TAapadoaIakr) JOLUTIKN, £0ELVA KOIVOL, APTA,
Tunua Adikng kail Napadociakng Mouvaoikng, TEI Htteipou

1. H Avarroén Koivoo

ITn oLYXPovn E€TOXN Ol UN KEESOOKOTIKOI TTONITIOTIKOI OPYQVIOUOI £pXOoVTal
AVTIUETWTTION PE TTOAEG SLOKOAIEC, OTIC OTIOIEC £VTACCOVTAl O OAOEVA KAl UEYAADTEQOI
OIKOVOMIKOI  TTEQIOPICUOI  (UEION TWV KEATIKWV  ETTIXOPNYNOEWY KAl TV XOPNYIWYV,
YEVIKOTEQN OIKOVOWIKN LPECN, peEiwon ec0dwy Ao eoImnPEIa K.4.), 0 SeLTEPELWY POAOG
TOL TTOAITIOPOUL OTIC CVYXPOVEG SLTIKEG TEXVOKQATIKEG KoIvawvieg (McCarthy, et al.,, 2001), n
TTAEIGSa  AVTAYWVIOTIKGV TOL  TTOANTIOMOL  S0ACTNEIOTATAY  EAELOELPOL  XPOVOL KAl
OIKOVOUIKGV, LYWNAAG TTOIOTNTAG TTAPAYWYWV TWV TTONTIOTIKWV Plopnxaviwv (. CDs,
DVDs, mp3 kTA., Kotler and Scheff, 1997), kaBwg emmiong ol pIdIkéG YETAROAEC OTOV TPOTTO
NG TOL CLYXPOVOL AVOPWTTOL (TTEPIOPICHOG EAELOEPOL XPOVOL, LTTEPAPIOUES AVAYKES
KTA., Engel, Blackwell and Miniard, 1987). MNapd TIG amaitnTIKEG CLVONKES SPOUOAOYEITAI
SIEBVIC N OXETIK ALTOVOUNCN TWV ETTIXOPNYOVLUEVWY TTONITIOTIKV OQYAVIOU®Y ATTO TNV
KOQTIKI OIKOVOUIK LTTOOTNPIEN: TIAEOV  AvauéveTal Ao TOLG  OPYAVIOUOLS  va
SiaxeipidovTal ATTOTEAECHATIKA TOLG OIKOVOMIKOUG TTOPOLG TOLG Kal va eEacpaAilovv

gn- lenic Jouredd of Music, Education and Culture


mailto:maria.kouri@hotmail.com

HeJMEC Vol. 1 - ApBpo 6

VEOLC, EKTTANPWVOVTAG TALTOXPOVA TNV KAANTEXVIKN) KAl TNV KOIVWVIK ATTOCTOAN TOLG,
SNAadn TNV MPOoOTACIa TNG EAELOEPIAG TNG KAANITEXVIKNG EKPPACNG ATTO TIC TTECEIC TNG
ayopdag (Kolb, 2000). kal Tn &1d600N TOL TOAITIOTIKOL AYyaBoL C€ €LEEIA KOIVAVIKA
OTPOUATA XWPIG efaipeoec (Morris, 1996). Qg Abon oTnv TPOKANCN eflcoppoTnoNg
OIKOVOMIKGV, KAANITEXVIKGV KAl KOIVWVIKQV OTOXWV TIPOTEVETAl N avarToén Koivoul, id
OXETIKA OLYXPOVN TIPAKTIKA TToL Eekivnoe TIG Sekaetieg '70-'80 oTic HMA Adyw Twv
TTaPAS00IAKA EAAXIOTWV £WC AVOTTAPKTWY KOATIKWYV ETTIXOPNYNOEWY, TTOL WONCAV TOLG
TTOAITIOTIKOUG  OPYQAVIOUOLS VA OTPAPOLY TIO OLOIACTIKA OTOLG  ETTIOKETITEC  TOULG,
TTPOKEIMEVOL VA EEACPANCOLY EVAAANOKTIKEG TTNYEG ECTOSWV.

Y€ YEVIKEC YPAUUEC N AvaTTuén KOIVOL &ival COVOAO CTPATNYIKWY TTOL APOPOLYV OE
OAN TN A&ITOLPYIA TOL TTOAITICTIKOL OPYAVICHOU, KAl KLPIWS OTN CLVTOVIOUEVN Spdon TV
TUNUATV KAANITEXVIKOD TTPOYPAUUATIOHUOL, UAPKETIVYK (TTOOROANG Kal ETTIKOIVGVIAG) Kal
ektraibevong  (Maifland, 2000). ITOXOG TWV OTEATNYIKWV ALTWV Eival N AVTIUETOTION
OTTOIV TTAPAYOVTWY TTAPEUTTOSICOLY TN CLUUETOXN OTIG TEXVEG, UE AVTIKEIUEVIKO OKOTTO vVa
KOTAOTEl N KOANTEXVIKN) SnuIoLEYIa TIPOCITH O& OAOLG TIEPA  ATTO  KOIVWVIKOLG
ATTOKAEIOPOVG. XOLVETIWG, O avamTullaKEC OTPATNYIKEG ATTOOKOTTOLV a@PeEVOC OTOV
TTOAQTTAQCIAOPO TOL APIBUOL KAl oTnV ALENon TNG CLXVOTNTAG OULUUETOXNG TOUL
LTTAPXOVTOG KOIVOD, KAl APETEQOL OTN SIELPLVON TOL KOIVOL PECW TNG TIPOCEAKLONG KN
OLUUETEXOVTWY (McCarthy & Jinnett, 2002). ETol, TapAAANAQ PE TNV TTOCOTIKN, N AvATITLEN
KOIVOU €XEl KAl TTOIOTIKA €K&OXN TTOL TTEQIAQUPAVEI TNV ETTEKTACN TWV TIVELUATIKWV KAl
oLVAICONUATIKAOV OPICOVTWY TOL ATOPOL SIAPECOL OXI HOVOV TNG TTABNTIKAG AAAA KAl TNG
EVEQYNTIKAG CLPPETOXNG TOL OTNV EKTIKNON, ATTOAALON Kal Snuiovpyia Téxvng (Connolly &
Cady, 2001).

EmmAéov, n avamtouén KoivoL ATTOOKOTTEl OTn  BEUENiOn PAKPOTTPOBECU®Y,
AUPISPOPWY SOV PETAEDL TOL OPYAVICUOUL, TWV AVOPWTIWV KAl TV TEXVWY, OXI ATTAWG
yld va KOALPOOLV Ol AUECECG AVAYKEG €VOG OPYAVIOUOUL, AANA Yia va KAANEpynBei To
KOIVO TOL MEANOVTOG, AevOG PEATIOVOVTAC TNV TToIOTNTA {WNC TWV aAvOPOTIWY KAl
APETEPOL £EACPAAOVTAG TN CLVEXEIA TOL OPYAVIOUOL Ot PABOC xpovouL (Kovpn, 2005a).
MNoayuat, N avantouén ToL LTTAPXOVTOC KOIVOL KAl N TTOOCEAKLON SLVNTIKWYV ETTICKETTTAV
OLVTEAOLYV TOCO OTNV TTIPAYPATOTIOINCN TNG KOIVAVIKAG ATTOCTOANG TOL OPYAVIOUOL OCO
KAl OTNV OIKOVOUIKN TOL evioxuon. TAuTOXPOVaA, EKTTANOWVETAI KAl N KAANITEXVIKI) ATTOOTOAR
TOL OPYAVICUOL, APOL TA ALENUEVA £€008a TTPOAYOLY TNV KAANITEXVIKA TTOIOTNTA, EVW N
Siebpuvon TV OPICOVIWY TWV ATOU®Y ETTPETEN TNV ATTOSOX TTPWTOTUTIWY, VEWDV
KAAAITEXVIKGV Snuiovpyiwy (Kovpr, 2005R).

Me tnVv e€aipeon TNG MeydaAng Bpetaviag, mou Aén &xel LIOBETACEN OE PeYAAO PaBUO
AvamTLEIOKEG TTOAKTIKES, N AvATITLEN KOIVOL S1adiSeTal OTOV ELPWTTAIKO XWPEO HUE APYOLGS
PLOPOLG, eV OTNV XWPEA HAGC TTAPAPEVEN €V TTOANOIG aKOun AyvwoTtn. Mia amod TG
SLOKOAIEG TTOL ATTOTPETTOLY TNV £LPVLTEPN LIOBETNON AVATITLENG KOIVOL gival n EAAEIWN
OXETIKAG TEXVOYVWOIAC €K PEPOLG TV POPEWV TTOL TTPOAYOLY POPPES TOL TTONTICHOL.
MNapakdTw TTapouvaialovTal To TTAQIcIo, N SlE€aywyn TV TTPWTWV TTPAKTIKWY RNUATWY KAl
N Xapafn oTOXWV TIPOG TNV EPAPPOY AvVATITLENG KOIVOL YIa TN AdiKA Kal TTApaSOCIaKN
UOLOIK OTNV TOTTIKA KOIVGVIA TNG APTAG, OTIWC OXeSIACTNKAV KAl €PpAPUOCTNKAV OF
OXETIKO EQELVNTIKO TTPOYPAUMA AVATITLENG KOIVOUL e APETNEIA TIC ETACIEC CLVALAIEC TOL
TunuaTog Adikng kai Napadooiakng Mouaoikng Tou TEI HTeipov.
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2. «AVOIYOVTAG TIG TTOAECH HEC W TNG AQIKNG KAl TTAPAS0CIaKNG
WOVLOIKNG

To Tunua Adikng kail Napadociakng Mouaoikng (TAMM) Tou TEI Hreipou pe €5pa Tnv
ApTa KaBikpwoe To 2004 Tov Beopo TNG KERSoUadag AvoixTov MNMuAwvy oTo TTAQicIo Tou I
KN «Avapoppwon TV TIPEOTITLUXIOKWY TTPOYPAUUATWY  OTToLSWVY, HE OTOXO TNV
YEPLEWON TOL aKASNUAKOL XWPEOL ME TNV €LELTEPN KOoIvwvia, TN Sldxvon ToL
akadnuaikoL TTVELUATOG KAl TNV TIPOCEAKLON POITNTWY (ZOLUTTOVLAN, AvEKSOTN opiAia). H
ERSoucdba AapPavel xwpa OTO TEAOC KABe aAKAdSNUAIKOL £TOLS Kal TTEPIANAUPBAvVEl pIa
EMOTNUOVIKA NUEPISa KABWG Kal pia O&pd CLVALAIV HPE TN CLUTTPAEN POITNTWV-
KaBNyNTwV OTIC TTAATEIEG TNG APTAC ME TNV ETTVLUIA (ApTaiwV MOAIC - ApTaivov MEAOCY.
H 181aITepOTNTA TGV CLVALAIY ALTWYV EYKEITAI OTNV EBEAOVTIKI CUUMETOXN TWV POITNTWV
oL &ev PaBpoAoyoLVTal YIa TNV §pACN TOLG ALTH, OTN POVASIKOTNTA TV TLVALAIQV TTOL
TTOOOPEPOVTAIl WG SWEO ATTO TO TUAPA OTNV TTOAN TTOL TO PIANOEEVE], KAl OTN PETAPOPA TNG
TEXVNG ATTO TOV ETTIONUO BeCUIKO XWPO OTIC TTAATEIES, ATTOSISOVIAG O& ALTEG TOV APXIKO
TOLG XAPAKTAPA WG POPA SIAAOYOL KAl AVTAAAAYWYV EUTTEIDIV SIAPOPETIKWY KOIVWVIKWV
opadwy.

YoTepa amro TECCEPA XPOVIA AEITOLPYIAG O CLVALAIEG PaivovTav va PICVOLY KAl Va
XQIPOLV YeVIKOTEPNG ATTOSOXNG, SEV LTTNPEXAV OPWG CTOIXEIa TToL va vTTooTHPI(AY N va
QVETPETTAV TNV LTTOBECN ALTA. LLVETWG, OXeSIACTNKE ATTO TN YPAPOLOA KATA TN SIAPKEID
TNG EMOTNUOVIKAG CLVEPYATIAG TNG pe To TAMM éva gpevvNTIKO TTOOYPAPMA AVATITLUENG
KoIvoU oTo NouO APTAG, TO OTTOIO TTPOCANPONKE BepuUa Ao TO TUAUA KAl LTTOCTNPIXONKE
amd 10 £€pyo «EvBdappuvon emxeipnuaTikotntag oto T.EI. Hmeipoun (Xpnuatodotnon
EMEAEK [I/T'KMNYX). KOpiol oTOXO!I TOL €0ELVNTIKOL TTPOYPAUUATOS ATAV A) N evéuvAuwon
TOL POAOL TOL TUAWATOC OTNV TOTIKA Kolvwvia B) n oTtabdiakn diadoon TNG AdIKNG-
TTAPASOCIAKNG MOLOIKAG TTOOKEIMEVOL Va TTPoaxBei N TToIoTNTA {WNG TNG TTOANG TNG APTAG
KAl TV TTEQIXWEWY TNG, Y) N TTPOCEYYIoN 181QITEQA TNG VEACS YEVIAC KAl SLVNTIKWY POITNTWV
Kal 8) n TPaKTIKA €EA0KNON TWV @OITNTOV Ot S1I6aypéveg peBOSOLS TTONITIOTIKAG
SlaxeipIoNG. ATTWTEPOG PAKPOTTPOOEOUOGC OKOTTOS NTAV N OTAdIaKN £vTaén TNG TTAOLOIAG
HOLOIKNG Tapadoong TOLG TOTTOL PAC OTNV  KABNUEQIVOTNTA TV  AVEPOTIWV
aveEapTATWS NAIKIAG, PIOUATWY, KOIVOVIKNG TAENG, OIKOVOWIKNG KATAOTAONG, ETITTESOL
YVWOEWV KAl TTPOOTTAPXOLOAC EUTTIEINIAC OTIC TEXVEG.

ApeTnpia kal Pacikn TPo0TToBeon yia TNV avanTuén KOIVoL &ival N KAAN yvoon TV
TTOIKIAGV XAPAKTNEIOTIKWYV TOCO TWV YUUMUETEXOVTWY OCO KAl TV MN CLUPETEXOVTWYV. H
£E0ELVA  AYOPAG-KOIVOL  UETAPEQETAl OTASIOKG  ATTO  TOV  ETTIXEIONUATIKO  OTOV N
KEPSOOKOTTIKO TOUED, APOL HECK TWV TTAPAYOUEVWY TTOTOTIKWY KAl TTOIOTIKWV Se60UEVRV
opiletal N ayopd, petpiETal N NTNoN TN 8eSopévn XPOVIKA OTIYUN KAl TTOORAETTOVTAI
HEANOVTIKEC TAOCEIG, XApAooovTal Kal afloAoyoLVTal OTPATNYIKEG YIAO KABe Topéa
AeITovpyiag Tou ekaoToTe popéa (Kotler, 1994). ANwOTE, oI cLYXPOVES TATEIG (WG TNG
(KATAVAAWONG KATA TTapayyeAiay kal TNG «e€ATopIKeLUEVNG KATAVAAWONG) (niching)
ToviloLv TN povadikoTNTa KABe aTOpoL €oTIAlOVTAG OTA 18IITERA, TTPOCWITIKA
eVEIAQEOOVTA TTOL IKAVOTTOIOVVTAI OTOV XPOVO, TOV TOTTO KAl JE TOV TPOTIO €TMIAOYNAG TOL
atopoLv (Popcorn, 1992). KaBwg ol ayopég eEatouikebovTal, ol Jadikeg TTPOOCEYYIOEIG
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XAVOLV £8APOG: O YEVIKOG TTANBLOUOG XpPeldletal va vTrodlalpeiTal PACE €PELVNTIKAV
OTOIXEIV O€ PIKPOTEPEG LTTO-ouadec (Kotler, 1994, o. 443), amd TIC OTIOiEC KOO¢
OPYAVIOUOG ETTAEYEl TA KOIVA-OTOXOG OTA OToia Ba ateLBLVOE ETTIKEVTPWUEVA KAl
EMOTAUEVA.

AKOAOLOBWG, N TTPWTN pACcN ToL project mepIAauBave TN SigpebvNon TOL TTPOMIA, TV
ATTOWEWY, TNG CLXVOTNTAG KAl TNG CLUTIEPIPOPAS CLUMETOXNG, KABWS KAl TOL TPOTTOL
EVNUEPWONG TV KATOIKWY TNG APTAC KAI TV TTEQIXWPWY TNG OXETIKA UE TIG CLVALAIEG TOL
TATIM. EQapuooTnke N UEBOSOC TNG TLXAIAC ATTANG SelypaTtoAnwiag o€ Seiyua 180 aTouwV.
IXeSIAOTNKAY COVTOUA £QWTNUATOAOYIO E TTOOOTIKEC KAl KATTOIEG TTOIOTIKEG £OWTNTEIG, TA
OTTOIa POIPACTNKAY, CLUTTANPWONKAY ETTITOTTOL ATTO TOLG EPWTWHEVOLCS KAl CLAAEXONKAV
oT0 SiIdoTnua 8-15 Agkepppiov 2006. KaALPONKaV TpeIG XPOVIKEG {WVES (TTOWI-PUECNUEQI-
BoAbdL) kal TTEVTE SIAPOPETIKEG TTEPIOXEG!, €TO1I WOTE va eEAC@PANOTEl OCO TO SLVATOV
AVTITTOOCWTIELTIKOTEQO  Seiyua. Ta  ATTOTEAECHATA  KATAXWENONKAY  NAEKTPOVIKA KAl
AvVAALONKAV OTATIOTIKA PE TO TTPOYPAUUa SPSS 12.

2.1 EpevvnTIKA QTTOTEAECUATA

BAoel TV ATTOTEAEOUATWY TNG AavAALONG, N SIAPOPA TVUUETEXOVTWY (47%) Kal Mn
YOUMETEXOVTWYV (45%) OTIC CLVALAIEG €ival OPIAK, £V O& CLVSLACHUO PE TO CNUAVTIKO
TTOCOOTO MnN IUUMETEXOVTWV ATTOSEIKVLETAI N OTTAEEN TTEPIBWEIOL YyIa aAvamTtuén Tov
KOIVOL TV cLVALAIWV (EIK.1).

2YXNOTHTA 2YMMETOXHZ

AA

3+ Kappia

1-3

Eikova 1: ZuXvOTNTA CLPPETOXNAG OTIC CLVALAIES (Kauuia, 1-3 PopPES, 3+ PoPEg)

Baoikoi AOyol un OLUWETOXNC €ival KATAPXAC N eANTING evnuépwaon (49%) kal n
EANEIYN XPOVOUL (34%), TTOL ATTOTEAE KOPIO AOYO N CLUUMETOXNG YIA TIG NAIKIOKEG OMASES
31-50 €1V, kAT TTOL €€nyeiTal ATTO TIC €EVTOVEG OIKOYEVEIAKEG KAl  ETTAYYEAUATIKES
LOTTOXPEWOTEIC OTN CLYKEKPIUEVN pAon (WNG. L& PIKPOTEPO RaABUO §pa apvnTIKA TO €i60G
NG TTapovcialouevng POLOIKNG (15%) eva e TTOAD AlyouG eV APECOLY O CLVALAIEG
(MOAIC 3%) KATASEIKVVLOVTAG TN YEVIKOTEPN BETIKN atmodoxn Toug (EiK.2).

T MAaTeia Ay. AnunTpiov, KevTpIKOG TTe(dSpouog Ikovdd, TTAaTeia Zéppa, Campus T.E.I., KwoTakioi.
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AOIrol MH ZYMMETOXHZ

60

SO+
40+
3Dl

20 4

S 15%

MOXOZTO

Eido¢ pouoikrig ‘EAAEIWN Xpovou
EAANTTAC evnuépwon Asv apéoouv All

AOIrol

Eikova 2: AOYOl Un COUUETOXNG OTIG CLVALAIES

AVA@OPIKA He TA SNUOYPAPIKA OTOIXEIQ, CLYKPITIKA HEAETN TNG nNAKIQG pe TN
OLXVOTNTA OCULUMUETOXNG ATTOSEIKVLEL OTI TO KLPIWG KOIVO TWV OCLVALAIV Eival VEOI
avbpwtrol uexpl 40 etcov. Eviovn €ival n TTOPOLOIA TV POITNTWY, HAAOV AOY®
«OLVASGEAPIKAG  AAANAEYYLNG)  OTOLG  POITNTEG-POLOIKOLG TV  CLVALAIRY, GAAG
EVOEXOUEVAG KAl AOYW TWV TTEQIOPICHEVWY EVAANAKTIKWYV TTOAITIOTIKGV SLVATOTATWV TTOL
TPooPEPOVTaAl O0TOV Nopd APTAG. ITIC NAIKIEG 41-60 €TV N CLUPETOXN LTTOXWPEE, KLPIWG
AOY®W TNG EAAEIYNG XPOVOL OTIWG TIPOAVAPELONKE, &V ATOPA AV Twv 61 €TV
TTAPAKOAOLOOLY WG €T TO TIAEIOTOV ATTO PIA €WC TEEIG CLVALAIEG, 0dnywvTiag OTO
OLUTTEPACPA OTI N NAIKIa &gv ATTOTEAEI EUTTOSIO CLUUETOXNG. EEicov onuavTkO ebpnua,
OMUWG, gival OTI O OAeG OXESOV TIG NAIKIOKEG KaTNyopieg (ue e€aipeon TIG opadeg 20-30 eTcov
Kal 60+) oI Mn IUUUETEXOVTEG LTTEPTEPOLY, LTTOOTNPEICOVTAG, OTIWG OCNUEIONKE KAl
TTPONYOLHEVWG, TNV avAyKn Yia avanTuén Tou koivou (Eik. 3).

HAIKIA - ZYXNOTHTA XYMMETOXHX

50

40

2uxvoeTnTa
I Kappia
=1-3
3+

T 15-19 3140  51-60 71+
20-30 4150 6170

HAIKIA

Eikova 3: ZLYKPITIKOG TTIVAKAG ZuXVOTNTAG CLUUETOXNG avA HAIKIOKH) kaTnyopid
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LOYKQIVOVTAG TN OULUMPETOXN ME TO EKTTAISELTIKO LTTORABPO, N TAclOYNPIA TWV
EQWTWHEVWY  Eival ammogoltol  evuTepoPabuiag  ekmmaibevong (67%) kar amod  avToLG
OULUMETEXOLY OXESOV Ol PIoOi. AKOAOLOOLY ATTOPOITOI TNG TPITORABWIAG ekTTaidevong (19%)
HE TTOOOOTO OCULUMETOXNG 2/3, TO OTTOIO TTAVTIWG Ba PTTOPOLOE VA AVTIKATOTITPIEI TOLG
POITNTEG KAl TOLG SISACKOVTEG TOLG. AVNOULXNTIKN €ival N UIKON CUUPETOXN (WOAIC 1/3) TV
ATTOPOITV  TTPWTORABUIAC ekmmaibevong (11% TV EPWTOHEVRV): €60 TIPOPAVAG
Slagaiveral Eva gUTTOSIO CUUMPETOXNG WOLXOAOYIKOD 1 EVNUEQWTIKOL XAPAKTAPA, TO OTT0Io
TTOETTEl VA EETTEQAOTE PECW TNG EMOTAPEVNG TTOOROANG OTI N AmOAQLON TNG POLOIKNG
KOLATOLPAG TOL TOTTOL HPAG &ev TTPOVTTOOETEl €ISIKN) TTOOETOIUACIA, EUTTEIRIA 1 YVWOEICG,
AAAG aTTeLOLVETAI O OAOLG AVEEQIPETWC.

AvAQOPIKA e TOV TOTTO SIAUOVNG, O TTEPICCOTEQOI LUPUETEXOVTEG PEVOLV OTNV TTOAN
TNG APTAG, EV® TTAPATNEEITAl PIKQOTEQN CULPMETOXN ATTO TA TTEQIXWPEA TNG PAAAOV AOY®
TNG SLOKOAIAC TTPOCPRACNS OTNV TTOAN KATA TIG PPASLVEC WPEES XWPIG ISIDTIKO UETAPOPIKO
MECOV. TLXVA CLUMETOXN TTAPOLOIAdEl N OPASA TTOL KATAYETAI ATTO SIAPOPETIKEG TTEPIOXES
(abIELKPIVIOTES) TTPOPAVAOG AOYW POITNTWY KAl SISACKOVTWY TIPOEPXOMEVWY ATTO AAAD
pEPN TNG EAANGSQG.

AIEDELVAVTAG TNV ATTOTEAECUATIKOTNTA TGV ETTIKOIVGVIAKWY UECWY, Ol APICEG €ival TO
KATEEOXNV EVNUEPWTIKO PeooV (xpnon 57%). AkoAovBei n dia oTopaTog Siapnuion (54%),
TNG OTT0IAG OPWG N WN XPNon &ev armokAegiel avnuévn cLpeToxn. O POAOG TOL SIASIKTOOL
gival undapivog (UOAIG 5%) mapd TNV LTTAPEN OXETIKAG IOTOCEAISAG OTOV ICTOTOTIO TOL
TUAMATOG, KATI OUWG TTOL CLVEEETAI PE TN YEVIKOTEQQA TTEQIOPQICUEVN XPNON ToL SIAdIKTLOL
oTNV €AANVIKN KOIVQVIa. AvagEépETal €TTIONG N xPNoN AA@V PEowv (adleLkpivioTa), TToL
ICWC TTPOKEITAI YIA KATAXWPENOEIS oTa MME, o1 oTT0iEG €ixav evtaBei To 2006.

MePVVTAG OTIC AVOIXTEG €pTNOEIG Kal eEeTAlOVTAC TIC OETIKEC QTTOWEIS YIA TIG
OLVALAIEC, N TTOIKINIO TOL PETTEQTOPIOL KAl TO YEYOVOCG OTI Ol POITNTES €ivVal OI YOLOIKOI KAl
HOANIOTA €MITTESOL ATTOTEAOLYV TA KOPIA TTAEOVEKTAWATA TOL BeoUOL. OeTIKA a&loAoyoLvTal
£TMIONG N EMAOYN TWV XWPWV YIA TIG CLUVALAIEG, TO YEVIKOTEQO KEPI TTOL SNUIOLEYEITA,
OTTWC KAl N OLPPETOXN TOL KOOHOUL, &V YIVETAI Ava@oped KAl OTn CULUPOAN TWV
OLVALAIV OTNV TTOAITIOTIKN WM TNG APTAG.

YT apvnTIKA, evalapEépoLOa gival N Icoynepia TV VO TTAEIOYNPOLOWY AVTIOETIKWY
ATTOYEWV: APeVOC APVNTIKA KOIVOVTAI OPYAVWTIKEG EAAEIYEIC (TTX. KOBLOTEPNOEIG Evapéng,
TEXVIKA {NTAWATA KTA.), A@ETEOOL TOVICETAl OTI O CLVALAIEG SEV EXOULV (TITTOTE APVNTIKO)
LTTOOTNPEICOVTAC AKOUN HIA POPA TNV eLPLTEPN BETIK ATTOdS0XN TOL BeouoL. APvNTIKA
eEKAQUPAVETAl N EANEIPN KATTOIV POLOIKWY EI6WV ATTO TIG CLVADLAIEC (TTX. EVTEXVN EAANVIKA
HOLOIKA, POK, HOLOIKEG TOL KOOHOUL KTA.), OTIWC KAl N CLVTOUIA TV CLVALAIRV (TTAPOAO
oL N SIAPKEIA TOLS Sev gival TTOTE PIKPOTEPN TNG MIAG WPEAG) TTOL ATTOTEAEl AKOUN MId
EUUEC WG BeTIKA afioAoynon yia Tov BeouO. AKOAOLBEI N EANITTAG EVNUEPWON TOL KOCUOL
EYEipovIag yia AAAN pia @opd Ta dnTApATa TOOO TNG adbvaung TPEOROANG TWV
OLVALAIYV, OCO KAl TNG EANTTOVG TTANPOPOPNONG OXETIKA HE TO POLOIKO TTEQIEXOUEVO TWV
OLVALAIV. TEAOG, APVNTIKA BEWPEEITAI N WIKON TTOOCEAELON KOIVOUL KAl POITNTWV KLPIWG
amro AAAa TpuARuaTa Tou TEl Hrteipouv, evad onueicoveral n SLOKOAIG TTPOCRACNG OTNV APTA
KATA TIC VOXTEQIVEG WPESG, KATASEIKYVLOVTAG TNV LTTAPEN YEWYPAPIKOL EUTTOSIOU.
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ITNV TTAEIOWPNPIA TOLG Ol EPWTWMEVOI EMBLUOLY TN SIELPLYVON TOL PETEQTOPIOL
KABWG KAl TOV EUTTAOLTIOUO TWV CLVALAIRY KAl PE AAAD €ibN TéEXVNG, OTTWG £kBeon PIRAIoL,
pwTOYPAPIag, BeaTpIKEG TTAPAOCTACES KTA. AKOAOLOEI TO aqiTnua yia TTPOCPOPA
£8eOUATWY  (PayNnTO-TTOTO) KATA TN SIAEKEIA TWV OCLVALAILYV, QATTOTEAEOUA TTOL eV
eKTTANCOEl AQUPAvVOVTAG LT OYIV TIG CLYXPOVEC TATEIC KAALYNG TTEPICTOTEPWY AVAYKQDV
OTOV TTIEPIOPICHEVO EAELOEPO XPOVO. TPITN KATA Celpd EPXETAI N ATTOWN OTI OI CLVALAIEG SV
xpeialovTal «Timrote AANoy. Tla AAAN YIa @opd Sia@aiveral N LTTOCTAPIEN TOL BECUOL, TTOL
CLUTTANPWVETAI PE TNV EMOLUIA YIA TTEQICCOTEPES KAl UEYAADTEQEG T€ SIAPKEIQ TLVALAIEG.
EmmALoV, onUAVTIKOG ApPIBUOG aTopwV amolnTa KAALTEQN EVNUEQWON OXETIKA PE TA
TTapoLoIaloPeva €dn POLOIKAG KABWS Kal evPLTEPN TTPOPROAN TWV CLVALAIRV. TEAOC,
yivetal AOYOG yIa PeYOADTEQN CULPMETOXN TOL KOOWOUL, KAl TIPOTEIVOVTAlI CLUTTPAEEIC HE
oxoAgia, vTTodnAvovTag OTI 0 SPOUOG YIa CLVEQYATIES PE POPEIC TNG KOIVOTNTAG €ival
QAVOIXTOG.

2.2 MpoTtdacelig avanTuéng KovouL

Ta €peLVNTIKA  ATTOTEAEOUATA  SIELKOALVOLV  PIA  TTEWTN  KATNYOPIOTIOINGN TOL
TTANBLOPOL KABWGS KAl TNV TTAPOLOIACN TTPOTACEWY YIA AVATITLEN KOIVOD.

E€etalovTag TIG KATNYOPieC OTIC OToieC SuvnNTIKA PTTOPOLPE VA ATTELOLVOOLE
(KOIVO-0TOX0G) ATTO NAIKIOKN OKOTTIA, TTOWTAPXIKOG OTOXOG €ival TA TTAISIA: N ETTAPN TOLG
pe S1Ia@opa poLOIKA €ibn Kal 18IAiTEPA TNV POLOIKA TTOIKIAIA TNG XWPEAG CLUPAAAEl OTN
SIELPLVON TWV YVAOTEWY, TWV EUTTEINIV KAl TV OPICOVTWV TOLG. YTOXOG TTPETTEl VA Eival
OXI ATTAQG N TTABNTIKA AAAA N eVEQYNTIKY) CLUPETOXN TOLG, TTX. JE CLUTTPAEEIC Ye TO TuNUQ,
TTOOKEIMEVOL VA  AVAKAADWOLV  VEEC 060LGC  EKPPAONG OAAD KAl ETTAYYEAUATIKAG
oTadlodpopiag.

Ol QoItNTéC aTToTEAOLY TN SeLTEPN OPASA-OTOXOG: AVTITTIOOCWITELOVTAG TO KLPIWGS
KOIVO TV CLVALAIWV &ival AvAyKn N CLUUETOXA TOLS va diatnENBE Kal N cLxvOoTNTA TNG
va avénBei, eved n Sledpovvon TNG oPAdAG ALTAC WE TNV TTPOCEAKLON POITNTWY KAl ATTO
AAND TUAPATA gival emounTn.

Omwg @avnke, yia TIG nAieg 31-60 €TV  KOPIOI AVACTAATIKOI  TTAPAYOVTEG
OLUUETOXNG €ival N EANEIYN XPOVOL KAl N eANTING evnuépwon. XITo SebTepo Oa
AvaPePOOLE TTAPAKATW. MNa VA QVTIUETWTTIOTE TO EUTTOSIO TOL XPOVOL, OI CLVALAIEG
HUTTOPOLY Va TTPORANBOLY WG OIKOYEVEIAKO - KOIVWVIKO YEYOVOG, ETCI WOTE VA evOAPPLVEEI
N CLXVOTEPN CLPMPETOXN OIKOYEVEIWY HE TA TTAISIA TOLG.

ANDOTE, N EUPAVAC CLOUMETOXN AVBPWTTWY WEYAADTEONS NAIKIAG ATTOSEIKVLEN OTI Ol
OLVAVLAIEG ATTOTEAOLY CNUAVTIKA SIEE0S0 WLXAYWYIAC KAl KOIVWVIKOTIOINONG, ETTOUEVAG
TTOOTEIVETAI N KAADTEQN EVNUEPWON TNG OUASAG ALTAG KAl N LTTOOTNPIEN CLVEPYATIWV
HETAEL OXETIKAV POopEwV (TTX. KAIMH) pe o Tunua.

‘Exovrag opicel mOava KoIVA-OTOXOG, TTEPVOULUE OTOV TIPWTO PACIKO TOWEQ TTOL
OLURGANEl OTNV avaATITLEN KOIVOL, OTOV KAAMNITEXVIKO TIPOYPAHHATIONS. H ummapyovoa
TTOIOTNTA KAl N TTPWTAYWVIOTIKA TTAPOLOIA TWV POITNTWYV TTEETEN va dlatnonBoby agpoL
aflohoyovvTal pe 181aiTepa BeTikd TEPOTO. TO PETEPTOPIO UTTOPEl va  SleLpLVOE e
TIEQICOOTEPEC OEUATIKEG, VA OLVSEDE e AANEG HOPEMEC TEXVNG KAl VA EUTTAOLTIOTEN UE
TTOOOEKTIKA OXESIAOUEVEG CLUTTPAEEIC PE QOPEIC TNG KOIVOTNTAG, TTIQOKEIUEVOL VA
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EVOaPPULVOEI UEV N EVEQYNTIKI) CLUPETOXN TOL ELPVLTEPOL KOIVOL OXI OUWCS €IS RAPOG TOL
ISICITEOOL XAPAKTNPA TWV CLVALAIRYV. TOo AITNUA YIa PEYOADTEPN SIAPKEIQ TTRETTEl VA
€EETAOTEI TTPOCEKTIKA, APOL N TIPOETOIUATIA N&N ATTAITEl ATTO TOLG POITNTEG TTOAD XPOVO
Kal KOTTo, eve &ev Pabuoloyeital. H armalhayr amd emmAéov eEeTACEIC epyaoTnpiwy
HOLOIKWY CLVOAWY N N aTToSoon SISAKTIKGWY HOVASWY YIA TN CLUMETOXN OTA oXAUATa 6a
ATAV TPOTTOI SIELKOALYONG KAl TTAPAKIVNONG TWV POITNTWV VA KAANEQYOLY TNV Avaykdaid
SNUOCIA TTAPOLAIA TOLE WG POLUTIKOI.

To KAANITEXVIKO TTOOYPAUUA KAAO €ival va LTTOCTNPEIXOEI e EKTTAISELTIKEG SPAOTEIG, TTX.
EVNUEPWTIKEG OVVTOPEG MO TTEPIEKTIKEG EICAYWYEG TTPIV TIG CLVALAIEG (OTTWG EKPPATTNKE
WG embuuia oTnv gpevva), Siavourn TTANPEOPOPIAKOL LAIKOU (TTX. PLAAASIA), EVW PTTOPOLY
va SlopyavwOoLV SIadPACTIKA eKTTAISELTIKA TTOOYPAWKATA YIA ATOPA OAWYV TV NAKIQV,
OTTWC YIa TTAPASEIYUA EPYACTAPIA KATAOKELNC OPYAVAY N HOLOIKWY CLVOAKYV Yia TTaISIA.
Etol ©a evBappuLVvOel N EVEQPYNTIKA OCULUMETOXN MEMOVWMHEVRYV ATOUWY N Opadwy,
KATAPPITITOVTAG TO €uTOSIO TNG €ANTTOUC  yv@oNng, TIpooeyyiloviag dTtoua  KAabe
EKTTAIGELTIKOL  LTTOPABPEOL, KaAI, OLOIACTIKA, «AVOIYOVIAC TIG TIOLAEC) OTNV  HPOLOIKN
Tapadoon.

MePVAVTAG OTOV TRITO ONUAVTIKO ToUEQ, TNV TPOoPOAN Kai emkoivavia (marketing),
SIATTIOTWONKE PECW TNG EPELVAG TO PEYAAO EUTTOSIO TNG EANITTOLG EVNUEPWONG KABWC KAl
TNG TTIEPIOPICHEVNG AVAYVWPICIUOTNTAG TOL BECHUOL ATTO TO ELPVTEPO KOIVRVIKO TUVOAO.
ATTQPQITNTOG €ival O OXNUATIOUOG &vOG &KABAPOL TIPOPIA KAl OVOUATOG YId TIG
OLVALAIEG, APOL TO Ovoua «APTAIV MOAIG- ApTaivov MEANOGH eV PAiVETAl VA ATTOTEAEI
povadikd onueio ava@opdg oLTE YIa TOLG KATOIKOLG OVLTE OUWG KAl YIa OAQ TA PEAN KAl
POITNTEG TOL TUNMATOG. YILVETWG, TTPOTEIVETAlI N ALENUEVN AANA ETTIKEVTPWUEVN XPNoN
ETTIKOIVGVIOKQV HEBOSWY KABWGS KAl 0 OXeSIACUOC KAUTTAVIAG SNUOCI®V OXECEwY, PACEI
TV EPELVNTIKWY ATTOTEAECHATWY KAl PUE CLYKEKPIUEVOLG KABE pOoPd ATTOSEKTEG. ETTITTAéOV
KEVTPIKO ETTIKOIVAVIAKO PAVOLPA TOL TUAWATOG TTRETTEN VA €ival OTI N JOLOIKN ATTELOVVETAI O
OAOLG AVEEQPTATWG POPPWONG, OIKOVOMUIKAC N KOIVWVIKNG KATACTAONG, £TOI WOTE VA
EemepacToLY  OTTOIa €UTTOSIA TTEQIOPICOLY TN CULUUETOX ATOUWY TTPWTOPABUIAC KAl
SELTEPOPABUIAC EKTTAISELONG KAl VA EVOWUATWOE N POLOIKN OTNV KABNUEPIVOTNTA TNG
KOIVOTNTAG. PLOIKA, TA ATTOTEAECHUATA TV AVEIANUUEVWV S0ACEWY TTRETTEl VA EAEYXOVTAI
OLOTNUATIKA JE TA KATAAANAG TTOOTLUTIA KAl HPE TOKTIKEC EPELVEG, TTPOKEILUEVOL Ol
ETTIKOIVGVIAKEG KAl O AOITTEC OTPATNYIKEG VA AvATTPOCaPUOlovTal avAAoyda.

TENOG, BACIKEC OPYAVATIKEG AdSLVAMIES TTOETTEl VA EETTEPACTOLY (TTX. {NTAMATA NXOU,
AVEONG TV BeaTV, KABLOTEPNTEIG OTNV EvaPEN KTA.), yia TN REATIOON TNG OANG euTTEIpIAG
TNG CLUMETOXNG YIA TOLG ETTIOKETTTES. TO AITAUA TTPOCPOPAG e6eCUATWY UTTOPEI VA ANPOEi
LTI OYIV €V OYEl TNC AVAYWYNCS TV CLVALAIRV TE KOIVWVIKO-OIKOYEVEIAKO YEYOVOG, XWEIG
OUWG va YETARAAE TOV XOPAKTAPA Kal TNV 181aiTEpn aicONTIKA TV CLVALAIGY. BonBNTIKA
Ba ATav N opydvwon UETAPOPAG ATTO KAl TTPOG TNV TTOAN TNG APTAG TIPIV KAl PETA TO
TEAOG KABE CLVALAIAC, TIPOKEIUEVOL VA EETTELATTOLV TA YEWYPAPIKA EUTTOSIA CUUUETOXNG.
ETITTAEOV, N EKTEAEC CLVALAIV O€ TTEQIPEPEIAKEG TNG APTAC TTEPIOXEG —EVOEXOUEVG EKTOG
TOL BeopoL TNG «ERSoAdAg Avolxtwv MLAVY- Ba TTPowOoLOE TO £PYO TOL TUNUATOG
eLPLTEPA, aPoL Ba TTPOCEyYYIZe KAl AANEC OUASEC APEVOS EUTTAOLTICOVTAG TO TTOANITIOTIKO
TOTTIO TNG TIEPIOXAC KAl TTPOAyovTag Tnv ToloTNTa {WwNG TWV KATOIKWY, APETEOOL
TTPOCEAKDOVTAG TIG OUASEG ALTEG KAl OTIG KAAOKAIPIVEG TLUVALAIEG.
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2.3 Nepamépw SPATEIC — AVAPEVOUEVA ATTOTEAECUATA

‘ExovTag SlapwTioel TO TTPOPIA, TIG ATTOYEIC KAl TN CLUTTEQIPOPA CLUUETOXNG TOCO
TOL KOIVOU OCO KAl TOL PN KOIVOU HECW £peuvag, Eyive duvarh n TTEOTACN APXIKWV
BACIKWY OTOXWV YIA TN XApaén OTEATNYIKWV avaTTuéNg KolvoL. H &ebTEpn pAaon Tou
project mmpaypaTomoInBnke KATA TN SIAEKEIA TV CLVALAIRV TNG KERSOUASAC AvolxTwV
MoAcv 2007» (15-20 lovviov 2007) kal TTEQINGUPBAVE ETTICTAPEVN EQELVA ATTOKAEIOTIKA TQV
YOUMETEXOVTQY, QATTOKAAOTITOVTAG TIEQICCOTEQA  OTOIXEIA OXETIKA PE TO KOIVO  TWV
OLVALAIV, TIPOKEIUEVOL VA evNUEPwOE N Spdon Tou TuRUATOG?.

Avauéveral OTI N LAOTTOINON TWV TTPOTACEWY UTTOPEI VA eVOLVAUWOEl TIC OXECEIC
pETAEL TNG TOTTIKNG KOIVOTNTAG KAl TOL £V AOYM TTEPIPEPEIAKOL TUNPATOGS KAl VA evOappLVEl
TN CLUUETOXN TTEQICTOTEPWYV ATOPWY OXl HOVO OTNV TTABNTIK ATTOAQLON AAAG KAl OTNV
EVEQYNTIKA SNUIOLPYIA TNG TEXVNG, TTAPAYOVTAG TIC KATAANNAEG CLVONKEG YIa TN PEATICOON
TNG KABNUEPIVOTNTAG TWV TIOANITAV ALTAG TA TTPAYUATIKA PTOXNG O TTONTIOTIKY) {wn
TTEQIOXNG.

3. Ev kaTakA&iéI

AVTIUETTTOI HE TIC SLOXEPEIS CLYXPOVEC CLVONKES Ol PN KEPSOTKOTIIKOI TTONITIOTIKOI
opyaviopoi 6ev ExOLV TTIAEOV TNV TTIOALTEAEID VA AVAUEVOLY TTABNTIKA OCOLG I0WG
TTELACOLYV TIG TTOAEG TOLG, AAAG O@EIAOLY va eTTaAVEEETACOLY TOV POAO KAl TN A&ITOLEYIA
TOLG, VA ETTAVATIPOCSIOPICOLY TN OTACN TOLG ATIEVAVTI OTOLG ETMIOKETITEG TOLC KAl TNV
KOIVQVIa €V yével, KAl va €mMSIOEOLY ATTOTEAECUATIKA TNV TIPOCEYYION TOL CLYXPOVOL
avopwTToL. YTTO ALTO TO PWC, N AVATITLEN KOIVOUL, PE TNV EUPAc TTOL Sivel APeVOG OTOLG
LTTAPXOVTEG KAl OTOLG SLVNTIKOVLS ATTOSEKTEG TOL TTOAITICTIKOL AYABOUL KAl APETEQOL OTNV
KOAIEQYEIQ KAl OTN UAKPOTIPOBEoUN SIaTNENCN AUPISPOU®Y OXECEWY PETAEDL TOUL
TTONITIOTIKOL OPYQVICUOU, TOL TTOAITIOTIKOV ayabou Kal TV
OeATWV/ETMIOKETMTOV/AKPOATWY, ATTOKTA  OAOEVA KAl  HPEYOALTEPN onuacia. ‘Omwg
TTAPOLOIACTNKE PECK TOL TTAPASEyUATOC ToL TATMM, N YVWEIYIA PE TO COVOAO TWV
ATTOSEKTV ATTOTEAEl £va ATTO TA TTPWTA PAUATA TTPOG TNV avamnTuén koivoL. Ol £PELVEG
KOIVOUL €ival OLOIACTIKEG OXI HOVOV YIA TOV ETTIXEIONUATIKO AAAG KAl YIA TOV TTONITIOTIKO [N
KEQSOOKOTTIKO TOPEQ, APOL N ATTOKAALYN TWV XAPAKTNPIOTIKWY, TNG CLUUTTEQIPOPAG KAl
TWV  EMOLUIV YOPPETEXOVTWY KAl Mn IOUPETEXOVTWV EMTEETTEl TN Xapafn Kal Tnv
QTTOTIUNCN OTEATNYIKG®V TTOL TTPOAYOLY ATTOTEAECUATIKA TOLG OTOXOLG TOL TTOAITICTIKOV
opYQaVIoUOL Kal, TTAPAANAQ, KAAOTITOLV TIC AVAYKEG TWV ATTOSEKTWV TOL TTOAITIOTIKOV
ayaBbol OTO TIAQICIO TWV ATTOCTOAGV, TWV ISIAITEQOTATWY KAl TV SLVATOTATWY TOL
opYavIouoL.

ATTO TNV AOAAN TTAELPA, N LIOBETNON HEBOSWYV avamTvuéng KoIvoL TTPOUTTOBETE
ETTAPKEIG €TTEVOLOEIC AVOPWTTIVAV, XPOVIKWV KAl OIKOVOUIK@Y TTOPWY KAl KLPIWS PovAnoN
ylia TNV avaAnyn OXETIKQV §pAcewV. ‘OUwS, £V OYEl TV TTOOAVAPEQDEITWY CLYXOOVWY
TTOOKANCEWY TIOL KAAOLVTAI VA QAVTIUETOTTOOLY Ol PN KEPSOOKOTTIKOI  TTOAITICTIKOV
OPYAVIOPOI KAl KLPIWS TNG LTTOXWPENONG TOL «KEATIKoSIaITOL TTOAITIoUOLY (Kapkayidvvng,
2005, 0. 24) , n AvaTmPOCAPHOYN TNG AETOLPYIAG TV TTONTICTIKWYV OPYAVICU®V Sev €ival
Oeua €MAOYNG AAAG ETTITAKTIKNG AvVAYKNG YIA TN HOAKPOTTPOBeoUN emPBicoon auvTwy, Kal N

2 IXeTIKA e TN heBodoloyia kal Ta ammoTeAéouaTa TNG §eLTEPNC EPELVNTIKAG Paong PA. Kouri, M. (2008).
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AvamTuén KoIVOL TTPOTEIVETAI WG PIa TOAvV AVON: O APIOUNTIKOC TTOAAATTAQCIACHOG TRV
ETTIOKETITAV TV TTOAITIOTIKGV OPYAVIOU®WY KABWG KAl N TTPOCEAKLON KAl N IKAVOTIoinoN
TV AVAYK®V TTOIKIAWY KOIVOVIKWV OUASWY, OTTWG mMOIKETAI PJECW TNG aAvamTuéng
KOIVOU, &ev OLUPRAANOLY POVO OTNV EKTTANPWON TWVY OIKOVOUIKGWY, KAANTEXVIKWY KAl
KOIVQVIKWV OTOXWV TWV OPYAVIOU®Y, OAAA KLPIWSG PonBolv Toug TEAELTAIOLS VA
KEPSIOOLY TNV KEVTPIKA BE0N, TTOL TOLS APPOLEl, OTN WM TWV COYXPOVWY KOIVWVIQV.
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ZoLPTTOLAN, Mapia. «Mdpe TTAaTeia; Akadnuaikn TTPAEN Kal KoIvwVIKA TTapéupacn 1o TAMM Tou TE
Hrreipouy. AvEkSOTN OUIAIQL.

MAPIA KOYPH
AI6QKTwE PIAocOQIKNG lMavermoTnuiov BiEvvng

EpeovnTikO emmikevipo n MoAmoTiky Alaxeipion kar n Avanroén Koivol yia Toug un
KEOEOOKOTTIKOUG  TTOAITIOTIKOUG OPYQAVICUOULG. METATITUXIQKEG OTTOLSEG  TTOAITIOTIKNG
TTOAITIKNG Kai Siaxeipiong oTo [MavemoTtnuio Warwick AyyAiQg pe OTTOTOOQIA TOL
YOAAOYoL «O1 iAol TNG MOULOIKNGY. APICTOVXOG TITLXIOUVXOGC lavTeiov lNaverTioTNUIOL
(Tunua Emmkoiveviag, Méowv kai TMoAmouov). Amo 1o 2004 Si6aokel uabnuara
TTOAITIOTIKNG  TTOAITIKNG, SlaxEipiong KAl €mKoivawviag oTtnv  Avetarn  Ekmraibevon.
EmayyeAuarika exel ouvvepyaoTel ue 1O [lMavemoTtnuio [leAotrovvnooou, 1O [lAvTeio
MavemoTtAuio, To TEl Hrreipov, 10 Yrmovpyeio MoATIouoL, 10 AiBveg PeoTiBAA XopoL
KaAauarag, Ttov Opyaviouo Meyapov Mouoikng Abnvwv, Ttnv  OIKOVOUIKN) Kal
Koivavikn) Emtpor) TN EAAGSag, tnv Aadikn ‘Omepa Bievvng, 10 ®eoTiBaA OmepeTag
Katw AvoTtpiag, To Warwick Arts Society k.a. Yrnpée uetad aAAwv LTTOTPOPOG TOL
I6pVuatoc Koartikev YITOTpOQIwV yia Ta £Tn 1997-1999 KQTA TIC TTOOTITUXIAKEG OTTOLSEG,
EVQ TTOOOQATA OAOKANOWOE e LTTOTPOPIA IKY LETASISAKTOPIKN £OELVA UE ELELVNTIKO
Beua TIc avTAnweig otnv EAAGSa yia Tnv ‘O1reEpa e OTOXO TNV TTEPIPEPEIAKT) TTOMITIOTIKN
avamroén. ApbBpa TnNG éxouv ENUOCIELOEI O CULAAOYIKOUG TOMOULG Kal TTELIOSIKA.

APICTOVXOG AITTAWUATOLXOG Midvou EBvikoL Q&¢iou (Taén MupTwg Mavpikou).

T Ho lemic J
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