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 Editorial     

We are very pleased to bring our readers the five articles that comprise the second 

issue of the Hellenic Journal of Music, Education and Culture.  

The authors featured here present works that explore important contemporary 

topics at the interface of music, education and culture, from multiple spheres of music 

education and cultural practice, advancing thus our thinking of what constitutes music 

education and culture across the world. Needless saying that, apart from the diversity of 

cultural settings, there are issues that are focused on Greek realities in the spirit of the 

journal’s policy to promote the symbiotic development of the research communities 

both within and outside Greece.   

We hope that you enjoy the journal contents and that you will take an opportunity 

to contribute in the future. 

Our first peer-reviewed paper, Liora Bresler’s “Integrating the Arts: Educational 

Entrepreneurship in a School Setting”, searches the qualities that make for successful 

integration of the arts and the so-called core curriculum. By presenting one case of arts 

integration in a Texan high school, she examines those qualities that made it a successful 

integration, including the curriculum, the institutional structures, and some of the 

characteristics and background of the project coordinator. As a result, she identifies 

some characteristics that are important to arts integration such as (i) going beyond the 

traditional disciplinary knowledge to creatively reflect ownership and personal 

commitments; (ii) being able to listen to others and to collaborate in what I refer to as 

transformative practice zone (TZP); and (iii) perseverance in a process of experiential 

learning of the innovation.  

Our second peer-reviewed paper, Edward Green’s “Harmony and the Oneness of 

Opposites: Teaching Music Theory through Aesthetic Realism”, explains the principles of 

the Aesthetic Realism teaching method created by the great American poet and 

educator Eli Siegel in order to show how students can be motivated to learn music 

theory. According to the author, the most effective way to do so is through this method 

because it is based on the principle that art and life have in common the opposites. 

Central technical concepts in harmonic theory are considered in the light of this 
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philosophic idea, and the work of various theorists is cited in support of it, including 

Zuckerkandl, Schönberg, Schenker, and Toch.   

Cecilia Ferm Thorgersen’s “Assessment of musical knowledge from a life-world-

phenomenological perspective – the challenge of conceptualising and 

communication”, deals with the assessment that takes place in several educational 

settings, at several levels. According to the author, although in those contexts the idea of 

how different qualities of musical knowledge are expressed is constituted and re-created 

through the sharing of experience, still concepts and descriptions of the qualities, which 

should be possible to use as a base for discussion and reflection upon musical 

knowledge, are most often missing. So, the contribution of this article is based on a view 

of knowledge and learning takes a life-world- phenomenological way of thinking as a 

point of departure, based on Merleau-Ponty, Heidegger and Dufrenne. In more detail, 

Thorgersen, by taking into account the multi-dimensional phenomenon of music, and 

how it influences the concepts of musical knowledge and learning, addresses the 

conceptualisation of such knowledge, the weight of style and earlier experiences, the 

aspect of response in connection to language, and how musical knowledge can be 

expressed and assessed in the spirit of inter-subjectivity. 

Moving on to Greek issues on music education and policies, the next paper by the 

authors Panagiotis G. Kampylis, Periti Saariluoma and Eleni Berki, entitled “Fostering 

Creative Thinking - What do Primary Teachers Recommend?”, aims to investigate and 

analyse Greek primary teachers’ creativity recommendations (CRs) because they are 

the professionals who foster (or should foster) students’ creativity in practice. By means of 

forming a setting of three comparable groups (Athens, Greece, June 2008), a specific 

research design, and with the participation of twenty-one Greek primary teachers with 

diverse backgrounds and expertise, the results of their data collection and analysis 

classifies primary teachers’ CRs under three broad categories: (1) features of the creative 

teaching and learning process; (2) common traits of the creative student, and (3) 

characteristics of the creative environment. The conclusion is that primary teachers need 

a comprehensible and practicable set of recommendations on how and why students’ 

creative thinking should be fostered. 

The last paper, in Greek, is Maria Argyriou’s study on “Factors based on genre that 

influence the preferences-choices of students in music education”. It is based on 

contemporary research concerning the development of a model referred to genre 

stereotypes (Deaux & Lewis, 1984; Martin, 1989, 1993; Wood& Little, 1990); according to 
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this model, children, when reaching the age of eight have already crystallised their 

views, their choices and their activities by means of the genre they belong.  Education 

plays an important role in the process of reproducing genre stereotypes;  family and the 

cultural/economic environment of the community play an additional role in such a 

process. The author studied a sample of 102 students of primary education (ages 9-12) 

and presented the factors that influence their preferences and choices in music 

education.   

We are most grateful to the authors of these papers. 

GRAHAM WELSH & ANASTASIA SIOPSI 

 

www.hejmec.eu 

[4]

http://www.hejmec.eu/


 

1 

Hellenic Journal of Music,  

Education, and Culture 
 

Copyright © 2011 

 

Vol. 2 | Article 1 

ISSN 1792-2518 

 

www.hejmec.eu 
 

Integrating the Arts:  

Educational Entrepreneurship  

in a School Setting  

 

LIORA BRESLER  

UNIVERSITY OF ILLINOIS, URBANA, USA 

liora@illinois.edu  

 

 

 | What qualities make for successful integration of the arts and the so-called core 

curriculum? Clearly, integration requires more than scheduling changes, and results in substantial 

learning well beyond drawing snowflakes in science or singing patriotic songs in social studies. This 

paper presents one case of arts integration in a Texan high school, where the project coordinator 

was the music teacher. I examine those qualities that made it a successful integration, including the 

curriculum, the institutional structures, and some of the characteristics and background of the 

project coordinator. Based on this and other cases of successful integration of the arts into the 

academic curriculum (and as important, cases where such integration failed despite seemingly 

promising conditions), I identify some characteristics that are important to arts integration. These 

characteristics include: (i) going beyond the traditional disciplinary knowledge to creatively reflect 

ownership and personal commitments; (ii) being able to listen to others and to collaborate in what I 

refer to as transformative practice zone (TZP); and (iii) perseverance in a process of experiential 

learning of the innovation. These characteristics, I suggest, constitute educational entrepreneurship, 

with an emphasis on the social and the intellectual. 

 

Keywords: Arts, integration, curriculum, Educational Entrepreneurship, Context of 

Schooling.  

This case is based on a study initiated by the Getty Center and the College Board. I was asked to 

evaluate the integration of the arts into academic disciplines in five American high schools. Based on a 

review process of hundreds of proposals, these five schools were selected for their commitment to 

integration and received some funding by the Getty Institute in support of the integration project. Of 

these five, Martinez High School in Texas served the most transient population in what is believed to be 

the poorest county in the United States. The school was located in a mid-size town of approximately 

140,000 people with a Latino population of over 80%.  

The characteristics of the student body at Martinez High School made it an unconventional 

setting for the kind of integrated arts and academic learning being tried there. The student population 

was 99% Hispanic from a low socio-economic community where 94% of the families qualified for some 

[5]
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type of federal assistance.   Ninety percent of the student population was identified as at-risk and 

below grade level in at least one core academic area.  English was a second language for most 

students; for many, time spent at school was the only English-speaking part of their day. Before the 

study started, the school had the lowest TAKS (Texas Assessment of Knowledge and Skills) scores in the 

district. The school was on probation with the State Board of Education because less than 40% of its 

students passed the yearly Texas Assessment of Academic Skills (TAKS) exams, which ultimately 

determined whether they would graduate or not. When the new school was planned and subsequently 

opened, there was money allotted for hiring new faculty, including faculty with training and experience 

in the arts. David Murray, a music teacher with a doctorate in music, was one of those hires.  

Data sources. I spent in the school 3 days, with approximately 12 hours of field-work each day. I 

was joined by Dr. Eve Harwood, a professor of music education and a close colleague who was 

interested in the project and volunteered her time and superb observational skills. Observations 

focused on academic classes (mostly English/Social Studies) as well as guitar classes and additional 

music integrated into English classes. We attended school concerts --Guitar Class Concert and the High 

School Choir Concert; and a community theater Christmas play, that featured one of the school 

teachers and students from area schools. We conducted in depth, semi-structured interviews with the 

principal; the music teacher/coordinator of the program; six teachers of academic disciplines (four 

participating in the program, one who was scheduled to start next semester, and one who was not yet 

involved); and all arts teachers. We also conducted informal conversations with students and other 

teachers. 

The original proposal submitted by the school to the Getty Institute/College Board to qualify for 

support stated, ―The ultimate goal of this proposal is to provide students with a comprehensive 

exposure to the fine arts while at the same time increasing student achievement, performance, and 

attendance.  We feel integrating the arts into the English and social studies programs will be the 

catalyst to meet these goals.‖    

Texas state curriculum guidelines require that the ninth grade year focus on World Literature and 

World Government; that the tenth grade year cover World Literature in English and World History; that 

American Literature and United States History be covered in eleventh grade; and the British Literature, 

United States Government and Economics be covered in the twelfth grade. In the year of our study, 

Martinez was focusing on integrating social studies and English classes with arts and began 

implementation with students in the 10th grade. Students were grouped into modules of 90 minutes, 

and literature and social studies teachers were teamed together.  

To many, the notion of spending time and energy on providing arts instruction as part of the 

academic program in such circumstances was outlandish.  Even within the school, it was apparent that 

there were significant worries about the academic performance of the Martinez students on TAKS tests, 

and even a suggestion that there be a special course on basic skills, more drill and practice, in 

preparation specifically for the test. 

The curriculum. The curriculum was structured around concepts, and themes, rather than the 

traditional disciplinary organization and contents. There was clear evidence that integration was taking 

[6]



He J M E C  V o l .  2  |  Integrating the Arts: Educational Entrepreneurship in a School Setting    

 
 

 

place, in a manner consistent with the thematic integrity of each unit. The integration style in the three 

arts subjects (music, visual arts, and drama) revolved around the broad themes of class, gender, 

ethnicity, family, and propaganda. The following are examples of the integrated curriculum. 

Under the theme of Class, students read poetry by Langston Hughes, discussed a blues form, 

heard blues performed by BB King, and wrote their own blues lyrics. The discussion ranged from 

discussing rhythm and the mechanics of poetry and music, to providing broader historical and 

sociological contexts for the Blues. In another unit on Class, students studied the Mexican, French and 

Russian revolutions in history, heard and sang songs associated with the Mexican revolution, and read 

literature dealing with class differences, such as Call No Man Master and The Great Gatsby.  

As part of the Gender theme in Drama/English, students discussed the features and context of 

Greek tragedy, talked about the values and messages in Antigone and performed parts of Antigone to 

a select school audience. The curriculum included a visual art unit based on classical Greek art. Students 

studying the changing role of women during the 20th Century in History, were also studying the 

portrayal of relations between the sexes in The Taming of the Shrew, and examined portrayals of 

women vs. men in visual art from the "Great Masters‖ series. As part of a unit on Ethnicity, students 

read poetry and literature from the Harlem Renaissance, heard and subsequently wrote their own blues 

lyrics, and studied the role of race in conflicts from the Spanish Civil War through World War II and 

contemporary topics such as ethnic cleansing.  In another unit under the same theme, students studied 

a drama by Luis Valdez about a pear picker, with the theater teacher, engaging in improvisation and 

analyzing character stereotypes. Another English/Social Studies team collaborated with the Visual Art 

teacher to create a unit which involved students‘ writing and illustrating in visual images the Creation 

story, including the reading Gilgamesh stories in their English class. In discussions and meta-level 

questions raised regularly in class, teachers guided students in exploring the nature of music and art 

and their social and personal meaning.  

Music, visual art and drama have been integrated into the curriculum consistently throughout the 

semester. Once the thematic units were identified, the teams developed a schedule to include visits 

from arts specialists.  In general, the arts specialists -- (music, visual art, or drama) visited each class 

twice a week, once in English, and once in Social Studies. In addition, some of the teachers brought in 

CD‘s of relevant music, pictures, or other art resources from their personal collections to share with 

students during the regular class periods.   

Textbooks and formal materials. Textbooks were relegated to a minimal role. Martinez teachers, 

like all Texas teachers, were constrained by a state and district curriculum and by the statewide 

textbook adoption policy, which means that one textbook is supplied throughout the state for each 

subject and grade level.  The particular text for Social Studies was not organized for the curriculum 

these teachers were implementing, although they were able to use it as a resource.  The English 

anthology provided the teachers with somewhat more flexibility in choosing material for the thematic 

units.  Music resources consisted of music sheets, CD‘s and historical and musical materials and 

information including the Internet. In the main, the teachers used a variety of resources materials, 

including personal items.   

 The assignments encouraged inquiry skills, exercising the ability to conduct independent 

research, to create interpretations, and to express personal opinions and views in small and large 
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groups. In addition to the interpretive, issue-oriented contents, some assignments were aimed at 

building a factual base, and used quizzes to test retention and knowledge. Other assignments 

highlighted students‘ interpretation, creativity and expression. For example, in one observed integrated 

English/Social Studies/Music session, students were asked to write their own words (―The depressing 

things in Martinez high school . . ."), and were encouraged to be expressive and critical (criticism 

directed at the instructional team) within the constraints of the Blues structure. 

Students‘ ownership and initiatives. What was striking in the project was not only the integration 

across disciplines, but the relevance of the themes and the contents to students‘ lives. This ownership 

resulted in students‘ initiative extending beyond the academic learning to creating conditions for 

learning. Some students, for example, were disruptive to the class, and the rest decided they did not 

want to be disrupted, so they divided the room into two diagonal sections. One section housed the 

disruptive people (or those who are tired and didn't want to learn), and the other housed the 

motivated ones. There was constant flow between the two sections, when the disruptive students 

decided they wanted to give the class-work a try, or when the motivated decided they wanted a break. 

But there were no more disruptions. This type of student-directed activity is an early indication of the 

evolution of a learning-oriented community and the students' investments in it. 

Teachers‘ collaborations. The large, 90 minutes blocks, facilitated extended planning time, and 

the regular meetings among teachers encouraged interaction and the development of common 

curriculum. With one exception, working relations among staff seemed to be excellent, and all teachers 

reported being expanded in the process of developing curricula together.  The fact that the head of 

the Social Studies department was a key participant, and a strong advocate of the project mission 

facilitated the process.  

There was close continuing collaboration between teachers on the same team.  In several 

instances, one research paper was assigned for evaluation in both classes.  The focus on Social Studies 

was on content of the paper, research sources, and ideas. The focus in English was on editing, 

proofreading, grammar, thesis development and other aspects of writing.    

Impact on learning. In addition to standardized measures such as SAT and TAKS scores, 

indicators of achievement being monitored by Dr. Murray include student attendance, tardiness and 

graduation rates.  The teachers also reported various anecdotal evidence that students seemed more 

interested, participated more in class, and seemed to enjoy themselves more. Quite a few students told 

me that they used to skip school but are now considerably more motivated and invested, since the 

curriculum addressed issues that are relevant, and incorporated ―their music‖, bridging home and 

school cultures. While these were important to the teachers, what seemed crucial to the continuation of 

the program were the TAKS results. From being at the bottom of the district when the project started, 

the school scores went considerably up, among the highest in the district. The day that test results were 

published was a day of celebration in the school. The principal, feeling vulnerable in her first year in the 

school, was relieved, knowing her job will continue. A teacher called on the day the results were 

published to report about the exuberance, the hugging and kissing in the corridor. The project was 

validated! One teacher said that seeing the reactions of the students to the integrated curriculum was a 

strong motivation for him to continue, despite the increased workload.  

[8]
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Dr. David Murray served as the project coordinator and was a key person behind the integration. 

He brought to the project a high level of intellectual curiosity, enthusiasm, people‘s skills and 

commitment. Coordinating the project was in addition to his regular duties as the school guitar and 

Estudiantina teacher. What made his role as coordinator and key person so unusual was the low 

involvement of music teachers with integration across the four other schools of the project. In general, I 

have found that even when schools were committed to arts integration, of all school teachers-- arts 

and academic subjects included-- music teachers were typically the least likely to participate in 

collaboration (Bresler, 2003).1  

At the high-school level, this could be attributed to the nature of music education in high-schools 

in the US. Choral and band teachers are enormously concerned about skills and high performance 

ratings and their position often depends on these ratings. I was told in Texas that if a band director 

does not bring in a rating "1" for his performing group for three consecutive years, he is likely to be 

fired. Indeed, in all five schools of arts integration (Bresler, 1997), choral and band teachers were not 

interested in integrating music into the broader curriculum. I found it interesting that band and choral 

teachers in Martinez school featured the traditional western, repertoire, even though it was clearly less 

appealing to the local Spanish population (as indicated in the concert we attended). In contrast, the 

guitar concerts organized by Dr. Murray seemed highly popular with students, parents, and the wider 

community.  

 David Murray, a guitarist and a guitar teacher, was exceptionally open to a variety of styles in 

performance and had a solid knowledge of sociological trends in music. Part of Murray‘s ability to 

integrate music and academics could be attributed, I believe, to the different enculturation and 

expectations of the traditional USA band/choir ensembles as compared to the guitar ensemble. In 

guitar, performances are judged as contributing to the local community rather than prizes and awards, 

which are central to band and choir. Another factor had to do with the teachers' profiles and 

commitments. Guitar teachers tend to be almost "self-taught" in their education, typically in informal 

settings, drawing heavily on popular media, and less enculturated into the classical, more rigid 

traditions and expectations of the band and classical music world. Guitar teachers are often proficient in 

different musical styles, and modes of playing (e.g., improvisation as well as the classical notation). 

Teaching band and choir performance is seen to require sophisticated skills which take much time to 

develop and build. Time away from these skills can be seen as threatening success in competitions, on 

which teachers‘ livelihood, as noted above, is perceived to be at stake. 

Dr. David Murray‘s commitment to include music in the academic curriculum was visionary, 

creative, and deeply collaborative. He worked with academic teachers closely to identify big ideas, 

listening carefully, making suggestions based on what he perceived was important to others as well as 

his own commitments, offering support on conceptual and technical levels. In addition to teaching the 

                                                 
1
 This was particularly glaring in one of the high schools in that had the most successful and exciting arts education program I 

have ever seen. This school, in Washington State, integrated the arts into every imaginable subject – from physics and math to 

French and Chinese. The only teachers who were not involved in the whole school endeavor were the music specialists. 

Involving teachers of music performance in arts integration is extremely difficult, as other studies have shown. This is true for 

ordinary, as well as exemplary schools (Bresler, 2003). 
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classes twice a week during the units that incorporated music, Murray was available to help in many 

ways (e.g., leaving CD‘s and any other musical material available for the classroom teacher; consulting 

with suggestions on musical materials).  In some cases, the classroom teachers reported bringing in 

their own examples of music for discussion in relation to the thematic unit.  However, in the main they 

relied on David to provide the lesson content and listening material for the curricular units.   

Why did teachers volunteer to participate in such a time consuming effort? Teachers felt strongly 

that an integrated curriculum will promote students‘ learning. Several said that the arts will help make 

learning more relevant for the students. Others suggested that the arts allowed them to teach to their 

students‘ strengths.  The principal said she thought the Martinez students had a knack for dance, 

storytelling, music, and theatrics that was part of their custom and ―a way of life.‖ For another teacher, 

the integration of academic content and the arts helped make what they learned significant to the 

students.  

As manifested in the cases of many teachers, collaborations proved to be transformative on 

different levels. The most obvious was a change of roles for participating teachers in all sites – a 

heightened movement toward developing, rather than just implementing, curricula.  In developing 

integrated curricula, music teachers moved away from their ready-made lesson plans, art teachers, 

from reliance on set activities and skills, and academic teachers moved away from reliance on 

textbooks, towards a focus on larger projects, overarching themes, broad issues and questions. In this 

process, they also started to draw upon a larger array of resources. On a more fundamental level, they 

learned to listen to each other in ways that expanded their own vision of their discipline.  

 Change of self-image. Often, teachers brought up in our conversations the gradual but 

fundamental changes in their images of teaching that were triggered as part of the process of these 

collaborative relationship. From a framework of an isolated teacher teaching individual classes, teachers 

commented that they now saw themselves as a part of a larger whole. Teachers said they became 

conscious of how their curriculum fit and affected other disciplines, and the ways from which they were 

able to draw upon other disciplines. This was manifested even at the level of selecting and purchasing 

materials, with teachers looking for materials of interest to others.  

 Becoming central to the school. Invariably, arts teachers became more central to the school 

and its mission. In elementary schools, specialists represent a distinctive subculture within schools, 

where theirs is frequently the only subject that is not taught by classroom teachers. Hence, their 

position, typically a marginalized one, is as ―the other‖ teacher. That marginalization often occurs in 

secondary schools as well. The ability to work together towards common goals facilitated the positive 

negotiation with classroom teachers, creating allies among different faculty members. Integration 

placed music and art teachers as not only legitimate, highly-valued citizens of the school, part of its 

core community of practice, but as leaders.  

Reflecting back on what made this case successful, it is the commitment and characteristics of the 

key people involved in the project.  These characteristics match, in many ways, those of social 
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entrepreneurs. I suggest the term educational entrepreneur (EE) to indicate a person that exhibits 

entrepreneurial qualities in the context of schooling. Clearly, educational entrepreneurship can be 

manifested in various ways: integration is only one of these. However, I believe that in a genuine 

integration that is committed to re-conceptualize, beyond surface techniques, educational 

entrepreneurship is vital. While not all teachers are drawn to arts integration, and not all schools lend 

themselves to integration, educational entrepreneurship offers a broader perspective that has to do 

with teaching according to one‘s deepest values, the wish to make an impact, and, possibly, self-

actualization. Going more deeply than integration, I believe that entrepreneurial qualities can expand 

the roles of music teachers, enhancing their satisfaction, ownership and impact.  

The concept of entrepreneurship has long been associated with business and finance. In the past 

few years that concept has been broadened. One use came out a couple of years ago in a widely 

acclaimed PBS documentary on social entrepreneurship with the evocative title of ―The New Heroes‖. 

The documentary featured people like Sri Lankan Nobel Prize laureate Muhammad Yunus and the 

Grameen Bank, his micro-financing project with women as major clients. The series consisted of 13 

other social entrepreneurs all over the world featuring women and men with extraordinary projects of 

social service and impact. These projects were founded on innovative ideas as well as tremendous 

persistence, and the ability to work with various groups of people, negotiate, and persuade to carry 

these projects to fruition. School teachers loom large in these endeavors. 

Examining the cases of social entrepreneurship more closely, they all involved what I regard as 

education in its deepest sense. In Yunus‘ case, the education encompassed the whole traditional Sri 

Lankan culture who learned that women could be highly capable and responsible business people, and 

that poor people, in general, showed exemplary trustworthiness. Within formal schools, classroom 

teacher and musician Rafe Esquith (2004) exemplifies many of these qualities in his teaching, reaching 

students in powerful and impressive ways.  

Reflecting back of my various studies of arts integration (e.g., Bresler, 1997; Bresler, 2003), I 

realized that where they were successful, they entailed an entrepreneurial style and qualities2. One of 

the things that entrepreneurs, in economic, social, and educational domains must do, is to develop the 

projects, to make sure that the ―product‖ interacts with people‘s experiences to bring about change. 

(This is different from the traditional roles of university faculty. Faculty are expected to publish papers 

but are not responsible for their impact. They are expected to teach, but the onus on learning is 

typically on students.) Educational entrepreneurs embody the commitment to usefulness and impact in 

their teaching.  

Qualities shared by entrepreneurs and entrepreneurial teachers include: (i) vision, and creativity 

in exploring, identifying and creating educational opportunities;  (ii) ability to listen to others, teachers 

and students, to construct a shared, relevant mission, and to collaborate and team-lead a project; and 

(iii) persistence in a process of experiential learning within their classroom settings and from interactions 

with colleagues.  

                                                 
2 A recent study by my doctoral student, Su-Jeong Wee, who studied drama integration in a promising setting, 

highlights the problems when the teachers are not entrepreneurial (Wee, 2009; in press), 
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Academic learning is often theoretical and text-based. In contrast, entrepreneurship involves 

experiential learning that includes taking risks and learning from mistakes. One major risk is the giving 

up of the safety of the disciplines and prescribed materials, to cross-disciplinary borders and re-

consider what is importance. Indeed, the sense of exploration manifested by Dr. Murray and his 

colleagues in crossing disciplines is highly entrepreneurial in its focus on issues rather than traditional 

ways of organizing knowledge (e.g., Solomon, Marshal, & Gardner, 2005), undertaking work that goes 

beyond conventional, well-established  understanding of knowledge.  

Within the contemporary scene of schooling, there are two dialectical forces that affect 

educational entrepreneurship: accountability and subjectivity. Accountability, part of a knowledge-

society in a globalized information age, entails strong expectations for standardized test-scores, 

stressing uniformity of outcomes. Accountability raises the risky-ness of creativity and aiming for 

relevance and personal meaning. This push for accountability is happening not just in the U.S. but also 

in European and Asian countries.  

 If accountability is associated with the economy and the business world, subjectivity, the second 

force, originated in educational ideology and scholarship. With its roots in progressive education, 

subjectivity has been central to the post-modern turn, which assumes that social reality in general, and 

learning in particular, is constructed and created (and therefore involves multiple realities) rather than 

objective (and therefore a single reality). It is theories of constructivism applied to the profession of 

teaching, I belileve, that posit that ―we teach who we are‖ (Palmer, 1988), stressing ownership and 

personal visions. In education, it favors ―show‖ (by action) rather than merely ―tell‖ (by words), 

reminding us that teaching is not a technical profession but is rather one that is imbued with values, 

personal commitments, and modeling. 

―Teaching who we are‖ means that teachers share important traits with artists and musicians. In 

my own work (e.g., Bresler, 2005, 2006, 2008a) I have examined the ways in which music provide rich 

and powerful models for perception, conceptualization, and engagement for both makers and viewers. 

I have been interested in the potential of the arts to cultivate habits of mind that are directly relevant to 

the processes and products of research. The same principles, I believe, apply to teaching. The change 

of teachers‘ role from implementers to creators of curriculum, with an emphasis on interpretation and 

going beyond what exists, makes them educational, intellectual entrepreneurs. The context of schooling 

offers a unique environment for entrepreneurship, or its sister-term, intrapreneurship, to indicate work 

within institutions. 

Entrepreneurs in all domains – business, social, intellectual, and educational -- learn 

experientially. Experiential learning theory is based on the demonstrated value of active, personal, and 

direct experiences in contrast to vicarious experience of watching others or reading about it (Kolb, 

1984). The literature on experiential learning has focused on articulating the process of moving 

dialectically between the modes of action and reflection (Schon, 1983). This interplay of doing and 
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thinking allows educators, scientists, artists, and business people, among others, to interpret the 

outcome of their decisions and actions and make changes.  

An important part of experiential learning is the learning from mistakes. The understanding of 

failure as contributing to learning is increasingly recognized in the scholarly literature in various 

intellectual disciplines, from Engineering and Sciences to Design and Education (e.g. Cardon & 

McGrath, 1999; McGrath, 1999; Petroski, 1992, 1996; Politis & Gabrielsson, 2007; Thornhill & Amit, 

2003; Vesper, 1980). As part of experiential learning, the act of failing can be confronted, studied and 

dealt with in a systematic and productive way (Cannon & Edmondson, 2005). Discussing the context of 

entrepreneurship, Spinosa et al. (1997) suggest that human beings, become competent not by 

abstracting theories but by doing, failing, (and I would add, analyzing and modifying), then doing again 

until they become sensitized in their habits to what is worthwhile and consider what is not. Since the 

question is not whether a failure will occur, but rather when, experienced entrepreneurs have 

developed a higher acceptance of failures (and thus risk) as a way of increasing variety and expanding 

the search for opportunities (Politis & Gabrielsson, 2007).  

All the teachers interviewed and the project coordinator referred to the stress they felt as they 

implemented a new curriculum, experienced accelerated block scheduling, team taught with each other 

for the first time, and integrated fine arts on a regular basis.  This was a large, and in many ways brave 

undertaking, and they were all expressing some signs of ‗wear and tear‘ in addition to the regular 

stresses of teaching high school.  They were also experiencing administrative and scheduling glitches, 

unexpected personnel changes and other short term problems typical of any new undertaking in a 

large high school.  However, most of these seemed to be remedied in the second semester.  

A major issue was the tests. Tighter accountability means that more teachers in more schools are 

teaching to the tests, even though they realize that their curriculum becomes narrower and that 

students‘ learning is compromised. It took great courage to be able to resist the tests. Indeed, teachers‘ 

and principal‘s faith in meaningful education proved worthwhile as test-scores improved dramatically. 

But the risk is real. The ability to examine, reflect and self-correct in teaching a less-traveled road, and 

to reach students in the way that the integrated curriculum did proved to be its own reward. Still, the 

higher test-scores allowed the project to continue. 

The most time-consuming part is the collaboration with other teachers in an effort that goes 

beyond one‘s classroom. Given that teaching is a lone profession, for those committed to work with 

others, how do we find ways of interacting and working together across disciplines, professions, and 

ideologies? Successful cases of arts integration, I found are characterized by what I call ―transformative 

practice zones‖ (Bresler, 2003) that facilitate working together. Transformative practice zones provide 

spaces to share and listen to others‘ ideas, visions and commitments, and to build relationship in 

collaboration across disciplines and institutions.  

Originally, Judy Davidson Wasser and I constructed the concept of the ―interpretive zone‖ in the 

context of a research project as the intellectual realm in which researchers work collaboratively (Bresler, 

Wasser, Hertzog, & Lemons, 1996).   The term ―zone‖, too, is borrowed from usage in other disciplines 

– Vygotsky‘s ―zone of proximal development‖ (1986), and Bakhtin‘s ―character zones‖ (1986). Non-
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academic uses include ―comfort zone‖, ―speeding zone,‖ ―demilitarized zone,‖ and ―inter-tidal zone.‖ 

What is similar about these notions of zones, resonating with our conception of it, is that they refer to 

unsettled locations, areas of overlap or contestation. It is in a zone that unexpected forces meet, new 

challenges arise, and solutions have to be devised with the resources at hand. The notion of zone 

implies dynamic processes—exchange, transaction, transformation, and intensity. 

Like Bakhtin (1986), we recognized zones to be socially and historically situated, in which multiple voices 

converge and diverge through the tensions imposed by centripetal and centrifugal forces in action. 

Transformative practice zones are different from the typical team-planning, where people are delegated 

responsibilities and the task is being divided. TPZ are spaces as well as a way of interacting and thinking, where 

the participants are touched and often transformed in the process. The sum – a gestalt -- is bigger than its parts. 

Interpretive zones center on interpretation and meaning making. When it comes to working 

together across disciplines (involving action, such as developing integrated curriculum), the target is 

improved practice. The term ―zone‖ assumes more than one party, negotiating, competing, and 

interacting from different perspectives. Thus, it moves us away from the traditional role of the teacher 

as lone, isolated figure working independently in the classroom, to one that is socially embedded, 

shaping and being reshaped. The concept of polyphony of voices is central. In the transformative 

practice zone, participants bring together their various areas of knowledge, experiences, and beliefs to 

forge new curricula and explore teaching styles through the process of the joint thinking and action in 

which they are engaged. This allows people who were trained and enculturated in one discipline to 

learn from people in other disciplines. 

Care is the foundation on which transformational practice zones exist. Within a group, monitoring one's 

subjectivity is necessary so that the group can function with some degree of harmony.  Individual needs for space, 

dominance, and acknowledgment shape group processes. In our research group, we found it important to 

discuss these issues in order to understand our collective subjectivity, identifying, rather than avoiding points of 

tension, negotiating differences, and dealing with conflicts (Bresler, Wasser, Hertzog, & Lemons, 1996).  Our 

discussions were not always harmonious.  Because our interpretations often led us to examine values, our 

professional and personal commitments involved emotional responses and tension. In that research context, for 

example, we debated public education versus private, religious education; the role of excellence versus general 

education; and the usefulness of integration of arts disciplines with the general curriculum. Not all issues were 

resolved, nor did we feel they could or should be.  While we were able, through discussion, to reach a deeper 

understanding of our diverse positions, in many cases we continued to hold divergent views.  Here, consensus 

was not always a goal.  Instead, in that collaborative work, we aimed at understandings of arts instruction that 

were more complex, pulling from a relative simplistic advocacy toward a portrayal of multiple perspectives. 

Music educators‘ experience and understandings of musical ensembles can serve as powerful 

models for working together. Various types of music ensembles with their distinct characteristics 

provide useful exemplars for the individual/group relationship. The big orchestra and the choir are two 

models where the individual voice is required to fit with a pre-ordained conception of the larger whole. 

More compatible with the notion of TZP is the chamber group model where each member has its 

distinct musical line and color, where the individual parts are always prominent, never lost in the whole 

composition.  

Mandating and prescribing collaborations, (let alone transformations…) is guaranteed to ruin the 

whole endeavor. Listening and respecting the process is crucial. Rather than prescribed outcomes, it is 

[14]



He J M E C  V o l .  2  |  Integrating the Arts: Educational Entrepreneurship in a School Setting    

 
 

 

useful to think of starting points, conditions that are favorable to productive zones, serving as enablers. 

These include structures for meetings where trust could be built and nurtured. It is helpful to have 

supportive administrators conveying interest in teachers‘ ideas and encouragement to try these ideas. 

What made the Martinez and the other four schools committed to arts integration successful was the 

creation of dynamic transformative practice zones where teachers could share ideas, reconsider visions 

and goals, work with others to create new ones. The Getty schools were selected on the basis of their 

commitment to create structures and spaces for teachers to meet, discuss, plan, and reflect. These 

structures, sometimes weekly or bi-weekly, generated frequent, informal conversations, which served to 

promote the development of shared goals that ultimately resulted in a shared vision. Arts integration in 

all settings thrived when these collaborative structures were in place, and was far less effective in their 

absence. 

I started the paper with Parker Palmer‘s (1998) famous adage that ―We teach who we are,‖ 

making a case that teachers‘ inner landscapes are central to what they do.  I have noted elsewhere 

(Bresler, 2008b), that other occupations, to various extents, are shaped by those who ―occupy‖ them. 

Indeed, one can distinguish occupations by the degree to which they offer opportunities to express 

one. Being a musician, as well as a teacher, are two obvious examples of occupations that allow ample 

space to express who one are. As importantly, who one is is shaped by their (teaching, musical, and 

other) experiences. I believe that educational entrepreneurs, like artists and musicians, pattern 

themselves after their visions, thus giving form to their spirit in the process. In this paper I suggest that 

educational entrepreneurship allows teachers to manifest who we are, and in turn, be shaped by this 

experience.  As importantly, in the examples outlined above, the integrated arts curriculum invited 

students, too, to ―learn who they are‖, making schooling a space of relevance and meaningful 

knowledge.  

I am indebted to Smaragda Chrysostomou, and Nurit Cohen-Evron for reading this manuscript and for 

their insightful comments. 
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 | With examples from Bach, Chopin, Stravinsky, Ellington, and Monteverdi, this paper 

provides an answer to the question: “What is the best way to motivate students to learn music 

theory?” By relating it to the questions people face in life! And the most effective, accurate, exciting 

way to do so is through the Aesthetic Realism teaching method, created by the great American poet 

and educator Eli Siegel. According to Aesthetic Realism, art and life have in common the Opposites: 

the very substance of the world and our emotions, and likewise the technical basis of music. As 

Siegel explained: “In reality opposites are one; art shows this.” Central technical concepts in 

harmonic theory are considered in the light of this philosophic idea, and the work of various 

theorists is cited in support of it, including Zuckerkandl, Schönberg, Schenker, and Toch. The essay 

also addresses two ethical matters inseparable from effective pedagogy: how to bridge the gap 

between “art and science,” famously described by C.P. Snow, and how to recognize the temptation, 

for student and teacher, alike, to establish our personalities on the basis of contempt rather than 

respect—a danger Eli Siegel did more to unearth and explicate than any previous educator. 

 

Keywords:  Eli Siegel; Music Theory; Music Pedagogy; Aesthetic Realism; Harmony; Art and Life.  

The most primal opposites in harmony are unity and manyness. This is reflected in standard 

definitions of the term, and also in that other primal term: chord. Here are two such definitions. First, 

William Austin from Music in the Twentieth Century: 

According to the commonest technical use of the term, “harmony” is composed of 

chords, units of 2,3 (or more) notes heard simultaneously ….But a broader meaning 

of the term is…agreement, coordination, coherence. 

(Austin, 1966, p. 10). 

Next, Victor Zuckerkandl from The Sense of Music: 

A chord, then, is the result of a combination, a coming together of a number of 

different tones—three or four, according to our example; a form of coexistence of 

these tones, not a sum of tones, no mixture, no tone at all: a tonal event sui 
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generis, an auditory experience of another order than tone...The individual tones 

that make up the compound do not disappear in the merger, do not give up their 

identity altogether; they remain recognizable as individual components and in 

simple cases can be distinguished even by the untrained ear. 

(Zuckerkandl, 1971, p. 176). 

What we gather from Austin, and from the somewhat more philosophically-freighted words of 

Zuckerkandl, is that to have harmony, different things must be felt as one thing. Identical sounds 

cannot properly be called harmonious any more than sounds that grate, jangle, and refuse to blend.  

To have harmony, sounds must stand out and be distinct individuals even as they find a way to blend in 

and agree. And this junction of opposites, while it is something musicians look for as we search for the 

right chords, is also what people desire in terms of life itself.  Who doesn‟t want to be noticed, and 

esteemed, simply as oneself?  And what sane person doesn‟t want to be in a good, friendly, mutually-

supportive relation to the people around them? 

Take one of the most famous chords: the C major chord which begins Bach‟s Well-Tempered 

Clavier.  Were we to play its five pitches simultaneously, the immediate impression would be of unity. 

But as the theorists indicate, this unity coexists with manyness, for there are five distinct tones present. 

The word “harmony” accents the unity, but is dependent upon its opposite1. 

Consider how different the opening chords of the “Prelude in C” would sound were we to make 

their inner diversity less apparent—if, as an experiment, we play instead a series of unbroken chords. 

While this alternative still illustrates harmony, the way Bach composed his chords—with their 

constituent tones heard one after the other—has, in this instance, substantially more aesthetic power. (I 

have, incidentally, never met a student who disagreed with that assessment.) 

In this prelude, Bach illustrates the primal meaning of harmony not only in the sense in which the 

word is most frequently encountered, but also in a more subtle sense. By employing a single pattern—

(five rising notes, a repeat of the last three, and then a repeat of the entire design to fill out the 

measure)—Bach makes a great diversity of chords structurally akin. Chords with tight and wide 

voicings; chords tonally firm and others that are modulatory; sharply dissonant chords and those 

resonantly consonant; chords in bright registration and in dark: all this richness of harmonic experience 

is unified through that single underlying pattern2. 

At this point we can ask: is this merely an abstract “technical” matter, or also something which 

corresponds to what our students desire—simply as people? Do they struggle with simplicity and 

complexity, the hope to have lives richly diverse and yet also keep focused and unified? As Aesthetic 

Realism sees it, the answer is a resounding Yes.  

                                                 
1
 Many theorists have written about harmony as illustrating the co-presence of opposites. Among those influenced by Goethe 

are Riemann, and more recently Levy and Levarie. Among the “Hegelians” is Moritz Hauptmann. Among the Kantians, 

Zuckerkandl. 
2
 The immediate impact of music is best described in phenomenological terms; the “technical” terms we generally use in the 

description of harmony are “abstracted” from direct sensory experience. To show students that phenomenologically opposed 

sensations have an “abstract” structure in common, is to present them with a profound educational opportunity. 
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Harmony is the technical term in music most frequently to be encountered in ordinary speech; 

rhythm being the only other contender. They are also the two musical terms which appear most 

frequently in the various philosophic traditions of the world—from the notion of “pre-existent harmony” 

that one finds, for example, in Leibniz, to the presentation by Herbert Spencer of rhythm as the key 

phenomenon not only of cosmology but of sociology. These are samples; the list could be multiplied 

almost indefinitely. 

While “harmony” first entered English (via Chaucer) in a specifically musical context, its etymology 

is really quite earthy—referring, in the original Greek, to the art of carpentry and the ability to make 

different pieces of wood join. It is also a term encountered in other aspects of the college curriculum; 

we find it in texts on sociology, history, ecology, chemistry and economics. For centuries harmony (or a 

close cognate) has been a technical term in anatomy, optics, theology, philosophy, and mathematics—

and through mathematics to electricity and physics (for a quick précis of these meanings, consult 

Simpson & Weiner, 1991, pp. 1122-1126). This is not at all surprising, for the ability to see unity within 

diversity, diversity within unity, is a key—perhaps the key—power of intellect. We want our minds to 

work with ease in both a synthetic and analytic manner. 

It is false (and also unkind and inefficient) to give students the impression as they study harmony 

in music that they have entered a field remote from life, remote from other aspects of reality. To do so 

is to rob musical education of its true philosophic significance: a means of sharpening our students‟ 

general ability to perceive beauty in the world3. It is far more exciting to have them see that the 

concepts we raise to their attention as we study harmony in this Bach prelude are related to ideas they 

likely will meet in their other classes. And not just “artistic” ideas, such as color and harmony. Scientific 

ideas, as well. Modern genetics, for example. Life on earth in its remarkable diversity—from a 

hippopotamus to a butterfly, a spider to a kangaroo, an earthworm to an eagle—is at the same time 

astonishingly unified; the expression of a single molecular pattern: DNA. Bach, thus, resembles Biology.  

We might also say: Biology resembles Bach! 

That the arts and the sciences comment deeply on each other is something educators need to 

keep in mind if we are not to injure our students‟ minds by implying that the “factual” aspect of the 

world (the sciences) and the expressive, “value-laden” aspect (the arts) are fundamentally separate. This 

is what C.P. Snow famously worried about in his classic text, The Two Cultures, first published in 

1959(Snow, 1998).  It sounded a warning to the academic community. However, it is more than a half 

century later, and few would seriously argue the situation has fundamentally altered.  

What is still needed is an over-arching philosophy of education capable of bridging that gap. My 

own experience, one shared by educators in many other fields, leads me to believe strongly that 

Aesthetic Realism can provide the answer. (As a representative sample, see Perey, 1976; Sahasraduhne, 

2003). In terms of philosophic principle, Eli Siegel argued: “The world, art and self explain each other; 

each is the aesthetic oneness of opposites.”(Kranz, 1969, p. 1) 

                                                 
3
 This, mutatis mutandis, was the medieval conception of music within the academic curriculum. 
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Another key principle of Aesthetic Realism is: “The resolution of conflict in self is like the making 

one of opposites in art.”(Kranz, 1969, p. 55) Consider a conflict people feel on the very issue we have 

been discussing: the relation of unity and manyness. A person can feel stuck in stupefying routine, and 

can also feel that life is bewilderingly complex. Ask someone “What‟s happening?” and a likely answer is 

either: “More than I can handle,” or “Same old, same old.”A person can also have a conflict about the 

relation of agreement and disagreement. The same person who can think, “Why don‟t other people 

just agree with me? Life would be so much simpler!”—can also feel, “What sort of friends are you? Why 

didn‟t you disagree with me, and try to argue me out of that dumb thing I just did?”    

As Bach has been illustrating, in a successful instance of musical harmony opposites are not 

divided, and they are not at war. They work, instead, as one. And this is true for other aspects of 

harmonic theory. As we study harmonic rhythm, for example, we encounter speed and slowness; 

security and surprise—and when music is beautiful, these opposites also are coordinated. Mark 

DeVoto, writing for The New Harvard Dictionary of Music, implies as much as he notes in his definition 

of “Harmony”: 

The tension between tonal prolongation and tonal progression, between 

maintaining the established key and disturbing it, is the energy source for all larger 

aspects of form in tonal music.  Establishing and reinforcing tonic function…is as 

much a necessity in tonal music as is departing from the established tonic. 

(Randall, 1986, p. 367). 

The thrill we get from art is that through a symbolic language (in music it is a language 

compounded of sound and time) we sense in outline a solution to the questions we face in life. We 

want integrity and diversity; stability and adventure; to be unmistakable individuals and yet get along 

with others—and all this happens in a well-thought-through harmonic design. We also want to be 

emotionally coherent as we agree and disagree with other people. This too is something which 

characterizes good harmony. 

As an example of this last matter, consider the opening of the fourth movement of Bach‟s 

Cantata 140, “Wachet auf, ruft uns die Stimme.” Its voice-leading is astonishingly bold. At end of the 

first full measure the interval from the bass to the melody is a (compound) minor 9th—G to Ab. One 

would certainly expect some kind of immediate resolution. But what happens? On the downbeat of the 

next measure another collision, now with Ab in the bass and G above. Taken by itself, this is a 

remarkably grating succession of intervals; and yet the bass has resolved quite logically, as has the 

upper voice—once we take into account octave displacement.  
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In this two-bar opening phrase Bach seems to take every opportunity he can to highlight 

dissonance. If we direct our students‟ attention to bar two, they will observe that directly on each of its 

first three beats there is an unprepared dissonance. More subtly, between beats two and three of bar 

one, there is a “fall-off” in the melody from G to F, implying a resolution to Eb. But instead Bach moves 

to Ab. As a result, we hear a dissonant 9th moving to a dissonant 11thwhich does indeed resolve to a 

consonance, but not to the Eb over an Eb bass we had been expecting! The resolution to the “pure 

octave” is withheld until the very last moment of the phrase. 

What Bach is doing is making a complex and dramatic unity out of the primal fact that sounds 

disagree and agree. He is showing that intervals with harmonic “bite”—edgy and critical—are friendly 

to intervals of a sweet and joyous character. He is, through an artful and strikingly imaginative use of 

chord and non-chord tones, literally “composing” the relation of concord and discord. This is 

something, the “life parallel” of which people long for. We long for true “composure” as life offers up 

the equivalent of concord and discord. (And it is not accidental that we use the term “composer” for a 

person capable of achieving this kind of sonic “composure.”)  We long to be able to agree and 

disagree with someone (especially someone close to us) in a way that seems beautiful to us. We also 

long to feel that our sweetness and edginess are emotionally coherent—and, undoubtedly, so do the 

people who know us! 

Bach‟s musical procedures are, in fact, a vivid contradiction of a very common notion: that 

happiness depends on everything going “smoothly.” For from a harmonic perspective, these measures 

are anything but smooth! They are bumpy, dissonant, and critical. And yet the music flows, and is full of 

joy. 

Meanwhile, one doesn‟t need an undoubted masterpiece, such as this movement by Bach surely 

is, to see that the art of voice-leading depends on a lively interaction of agreement and disagreement.  

Whether we are using Fux‟s Gradus  or a more “up-to-date” text, it is plain that there must be a wise 

mingling of motions—similar, contrary, and oblique—for music to have a fully satisfying texture.  And 

why is that?  Is it because we also want, for our lives to be happy, an honest relation of agreeing with 

other people (i.e. similar motion), disagreement (i.e. contrary), and also the judicious sense, every now 
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and then, of simply “standing one‟s ground,” and refusing to be shaken from it, no matter what 

happens around us?  (That is: oblique motion.) 

Whatever else, these are lively questions!  And students always profit from thinking about 

them—including about the ethical and aesthetic implications of some of the more interesting 

combinations.  That is to say, we can move in a similar direction to another person—but in a very 

dissonant way; and so can notes.  And we can do entirely contrary things—and yet find, moment by 

moment, our separate activities put us in a warmly harmonious relation to another person.  And, of 

course, the same can be true of notes.  In fact, as every teacher of counterpoint knows, often the only 

way to maintain consonance between two independent voices is by setting them in contrary motion! 

The opposites, in other words, are very engaging things; hardly to be summed up swiftly.  For in 

music, one parameter may express one thing (say, a rough rhythm), and another its opposite (say, a 

smoothly ascending melody), and we hear them simultaneously.  The net effect of the musical 

experience, then, is of opposites made one.  

 In a moment, I will look at three of the 20th century‟s most notable theorists, all of whom shared 

a conception of harmony in which the “life” principle was crucial.  But I‟d like to preface this part of my 

essay with a short statement by a fine scholar working in quite a different field: namely, Conrad Myers.  

Early on, in his classic text, Zen and the Comic Spirit, he issues this cautionary note to any scholar in any 

field.  They are words, I think, which are particularly important for the study and teaching of harmony: 

…analysis has a way of failing to participate in the very spirit which it would analyze, 

and therefore not only involving itself in an ironic self-contradiction, but in a 

violation and negation of that to which it is attempting to do justice 

(Hyers, 1973, p. 18). 

Why do people fall in love with music?  Isn‟t it, 99.99% of the time, because of the emotions 

music stirs in us?  And yet, what is to be found in harmony textbooks—if not 99.99% of the time, then 

something painfully approaching it—but a coldly abstract, dry, nearly lifeless analysis of musical 

sounds?  No wonder students who love music, upon taking their first course in harmony, nearly always 

have the disorienting feeling:  “What on earth do these numbers have to do with what I feel listening to 

music?” Instead of the study of music theory being “in the spirit” of the art they love, it seems alien to it. 

And now to Schenker, Schönberg, and Toch—each a theorist of remarkable clarity and depth, 

and each impelled to find a way to make the analysis of harmony true to the emotional experience 

which music is, and has always been. Schenker, for example, takes frequent pains in his 1906 text, 

Harmony to insist that music should never be heard in an “inanimate” way. This is from the very first 

page of its “Preface”: 

I should like to stress in particular the biological factor in the life of tones.  We 

should get used to the idea that tones have lives of their own, more independent 

of the artist‟s pen in their vitality than one would dare to believe. 

(Schenker, 1973, p. xxv). 
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As Matthew Brown points out in Explaining Tonality: Schenkerian Theory and Beyond, the 

conception of an inherent “life” within tones remained with Schenker in his later work—for even in his 

1922 Kontrapunkt Schenker is writing of musical tones as “living beings with their own social 

laws.”(Brown, 2005, p. 99) 

Different as he was from Schenker (and in combat as to the aesthetic potential of atonal 

harmony) Schönberg nevertheless agreed with his Viennese compatriot and near-contemporary 4on 

the imperative of conceiving harmony in organic, living terms. In his 1911 Harmonielehre, he insisted 

that if a student is to gain a true grasp of the subject, he must understand: 

that harmony— balance — does not mean fixity of inactive factors, but equilibrium 

of the most intense energies.  Into life itself, where there are such energies, such 

struggles — that is the direction instruction should take. 

(Schönberg, 1983, p. 66). 

The forceful “hint” to the “instructor” cannot be missed: the technical issues we deal with in 

musical harmony have “life” implications, and a teacher should be prepared to lead his students there. 

A vivid instance (there are many in the book) comes as Schönberg writes about the “social life” of the 

tones in a 6/4 inversion. So lively is this passage, I quote it at length: 

In the six-four chord two tones struggle for pre-eminence, the bass tone and its fourth (the 

actual root).  The following chord is a concession either to the bass or to the root.  If the bass tone is 

victorious, then I goes to V.  Sometimes, however, the concession does not go so far, but chooses 

rather a middle course. Then it can even happen that the third (Terz) becomes the root (wenn Zwei 

sich streiten, freut sich der Dritte—when two parties quarrel, the third rejoices), that one goes to III.  

And something similar takes place if the fourth (the root) does not give in.  Then after I comes IV or VI.  

In these three cases both of the struggling chord tones in fact succumb.  In III g is only the third, in IV 

and VI c is the fifth and the third respectively.  Each has the satisfaction, however, that the rival did not 

win; and the chord tones seem to become very nearly as spiteful as people the moment they come 

into contact with the latter(Schönberg, 1983, p. 77). 

Cool Positivists, and even cooler Post-Modernists, might easily have a field-day sniping at such 

writing. Yet Schönberg was arguably the most effective teacher of harmony in the 20th century. We 

should go slow before we reject what clearly was a crucial factor in that pedagogical success. 

In fact, if one takes a look at a major text which he sketched in the mid-1930s, Der Musikalische 

Gedanke und die Logik, Technik, und Kunst seiner Darstellung, which was translated and published with 

commentary by Patricia Carpenter and Severine Neff in 1995, one encounters a kaleidoscope of “extra-

musical” references—all for the purpose of clarifying what happens “technically” in the relation of 

sound to sound, chord to chord. Analogies are made to cats, emperors, soldiers, the activities of 

revolutionary parties as they attempt to overthrow established governments, the journeys of Columbus, 

the work of a postman, the military expeditions of Hannibal, and people crowding themselves by a 

theater coatroom. Schönberg contrasts bold swimmers and those so timid that they hug the shore. 

(This, interestingly, not—as one might expect—in terms of harmonic adventurousness, but in terms of 

                                                 
4
 Schenker was six years older, being born in 1868. 
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metric accentuation.) And—oh yes—there are references, too, to cannibals, butchers, and the stupidity 

of the Nazi laws of “racism purity.”  Meanwhile, God gets in—as the “higher commissioner.”(Schönberg, 

1995) 

Ernest Toch, the youngest of the three Viennese theorists considered here5, appears to have 

been the most “good-natured.” Certainly, the least argumentative. So it comes as no surprise that his 

teaching of harmony makes greater use of “ameliorative” analogies. And analogies there are aplenty 

throughout The Shaping Forces of Music— a text first published in 1948.Consider the engaging way he 

teaches chord inversion. After first showing how an Austrian folk-tune by Joseph Kreipl might sound 

were its implicit tonic, dominant and sub-dominant harmonies presented “bluntly” in parallel root 

positions, he then presents a more gracious alternative: 

And explains: 

Here the harmonies are the same, yet they partly exhibit an inverted chordal 

structure (6-chords in bars 2 and 3).  In [the previous] example the harmonies…are 

wholly unconcerned with one another. They rigidly face their allotted melody 

portions and nothing else; among themselves they are poor neighbors…With the 

use of the chord-inversion…this rudeness disappears instantly.  The poor neighbors 

become good neighbors; that is, though still conscious of their primary task, at the 

same time they obligingly extend their hands, as it were, to their neighbors. 

(Toch, 1977, p. 5). 

 The warmth of feeling we see in Schenker, Schönberg and Toch challenges the dryness of 

nearly all current harmony texts—a dryness too often reflected in classroom teaching. Nor are musical 

theorists who have endorsed the “life” implications of harmony alone in that belief. Literary figures have 

agreed—among them Balzac, Browning, Dryden and Wordsworth. Washington Irving, for example, 

said in the first volume of his Sketchbook (1820): “The very difference in their characters produced an 

harmonious combination.” And Shakespeare, two centuries earlier, wrote in The Merchant of Venice: 

The man that hath no music in himself, 

Nor is not mov‟d with concord of sweet sounds, 

Is fit for treasons, stratagems, and spoils; 

                                                 
5
 Born in 1887, he was 13 years younger than Schönberg, 19 years younger than Schenker. 
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The motions of his spirit are dull as night, 

And his affections dark as Erebus: 

Let no such man be trusted. — Mark the music. 

The belief shared by these (and other) important literary and musical thinkers is that the technical 

procedures which make for musical success are intimately related to what makes for success in life—for 

social harmony and harmony within oneself. As Aesthetic Realism sees it, these connections are 

inevitable—for art and life explain each other, and each depends on the concept of relation, a concept 

implicitly “harmonious.” Relation means finding unity amid diversity. In his essay “Art as Life,” Eli Siegel 

writes: 

What does an artist do as he looks at objects? He finds a relation among them.  

This relation brings them to life.  The changing of a number of objects into a 

composition, is the making of them one thing. And the changing of the many or 

general into one vivid thing, is like birth….The fact that the word creation is so 

much used in art, points to the fact that art is seen as life itself.  Creation is in life, 

but it is the life part of life.  Every living thing in a way is as alive as any other living 

thing, but it is clear that there is, also, more life in some living things than in others; 

indeed, that there is more life in a living thing at one time than at another.  It is this 

kind of life that art goes after: that which is the affirmation, increase of life. 

(Siegel, 1969, pp. 114, 116). 

The creativity of art should be reflected in the creativity of a classroom. What is needed, 

therefore, as a music educator makes relations between art and life is exactly that faculty of mind which 

is so central to art: imagination. The true pedagogic imagination is one that is grounded in fact, and is 

used with precision, freedom, and humanity. 

 Before we leave the music of Bach, there is one further point to be made concerning the 

“Prelude in C major.”The Greeks understood “harmony” as implying any junction of elements which are 

opposed. In terms of music this included not only tonal, but rhythmic phenomena. Thus, writes 

Nicholas Slominsky in his Lectionary of Music: “In Plato‟s writings harmonia is a balanced sequence of 

slow and fast musical phrases.”(Slonimsky, 1989, p. 207). 

The “tonal logic” of Bach‟s chord progression would be exactly the same were each of its 

measures to last only two beats. Yet the composer repeats, on the third and fourth beats of every 

measure, what sounded forth in the previous beats. Why? In order to achieve rhythmic harmony—a 

proper relation of speed and slowness. 

Were we to play the prelude without those repeats, the result would be a bit frantic and 

jangling—as if too much information were coming in too rapidly. For this prelude on the surface is 

merely a series of speedy sixteenth notes. Without those repeats, it would be aesthetically imbalanced; 

would convey too much “activity.” Yet once we observe the repeats, we add, literally, a sense of the 

“reflective.”  So now both elemental rhythmic possibilities of mind are represented: mind as speedy and 

mind as lingering.  
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Harmony is thus related to the concept of wholeness: the presence of our whole selves—all we 

are, not just one side of whom we are. And without wholeness, we cannot be sincere. Is there any 

person (who values their sanity) who wouldn‟t want their mind to be “quick” and yet equally capable of 

depth and thoughtfulness? 

 In the hands of a true composer, harmony is far more than a simple accompaniment to 

melody. It provides a new dimension to the experience of melody, and—as Victor Zuckerkandl put it—

“a tonal depth.”(Zuckerkandl, 1971, p. 222) Elsewhere he wrote: “[harmony] bring[s] to light the hidden 

facets of melodies.”(Zuckerkandl, 1976, p. 249)It is therefore quite natural for us to speak about 

harmony and melody as representing, respectively, the depth and surface of music. Most typically, 

melody rises to the foreground, with the harmonic accompaniment seeming more in the background. 

Nevertheless, we should guard against too neat a separation of these primal elements, for harmony 

and melody are, in fact, in a dynamic relation. As Robert Erikson writes in The Structure of Music: 

there is a web of interrelation, and a rich interplay between melody and [harmony.] 

They influence each other, they are involved with each other and share each 

other‟s destinies. 

(Erickson, 1960, p. 107). 

A piece of music which grandly illustrates this vital interaction  is Chopin‟s Prelude in E minor, a 

piece which Mark DeVoto called “an archetype for the [harmony of] the later 19th century.”(Randall, 

1986, p. 368)Students can see clearly as the piece begins how exceedingly simple, even austere, the 

melody is—made up only of B and C. Musical meaning is here, but how much more meaning is 

present, how much more emotion is generated, when the harmony Chopin adds is present as well: 

 In an essay in the form of fifteen questions—“Is Beauty the Making One of Opposites”—which 

appeared in The Journal of Aesthetics and Art Criticism in 1955, Eli Siegel asked about “Depth and 

Surface.”(Siegel, 1955) 

Is painting, like art itself, a presentation of the “on top,” obvious, immediate?—and 

is it also a presentation of what is implied, deep, “below?”—and is painting, 

consequently, an interplay of surface and sensation as “this” and depth and 

thought as “all that?” 
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For that publication, he wrote in terms of the visual arts, but the question is clearly relevant to the 

understanding of music. And a parallel to life can easily be surmised; for a good deal of pain in this 

world is the result of a division between what people show and what goes on privately in the depths of 

their minds.  

This prelude is a study in the immediacy and pointedness of melody—as “this," 

and of the waveringness, subtlety of harmony—as “all that.” Clearly, the opening melody is insistent, 

even as it has an element of uncertainty and pain.  Had the harmony “agreed” too easily with the 

melody, the effect would have been banal. 

 

Of course, with its shift of modality and tonal center, this “rewrite” is purposefully “shallow”—almost 

laughably so. By contrast, Chopin chose a harmony that is complex, ruminating, melting—almost 

luxuriant. The simplicity of the melody gives that ever-sliding harmony a “backbone,” a point-of-

reference. And the rich harmonization makes one hear the repetitions of the melody from a fresh, new 

angle each time. This, quite literally, is an embodiment and expression of a crucial ethical 

concept—that of respect. As the etymology indicates, we respect something (or someone) when we 

“look again,” and don‟t assume we‟ve already seen all the meaning that might be found there. Respect 

means a desire to be aware of what is “right in front of you”—the surface of things—but also their 

unseen depths. 

The fight between contempt and respect, I learned from Aesthetic Realism, is the central ethical 

fight in all people. Certainly it is a fight raging in the lives of the college-age students we meet6. And 

when they see how much the beauty of music is based on the principle of respect, this knowledge 

encourages them to reconsider a great deal: about art and, more importantly, about life. 

That music itself arises from respect can be illustrated by every aspect of its technique. 

Consider—and here we move away from “harmonic” theory—the concept of “variation” form. Is it not 

based on the idea that no matter how familiar something is, one can always find new meaning in it?  

The most common chord progression in popular music (the music our students likely know best) is, of 

course, the 12-bar blues. How many hundreds of thousands of variations have been built on that? And 

its potential is hardly exhausted. Yet in social life it is so easy to think we already know everything we 

need to know about someone; we have—as it is arrogantly said—“their number.” 

                                                 
6
 For cross-cultural perspective on this universal ethical issue, see the doctoral dissertation of Arnold Perey(Perey, 1973), and 

also his (Perey, 2005).  For a detailed study of how it was present in the life of a specific musician, see my “Biography as Ethics: 

The Battle between Contempt and Respect in the Mind of Felix Mendelssohn,” (Green, 2006). For a study of how unconscious 

contempt interferes with one‟s ability to grasp the value of unfamiliar music, see my “Meeting the New: What 21st-Century 

Educators Can Learn from the Earliest „Ethnomusicologists‟ about the Appreciation of Music,” (Green, 2007). 
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 Shortly, I will comment more about the conjunction of ethics and aesthetics. However, I would 

like first to indicate another way in which Chopin‟s prelude can introduce our students to a core 

concept of harmonic theory: namely, the power of harmony to persist in our minds even when there 

are no chords physically sounding. In the middle of the prelude, the bass register chords suddenly 

break off, and the right-hand plays its melodic line in a solitary fashion, recitativo. Yet the force of that 

dominant harmony continues, binding what came before, and what comes after. Harmony here is like 

gravity, showing its power across space. At the end of the composition something similar, but even 

greater, happens as harmony appears to work over silence itself: 

 

We are dealing here with presence and absence, with tangibility and intangibility. Without wishing to 

draw out all the implications for human feeling that might be found here, it is enough to say that in life 

every person has been concerned about the degree to which meaning can persist when there is 

physical separation. It is a subject that affects people in love; it also affects people profoundly as they 

think of the meaning of death—is it only emptiness and division? Or is there also, in some way, 

continuity? 

One of the most difficult jobs we face is to show students how the concept of harmony remains 

valid even when the language of music advances into dissonant, and perhaps atonal, territory. To do 

this, and in the process make even clearer the possible “life” implications of “technical” matters, we 

need to return to bedrock principles. 

Harmony depends on the sincere perception of relation. If we can‟t feel a true connection 

between things, we cannot feel their harmony. There would simply be diversity without unity; 

separation without kinship. The ability to feel harmony in life is equally dependent on this principle; that 
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is why, as Eli Siegel explained in a 1975 lecture, “whenever you show the relations among things, you 

add to the harmony of the world7. 

What might interfere with a person using their imagination in a fresh way to find the 

connectedness, the deep kinship of things? Centrally this: the unconscious hope to have “ego-

importance” by feeling sneeringly superior to a world one considers a disjointed “mess.” This dreary yet 

secretly “triumphant” state of mind is a primal form of contempt, and is far more common than we 

generally realize(See "Contempt Causes Insanity", Preface to: Siegel, 1981). 

From a philosophical point-of-view, it would be very difficult to prove that anything in reality was 

utterly unrelated to any other thing. Yet the seeing of relation implies the active, creative use of our 

imagination, and lacking the aesthetic impulse, even “educated” people might find it hard to relate their 

last family argument to the principles of French grammar, or their political convictions to the structure 

of an Algebraic equation, or their (possible) prayer life to the understanding of sedimentary, igneous 

and metamorphic geology. 

As Aesthetic Realism sees it, every aspect of reality comments on every other aspect, with art 

definitely—and multitudinously—commenting on life. In 1975, at a time when I was a young man, just 

graduated from college, Eli Siegel taught me about this. As I quote from a discussion with me, I think 

the relevance to our students‟ lives will be apparent. For art and life were very separate in my mind at 

that time.  

I saw music as an exciting and beautiful thing, a field for deep self-expression. By comparison, 

“ordinary” life seemed dull, depressing, and full of emotional confusion. I would, for example, study ear-

training for hours in order to hear music more deeply, but at a family dinner I barely listened—

assuming (with barely disguised contempt) that I already knew everything my parents and sisters had to 

say.  

Aware of this painful emotional and ethical schism, Mr. Siegel kindly asked: 

Do you think that when you see something well you are trying to have your life in 

harmony?  

“I think so, but I‟m not sure,” I answered. And he continued: 

Do you think music is an attempt to take different things and show that they can 

work together?  If you could say, “I like the way I see my parents,” would you be in 

harmony with yourself more than if you say, “I don‟t want to think about them?”  

The basis of Aesthetic Realism is that harmony and knowledge are continuous. 

And then he added:   

The whole history of music is to get to something uncomfortable, and show that 

there is something harmonious there—and especially modern music8 

 

                                                 
7
 From the author‟s notes. 

8
 This discussion was transcribed by the author from a tape-recording. 
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I have found this discussion of great use—personally, and also in teaching the harmony; and, as 

was indicated, especially for the teaching of modern harmony.  

Let‟s look at that touchstone of modernism, The Rite of Spring. When, after some preludial 

minutes, the curtain rises for “The Augurs of Spring,” we meet one of music‟s most famous polychords: 

Eb7 over an Fb triad—a harmony that is quite literally “uncomfortable.” Shorn of its rhythm, articulation, 

and instrumentation, this polychord seems the aural equivalent of mud. Very uninviting: 

 

What Stravinsky uses to oppose this disagreeable sound is the power of rhythm. A sharply 

etched asymmetry of accent criticizes the dull thickness of that chord, and sparks the music into life: 

 

Without that constant rhythmic (or, to be precise, metric) surprise, the implacable repetition of 

that polychord would be ugly and terrifying. With the irregularity, that same chord proves exhilarating. 

Imagine if that “muddy” polychord were played in a rhythm that also accented agreement: a rhythm 

that was symmetrical, with the downbeat of each 2/4 measure being accented. Try it in the classroom; 

the result is clearly less musical than the design Stravinsky created. Again—I have never met a student 

who disagreed. 

Just as with our earlier Chopin example, through which students could see how melody and 

harmony might interact to mutual benefit, here they can observe a similarly beneficial interaction of 

rhythm and harmony. And we can create still another “alternative,” and ask: what would be the 

emotional impact were we to hear Stravinsky‟s vibrant metric asymmetry played out against a harmony 

that was “easy”—say a pure E major chord? The effect surely would be interesting, but hardly as 

musical as what Stravinsky actually composed. And why is that? Perhaps because Stravinsky‟s rhythm, in 

its very edginess, embodies an ethical principle: the principle of criticism.  
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That an honest “disagreement” enhances life more than an oily, falsely comfortable “agreement,” 

is something everyone can vouch for through their own life experience; much as a true use of 

dissonance adds to the “musicality” of a composition—as we saw earlier with Bach. When an aggressive 

rhythm fights a “muddy” harmony, the combined texture can be seen symbolically as “critical.” The 

implication is that an ugly situation is being energetically countered—and that does seem an ethical 

activity; far more ethical than a fierce rhythmic attack on a “lovely” aural situation, such as would be 

embodied in that last “alternative example” with its unsullied E major chord9. 

 Now let us turn to Ellington and yet another “modern” presentation of harmony as the oneness 

of unity and diversity. The Mooche of 1940 opens with this 8-bar phrase: 

 

The phrase begins and ends securely in C minor, yet what adventures it has in the process. As 

that clarinet trio slithers chromatically downward, it soon arrives a tritone away from where it began: F# 

minor. A tremendous change in harmonic color. Meanwhile, though our attention is caught first by that 

tritonal shift in the clarinets, we also notice that the bass has moved from C to B. Thus, along with the 

motion from C minor to F# minor, we become aware of a new over-all harmonic sonority: B9, implying 

E major. Meanwhile, the answering phrase on solo trumpet (Bubber Miley), taken by itself, is in C# 

minor. (This is quite clear if we imagine its final D# resolving down a step to the implied tonic. In fact, 

the bass provides that resolution, moving to C# (Db) exactly on the downbeat of bar five.) 

                                                 
9
 I take for granted the listener has a basic grasp of the emotional symbolism of western harmony as it has evolved over the 

last millennia.  See (Cooke, 1959) and (van der Merwe, 2004). 
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 Within four short measures, we have already encountered several different tonal centers—and 

the harmonic diversity continues to grow in the second half of Ellington‟s inspired opening. At bar five 

the clarinets are voiced in an augmented chord, with a resultant “whole-tone” effect over that Db bass. 

This cannot be said to be clearly in any key at all, especially as the composer now asks his clarinet trio 

slip downward in parallel augmented chords.  It is only at the very last moment that the parallelism 

returns to one made up of “minor chords,” as D minor “slips” to C minor. We find ourselves—

surprisingly yet satisfyingly—back to the key center with which we began. 

This is Ellington, master of harmony.  And specifically of “modern” harmony with its revolutionary 

relation of comfort and discomfort.  

While looking at these famous eight measures of classic Jazz, it would be a pity not to mention 

the technical tour-de-force which Ellington and Bubber Miley “pull off” at the end of the phrase—bars 

seven and eight.  For what is Miley‟s “two-bar” interjection here, but a compact summary, at three 

times the speed, of the essential melodic line that the lead clarinet took in the preceding six measures?   

 

Slowness and speed are here being made one; and as we implied earlier, these are opposites 

crucial to human happiness. Eli Siegel explained in his seminal text from the early 1940s, Self and 

World, that happiness can be described as a state of “dynamic tranquility.”(Siegel, 1981, p. 165) Nor 

would it be too much to suggest that this particular reconciliation of opposites may be a core reason 

music appeals so deeply to people—for no one likes to be frantic, and no one likes to be bored.  And 

music is, perhaps, the art which most deeply engages this issue: joining the speed and slowness of 

things, the dynamism and serenity of human emotion, in a manner both pleasing and dramatic. Each of 

the pieces discussed in this article, in fact, illustrates the point. If we return to the Bach prelude once 

again we note in it a constant sixteenth note motion: dynamism. And yet the very steadiness of that 

motion, combined with the fact that the over-all pattern established in the first bar is retained 

throughout, shows that tranquility is not forsaken. Speed and slowness are one. 

My final example comes from Monteverdi: the love-duet which concludes his great opera The 

Coronation of  Poppea of 1642.  It, too, at one time was “modern” music, and like Stravinsky and 

Ellington (and Bach and Chopin) has “something uncomfortable which gets to something 

harmonious.”The duet is largely structured around the fact that a repeating bass figure can take on 

multiple sets of harmonies. We hear this right from the start. The initial harmonic progression accents 

sweetness and roundedness of sound; it is immediately contrasted with a progression which, having 

suspended 9ths and 11ths, is aching and sharp. Yet the bass figure is unchanged: 
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What Monteverdi does here is, from one point-of-view, sheerly “abstract.” It is something we all 

teach; for we want students to be aware of how many strikingly different ways a single bass line may be 

“figured.” Yet this is hardly an “abstract” piece of music; it has a very tangible subject matter: love. And 

the choice of harmonies Monteverdi makes is not only “technically” satisfying, it also comments 

valuably on the subject of love, and what people hope for from love. 

Said Eli Siegel in a lecture of July 17, 1976, “All music is a lesson in love. As one note follows 

another, it asserts itself against it and blends with it.”  In Monteverdi‟s music we hear that beautiful 

equipoise of self-assertion and yielding—a relation that (as our students very likely feel in their own 

life‟s experience) is often difficult to achieve in social life. We sense that pleasure and pain have found 

an arrangement that is honest; a relation which, literally, “composes” them. 

Harmony—along with melody, timbre and rhythm—is one the central elements of music. 

Through the Aesthetic Realism teaching method, students can see that it is also a means of 

understanding their own lives, and finding fresh meaning in the world. As Victor Zuckerkandl asked, in 

the “Foreword” to his Sound and Symbol: Music and the External World: 

What must the world be like, what must I be like, if between me and the world the 

phenomenon of music can occur?  How must I consider the world, how must I 

consider myself, if I am to understand the reality of music?. 

(Zuckerkandl, 1973, p. 7) 

These are important questions, and it is my passionate belief, which I have been illustrating in this 

paper, that through the great philosophic method Eli Siegel developed, the art and science of musical 

harmony is a means of getting to clear and profoundly encouraging answers.  

What an educational breakthrough! 
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 | The article functions as a contribution to the current discussion about assessment that 

takes place in several educational settings, at several levels. In those contexts the idea of how 

different qualities of musical knowledge are expressed, is constituted and re-created through the 

sharing of experience. Still concepts and descriptions of the qualities, which should be possible to 

use as a base for discussion and reflection upon musical knowledge, are most often missing. The 

contribution in the discussion is based on a view of knowledge and learning takes a life-world- 

phenomenological way of thinking as a point of departure, based on Merleau-Ponty, Heidegger and 

Dufrenne. The philosophy offers a base for a further discussion of the possibilities of, and challenges 

to how musical knowledge can be assessed, and how assessment can become a part of musical 

learning. This article will take into account the multi-dimensional phenomenon of music, and how it 

influences the concepts of musical knowledge and learning. It will address the conceptualisation of 

such knowledge, the weight of style and earlier experiences, the aspect of response in connection to 

language, and how musical knowledge can be expressed and assessed in the spirit of inter-

subjectivity. 

 

Keywords: Assessment, conceptualization, musical knowledge, life-world-

phenomenology 

In the current time, when Swedish national syllabuses in all subjects are rewritten in the spirit of 

the Swedish school-politics of today, assessment, as in other parts of the world, is a concept for 

discussion in several settings, and at several levels. On the other hand, formal and informal, formative 

and summative assessment, and (e)valuation of musical knowledge and skills, has been, and is carried 

out in settings wherein musical performance takes place, more or less aware of, and more or less 

connected to defined achievement criteria. In several contexts the idea of how different qualities of 

musical knowledge are expressed, is constituted and re-created through the sharing of experience. 

However, concepts and descriptions of the various qualities, which possibly transcend time and space, 

and which are possible to use as a base for discussion and reflection upon musical knowledge, are 

most often missing (Zandén, 2010).  
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A prerequisite for such a conception is an acceptable understanding of what musical knowledge 

is, how it becomes embodied, and what might be the consequences of different formulations of the 

concept for teaching and learning. The philosophical reasoning in this article takes a life-world- 

phenomenological way of thinking as a point of departure, based on Merleau-Ponty, Heidegger and 

Dufrenne. This philosophy gives a base from which to define musical learning and knowledge, which in 

turn functions as a starting-point for a further discussion of the possibilities of, and challenges to how 

musical knowledge can be assessed, and how assessment can become a part of musical learning. This 

article will take into account the multi-dimensional phenomenon of music, and how it influences the 

concepts of musical knowledge and learning. It will then address the conceptualisation of such 

knowledge, the weight of style and earlier experiences in assessment, the aspect of teacher‟s response 

in connection to language, and how musical knowledge can be expressed and assessed in the spirit of 

inter-subjectivity. I end with a question about equality and style of assessment. The context of the 

discussion is Swedish primary and lower secondary schools, but I also expand this focus to more 

general levels, and other contexts wherein learning and teaching music takes place. In Swedish primary 

and lower secondary schools the students have about one hour of music lessons each week, which are 

mandatory for all. The teachers are generalists or educated music teachers. From this year, fall 2011, 

the pupils are graded in the subject music their sixth school year and onwards. In the curriculum they 

are expected to learn to sing and play instruments, to compose music, as well as analyse and be able 

to talk about and reflect upon musical experiences, and the function of music in society. In the article, I 

will relate to syllabuses and achievement criteria in compulsory primary and lower secondary schools, 

which are recently reformulated in Sweden. On the other hand, I will not go into specific learning 

outcomes, so as to enable generalisations and developing thoughts.  

In a life-world-phenomenological way of thinking, the world is inter-subjectively constituted 

(Merleau-Ponty, 1956). Human beings are indissoluble intertwined with each other and the things in 

the world.  They are directed towards phenomena in the world at the same time as the things show 

themselves for them: a condition known as intentionality. In the inter-subjective world, learning takes 

place through interaction within the world. By being in the musical world as living subjects, human 

beings embody insights, music and instruments, tools for expression and communication in, about and 

through music, which makes the world possible to handle. This can be compared to what Pio (2009) 

calls „capability of life‟. Based upon Heidegger‟s concept of „Lichtung‟ (enlighten), Pio suggests 

„capability of life‟ as an ontological grounding for music as an educational concept. In that ontological 

grounding the academic-theoretic and the aesthetic sides of music are put together in a holistic view of 

music as a school subject. Through being in the musical world, in the meeting between different 

dimensions of music as a phenomenon, music is learnt in a way that enables pupils to handle life.  

In other words, musical knowledge consists of theoretical, practical and existential dimensions. 

Other philosophers writing in the spirit of this article write about “being in the musical world” in 

different ways. Dufrenne (1953) uses the formulation active holistic 1“sensuous contemplation”, which is 

based on a view of aesthetic experience that demands presence and representation, together with 

imagination, and finally reflection as well as emotions. Based on Heidegger‟s later work – The Origin of 

                                                 
1
 Human beings are in this tradition seen as living bodily-whole subjects indissolubly intertwined with the world (Merleau-

Ponty, 1962). 
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the work of art – the concept of musical dwelling is used to illustrate that a work of art (as for example 

music) provides a place in which to dwell. In this space musical learning takes place based upon earlier 

experiences, expectations, and intentions (Benson, 2003; 2010; Heidegger, 1987). As Ford (2010) 

underlines, presence and engagement are also important preconditions for this kind of learning 

through being in the musical world. Musical learners experience music as listeners, performers and 

composers. In Heidegger‟s terms, being-in-the-musical world, or musical dwelling, should result in a 

feeling of being able to handle the (musical) world – or a feeling of “I-can-music”, or in a set of “I 

cans”2. Consequently the set of “I-cans” can for example be constituted of: I can express myself through 

music, I can compose, I can make music, and I can listen to and experience music. In interactions 

between listeners, composers and performers in the musical world, which can be said to be 

conceptual/non-conceptual 3(Ford, 2010), human beings experience and learn to handle, for example, 

form, texture, timbre, pitch, linearity, harmonies, rhythms, and movement, in specific genres and 

contexts (Merleau-Ponty, 2000). These various aspects of music are not exclusively musical or artistic, 

but are connected to living in the world in general (Merleau-Ponty, 2004). The combination of musical 

parameters, how they sound as one, constitutes music, or a phenomenon possible to experience as 

such. Hence, music is not constituted solely by these parameters, but also by the gaps between them, 

which makes meaning-creation possible (Merleau-Ponty, 2004). It can be stated that music is a multi-

dimensional phenomenon, which includes acoustic, bodily, structural, tensional, existential and 

emotional dimensions (Nielsen, 1997; Varkøy, 2009). Consequently, musical knowledge is 

multidimensional, and includes and requires experience of all dimensions. The expressions (of 

combinations) and experiences can be seen as taking place in (or at least in relation to) contexts or 

worlds that can be defined as musical “styles” (Heidegger, 1987; Ford, 2010) (Fig 1). A style can be 

equal with tradition or genre, but can be a wider regionalized part of the musical world as well. Ford 

(2011) has developed the concept of style based of the phenomenological thinking of Hegel, Husserl 

and Heidegger, aiming to offer a concept for understanding of agreed upon conventions in different 

musical setting and contexts. He claims that a concept of style that include conceptual and non-

conceptual dimensions of music, and where these are intertwined is needed. According to Ford no 

musical experiences can be totally non-conceptual, or conceptual. Ford argues that all music connect 

to, and influence a musical style, which is built upon three levels of musical matters: The first level of 

musical matter concerns the combination of sound and pulse, the second is connected to 

differentiations within basic musical sounds such as the division of the octave, and grouping pulse 

grouping in three or four, when it comes to western music. The third level of musical matter concerns 

patterns, as scales with a specific primary note, and patterned rhythms.  

Even if “new” music is created, Ford continues, it always is expressed, and experienced in relation 

to some kind of agreed-upon style. The style helps performer and perceiver to be present to each 

other in the music, and function as such as a prerequisite for musical experience, where human being 

discovers each other and themselves, and make the world possible to handle.  

                                                 
2
 The conceptual and non-conceptual influence each other and are closely intertwined. We experience phenomena in the 

world as non-conceptual, before we know their names, and before they are incorporated in the structures of the inter-

subjectively constituted world (Ford, 2010). 
3
 In an intended learning situation the feeling of I can should be directed towards, or concern, agreed dimensions of music. 
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This “gripping”, rather than inner and individual and “expressing feelings,” frees us 

from the fragile limits of the individual ego, delivering us over to the collective 

anonymity of musical style, whilst perhaps to the collective anonymity of the non-

conceptual world. 

(Ford, 2010, p. 21). 

The style lets the music show itself as a whole, or constitutes a space for dwelling wherein music 

can be expressed and experienced, created and discovered at the same time (Benson, 2003; 

Heidegger, 1987). The more experience of a specific style, its structures, symbols and expressions, the 

better are the possibilities for nuanced partaking, understanding and learning (Benson, 2003; Ford, 

2010; Merleau-Ponty, 2003). The style can also offer barriers for discovery and creation, uncovering 

and devotion. There has to be room for non-conceptual experience, as well as opportunities for new 

combinations of musical parameters, and thereby new gaps and possibilities for meaning-making, 

which includes feelings and reflection. 

 

 

Figure 1. Multi dimensional musical experience.  

The philosophical point of departure in this paper admits a holistic view of learning and 

knowledge, which puts demands on assessment. In addition to what I stated above, which is to say that 

musical experience is, or should be, multi-dimensional, as music is a multi- dimensional phenomenon, it 

is also important to stress that learning per se requires varied forms of experience as well. Langeveld 

(1984) defines four types of experience that together constitute holistic learning. The translation of 
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these types into a musical setting enables musical experience to be understood as everyday, non-

obligatory, artistic, and to provide personal ways of being in the musical world. Everyday experience 

concerns learning common agreements about musical structures and concepts through interacting in 

everyday musical settings, both formal and informal. Non-obligatory musical experience can, on the 

other hand, offer individuals opportunities to step out of these agreed-upon concepts, to find ways of 

using musical tools, and to realise the possibility of „playing around‟. For example I might wield a tennis 

racket as an „air guitar‟, or imagine myself as an opera singer, or more to the point in this essay, 

combine musical parameters in new and unexpected ways. The third kind of experience is, among 

other things, about the possibility to express musical „thoughts‟ in relation to existing styles. The final, 

personal way of experiencing, concerns ways of interacting in musical settings with in order to find 

oneself as a musical being. How can assessment be used to encourage such multi-dimensional musical 

experience and learning?    

Earlier research has shown that assessing holistic musical knowledge is complicated, and does 

not often take place (Burnard, 2010; Sandberg, 2005; Rui, 2010; Zandén, 2010). Often the creative, 

existential, emotional and bodily dimensions of musical knowledge are neglected. This is because the 

cognitive version of Bloom‟s taxonomy (Bloom 1956; Hanna, 2007; Korps, 2003) has dominated the 

educational field of assessment. If affective and motoric skills are taken into account to the same extent 

as cognitive ones, the picture would probably be totally different. This implies that holistic approaches 

to the assessment of musical knowledge are needed, and I suggest that the philosophy of life-world-

phenomenology can be suitable. But, holistic approaches put large demands and requirements on 

those involved in assessment.  

One challenge is to formulate goals and achievement-level criteria that encourage and value 

holistic learning processes and feelings of “I-can-music”, so that the dimensions of musical knowledge, 

and the variety of possible types of musical experience, are all taken into account. To be able to 

formulate such goals requires a prior understanding of how to express performed conceptual-non-

conceptual achievements. Both formulations include the two didactic questions of what? and how? The 

expressions of musical knowledge that teachers can respond to includes practical, theoretical and 

existential dimensions; and addresses how learners express and communicate their achievements of the 

verbal and “non-verbal experience of competence of life” (Pio, 2009, p. 147 my translation)? The 

answer to the first question has to be clear and conceptualized. At the same time it has to encourage 

and define musical knowledge as multi-dimensional sets of “I-cans”, which should have the possibility 

to be expressed in many different ways, and with the help of varied forms of expressions. In other 

words, the challenge is to find or agree upon (national) concepts of qualities that cover and grasp 

holistic musical knowledge. Such “finding” has to be done through living discussions and common 

reflections (Zandén, 2010) among music teachers in the first case, but also in meetings between pupils, 

parents, researchers and school leaders. In addition, the formulator, based on this kind of thinking, has 

to be open to a variety of performed achievements. The concepts should imply teaching that offers 

learners opportunities to be in, and interact with, the conceptual-non-conceptual world of music so as 

to learn in a holistic way, which also includes increased awareness of the different performed 

dimensions of musical experience. 
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Learners often bring a lot of musical experiences to any kind of musical learning situations. The 

seven-year-old child who comes to his first music lesson in school, has felt I-can-music several times, 

and has embodied experience of form, depth, timbre, pitch, linearity, harmony, rhythm, and 

movement. In addition to that he probably has embodied acoustic, bodily, structural, tensional, 

existential and emotional experiences of music as well. So has the hard-rock drummer who comes to 

his first practice occasion in a Big-Band, or the contemporary composer who suddenly is expected to 

compose together with small children. The different conceptual-non-conceptual worlds, or contexts of 

style, where they have lived their musical lives, has offered them experience of music as a whole, which 

influence expectations, imaginations, and how and what they learn in the new music learning setting 

(Dufrenne; 1953). How they conceptualize, to what degree, and with what symbols varies, which 

becomes obvious in new inter-subjective contexts (Schutz, 1964; Benson; 2003). There are different 

ways to go. Shall the newcomer adapt to the structures, symbols, conventions and concepts that are 

dominating the setting, or is it more important to find a common “language”? Of course the answer is 

„it depends‟. Among other things it depends on what the goal for learning or a specific activity is. For 

example, how important is it that a learner uses the “right” word for form, timbre and pitch in a specific 

situation? Is it important to handle a style, or the style? At what level should the kinds of knowledge be 

conceptualised in goals and achievement level criteria in music education at different levels? Whose 

concepts count and why?  

To learn in the inter-subjective world includes and builds upon a never-ending interaction with 

things and other human beings, as mentioned earlier. In musical learning situations human beings 

respond to each other‟s expressions in bodily, musical, verbal and written language. In the world of 

responses learners learn a feeling of I-can (or I-can-not). To be able to use responses in a way that lead 

towards feelings of I-can in a learning situation, the subjects have to find a common language, or they 

have to define or experience expressions in something like the same way. The expressions and symbols 

that are used in response have to move fruitfully towards the common goals of the activity. So, the 

more style based the concepts constituting goals and criteria for musical learning are, the more specific 

the response has to be throughout the specific music education. This can imply that learners have to 

adapt to a specific set of symbols and concepts that are different from the ones they are used to; ones 

that belong to the worlds or styles in which they have experienced music as wholes. It can also imply 

that responses become misdirected, especially at the beginning, because the concepts have not been 

inter-subjectively constituted, or agreed upon. This reasoning moves from the question of how 

assessment could be a fruitful part of teaching and learning, to a view of musical learning as a way of 

being in the world4.  

Another question, which has to be considered, is how “I-cans” can be assessed in an inter-

subjective world. In other words, how can forms of assessment be found that harmonize well with 

performances of embodied musical knowledge, when the latter involves a conception of an holistic, 

multi-dimensional musical experience based on learning in the non-conceptual world, wherein parts 

and gaps are experienced as wholes through a musical being in which meaning creation has become 

possible, and wherein a variety of forms of expressions can be used. In addition to this, the inter-

subjective prerequisite for learning again has to be addressed. To be able to understand other human 

                                                 
4 This can be compared to Pio‟s (2009) concept “Pedagogy of sensitivity”. 
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beings‟ feelings of “I-can”, we have to live beside them over time (Schutz, 1963). Accordingly, teachers 

have to use the communicative setting, and try to find a common language, whilst being open to the 

in-betweens, wherein meaning creation is made possible (Merleau-Ponty, 2004). Consequently 

assessment, as a part of teaching and learning music, is related to dimensions of power. If teaching and 

learning is all about sharing experiences, which life-world -phenomenological didaktik implies (Meyer-

Drawe, 1982), the teacher has to be really careful about how the concepts and tools of assessment are 

used, in relation to earlier experience and the learning of the learners.  

I mentioned earlier that music could be experienced as performer, composer or listener. Of 

course these roles are not always possible to separate off from one another. But they can nonetheless 

shed light on a variety of musical experiences and knowledge, and help to define and formulate goals 

and criteria together with assessment for various levels of musical achievement. In the new developing 

syllabuses for the music subject in Swedish primary and lower secondary schools, the goals are 

formulated as abilities to make music, to create or compose music, and to listen and reflect upon 

music. Meanwhile, there has also been an impetus to encourage a balance between art, craft and 

critical thinking, with new goals concerning giving pupils opportunities to learn and feel “they can”.  

Achievement level criteria are used to assess different levels of performed or expressed knowledge. So, 

what constitutes holistic musicianship, compositional and listening skills or achievements? 

Performances, recordings, pictures, diaries, written texts, conversations, and digital media – there are 

plenty of tools for inter-subjective communications. The ways of thinking about music in this text 

involve qualitative understandings of such multi-dimensional achievements or performances; or, as 

Eisner underlines, “Good assessment is typically `multilingual´” (2007, p. 424). 

The imagined expressions of performed achievements that students communicate to their 

teachers, the ones the teachers have the possibility to take part in and assess, are, as I have suggested, 

formulated with the help of qualitative criteria. The criteria can be seen as parts of a whole that allow 

teachers to experience the levels of students‟ musical knowledge in the same way that musical 

parameters can be seen as parts of a whole that we experience as music. It has been stated in this 

article that music includes something more than just a combination of parameters, namely the gaps 

between the parameters, between musicians, and for example, between musicians and their audiences, 

all of which can be said to be connected to historical, social and style contexts. The inter-subjective 

context, or world, lets the music show itself as a whole that is possible to experience as such.  

The same conditions arise with musical knowledge. Qualitative descriptions of expressions of 

different parts of musical knowledge need the gaps in-between to communicate, and to be able to be 

perceived as expressions of holistic musical knowledge. The gaps exist between the formulations, but 

also between teachers, colleagues, students and parents. The question is if it is possible to find, or 

develop, a national ”style” for the assessment of musical knowledge that lets the parameters, the 

qualitative formulated criteria of achievement and the gaps between them, to present themselves as 

wholes in the inter-subjective interplay between, for example, students, teacher and parents (Fig. 2).  
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Figure 2 Achievement criteria seen as parts of holistic musical knowledge 

Finally, it can be fruitful to bear in mind that equivalent assessment does not rest on similarities – 

but on differences (Kvernbekk, 2006). Equal does not mean “the same”. Equal assessment means that 

different expressions can represent the same formulated goals of musical knowledge, can be reached 

to the same level, but in different ways, and should be assessed as such. Maybe the goals and criterion 

used in a “pedagogy of sensitivity” to use Pios‟ (2009) words, could guarantee equal right to musical 

dwelling and a feeling of “I-can music” in any style. Such a guarantee allows all musical learners to 

develop their ability to make the (musical) world possible to handle at different levels in different 

“styles”.   
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 | Background: The fostering of creative thinking has become a key target for Greek 

primary education and for music education in particular. Creativity researchers have proposed 

numerous recommendations concerning fostering creative thinking in the context of primary 

education. However, there is limited research regarding creativity recommendations (CRs) proposed 

by primary teachers. 

Focus of Study: The qualitative study presented here aims to investigate and analyse Greek primary 

teachers‟ CRs because they are the professionals who foster (or should foster) students‟ creativity in 

practice.  

Setting: Three comparable focus groups were formed. Discussions took place in June 2008 in 

Athens, Greece, and lasted approximately two hours each. The first author of this paper acted as 

moderator.  

Participants: Twenty-one Greek primary teachers with diverse backgrounds and expertise 

participated voluntarily. All participants were in-service teachers in primary schools in the Athens 

region, and three were music teachers.  

Research Design: Qualitative study relying on data collected through recordings of discussions 

within the three focus groups.  

Data Collection and Analysis: Transcriptions of discussions within the three focus groups resulted in 

an electronic document of approximately 45,000 words. A six-phase thematic analysis was adopted 

for locating, analysing, and reporting teachers‟ CRs. 

Results: Primary teachers‟ CRs were classified under three broad categories: (1) features of the 

creative teaching and learning process; (2) common traits of the creative student, and (3) 

characteristics of the creative environment. Data analysis revealed that teachers‟ CRs deal mainly 

with the characteristics of the creative environment, particularly the inhibiting features. Very few of 
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the teachers‟ CRs are student-centred, and even fewer are student-oriented or student-originated. 

Finally, we propose four essential CRs missing from the previous taxonomy. 

Conclusions: The study provides a starting point for further research on CRs provided by primary 

teachers. We conclude that primary teachers need a comprehensible and practicable set of 

recommendations on how and why students‟ creative thinking should be fostered. 

 

Keywords:  fostering creative thinking, creativity recommendations, primary teachers, 

primary education, manifold thinking 

The fostering of creativity in students has become a key target of primary education in countries 

around the world, such as Australia (Ministerial Council on Education Employment Training and Young 

Affairs, 2008), China (Vong, 2008), Finland (Saarilahti, Cramond, & Sieppi, 1999), Greece (Greek 

Pedagogical Institute [GPI], 2003), Hong Kong (Wong, 2008), and the United Kingdom (Qualifications 

and Curriculum Authority [QCA], 2005). However, human creativity is a complex phenomenon, and its 

facilitation in real classrooms is not an easy task (Kampylis, 2008).  

Further, the fostering of creative thinking through schooling has been studied by researchers in 

diverse fields, who have proposed various sets of recommendations (e.g. Sternberg & Williams, 1996). 

Teachers are the professionals who are called upon to implement these creativity recommendations 

(CRs) in real classrooms, which is why it is important to investigate how well teachers have adopted the 

extensive research conducted into how to foster creativity and creative thinking.  

However, no studies have focused on (a) the awareness of Greek primary teachers about these 

CRs, (b) the extent to which they implement these CRs in classrooms, and (c) the CRs that they consider 

to be the most essential for fostering students‟ creative thinking. Hence, the main purpose of the 

present study was to investigate, classify, and discuss the CRs provided by Greek in-service primary 

teachers.  

By providing researchers and practitioners with a comprehensive and comprehensible list of 

primary teachers‟ CRs, we aim to (a) establish new knowledge and communication channels between 

creativity researchers/theorists and teachers/practitioners, (b) improve our understanding of CRs that 

work in classrooms, and (c) set the groundwork for further research on these CRs. In addition, 

curriculum designers, educational authorities, and policymakers will find valuable insights from primary 

teachers‟ CRs because these are based on situated knowledge, derived from classroom realities. 

In the next sections, we will clarify the terms creative thinking and creativity potential and explain 

why we consider the role played by primary teachers in the development of students‟ creative thinking 

to be crucial.  

In this work, the authors focus on the fostering of students‟ creative thinking because (a) it is the 

prerequisite for any creative process(es) and outcome(s), (b) it presupposes the active and intentional 

involvement of the person who creates, and (c) it can be taught (Kampylis, 2010). According to the 
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British National Curriculum (Department for Education and Employment/QCA, 1999), creative thinking 

is among the key thinking skills that primary-education students should develop and is defined as 

enabling students “…to generate and extend ideas, to suggest hypotheses, to apply imagination, and to 

look for alternative innovative outcomes” (p. 22).  

Within the Greek education system, the Cross-Thematic Curriculum Framework (CTCF) for 

primary education (GPI, 2003) declares that 

…the principles and the activities introduced in the new curriculum aim to develop 

critical and creative thinking abilities, imagination, and positive attitudes towards 

learning through exploration and discovery. All these are necessary for individuals 

to become creative and contributing members of a multicultural society during 

times of dramatic changes (p. 36).  

Though the previous seem to be explicit guidelines for school teachers, in the field of creativity 

research there is an inherent conflict over whether we should study performance or the potential for 

performance (Mumford, 2003). The authors of the present paper support the view that when the group 

targeted for the enhancement of creativity is primary students:  

“…it is creative potential that is the primary concern, rather than unambiguous 

creative performance”  

(Runco, 2003, p. 317).  

In addition, we agree with the opinion that the fostering of students‟ creative potential:  

“...should not be aimed only within the context of „special programmes‟… Efforts to 

nurture this important element must be part of any activity inside and outside 

school”  

(GPI, 2004, p. 44).  

Thus, within the school environment (though not solely), one of the main concerns of primary 

teachers should be to provide their students with the means and opportunities to realise their creative 

potential to the highest degree (Runco, 2003). 

Human creativity is a multifaceted phenomenon with cognitive, attitudinal, intrapersonal, 

interpersonal, practical, socio-cultural, economic, and environmental aspects that suggest “…specific 

targets for enhancement efforts” (Plucker & Runco, 1999, p. 670). As mentioned earlier, the potential 

for creative thinking and performance is innate; it is present to a greater or lesser degree in everyone, 

although it is not expressed in the same way (e.g. National Advisory Committee for Creative and 

Cultural Education [NACCCE], 1999). This potential can further be developed within the broad limits set 

by the genetics and environment of the individual concerned (Sternberg, 2003b). 

Recent studies have shown that Greek primary teachers in general (Kampylis, Berki, & Saariluoma, 

2009) and primary music teachers in particular (Kampylis & Argyriou, 2008) consider the fostering of 

students‟ creative thinking to be one of their professional duties. However, the fostering of creative 
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thinking has presented serious challenges to teachers (Sternberg, 2003a), who need to have a full 

understanding of what creative thinking is and a clear idea of how to foster it (e.g. Murdock, 2003). This 

also means that, to some extent, the outcomes of academic creativity research should be turned into 

effective school practices. 

The term creativity and its cognates tend to be used in two ways within the Greek CTCF (GPI, 

2003): (a) to describe specific activities and (b) to emphasise the value of creativity as a desirable 

“thinking style”. However, the term and its cognates are used in the CTCF in a vague way, and it is not 

clear how their teaching and development could be realised in real classroom settings (Kampylis, 2008; 

Kampylis & Argyriou, 2008). Thus, Greek primary teachers in arts subjects (Kampylis & Argyriou, 2008), 

and generalist teachers (Kampylis, Berki, & Saariluoma, 2009), commonly interpret creativity and its 

teaching in personalised ways. This is also true for teachers in arts subjects and generalist teachers in 

the education systems of other countries (Diakidoy & Kanari, 1999; Dogani, 2004; Fryer & Collings, 

1991; Odena & Welch, 2007). Regardless of their subject expertise, Greek primary teachers understand 

and appreciate the credentials for (a) the creative student, (b) the creative process, and (c) the creative 

outcome (Kampylis & Argyriou, 2008; Kampylis, Berki, & Saariluoma, 2009).  

Regarding other international creativity research studies, the following points are worth 

mentioning. Many primary teachers in England strive to foster students‟ creative thinking in the 

classroom, although they face a number of limitations such as confusing terminology, conflicts in policy 

and practice, and centrally controlled pedagogy (Craft, 2003, pp. 118–120). Many teachers in Finland 

also face a dilemma about what items of the syllabus to omit in order to make room for adding 

creative strategies to the school curriculum (Saarilahti, Cramond, & Sieppi, 1999). In Greece, primary 

teachers often encounter several inhibiting factors such as excessive workloads as well as limited time 

and resources for creative activities (Kampylis & Argyriou, 2008; Kampylis, Berki, & Saariluoma, 2009).  

On the other hand, and in real classroom settings, some primary teachers demonstrate rather 

negative attitudes and little acceptance for student behaviours that are associated with creativity, such 

as tolerance for ambiguity, willingness to take risks, and nonconformity (Fasko, 2001; Westby & 

Dawson, 1995). These teachers probably provide limited, if any, opportunities for their students to 

realise their creative potential.   

A possible explanation for such discrepancies between theory and practice is that teachers‟ first 

imperative remains to “keep control of their class” and “cover the syllabus” (Vosniadou & Kollias, 2001, 

p. 341) rather than to facilitate the otherwise “ambiguous and confusing” construct of creativity. Craft 

(2003) offered an additional explanation emphasising that teaching for creativity, teaching creatively, 

and creative learning are limited because of the centralised control in pedagogy, curriculum, content, 

and teaching strategies and because teachers are treated as technicians rather than artists. Finally, 

primary teachers very often do not feel sufficiently well-trained or confident in fostering students‟ 

creative thinking in practice, although they regard creativity as a key factor for personal and social 

progress (Kampylis & Argyriou, 2008; Kampylis, Berki, & Saariluoma, 2009).  

Alencar (2002) investigated the profile of teachers who typically facilitate students‟ creative 

thinking and discovered that these teachers demonstrate the following characteristics: 

1. Good preparation and rich content knowledge in a particular domain. 
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2. High interest in both their discipline and their students. 

3. Talent to stimulate students to produce ideas and search for new knowledge. 

4. Respect for their students‟ individual personalities. 

5. Ability to use varied instructional techniques. 

6. Flexibility and openness to criticisms and suggestions by students.  

7. Belief in the value of students‟ ideas. 

Naturally, even when the teachers possess these characteristics, they also need an appropriate 

school environment in which to foster students‟ creative thinking successfully. Alencar (2002) found that 

contemporary education systems are characterised by a number of widespread practices that inhibit 

creativity through the overemphasis on the following:  

1. “Correct” response that reinforces students‟ fear of making errors. 

2. Reproduction of knowledge, which overloads students‟ memory with out-of-context 

information. 

3. Focus on students‟ ignorance and incapacity rather than on their strengths and competencies.  

4. Students‟ obedience and passivity instead of their personal characteristics fundamental to 

realising their creative potential. 

Undoubtedly, the above practices ignore the importance of imagination as important aspects for 

students‟ creative thinking and, further, constitute a hostile environment for the expression of any 

creative performance (Alencar, 2002).  

It is important and encouraging that some creativity researchers (e.g. Alencar, 2002; Craft, 2003) 

have examined particular hostile school conditions and suggested ways to instigate progressive change 

and improvements such as the establishment of a psychological climate in the classroom that reflects 

strong values of supporting creativity. To achieve such a psychological climate, a number of researchers 

have formulated specific CRs for teachers, such as modelling creativity and asking open-ended 

questions (e.g. Sternberg & Williams, 1996). Other researchers have shaped their CRs by placing more 

emphasis on equally important issues such as the appreciation of humour, and the tolerance for 

ambiguity (e.g. Cropley, 1997).  

These studies are significant and have revealed key CRs from various countries and diverse 

educational contexts and programmes. However, what seem to be undervalued are the beliefs and 

proposals suggested by teachers-practitioners for fostering students‟ creative thinking. After all, it is 

they who are called upon to implement these CRs in practice.  

In the next sections, we present the method we used in our qualitative study to investigate what 

Greek primary teachers recommend for fostering students‟ creative thinking, based on their situated 

knowledge and experiences gained from real classrooms.   
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In this paper, we present the data from a focus-group study that was part of the first author‟s 

Ph.D. research aimed at investigating primary teachers‟ conceptions and implicit theories of creativity. 

In the focus-group study, participants were called upon to reflect on their experiences as primary 

teachers with regard to the fostering of students‟ creative thinking. Here we present qualitative data 

from one out of the five research themes of the focus-group study, and more specifically teachers‟ 

reflections when asked “What are your recommendations for the fostering of creative thinking within 

the context of primary education?”   

Focus groups were used as the most appropriate qualitative research method for determining 

and cross-referencing assumptions and beliefs that dominate teachers‟ thinking and practices when 

they attempt to foster students‟ creative thinking in real classroom settings. Morgan (1997) defined 

focus groups as “…a research technique that collects data through group interaction on a topic 

determined by the researcher. In essence, it is the researcher‟s interest that provides the focus, whereas 

the data themselves come from the group interaction” (p. 6).  

The focus-group discussions took place in June 2008 in Athens, Greece, and each lasted 

approximately two hours. Twenty-one Greek primary teachers (see Table 1 about their demographics) 

participated in each of the three equivalent focus groups (see Table 2) were formed for the purposes of 

this study. The first author of this paper acted as the moderator of the focus groups, while the primary 

teachers participated on a voluntary basis. As shown in Table 1, the participants in each group included 

not only generalist teachers but also teachers specialising in specific school subjects such as music and 

foreign languages, representing the staff of a typical Greek primary school. The diverse backgrounds 

and subject expertise of the participants was expected to guide interaction during the focus-group 

discussions and the many (convergent and divergent) answers to the research question (see Table 2).  

The researcher/moderator videotaped and transcribed discussions within the three focus groups, 

resulting in an electronic document of approximately 45,000 words. Thematic analysis (Boyatzis, 1998) 

was applied to the transcribed text through NVivo computer-assisted qualitative data-analysis software. 

Braun and Clarke (2006) define thematic analysis as “…a method for identifying, analysing and reporting 

patterns (themes) within data” (p. 79) and advocate it as a useful, accessible, and theoretically flexible 

method for qualitative research that has been widely used although rarely acknowledged.  

Table 1 

Participants’ Demographics and their Allocation in the Three Focus Groups 

Sex Female 15 

 Male 6 

Age 20-30 6 

 31-40 7 

 41-50 8 

Years of experience 0-5 5 

 6-10 4 
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 11-15 5 

 16-20 5 

 21- 2 

Additional studies None 9 

 2nd degree 4 

 Two-year in-service training 5 

 Master 9 

 Ph.D. 3 

 

 

Table 2 

Allocation in the Three Focus Groups 

 

Focus Group A 3 Generalist teachers (2 women, 1 man) 

1 Music Education teacher (man) 

1 Project-coordinator teacher (man) 

1 Drama Education teacher (man) 

1 Foreign-language teacher (woman) 

Focus Group B 4 Generalist teachers (3 women, 1 man) 

1 Music Education teacher (woman) 

1 Project-coordinator teacher (woman, musician) 

1 All-Day school teacher (woman) 

Focus Group C 3 Generalist teachers (3 women) 

1 Music Education teacher (man) 

1 Project-coordinator teacher (woman, musician) 

1 Physical Education teacher (woman) 

1 Special Education teacher (woman) 

 

The six phases of thematic analysis proposed by Braun and Clarke (2006, p. 87) were used: (a) 

transcribing data, (b) generating initial codes, (c) searching for themes (recommendations), (d) 

reviewing themes, (e) defining and naming themes, and (f) producing the report. 

Before presenting the results, we would like to point out the main limitations of the study. First, 

the participants constituted a small but representative sample of Greek primary-education teachers 

(N=21). The participants were at the time teaching in schools in Athens, but they were born in other 

cities and had studied at various universities in Greece and, in some cases, abroad. The convenience of 

the sample served well this qualitative study‟s main aim, which was to obtain a deeper understanding of 

the issues under enquiry rather than seek generalisations.  

The second limitation is that the participants comprised only Greek in-service primary teachers. 

Therefore, the study outcomes are limited to the Greek education system and its socio-cultural context. 

We currently plan to duplicate the study in other educational and cultural contexts in order to 

generalise the results. However, rather than considering cross-cultural differences, it is important to 
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determine the underlying presuppositions in teachers‟ concepts about creativity. Teachers formulate 

tacit models about creativity and these models direct how they ask questions, form concepts, and even 

implement theories (Saariluoma, 1997). 

The third limitation is that the focus-group discussions were conducted in Greek although the 

results are here presented in English. Therefore, some misinterpretation of the collected data may have 

occurred despite our efforts to reproduce the teachers‟ CRs in English as accurately as possible. 

The thematic analysis of the collected qualitative data is presented in Table 3, which lists primary 

teachers‟ recommendations for effectively fostering students‟ creative thinking. In the table, the 

proposed CRs found in the literature are also classified according to (a) the features of the creative 

teaching and learning process (CP), (b) the common traits of the creative student (CS), and (c) the 

characteristics of the creative environment (CE). We should note here that these categories are quite 

broad and that some of the CRs may belong to more than one of the three classes suggested in this 

taxonomy. For instance, the need to take into account students‟ individual differences and potential 

(see Table 3, CR no. 6) belongs to all categories, as it may refer to traits of the creative person as well 

as features of the creative process and characteristics of the creative environment. 

In so classifying them, however, we aim to further our understanding of the specific target(s) and 

scope of each CR. This focus may prove to be very useful in assessing a creativity facilitation strategy 

and its potential outcomes. At the same time, this broad classification is neither school-subject-specific 

nor does it offer very specialised information. By being sufficiently general, this taxonomy may provide 

significant information for decision-makers and policy-makers regarding forming and adopting in 

schools particular educational policies for facilitating creativity.  

Table 3 shows that the majority of primary teachers‟ CRs deal with the characteristics of the CE. 

More analytically, the participants emphasised the need for appropriate infrastructures for creative 

activities, such as laboratories and related equipment, as well as more “creative” school spaces (Table 3, 

CR nos. 1 and 22).  

The participants in the focus groups consider the provision of appropriate resources such as 

teaching materials, infrastructures, and laboratories to be a key factor for both teachers‟ and students‟ 

creative expression. For example, a participant in the second focus-group discussion (FG2-T6) 

suggested that primary teachers need “…to have a quiver full of arrows! With all the appropriate 

means, materials, space, and infrastructures we need in order to express our creativity. This would be 

the first step.” Another teacher (FG1-T3) placed special emphasis on the school space: “We need more 

colourful and creative school space. How can you be creative when you have to work in a classroom 

that has not been painted for the last ten years?” Johnson-Laird (1988) has also emphasised the 

importance of appropriate means; he makes a peculiar analogy between creativity and murder, saying 

that “…both depend on motive, means and opportunity” (p. 208).  

Table 3 

Primary Teachers’ CRs 
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Classificati

on 
Recommendations 

CE 1. More appropriate infrastructures for creative activities (e.g. laboratories)  

CE-CP 2. Teachers‟ in-service training on how they can utilise creatively every 

moment in the classroom 

CP-CE 3. Cooperation and collaboration between teachers   

CE 4. Less extensive curricula  

CE 5. More time for creativity in the syllabus  

CE-CP-CS 6. Taking into account students‟ individual differences and potential 

CE 7. Support in practical issues that consume teachers‟ valuable time and 

energy that can invest in the fostering of creative thinking 

CE 8. Teachers‟ initial education on creativity  

CE 9. Appropriate textbooks and educational materials that incorporate 

teachers‟ experiences and situated knowledge  

CE 10. Concrete and specific targets for the fostering of creativity – not general 

and vague targets like those in the applied curricula 

CE 11. Diffusion of knowledge and good practices about creativity  

CE 12. Official portal for creativity by the Ministry of Education  

CE 13. To employ as teachers highly-motivated creative people and artists 

CE 14. School libraries with a variety of up-to-date books and materials on 

creativity  

CE-CP 15. Assessment of educational outcomes in which creativity would be a 

basic parameter 

CP 16. Teacher should act as role models for creativity 

CP 17. Teachers need self-observation, self-critique and reflection on creativity 

CE 18. Smaller number of students in each classroom (maximum 20) 

CE-CP 19. More empowerment to teachers about time and space arrangements 

CE 20. More hours per week in the curriculum for the Arts  

CE-CP 21. Establishing communities of practice between teachers 

CE 22. More “creative” space arrangements in schools 

CE-CS 23. Asking students about how they want their school 

Note. CP= Process, CE= Environment, CS= Student 

A number of participating teachers stressed the urgent need for initial education and in-service 

training in how to foster creative thinking (e.g. Table 3, CR nos. 2 and 8). In the words of FG3-T1: 

“Teachers do not have adequate training in what is creativity and how they can utilise any moment in 

the classroom in order to foster students‟ creative thinking. No, we are not well-trained in creativity.” 

Several other teachers supported the need for adequate training in creativity. As stated by FG2-T2, “I 

think that there is no systematic training in creativity. Therefore, our knowledge about creativity remains 

a personal search… There is no well-organised, official training in it. In my opinion, what we really need 

is official, efficient, and constant training in creativity.”  

The participants of this study also highlighted the extensive teaching curricula, mentioning that 

they are so rigidly constructed and attached to the school timetable that they do not allow enough 

time for creative activities; this is why they often require more freedom with time and space 

arrangements (Table 3, CR nos. 4, 5, 7, and 19). It was also mentioned that the participants quite often 
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feel overloaded with the plethora of daily compulsory tasks, such as administration duties, that leave no 

time and energy for creative activities let alone the facilitation of creative thinking itself. For instance, 

according to an experienced teacher in general subjects (FG2-T3), “…the first thing is to have time to 

act creatively. We have to stop „running behind the syllabus‟. In addition, we need not only the 

appropriate means but also support in practical issues in order to have the time and energy to teach 

creatively.” 

All the participating teachers seemed to be very concerned regarding this particular issue and 

insisted on discussing the need for flexible and less-extensive curricula and syllabuses that would allow 

more time for creative activities. According to a music teacher (FG3-T3), “…„running behind the syllabus‟ 

eventually works against creativity”. In the same vein, a generalist teacher (FG3-T4) expressed the view 

that “…the „enemy of creativity‟ is intensiveness. Nowadays, teachers as well as students suffer from an 

overload of work. We should reduce the syllabus.” 

Furthermore, the participants of the focus-group discussions recommended the implementation 

of updated textbooks and educational materials in order to offer students more opportunities for 

creative thinking and action (Table 3, CR no. 9). For instance, FG1-T2 suggested that “…the present 

textbooks bring an unnecessary intensiveness that „kills‟ any creative effort in the classroom. I strongly 

believe that we need new, flexible, and less-intensive textbooks and curricula.” 

The participants also stressed that the number of students per classroom is a key factor that must 

be taken into account when planning creative activities; they suggest that the number of students in 

each class must be less than 20 (Table 3, CR no. 18). For example, FG1-T1, an experienced music 

teacher, recommended that “…if we really want to nurture creativity in primary education, we have to 

work with a limited number of students per class. The maximum must be 20 students per class!” FG3-

T6 also illustrates this point: “Even if we have the appropriate training and the means, we cannot 

actually foster students‟ creative thinking. What we really need is a very new educational context and 

culture. For instance, we cannot foster creativity in a class that consists of 30 pupils!” 

On the other hand, only one participant (FG3-T7), a sports-education teacher, placed emphasis 

on the need to take seriously students‟ suggestions and ideas for creative schools (see Table 3, CR no. 

23):  

I would ask students first! What do they want their school to be like? They may 

respond that they want it “to be more colourful”, with more creative spaces in 

which, for example, they can draw and so on. Maybe they want to bring into the 

school things that they love. What are their hobbies, their real interests? Where are 

their hobbies and interests in the school as it currently is? We should encourage 

students to “bring their personalities” to school, arranging everything according to 

their needs! It may sound like anarchy, but I think that students are quite flexible 

and adaptive.   

In conclusion, the main recommendations proposed by the participants in the study can be 

summed up in the following words of a generalist teacher (FG2-T4): 

There are three important prerequisites for fostering creativity in the classroom. 

The first prerequisite is to have the appropriate training in how to be creative 
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teachers and how to help our students to be creative. The second prerequisite is to 

have the appropriate means and infrastructure in order to express our creativity, 

and the third prerequisite is to have the appropriate time–space framework to do it 

in! 

In the discussion section that follows, we present some critical comments on the CRs proposed 

by Greek in-service primary teachers. In so doing, we attempt to determine, as far as possible, the most 

important steps and guidelines needed to foster creative thinking in the context of primary education. 

Several important issues emerged from the analyses of the CRs provided by the participating 

Greek in-service primary teachers (see Table 3). The majority of their CRs deal with the characteristics of 

the CE, particularly those features that are inhibiting. For instance, teachers‟ recommendations for 

adequate in-service training confirm the results reported by Kampylis, Berki, and Saariluoma (2009) and 

Kampylis and Argyriou (2008), which show that Greek in-service and prospective teachers in the first 

study, as well as music teachers in the second study, do not feel well-trained and, therefore, not very 

confident in facilitating students‟ creativity.  

Moreover, several creativity researchers (Aljughaiman & Mowrer-Reynolds, 2005; Fleith, 2000; 

Kampylis, Berki, & Saariluoma, 2009; NACCCE, 1999; Starko, 2005) have stressed the importance of 

time in fostering creativity, as the participants of this study did. For instance, a report by the British 

NACCCE (1999) stressed that curricula should be thinned out and teachers should receive more 

freedom to use their own creative and professional skills in creative teaching, which is essential for 

promoting creative learning (e.g. Jeffrey, 2006). Berki and Valtanen (2007, p. 162) refer to the need for 

a “breathing curriculum”, which answers the need for learning effectively and creatively, stating that 

“not everything is worth learning” in a tight schedule.  

Greek primary teachers‟ CRs concerning students‟ active participation in planning creative 

education were limited in number (see Table 3, CR nos. 6 and 23). This suggests that the participants 

consider creative teaching from a methodological rather than a communicative point of view. They do 

not place as much weight as they perhaps should on the ways that students experience and mentally 

represent creativity. Most likely, they lack functional and workable concepts for that type of teacher-

student interaction. Notably, only one participant emphasised the need to take seriously students‟ 

suggestions and ideas for creative schools (see Table 3, CR no. 23). 

Another emerging issue was that the sets of CRs proposed by the participants are numerous and 

diverse. Each teacher places emphasis on different aspects of the multifaceted phenomenon of 

creativity and formulates his/her own recommendations according to his/her discipline, specialisation, 

and background. Thus, the authors feel that it is fair to say that only a “super-teacher” could implement 

all of these CRs in a real classroom, especially when considering the tight schedules and demanding 

curricula that add to teachers‟ workloads. What is really needed is a comprehensible, feasible, and 

practical set of CRs that a “typical” teacher could understand and realise in typical classroom settings. In 

other words, we argue that what is needed is a functional collection of well-integrated CRs, derived not 

only from theory and research but also from school practice. Thus, there is a need to answer a crucial 
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question: “Should all these recommendations be considered and realised while fostering students‟ 

creative thinking?” 

It seems that the primary teachers‟ CRs presented in Table 3 suggest general and rather abstract 

strategies; they do not actually give any concrete behavioural patterns or any learning-process 

guidelines to follow. When we need to form explicit teaching aims and learning objectives and include 

ways of enhancing creativity, clear and simple recommendations and strategies are required, based 

also on the availability and utilisation of resources present in the educational environment (Georgiadou, 

Hatzipanagos, & Berki, 2005). If a resource-based strategy is not considered (e.g. Valkanos et al., 2005), 

then human and environmental resources may prove to be constraints in an otherwise effectively 

designed strategy for fostering creative thinking. It is one thing to know that creative thinking can be 

fostered and another to know how this can be done in a variety of interactive situations in the real 

classroom with the given environment, tools, and infrastructure. This is why it would also be important 

to understand what type of interaction models would best improve creative teaching and how the 

general strategies can best be realised at the teacher-student level of interaction.  

It is equally important to consider general thinking skills as well as ethical and philosophical issues 

before establishing key CRs that should be followed. In other words, there is a need to adopt a top-

down, holistic approach in order to re-think and re-structure the main target(s) and the learning 

outcomes of a more creative education. Valtanen, Berki, Kampylis, and Theodorakopoulou (2008) 

proposed such a holistic approach, called manifold thinking, which is based on the integration of 

creative, critical, reflective, and caring thinking.  

Moreover, when observing and studying the classification of CRs, the present authors feel 

strongly that there are some unspoken recommendations that ought to be set out more explicitly. 

These CRs lie (and sometimes are lost) “between the lines” of other recommendations. In the next 

section we reflect upon our findings and, based on the manifold-thinking framework (Valtanen, Berki, 

Kampylis, & Theodorakopoulou, 2008), we propose our own recommendations for fostering students‟ 

creative thinking within the context of primary education. We consider these CRs to be fundamental 

although they were not proposed by the teachers participating in the focus groups of this study.   

Dineen and Collins (2005) stressed that creativity researchers overemphasise the superficially 

understood knowledge-what rather than the experiential knowledge-how, and suggested a synthesis of 

the two. Based on our data analysis, we will go even further, emphasising the need for a third pillar, the 

knowledge-why. Knowledge-why is connected with reflective and caring thinking (components of the 

manifold-thinking framework), which are almost completely absent from the primary-school learning 

environment. We also agree with Gibson (2005) in that the ethical dimension of creativity is missing 

from current educational discourses. Therefore, we argue that teachers should reflect not only on “How 

can I foster students‟ creative thinking?” but also on other critical questions such as “Do I really want to 

foster students‟ creative thinking?”, “Why do I want to foster their creative thinking?” “What do I do 

intentionally to foster their creative thinking?”, “What do I do unintentionally that might inhibit their 

creative thinking and performance?”, “How can I help students to use their creative thinking for 

constructive/ethical purposes?”, “What complementary types of thinking do students need in order to 
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use their creative thinking for constructive and ethical purposes?”, and “Who should benefit from the 

fostering of students‟ creative thinking?”  

Thus, the use of manifold thinking as an analytical framework should be encouraged and 

practised by creativity agents and facilitators. What should additionally be emphasised is that, despite 

the positive connotations of the term creativity, practical use determines whether it is used in 

constructive/ethical or destructive/unethical ways. It is within the teachers‟ caring responsibilities to 

encourage students to adopt a critical stance, considering and distinguishing between 

positive/constructive and negative/destructive aspects of creativity from the early stage of primary 

education. In doing so, teachers will advance primary students‟ thinking from the oversimplification of 

“good/bad” and/or “right/wrong” dualistic types of thinking and direct them towards more reflective 

and caring modes of thinking.   

For the above-mentioned reasons, in our CRs (see Table 4, CR nos. 1 and 2) we highlight the 

need to help students to distinguish between constructive and destructive aspects of creativity through 

the analytical framework of manifold thinking. 

Table 4 

Authors’ CRs 

 

Another issue that is not emphasised is the role that the human body plays in creativity. The role 

of the body in the individual‟s creative performance is essential and was established long ago also as a 

form of intelligence, i.e. kinaesthetic intelligence (e.g. Gardner, 1993). Particularly for younger school 

children, who do not yet have fully established rich language skills and articulated forms of expressions, 

their bodies can be used to enrich their feelings and expression of thoughts. For this reason, we 

suggest that primary teachers should provide students with creative forms of hands-on activities 

emphasising the role of bodily activity in creative expression (Kampylis, Berki, & Saariluoma, 2006, 

2009).  

A major problem, however, is how these teacher-student and student-student communication 

patterns can be realised in concrete interactive situations. Interaction, for instance between a teacher 

and a student, presupposes that the teacher understands (a) how the student‟s needs concerning 

creative expression could best be met, (b) where the student has difficulties, and (c) how the student‟s 

creative resources can be activated for longer periods. 

Classification Recommendations 

CS-CP 1.  Encouraging manifold thinking, namely a combination of creative, critical, 

caring, and reflective thinking.  

CS-CP 2.  Helping students to distinguish between constructive and destructive aspects of 

creativity. 

CP-CE 3. Providing students with various hands-on activities, emphasising the role that 

the body plays in creativity. 

CE-CP 4. Appreciating that all school subjects can be taught creatively and acting 

accordingly.  
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We also strongly recommend that all teachers should be suitably trained and encouraged to 

foster students‟ creative thinking in every school subject. Based on recent and consistent research 

findings (Aljughaiman & Mowrer-Reynolds, 2005; Diakidoy & Kanari, 1999; Kampylis & Argyriou, 2008; 

Kampylis, Berki, & Saariluoma, 2009), we argue that teachers associate creativity mainly with Arts. It thus 

appears that primary teachers do not strive to promote students‟ creativity in all school subjects. 

Limiting creativity to the artistic school subjects implies that general class teachers transfer the 

responsibility for enhancing students‟ creativity to specialised teachers such as Music Education and 

Drama Education teachers (Aljughaiman & Mowrer-Reynolds, 2005; Kampylis, Berki, & Saariluoma, 

2009).  

In general, it appears that the complexity of creative thinking has not been fully understood by 

primary teachers and, consequently, it has not been fully incorporated in their teaching practices so far. 

Thus, the challenge both for researchers/theorists and for teachers/practitioners is to develop good 

practices for advancing students‟ creative thinking and performance. In this developmental work, the 

comparison between creativity researchers‟ findings and teachers‟ conceptions is an essential step.  

According to Ripple (1999), we can identify two general models concerning the fostering of 

creativity:  

1. The deficit model, which assumes that creative skills and abilities must be enhanced through 

specific instruction and training. 

2. The barrier model, which assumes that creative potential is inherent in everyone; there is a 

need simply to increase the individual‟s awareness of her/his potential and remove the 

barriers for its fulfilment. 

The Greek primary teachers who participated in our study seem to adopt mainly the barrier 

model (Ripple, 1999). Thus, they place more emphasis on the inhibiting factors of the school 

environment for the fulfilment of students‟ creative potential. Factors such as the absence of 

appropriate infrastructures and extensive curricula that do not leave enough time for students‟ creative 

expression were frequently emphasised.  

Based on our data analysis, we argue that primary education needs flexible and reliable 

recommendations for the fostering of students‟ creative thinking. These CRs should be easily adapted 

and followed by all teachers while also taking into consideration the constraints of the primary-school 

environment. For this reason, we intend to further analyse, classify, and review all the CRs that we have 

already collected, aiming at delivering a comprehensive model that would encompass the most 

essential and reliable creativity strategies for the primary-school context. In addition, we will repeat the 

same study, with the same participants, in three years‟ time in order to investigate the potential 

fluctuation of their views during their professional lives.  

Further research based on larger, more-representative samples is also needed in order to 

investigate whether the same CRs could or should be utilised by teachers working in secondary or 

higher education, and whether there are different sets of creativity-boosting strategies for different 

levels of education. Further research is also required to investigate how the domain-general CRs 
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provided by in-service teachers can be adapted for domain-specific strategies for fostering students‟ 

creative thinking in the context of particular school subjects such as Music Education.  

Several issues that require further research also emerged from our data analysis. First, further 

research is needed regarding the awareness of creativity researchers about the CRs proposed by 

primary teachers, and vice versa. Second, more research efforts must be devoted on both the 

facilitative and inhibiting factors for the realisation of these CRs in real classrooms. Last but not least, 

more research is needed to the investigation of ways for better communication, interaction, and 

collaboration between teachers and researchers for the fostering of students‟ creative thinking.  

Arguably, CRs for primary education should be derived through interaction and collaboration 

between researchers, teachers, and students. It would be an arrogant and self-centred teaching 

strategy to impose anyone‟s recommendations on any student without taking into consideration 

students‟ opinions before doing so or, at least, after doing so. This interaction and collaboration can be 

established through workshops, seminars, research programmes, conferences, and so forth, 

investigating how practices can best be connected to the concrete patterns of teacher-student 

interaction and contextualised to the needs of local schools and students‟ particular preferences.  

On the groundwork of the present study, we argue that primary teachers possess valuable 

situated knowledge and experiences that should be taken into account in any attempt to foster primary 

students‟ creative thinking. We must create observation, diagnostic and communication patterns for 

teacher practical classroom action so that they can identify the missing skills in student and 

communicate their suggestions to them. Only in this way enhancing creative thinking can become a 

working practice. On the other hand, there is an obvious need to further research not only teachers‟ 

but also primary students‟ conceptualisations of creativity and solicit their opinions on their preferred 

methods of creative learning.  

The selection of our own CRs (see Table 4), are equally oriented towards environment (CE), 

process (CP), and student (CS), and thus consider all the previously exposed factors and roles in the 

creativity-fostering process. It is equally important to consider the current practices and the conception 

of creativity embedded in them. Fostering creativity can resemble a game in which all three sides – 

researchers, teachers (including educational authorities), and students – must undertake an active 

responsibility in the process. A small number of previous CRs are student-centred. Our set of 

recommendations considers environmental resources and learning strategies while at the same time 

empowers the students to be active participants with critical, creative, caring, and reflective thinking. 

We therefore consider this holistic treatment of the fostering of students‟ creative thinking in the 

context of primary education to be essential.   
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 | ΢χγρξνλεο έξεπλεο, ζρεηηθέο κε ηελ αλάπηπμε ελφο κνληέινπ πνπ αθνξά ζην 

θπιεηηθφ ζηεξεφηππν (Deaux & Lewis, 1984; Martin, 1989, 1993; Wood& Little, 1990), 

ππνζηεξίδνπλ φηη κέρξη ηελ ειηθία ησλ 8 εηψλ ηα παηδηά δηακνξθψλνπλ ηηο αληηιήςεηο ηνπο 

γηα ηηο επηινγέο θαη ηηο δξαζηεξηφηεηέο ηνπο κε βάζε ην θχιν. Η δηεζλήο βηβιηνγξαθία θαη ε 

θαζεκεξηλή εθπαηδεπηηθή εκπεηξία έρεη δείμεη φηη ην ζρνιείν εμαθνινπζεί λα παίδεη έλα 

ζεκαληηθφ ξφιν ζηηο δηαδηθαζίεο αλαπαξαγσγήο ηνπ θπιεηηθνχ ζηεξεφηππνπ, ε νπνία 

εληζρχεηαη απφ ηνπο ξφινπο πνπ δηαδξακαηίδεη φρη κφλν ε νηθνγέλεηα αιιά θαη ην πνιηηηζκηθφ 

- νηθνλνκηθφ πιαίζην ηεο θνηλφηεηαο. Η ζπγθεθξηκέλε έξεπλα ρξεζηκνπνίεζε δείγκα 102 

καζεηψλ ηεο πξσηνβάζκηαο εθπαίδεπζεο, ειηθίαο 9-12 εηψλ παξνπζηάδνληαο παξάγνληεο 

πνπ επεξεάδνπλ ηηο πξνηηκήζεηο θαη ηηο επηινγέο ηνπο ζηελ κνπζηθή εθπαίδεπζε. 

Γπηπξφζζεηα, θαζψο ε επαθή κε ηε κνπζηθή απφ κηθξή ειηθία είλαη θαζνξηζηηθή αθφκα θαη γηα 

ηηο κνπζηθέο πξνηηκήζεηο ηνπο σο ελήιηθεο, ηφζν ηα αθνχζκαηα φζν θαη ε ίδηα ε 

πξνζσπηθφηεηα ηνπ εθπαηδεπηηθνχ κνπζηθήο αγσγήο θαίλεηαη πσο επεξεάδνπλ ηε ζρέζε 

ησλ καζεηψλ κε ην ζπγθεθξηκέλν είδνο ηέρλεο. 

 

Λέξεις - Κλειδιά:  φύλο, μουσική εκπαίδευση, στυλ, μουσικό όργανο, εκπαιδευτικός 

μουσικής, μουσικές προτιμήσεις 

Η «αληίδξαζε» ζηα κνπζηθά εξεζίζκαηα θαιχπηεη έλα επξχ θάζκα ηεο αλζξψπηλεο 

εκπεηξίαο. Γη απηφ θαη δελ εθπιήζζεη ε δηαπίζησζε φηη ε κειέηε ησλ αληηδξάζεσλ ζε απηά θαη ε 

δηακφξθσζε ησλ κνπζηθψλ πξνηηκήζεσλ βξίζθνληαη δηάζπαξηεο αλάκεζα ζε δηάθνξα πεδία 

ηεο ςπρνινγίαο, ηεο κνπζηθήο θαη ηεο εθπαίδεπζεο. 

Σν ζέκα ηεο νλνκαζίαο ησλ κνπζηθψλ ζηπι θαη ε επηινγή ηνπο, νη πξνηηκήζεηο ησλ 

καζεηψλ ζρεηηθά κε ηα κνπζηθά φξγαλα, νη επηινγέο κνπζηθψλ δξαζηεξηνηήησλ κέζα θη έμσ 
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απφ ηελ ηάμε αιιά αθφκα θαη νη επηξξνέο ηνπ επξχηεξνπ θνηλσληθνχ πεξηβάιινληνο  απνηεινχλ 

ζεκαληηθά δεηήκαηα ηφζν ζηελ έξεπλα ησλ κνπζηθψλ πξνηηκήζεσλ (Rawlings & Ciancarelli, 1997; 

Hargreaves et.al., 1995) φζν θαη ζηε ζπγθεθξηκέλε. Ο Kohlberg (1966) ζεσξεί φηη ζπγθεθξηκέλεο 

αμίεο κπνξνχλ λα πξνζδηνξηζηνχλ απφ ηελ ηαπηφηεηα ηνπ θχινπ, δειαδή ηελ απηφ-έληαμε ησλ 

παηδηψλ ζηελ θαηεγνξία «αγφξη» ή «θνξίηζη»,  ε νπνία απνηειεί θαη ην βαζηθφ θξηηηθφ ζηνηρείν 

νξγάλσζεο ησλ ζηάζεψλ ηνπ απέλαληη ζην ξφιν ησλ δχν θχισλ. Απηή ε ηαπηφηεηα ηνπ 

θχινπ είλαη ην απνηέιεζκα κηαο βαζηθήο γλσζηηθήο θξίζεο πνπ ζπληειείηαη ζε πξψηκε 

αλαπηπμηαθή θάζε θαζψο ε βαζηθή απηνθαηεγνξηνπνίεζε θαζνξίδεη θαη ηηο βαζηθέο αμίεο. Απφ 

ηε ζηηγκή πνπ ην παηδί θαηεγνξηνπνηεί ηνλ εαπηφ ηνπ σο αγφξη ή θνξίηζη, αμηνινγεί ζεηηθά 

αληηθείκελα θαη ελέξγεηεο πνπ έρνπλ ζρέζε κε ην δηθφ ηνπ θχιν 

΢ηε ζπγθεθξηκέλε έξεπλα ν παξάγνληαο θχιν απνηέιεζε ηε βαζηθή παξάκεηξν ε νπνία θαη 

θαζφξηζε ηηο απφςεηο θαη ηηο ζηάζεηο ησλ καζεηψλ απέλαληη ζηε κνπζηθή (θαζψο ην παηδί 

δεκηνπξγεί απφ κφλν ηνπ ηηο δηθέο ηνπ αμίεο γηα ην ξφιν ησλ θχισλ, ζηα πιαίζηα κηα 

θνηλσληθήο δνκήο πνπ επλνεί ηα ζηεξεφηππα1). Η δηαθνξεηηθή αληηκεηψπηζε ησλ εξεπλεηηθψλ 

καο παξακέηξσλ απφ ηα δχν θχια είλαη θαη εθείλε πάλσ ζηελ νπνία βαζίδεηαη ηε έξεπλα καο.  

Παξάγνληεο φπσο ε γνλετθή επίδξαζε κε βάζε ην θχιν, ην κνξθσηηθφ επίπεδν ησλ 

γνλέσλ ησλ παηδηψλ αιιά θαη ε πνιηηηζκηθή αηκφζθαηξα ηνπ νηθνγελεηαθνχ ηνπο πεξηβάιινληνο 

απνηεινχλ εξεπλεηηθνχο άμνλεο ζρεηηθά κε ην θαηά πφζν κπνξνχλ λα επεξεάζνπλ ηηο 

πξνηηκήζεηο θαη ηηο επηινγέο ησλ παηδηψλ. Σν θπιεηηθφ πξφηππν θάζε γνλέα θαίλεηαη πσο 

πξνζδηνξίζεη ηφζν ηελ έληαζε ησλ θηινδνμηψλ φζν θαη ησλ επηδηψμεσλ ησλ καζεηψλ, θαζψο 

ζπζρεηίδεηαη κε ηηο ελζαξξχλζεηο πνπ δέρεηαη ην παηδί ζρεηηθά κε ηελ επηινγή νξγάλνπ, ηα 

κνπζηθά εξεζίζκαηα αιιά θαη ηηο επηξξνέο ζρεηηθά κε ην ηη επάγγεικα ζα δηαιέμεη. ΢ηφρν ηεο 

έξεπλαο απνηειεί επίζεο, ε δηεξεχλεζε ηνπ θαηά πφζν ην επξχηεξν θνηλσληθφ ηνπο πεξηβάιινλ 

(αδέιθηα, θίινη) επεξεάδνπλ ιηγφηεξν ή πεξηζζφηεξν ηηο επηινγέο θαη πξνηηκήζεηο ησλ παηδηψλ. 

΢εκαληηθή εξεπλεηηθή παξάκεηξν ζηελ έξεπλα καο απνηειεί ην θχιν ηνπ ίδηνπ ηνπ 

εθπαηδεπηηθνχ, βάζε ηνπ νπνίνπ εξεπλάηαη  ε ζπκβνιή ηνπ ζηε δηακφξθσζε ησλ πξνηηκήζεσλ 

ησλ ίδησλ ησλ καζεηψλ. Γπηπξφζζεηα, νη εμσζρνιηθέο κνπζηθέο δξαζηεξηφηεηεο κπνξνχλ λα 

απνηειέζνπλ πηζαλέο κεηαβιεηέο, ζρεηηθέο κε ηηο δειψζεηο ησλ κνπζηθψλ ηνπο πξνηηκήζεσλ.  

Σέινο, πξφζεζε ηεο εξεπλήηξηαο/ζπγγξαθέσο απνηειεί ε ζχγθξηζε ησλ επξεκάησλ ηεο 

έξεπλαο κε ηνλ κεγάιν φγθν εξεπλεηηθψλ επξεκάησλ πνπ πξνέθπςαλ απφ ζρεηηθέο κειέηεο ζε 

δπηηθέο ρψξεο πνπ έρνπκε ήδε παξαζέζεη, έηζη ψζηε λα κπνξνχλ λα θαζνξηζζνχλ πηζαλέο 

πνιηηηζκηθέο δηαθνξέο ζηνλ ηξφπν πνπ ιεηηνπξγνχλ νη πξναλαθεξζείζεο κεηαβιεηέο. 

Η κνπζηθή ζπκβάιιεη ζηελ νιφπιεπξε αλάπηπμε ηνπ παηδηνχ θαζψο, απφ ηελ πξνζρνιηθή 

ειηθία, ε αλάγθε γηα δνκεκέλε θαη ζσζηά πξνγξακκαηηζκέλε εθπαίδεπζε εληζρχεηαη κέζσ 

απηήο. Η κνπζηθή αγσγή απνηειεί αλαπφζπαζην κέξνο θάζε θαηάιιεια δηακνξθσκέλνπ 

                                                 
1
 Η ζπγθεθξηκέλε ζέζε βαζίδεηαη ζηε ζεσξία ηεο «γλσζηηθήο αλάπηπμεο», ελψ άιιεο ζεσξίεο ππνζηεξίδνπλ φηη απηέο 

νη αμίεο απνθηψληαη κε ηελ εζσηεξίθεπζε ησλ εμσηεξηθψλ πνιηηηζκηθψλ αμηψλ, ζε κηα δηαδηθαζία πνπ απαηηεί ζε 

κεγάιν βαζκφ πξνζαξκνγή. 
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πξνγξάκκαηνο εθπαίδεπζεο, γηαηί, εθηφο απφ ηνπο εθπαηδεπηηθνχο ζηφρνπο επηηπγράλνληαη 

ζηφρνη πνπ έρνπλ λα θάλνπλ κε βαζηθνχο πνιηηηζκηθνχο παξάγνληεο εληζρχνληαο ηελ έθθξαζε 

θαη ηελ επηθνηλσλία, ηελ επαηζζεζία θαη ηελ ηθαλφηεηα γηα ηελ αηζζεηηθή εθηίκεζε (΢έξγε, 1995; 

2003) 

Οη Swanwick (1979), Reimer (1989) θαη Plummeridge (1991) έρνπλ ππνζηεξίμεη απφ πνιχ 

λσξίο φηη ε κνπζηθή εθπαίδεπζε επηδξά ζεηηθά ζηελ εκπέδσζε θαη ησλ άιισλ καζεκάησλ ηνπ 

αλαιπηηθνχ πξνγξάκκαηνο (ηδηαίηεξα φζσλ έρνπλ λα θάλνπλ κε ηελ έθθξαζε, ηε γιψζζα θαη ηε 

ινγνηερλία). Η ελαζρφιεζε κε ηε κνπζηθή θαη ε αλάπηπμε ζπγθεθξηκέλσλ δεμηνηήησλ κέζσ 

απηήο βνεζά ηδηαίηεξα ηα αγφξηα λα μεθχγνπλ απφ ην κέζν φξν, λα επηθνηλσλήζνπλ θαιχηεξα 

θαη παξάιιεια λα εθθξαζηνχλ. Σηο πεξηζζφηεξεο θνξέο κάιηζηα ε κνπζηθή εθπαίδεπζε απνηειεί 

γηα ηνπο καζεηέο ηνλ θαιχηεξν ζπλδεηηθφ θξίθν γηα ηελ θαηαλφεζε παλαλζξψπηλσλ αμηψλ. 

Γπίζεο, νη Abeles θαη Porter (1978) ζε έξεπλα ηνπο ππνζηεξίδνπλ φηη ε επηινγή κνπζηθνχ νξγάλνπ 

κε βάζε ην θχιν μεθηλά ήδε απφ ην λεπηαγσγείν2. ΢ηελ πξσηνβάζκηα εθπαίδεπζε, ζρεηηθέο 

έξεπλεο (Green, 1997; Charles, 2004) δείρλνπλ πψο ην θχιν επεξεάδεη αγφξηα θαη θνξίηζηα αθφκα 

θαη φηαλ ζπλζέηνπλ κνπζηθή θαζψο ε δηαθνξεηηθή αληηκεηψπηζε πξνζδηνξίδεηαη απφ ηνλ ηξφπν 

πνπ νξγαλψλνληαη φηαλ ζπλζέηνπλ κνπζηθή είηε νκαδηθά είηε αηνκηθά, απφ ηνλ ηξφπν πνπ 

ζπλεξγάδνληαη, απφ ηνλ ηξφπν πνπ ερνγξαθνχλ ηε κνπζηθή ηνπο, απηνζρεδηάδνπλ ή 

ελνξρεζηξψλνπλ πξσηφηππεο ζπλζέζεηο κε ηα κνπζηθά ηνπο φξγαλα. Η ΢ηάκνπ (2006,) 

ζεκεηψλεη φηη παξά ηνλ κεγάιν αξηζκφ εξεπλεηηθψλ κειεηψλ δηεζλψο, ζην ζέκα ησλ κνπζηθψλ 

πξνηηκήζεσλ, ηα επξήκαηα είλαη πνηθίια θαζψο παξαηεξνχληαη δηαθνξέο αλάκεζα ζηε κέηξεζε 

ησλ ζηάζεσλ θαη ζηε κέηξεζε ησλ πξνηηκήζεσλ (Wapnick, 1976; Noll & Scannell, 1972). ΢ε 

επδηάθξηηεο ζθηαγξαθήζεηο ησλ ζηάζεσλ ησλ παηδηψλ απέλαληη ζε κνπζηθέο δξαζηεξηφηεηεο 

φπσο: ην ηξαγνχδη, ε αθξφαζε, ε θίλεζε θαη νη δξαζηεξηφηεηεο κέζα απφ ην παηγλίδη, βάζε ηνπ 

θχινπ θαη βάζε ησλ εθηηκήζεσλ πνπ είραλ ηα ίδηα γηα δξαζηεξηφηεηεο εθηφο ζρνιηθήο κνλάδαο 

θαη νη νπνίεο επεξέαδαλ ηελ άπνςε πνπ είραλ γηα ηε κνπζηθή, εζηηάδεη κε έξεπλά ηεο θαη ε 

Temmerman (2000). Οη  Harrison θαη Ο΄Neill (2003), επηιέγνληαο θαη εθείλνη ην ρψξν ηεο 

πξσηνβάζκηαο κνπζηθήο εθπαίδεπζεο γηα ηελ έξεπλά ηνπο3 εξεχλεζαλ ηηο  πξνηηκήζεηο ησλ 

καζεηψλ γηα ηελ επηινγή κνπζηθνχ νξγάλνπ κε βάζε ην θχιν θαηαιήγνληαο ζε ελδηαθέξνληα 

ζπκπεξάζκαηα ζρεηηθά κε ηηο απφςεηο ησλ καζεηψλ γηα ηνπο ίδηνπο ηνπο ζπκκαζεηέο ηνπο θαη 

ηηο επηινγέο ηνπο. Σα απνηειέζκαηα ηεο έξεπλαο έδεημαλ φηη ηα παηδηά κε επηηπρία αλαγλψξηζαλ 

ην φλνκα ηνπ θάζε νξγάλνπ, ελψ νη επηινγέο ηνπο έγηλαλ ζαθψο κε βάζε ην θχιν ηνπο Αθφκα 

φκσο θαη ην πνζνζηφ ησλ θνξηηζηψλ (66%) πνπ ζα επέιεγε λα κάζεη θάπνην «φξγαλν γηα 

αγφξηα», θαηά βάζνο είρε ήδε αμηνινγήζεη ην ζπγθεθξηκέλν φξγαλν σο «φξγαλν γηα αγφξηα»4. 

                                                 
2
 Σα απνηειέζκαηα ησλ εξεπλψλ έδεημαλ φηη κέζα απφ εηθφλεο θαη ερεηηθά αθνχζκαηα 8 δηαθνξεηηθψλ νξγάλσλ νη 

κηθξνί καζεηέο (ειηθίαο 3-5 εηψλ) εθδήισζαλ ηηο πξνηηκήζεηο ηνπο θαηεγνξηνπνηψληαο ηα ζε κνπζηθά φξγαλα γηα 

θνξίηζηα (θιάνπην, βηνιί, θιαξηλέην, πηάλν) θαη κνπζηθά φξγαλα γηα αγφξηα (ηξνκπφλη, ηξνκπέηα, ληξακο, ζαμφθσλν). 
3
  Οη εξεπλεηέο ζεψξεζαλ φηη ειάρηζηα επξήκαηα έρνπλ αλαθνηλσζεί απφ ζρεηηθέο έξεπλεο. Η έξεπλα ηνπο αμηνπνίεζε 

ην γεγνλφο, ζχκθσλα κε ηελ άπνςή ηνπο, φηη ηα πξφηππα ησλ παηδηψλ ζρεηηθά κε ηελ πξνηίκεζε ζηα κνπζηθά 

φξγαλα δελ έρνπλ δηακνξθσζεί μεθάζαξα, θάηη πνπ δε ζπκβαίλεη γηα παξάδεηγκα κε ηα παηδηθά παηρλίδηα (θνχθιεο 

γηα ηα θνξίηζηα, απηνθίλεηα γηα ηα αγφξηα). 
4
 Σα επξήκαηα ηεο έξεπλαο θάλεθαλ λα ηαηξηάδνπλ κε επξήκαηα θαη άιισλ εξεπλψλ πνπ είραλ πξνεγεζεί ζην 

παξειζφλ γηα δηαθνξεηηθά ειηθηαθά επίπεδα (O΄Neil & Boulton, 1996; Abeles & Porter, 1978; Grisword & Chroback, 1981) 

θαη έδηλαλ ηηο ίδηεο ζηεξεφηππεο απαληήζεηο. 
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Πνξίζκαηα εξεπλψλ (Acker, 1994; Associated Board of the  Royal Schools of Music, 1994; 

Green, 1993;) γηα ην ειηθηαθφ επίπεδν ησλ 12-14 εηψλ, ππνγξακκίδνπλ ην γεγνλφο ηεο ηδηαίηεξεο 

πξνβνιήο αγνξηψλ, κέζα ζηε ζρνιηθή θνηλφηεηα, πνπ αζρνινχληαη κε ηε κνπζηθή παίδνληαο ζε 

νκάδεο ή αηνκηθά. Απφ ηελ άιιε, ηα θνξίηζηα ηεο ίδηαο ειηθίαο θαίλεηαη λα ηα θαηαθέξλνπλ 

θαιχηεξα ζε φηη έρεη λα θάλεη κε ηελ εμέηαζε ησλ κνπζηθψλ καζεκάησλ5 (Agak, 2002; 

Department for Education and Skills, 1991).  Η Green (1997)6, ζε έξεπλά ηεο ζρεηηθά κε ηηο κνπζηθέο 

πξνηηκήζεηο αγνξηψλ θαη θνξηηζηψλ ζηε δεπηεξνβάζκηα εθπαίδεπζε αλαθέξεη φηη ηα θνξίηζηα 

εθδειψλνπλ κεγαιχηεξν ελδηαθέξνλ θαη ζπκκεηέρνπλ κε επηηπρία ζε δξαζηεξηφηεηεο ζρεηηθέο 

κε ην ηξαγνχδη θαη ηελ εξκελεία, ηελ θιαζζηθή κνπζηθή θαη ηε κνπζηθή κειέηε ζε αληηπαξάζεζε 

κε ηα αγφξηα πνπ επηιέγνπλ δξαζηεξηφηεηεο ζρεηηθέο κε ηε ζχλζεζε θαη ηνλ απηνζρεδηαζκφ7. 

Πξφζθαηε έξεπλα ησλ Sheldon θαη Price (2005), έδεημε ηελ επηιεθηηθή αληηκεηψπηζε αγνξηψλ θαη 

θνξηηζηψλ ηεο επηινγήο νξγάλνπ κε βάζε ην θχιν8. Σηο πξνηηκήζεηο ησλ καζεηψλ κε βάζε ην 

θχιν ζρεηηθά κε ηελ επηινγή ηνπ νξγάλνπ θαίλεηαη λα ζπκκεξίδνληαη παξάιιεια θαη νη γνλείο 

ηνπο (Delzell, Leppla, 1992), νη νπνίνη θαίλεηαη λα εληζρχνπλ ηηο επηινγέο ηνπο. Σε ζεκαληηθή 

ζπκβνιή ηνπ θνηλσληθνχ θαη πνιηηηζκηθνχ πεξηβάιινληνο έρνπλ ππνγξακκίζεη αξθεηέο 

ηνπνζεηήζεηο πνπ αθνξνχλ ζηε δηδαζθαιία αιιά θαη ζηελ δηαδηθαζία εθκάζεζεο ηεο κνπζηθήο 

(Elliott, 1995; Jorgensen, 2003; Merriam, 1964; Small, 1977), βάζε ηεο επίδξαζεο ηνπ θχινπ θαη ηνπ 

πνιηηηζκηθνχ πιαηζίνπ ζην νπνίν εληάζζεηαη ν καζεηήο. Γηδηθφηεξα ζε ζέκαηα κνπζηθήο 

εθπαίδεπζεο ν Magne Espeland (1992) απνδίδεη παξαζηαηηθά ηελ εκπινθή ηεο κνπζηθήο ζηε δσή 

ησλ καζεηψλ κε έλα ηξίγσλν, ζηελ θνξπθή ηνπ νπνίνπ βξίζθεηαη ε κνπζηθή σο ηέρλε κε άμνλεο, 

απφ ηε κηα, ην πιαίζην ηεο κνπζηθήο εθπαίδεπζεο θαη, απφ ηελ άιιε, ηελ θνηλσλία κε ηνλ 

πνιηηηζκφ. Αξθεηνί εξεπλεηέο (Barton, 2004; Campbell, 1992; Green, 1988; Harrison, 2003; Nettl, 

1998; Shepard and Wicke, 1997) έρνπλ εζηηάζεη ηελ έξεπλά ηνπο ζηελ επίδξαζε θνηλσληθψλ θαη 

πνιηηηζηηθψλ παξακέηξσλ κε ζθνπφ ηελ εθκαίεπζε ρξήζηκσλ ζπκπεξαζκάησλ γηα ην θχιν θαη 

ηε κνπζηθή εθπαίδεπζε. Οη Rentfrow θαη Gosling (2003)  ζε ζρεηηθή έξεπλα  πνπ ζπκπεξηέιαβε έμη 

κειέηεο, πξνζπάζεζαλ λα δηεξεπλήζνπλ ηε ζρέζε κεηαμχ ησλ κνπζηθψλ πξνηηκήζεσλ θαη ηεο 

αηνκηθήο πξνζσπηθφηεηαο θαζψο ε κνπζηθή θαίλεηαη πσο επεξεάδεη ζε κεγάιν βαζκφ ηελ 

θαζεκεξηλή δσή θαη ηηο δξαζηεξηφηεηέο ηεο. Σα επξήκαηα ηεο έξεπλαο δεημαλ φηη νη κνπζηθέο 

πξνηηκήζεηο δηακνξθψλνπλ ζε κεγάιν βαζκφ θαη ηελ άπνςε πνπ κπνξεί λα  έρεη θάπνηνο γηα 

έλαλ άιιν, είηε κε βάζε ην θχιν είηε κε βάζε ηε γεσγξαθηθή πεξηνρή απφ ηελ νπνία κπνξεί λα 

πξνέξρεηαη. 

΢ε έξεπλα πνπ πξαγκαηνπνηήζεθε απφ ηνλ Button (2006), ζηφρν απνηέιεζε ε δηεξεχλεζε 

ησλ κνπζηθψλ αληηιήςεσλ ησλ καζεηψλ κε βάζε ην θχιν αιιά θαη θαηά πφζν θαίλεηαη λα 

επεξεάδεη ην θχιν ηηο γεληθφηεξεο εθηηκήζεηο θαη επηινγέο ηνπο ζηε κνπζηθή. ΢ηε ίδηα έξεπλα, 

                                                 
5
 Υσξίο φκσο λα ππάξρνπλ απνδείμεηο κέζσ κεηξήζεσλ γηα ηελ ππεξνρή ηνπο ζε κνπζηθέο ηθαλφηεηεο. 

6
 Η ίδηα θαίλεηαη λα ζπκθσλεί κε ηνπο Comber, Hargreaves θαη Colley ζρεηηθά κε ηηο πξνηηκήζεηο ησλ 

αγνξηψλ ζε ζέκαηα κνπζηθήο ηερλνινγίαο. 
7
 ΢ηελ ίδηα έξεπλα ππνγξακκίδεηαη ην γεγνλφο φηη ηα θνξίηζηα ραξαθηεξίδνληαη απφ επηκνλή ζηε κειέηε ηνπ νξγάλνπ 

ελψ ην ξεπεξηφξην ηνπο πεξηιακβάλεη δηάθνξα είδε κνπζηθήο θαη ζηπι απφ εθείλα ησλ αγνξηψλ. 
8
 Η επηθξάηεζε ηεο πξνηίκεζεο, απφ πιεπξάο ησλ θνξηηζηψλ, ησλ πλεπζηψλ κε καιαθφ ερφρξσκα (θαη θπξίαξρν ην 

θιάνπην, ην θιαξηλέην, ην φκπνε) έλεθα ηεο ηνχκπαο, ηεο ηξνκπέηαο, ηνπ επθψληνπ θαη ησλ θξνπζηψλ απφ ηα 

αγφξηα ήηαλ ζαθήο. Η απνδνρή ηεο ζπγθεθξηκέλεο επηινγήο θαίλεηαη λα είλαη παγθφζκηα, εθηφο ηεο πεξηνρήο ηεο 

Αζίαο φπνπ θπξηαξρεί πεξηζζφηεξν ην γπλαηθείν θχιν. 

[68]



He J M E C  V o l .  2  |  Παξάγνληεο πνπ επεξεάδνπλ ηηο πξνηηκήζεηο – επηινγέο ησλ καζεηψλ/ηξηψλ 

ζηελ κνπζηθή εθπαίδεπζε κε βάζε ην θχιν  

 
 

 

δφζεθε ηδηαίηεξε ζεκαζία ζηε δηεξεχλεζε ηνπ θαηά πφζν ην θχιν ησλ εθπαηδεπηηθψλ επεξεάδεη 

ηηο κνπζηθέο αληηιήςεηο ησλ καζεηψλ, θαζψο ν Elliot (1995), ήηαλ εθείλνο ν νπνίνο ππνγξάκκηζε 

φηη ην θπιεηηθφ ζηεξεφηππν επηδξά ζηηο επηινγέο, ζηηο πξνηηκήζεηο αιιά θαη ζηελ επίηεπμε ησλ 

ζηφρσλ ησλ καζεηψλ. ΢εκαληηθφ ξφιν ζηελ έξεπλα έπαημε ην δηαθνξεηηθφ θνηλσληθφ θαη 

νηθνλνκηθφ ππφβαζξν ησλ ζρνιείσλ, ην νπνίν θάλεθε λα επεξεάδεη ζεκαληηθά ηε καζεζηαθή 

ηθαλφηεηα ησλ παηδηψλ. Ο ζπγθεθξηκέλνο παξάγνληαο ζεσξήζεθε αμηφινγε παξάκεηξνο θαζψο 

ν εθπαηδεπηηθφο ήηαλ ζε ζέζε λα επεξεάζεη θαηαιπηηθά ηελ επίδνζε ησλ καζεηψλ ζηε κνπζηθή.  

Έξεπλα ησλ Johnson θαη Stewart (2005), εζηίαζε ζην θαηά πφζν επηδξά ην θχιν ζηελ 

επηινγή κνπζηθψλ νξγάλσλ εθ κέξνπο ησλ καζεηψλ αιιά θαη ζηελ παξφηξπλζε ησλ 

εθπαηδεπηηθψλ γηα ζπγθεθξηκέλεο θαηεγνξίεο νξγάλσλ. Παξάγνληεο πνπ θάλεθε λα θαζνξίδνπλ 

επηπξφζζεηα ηηο επηινγέο ηνπο ήηαλ: ε ζηάζε ελφο καζεηή απέλαληη ζε έλα ζπγθεθξηκέλν 

φξγαλν, ε επηξξνή ησλ γνλέσλ, ην θφζηνο, νη ζπκβνπιέο ηνπ θηιηθνχ πεξηβάιινληνο, ν βαζκφο 

δπζθνιίαο εθηέιεζεο θαη δεμηνηερλίαο, νη θνηλσληθέο επηξξνέο θ.ά. Απφ ηα απνηειέζκαηα θάλεθε 

φηη αθφκα θαη ν ηξφπνο παξνπζίαζεο ησλ νξγάλσλ απφ άλδξεο θαη γπλαίθεο εθπαηδεπηηθνχο 

επεξέαζε ηνπο καζεηέο. ΢ε αλάινγε έξεπλα πνπ πξαγκαηνπνίεζαλ ε Pickering θαη Repacholi 

(2001), ηα απνηειέζκαηα έδεημαλ φηη ηα παηδηά ήηαλ ιηγφηεξν πξνθαηεηιεκκέλα ζηηο πξνηηκήζεηο 

ηνπο φηαλ έπξεπε λα απνθαζίζνπλ ηη λα δηαιέμνπλ κεηά ηελ επίδεημε ησλ κνπζηθψλ νξγάλσλ 

απφ κνπζηθνχο. Η ειηθία δελ θάλεθε λα επεξεάδεη ηηο πξνηηκήζεηο ηνπο θαζψο νη επηινγέο ησλ 

παηδηψλ επεξεάζηεθαλ ηφζν απφ ηηο παξνπζίεο ησλ κνπζηθψλ φζν θαη απφ ην γεγνλφο φηη 

ήζειαλ λα απνθχγνπλ ηελ ηαχηηζε κε ηε ζπκπεξηθνξά κνπζηθψλ ηνπ άιινπ θχινπ.  

Η έξεπλα πξαγκαηνπνηήζεθε ζε 4 δεκνηηθά ζρνιεία ηεο Νίθαηαο, πεξηνρή επζχλεο ηεο 

Δηεχζπλζεο Πξσηνβάζκηαο Γθπαίδεπζεο Πεηξαηά ζηελ Δ’ , Γ΄θαη ΢Σ΄ηάμε. Γηα ηελ εθπφλεζε ηεο 

έξεπλαο δεηήζεθε ε επίζεκε θαη γξαπηή άδεηα ηνπ Δηεπζπληή ηεο Δηεχζπλζεο. Σν ειηθηαθφ 

επίπεδν ησλ παηδηψλ θπκάλζεθε κεηαμχ 9 έσο 12 εηψλ. Η ζπιινγή ησλ δεδνκέλσλ έγηλε 

θαηφπηλ δηαλνκήο εξσηεκαηνινγίνπ ην νπνίν πεξηειάκβαλε 20 εξσηήζεηο θιεηζηνχ θαη αλνηθηνχ 

ηχπνπ ρσξηζκέλεο ζε ζεκαηηθέο ελφηεηεο θαη αθνξνχζαλ ζε εξσηήζεηο δεκνγξαθηθνχ 

πεξηερνκέλνπ, ζε εξσηήζεηο ζρεηηθά κε ηηο επηινγέο ησλ καζεηψλ γηα κνπζηθά ζηπι θαη φξγαλα 

θαη, ηέινο, ζε εξσηήζεηο πνπ αθνξνχζαλ ζηελ κνπζηθή εθπαίδεπζε κέζα θαη έμσ απφ ην ζρνιείν.  

΢ην ζχλνιφ ηεο ε έξεπλα ραξαθηεξίδεηαη πνζνηηθή κε εμαίξεζε ηξηψλ ζπγθεθξηκέλσλ 

εξσηήζεσλ νη νπνίεο ρξεζηκνπνηήζεθαλ γηα πνηνηηθή αλάιπζε ησλ δεδνκέλσλ. Η δηεμαγσγή 

ηεο έξεπλαο πξαγκαηνπνηήζεθε ηηο δχν πξψηεο εβδνκάδεο ηνπ Απξηιίνπ 2009, ελψ γηα ηε 

δηάξθεηα ηεο έξεπλαο ν ρξφλνο πνπ απαηηήζεθε δελ μεπέξαζε ηελ 1 δηδαθηηθή ψξα. Βαζηθή 

πξνυπφζεζε γηα ηνπο καζεηέο ησλ ζπγθεθξηκέλσλ ζρνιείσλ απνηέιεζε ε παξαθνινχζεζε ηνπ 

45-ιεπηνπ καζήκαηνο κνπζηθήο εβδνκαδηαίσο, σο κέξνο ηνπ θαλνληθνχ σξνιφγηνπ 

πξνγξάκκαηνο. Σν εξσηεκαηνιφγην δηαλεκήζεθε ζηελ αξρή ηνπ καζήκαηνο θαη ζπιιέρζεθε ζην 

ηέινο ηεο δηδαθηηθήο ψξαο κε ζθνπφ ηελ εμνηθνλφκεζε ηνπ ρξφλνπ, ηελ άκεζε ζπιινγή ηνπ θαη 

ην κέγηζην πνζνζηφ ζπκπιήξσζεο ηνπ απφ ηνπο καζεηέο. 
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Οη ζπκκεηέρνληεο ζηελ εξεπλεηηθή δηαδηθαζία απνηεινχληαλ απφ 102 καζεηέο δεκνηηθψλ 

ζρνιείσλ ζε αζηηθή πεξηνρή ηνπ Πεηξαηά (Νίθαηα). Απφ απηά, 42 ήηαλ αγφξηα θαη 60 θνξίηζηα. ΢ην 

Γξάθεκα 1. κπνξνχκε λα παξαηεξήζνπκε ην κέζν φξν ηνπ ειηθηαθνχ επηπέδνπ ηνπ δείγκαηνο 

θαζψο ην φηη ε ζπκκεηνρή ησλ καζεηψλ ειηθίαο 11-12 εηψλ θπκάλζεθε ζε πνζνζηφ 43%. 

 
Γράφημα 1. Μέσος όρος ηλικιακού επιπέδου δείγματος 

Σν εξσηεκαηνιφγην πνπ κνηξάζηεθε ζηνπο καζεηέο, ζηελ Α ελφηεηα, πεξηειάκβαλε 

εξσηήζεηο δεκνγξαθηθνχ ραξαθηήξα θαη αηνκηθά ζηνηρεία καζεηψλ (ηάμε θνίηεζεο ζην 

ζρνιείν, ειηθία, θχιν, ηφπν δηακνλήο, επάγγεικα γνληψλ). ΢ηε ζπλέρεηα ην εξσηεκαηνιφγην 

ρσξίζηεθε ζε ηξεηο επηκέξνπο ελφηεηεο νη νπνίεο εζηίαζαλ ζηα  εξσηήκαηα ηεο έξεπλάο καο. 

 ΢ηε Β ελφηεηα, νη καζεηέο έπξεπε λα απαληήζνπλ ζε εξσηήζεηο ζρεηηθέο κε ηηο επηινγέο 

θαη ηηο πξνηηκήζεηο ηνπο γηα δηάθνξα ζηπι κνπζηθήο (ειιεληθή, μέλε, πνπ κνληέξλα, θιαζηθή, 

παξαδνζηαθή, φια ηα είδε). ΢ηελ ίδηα ελφηεηα, ην εξσηεκαηνιφγην πεξηέιαβε εξψηεζε κε ζθνπφ 

ηε δηεξεχλεζε ηνπ  θαηά πφζν επηδξά ην θχιν ζηελ επηινγή κνπζηθψλ νξγάλσλ εθ κέξνπο ησλ 

καζεηψλ. Η έξεπλα εζηίαζε θαη ζηηο ιεπηέο δηαθξίζεηο ηνπ ήρνπ θαζψο έγηλε ρξήζε ηνπ ITPT 

(Instrumental Preference Test) κε ζθνπφ λα δηεξεπλεζνχλ νη πξνηηκήζεηο ησλ καζεηψλ κε βάζε ηα 

ερεηηθά αθνχζκαηα ησλ νξγάλσλ. Σα κνπζηθά φξγαλα επηιέρζεθαλ κε βάζε ζπγθεθξηκέλα 

θξηηήξηα θαζψο α) απνηεινχλ ηα πην δηαδεδνκέλα κνπζηθά φξγαλα ηφζν κέζα ζην ρψξν ηνπ 

ζρνιείνπ φζν θαη έμσ απφ απηφλ, β) δηδάζθνληαη απφ ηνπο εθπαηδεπηηθνχο κέζα ζην πιαίζην 

πξνεηνηκαζίαο ζρνιηθψλ νξρεζηηθψλ ζρεκάησλ. Οη εξσηήζεηο ηεο Β ελφηεηαο θάλεθε πσο 

δηεπθξηλίδνπλ ηηο επηινγέο ησλ καζεηψλ κε βάζε δηάθνξεο κεηαβιεηέο φπσο ηε ζηάζε ελφο 

καζεηή απέλαληη ζε έλα ζπγθεθξηκέλν φξγαλν, ηελ επηξξνή ησλ γνλέσλ, ην θφζηνο, ην βαζκφο 

δπζθνιίαο εθηέιεζεο θαη δεμηνηερλίαο.  

Σν θπιεηηθφ ζηεξεφηππν αιιά θαη νη θνηλσληθέο επηδξάζεηο πνπ  θαζφξηζαλ ηηο επηινγέο 

ησλ καζεηψλ γηα ην κνπζηθφ φξγαλν, απνηέιεζαλ ηα βαζηθά ζεκεία ησλ εξσηήζεσλ ηεο Γ΄ 

Γλφηεηαο. ΢εκαληηθέο κεηαβιεηέο ηεο έξεπλαο ήηαλ ηφζν νη ζρνιηθέο κνπζηθέο δξαζηεξηφηεηεο 

φζν θαη νη εμσζρνιηθέο θαζψο θάλεθε λα πξνζδηνξίδνληαη νη πξνηηκήζεηο ησλ καζεηψλ/ηξηψλ 

θαηά ηε δηάξθεηα ηεο εθπαηδεπηηθήο δηαδηθαζίαο.  
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Η ζπιινγή ησλ δεδνκέλσλ, πνπ πξνέθπςαλ απφ ηελ έξεπλα, εμεηάζηεθαλ θξηηηθά κε ηελ 

ηερληθή ηνπ ειέγρνπ – επαλειέγρνπ κε ζθνπφ λα ππνινγηζηεί ν ζπληειεζηήο ηεο αμηνπηζηίαο. Οη 

εξσηήζεηο αλνηθηνχ ηχπνπ, δφζεθαλ ζε ηξεηο θξηηέο, ε κία εθ ησλ νπνίσλ ήηαλ ε ίδηα ε 

εξεπλήηξηα, γηα λα ππνβιεζνχλ ζε αλάιπζε κε ζθνπφ ηε ζεκαηηθή θαηεγνξηνπνίεζε ησλ 

απαληήζεσλ ησλ καζεηψλ. Γμαηηίαο ηνπ φηη ε έξεπλά ζην κεγαιχηεξν κέξνο ηεο είλαη πνζνηηθή, 

ηα δεδνκέλα είλαη αξηζκεηηθά, ρξεζηκνπνηψληαο ζηαηηζηηθή ηερληθή αλάιπζε SPSS (Statical 

Package of Social Sciences). H θσδηθνπνίεζε ησλ δεδνκέλσλ έγηλε ζχκθσλα κε ην 

εξσηεκαηνιφγην, ζεβφκελνη ηα φξηα ησλ κεηαβιεηψλ κε ηνπο αληίζηνηρνπο θσδηθνχο πνπ 

δεκηνπξγνχληαη απφ ηηο απαηηήζεηο ηνπ εξσηεκαηνινγίνπ. Η επεμεξγαζία ησλ θσδηθψλ πνπ 

αληηζηνηρνχλ ζηηο κεηαβιεηέο βάζεη ηνπ SPSS καο έδσζαλ ηηο ζπρλφηεηεο εκθάληζεο θχινπ πνπ 

δηεξεπλψληαη. Σν ζπγθεθξηκέλν δνκεκέλν εξσηεκαηνιφγην καο επέηξεςε κε απηφλ ηνλ ηξφπν λα 

ζπγθξίλνπκε ηηο απαληήζεηο ησλ καζεηψλ ζηηο ίδηεο εξσηήζεηο θαη κε ηελ ίδηα ζεηξά κε ηελ 

νπνία απαληήζεθαλ. Όια ηα δεδνκέλα, πνπ πξνέθπςαλ απφ ην δνκεκέλν εξσηεκαηνιφγην 

θσδηθνπνηήζεθαλ ηφζν γηα φιεο ηηο ζεκαηηθέο ελφηεηεο φζν θαη γηα ηηο ππνελφηεηέο ηνπο  κε ηνλ 

ίδην ηξφπν. 

 

Οη εξσηήζεηο ηεο Α Γλφηεηαο είραλ δεκνγξαθηθφ ραξαθηήξα, ελψ ε ηειεπηαία εξψηεζε 

ηνπ εξσηεκαηνινγίνπ (επάγγεικα παηέξα/κεηέξαο) ζηφρεπζε ζηε δηεξεχλεζε ηνπ κνξθσηηθνχ 

επηπέδνπ ησλ γνλέσλ κε ζθνπφ  λα εξεπλεζεί - ζε ζρέζε κε επφκελε εξψηεζε -  θαηά πφζν νη 

γνλείο, κε βάζε ην θχιν, θαίλεηαη λα επεξεάδνπλ ηηο επηινγέο ησλ καζεηψλ ζρεηηθά κε ηηο 

κνπζηθέο επηινγέο ηνπο. ΢ηα Γξαθήκαηα 2 θαη 3 αληίζηνηρα κπνξνχκε λα παξαθνινπζήζνπκε ηηο 

δηαθπκάλζεηο ζρεηηθά κε ην κνξθσηηθφ επίπεδν ησλ γνλέσλ ηφζν ζε άλδξεο φζν θαη ζε 

γπλαίθεο. 
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Γράφημα 2. Μορφωτικό επίπεδο/πατέρα 

 

 
Γράφημα 3. Μορφωτικό επίπεδο/μητέρας 

Απφ ηε ζηαηηζηηθή αλάιπζε ησλ ζηνηρείσλ πνπ πξνέθπςαλ (Γξάθεκα 4.) απφ ηηο 

απαληήζεηο ησλ καζεηψλ ζηε Β ελφηεηα ηνπ εξσηεκαηνινγίνπ κε θιίκαθα απφ 1 έσο 3 

(1.θαζφινπ, 2.ιίγν, 3.πνιχ) ζε ζρέζε κε ηελ πξνηίκεζή ηνπο ζε είδνο ηεο κνπζηθήο πνπ ηνπο 

αξέζεη λα αθνχλ πεξηζζφηεξν, ην κεγαιχηεξν πνζνζηφ ησλ καζεηψλ απάληεζε φηη πξνηηκά λα 

αθνχεη μέλε κνπζηθή (88%), ελψ αθνινπζεί ε ειιεληθή πνπ κνληέξλα κνπζηθή (54%). Καη ηα δχν 

θχια κε ειάρηζηε απφθιηζε αθνχλ φια ηα είδε ηεο κνπζηθήο (35%), ελψ αθνινπζεί ε θιαζηθή 

κνπζηθή θαη ε παξαδνζηαθή κνπζηθή (14%) θαη ηειεπηαία ε ειιεληθή ιατθή κνπζηθή (13%). 

΢πγθεθξηκέλα ηα αγφξηα θαίλεηαη λα πξνηηκνχλ ζε πνζνζηφ 86% ηελ μέλε κνπζηθή, ζε 43% ηελ 

ειιεληθή πνπ, ελψ ην 38% αθνχεη φια ηα είδε ηεο κνπζηθήο. Σν 90% ησλ θνξηηζηψλ αθνχεη μέλε 

κνπζηθή, ην 65% ειιεληθή πνπ θαη ην 32% φια ηα είδε. 
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Γράφημα 4. Προτιμήσεις σχετικά με τα μουσικά στυλ 

8α  Ελληνική ποπ μοντέρνα μουσική, 8β  Ελληνική λαϊκή μουσική, 8γ  Παραδοσιακή μουσική 

8δ  Ξένη μουσική, ,8ε   Κλασική μουσική, 8στ  Όλα τα είδη 

 

΢ηελ εξψηεζε αλαθνξηθά κε ην πνηά φξγαλα ζεσξνχλ νη καζεηέο φηη πξέπεη λα παίδνληαη 

απφ αγφξηα θαη πνηά απφ θνξίηζηα θαη κε βάζε δεδνκέλεο επηινγέο (πηάλν, αξκφλην, θιαζηθή 

θηζάξα, ειεθηξηθή θηζάξα, ηακπνπξάο, ιαφπην, βηνιί, θιάνπην, ηξνκπέηα, θινγέξα, ληξακο, 

ηχκπαλα) ηα αγφξηα απάληεζαλ φηη πξνηηκνχλ: πηάλν ην 14%, αξκφλην ην 33%, θιαζηθή θηζάξα 

ην 55%, ειεθηξηθή θηζάξα ην 83%, ηακπνπξά ην 57%, ιαφπην ην 38%, βηνιί ην 14%, θιάνπην ην 

24%, ηξνκπέηα ην 43%, θινγέξα ην 0%, ληξακο ην 90%, ηχκπαλα ην 55%. Σα θνξίηζηα έδεημαλ 

ζαθείο πξνηηκήζεηο ζηα: πηάλν ην 17%, αξκφλην 20%, θιαζηθή θηζάξα 22%, ειεθηξηθή θηζάξα 7%, 

ηακπνπξάο 2% , ιαφπην 15%, βηνιί 45%, θιάνπην 37%, ηξνκπέηα 7%, θινγέξα 25%, ληξακο 10%, 

ηχκπαλα 0%. Απφ ηα πξναλαθεξζέληα φξγαλα ην πηάλν ζε πνζνζηφ 72%, ε θινγέξα 68%, ην 

αξκφλην 51%, ην βηνιί 41%, ηα ηχκπαλα 39%, ην ιανχην 38%, ε θιαζηθή θηζάξα 36%, ην θιάνπην 

40%, ε ηξνκπέηα 32%,ε ειεθηξηθή θηζάξα 20%, ν ηακπνπξάο 15%,  θαη ηα ληξακο 17%, 

ζπγθέληξσζαλ ηα πνζνζηά πξνηίκεζεο θαη απφ ηα δχν θχιια ζρεηηθά κε ην φηη ηα 

ζπγθεθξηκέλα κνπζηθά φξγαλα κπνξνχλ λα παίδνληαη είηε απφ αγφξηα είηε απφ θνξίηζηα. ΢ηνλ 

Γξάθεκα 5 κπνξνχκε λα παξαθνινπζήζνπκε ηηο πξνηηκήζεηο ηνπ θάζε θχινπ έηζη φπσο έρνπλ 

ραξαθηεξηζηηθά απνηππσζεί. 
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Γράφημα 5. Προτιμήσεις σχετικά με μουσικά όργανα 

9α: Πιάνο, 9β: Αρμόνιο, 9γ: Κλασσική κιθάρα,  9δ: Ηλεκτρική κιθάρα, 9ε: Ταμπουράς, 9στ: Λαούτο, 9ζ: Βιολί, 

9η: Φλάουτο, 9θ: Τρομπέτα, 9ι: Φλογέρα, 9κ: Ντραμς, 9λ: Τύμπανα 

 

Η ηειεπηαία εξψηεζε ηεο Β ελφηεηαο αθνξνχζε ζηε δηεξεχλεζε ησλ παξαγφλησλ πνπ 

δηακφξθσλαλ ηηο επηινγέο ησλ παηδηψλ ζρεηηθά κε ηα κνπζηθά φξγαλα. Απφ ηελ εξεπλήηξηα 

πξνηάζεθαλ έμη ζπγθεθξηκέλεο επηινγέο φπσο: ε γλψκε ησλ γνλέσλ (10α), ην θφζηνο ηνπ 

νξγάλνπ (10β), ην θηιηθφ πεξηβάιινλ (10γ), ην ζπγγεληθφ πεξηβάιινλ (αδέιθηα, 10δ), ν ηξφπνο 

παημίκαηνο ηνπ νξγάλνπ (10ε) θαη νη αγαπεκέλνη θαιιηηέρλεο (10 ζη) . Οη επηινγέο πνπ είραλ ζηε 

δηάζεζε ηνπο νη καζεηέο απνηεινχζαλ ζπρλά ζέκα πξνο ζπδήηεζε κέζα ζηελ ηάμε γηα ην πνηνχο 

παξάγνληεο ζεσξνχζαλ νη ίδηνη σο ππνζηεξηθηηθνχο ή αλαζηαιηηθνχο γηα ηελ ελαζρφιεζε ηνπο 

κε ηε κνπζηθή γεληθφηεξα. Οη απαληήζεηο πνπ δφζεθαλ κε θιίκαθα 1 έσο 3 (1.θαζφινπ, 2.ιίγν, 

3.πνιχ) απνηππψλνληαη ζηνλ Γξάθεκα 6.  
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Γράφημα 6. Παράγοντες διαμόρφωσης των επιλογών 

 

Απφ ηνπο πξναλαθεξζέληεο παξάγνληεο εθείλνη πνπ θάλεθαλ λα επεξεάδνπλ ηνπο 

άξξελεο καζεηέο πεξηζζφηεξν ήηαλ ν ηξφπνο παημίκαηνο ηνπ νξγάλνπ (38%) θαζψο θαη νη 

αγαπεκέλνη θαιιηηέρλεο ηνπο (33%). Αληίζηνηρα ηα θνξίηζηα επεξεάδνληαη ζε κεγαιχηεξν βαζκφ 

ζρεηηθά κε ην κνπζηθφ φξγαλν πνπ ζα επηιέμνπλ απφ ηνλ ηξφπν πνπ παίδεηαη (52%), απφ ηα 

κνπζηθά ηνπο πξφηππα (37%) αιιά θαη απφ ηα αδέιθηα ηνπο ηα νπνία αζρνινχληαη ήδε κε 

θάπνην κνπζηθφ φξγαλν (22%). 

΢ην εξψηεκα πνπ πεξηειάκβαλε ε Γ ελφηεηα ζρεηηθά κε ηελ επηξξνή ηνπ εθπαηδεπηηθνχ 

πνπ δίδαζθε κνπζηθή ζηνπο εξσηεζέληεο καζεηέο, ην 55% ησλ αγνξηψλ απάληεζε φηη δελ 

επεξεάδεηαη απφ ην θχιν ηνπ εθπαηδεπηηθνχ πνπ ηνπο δηδάζθεη ζρεηηθά κε ηελ επηινγή ηνπο γηα 

ηελ ελαζρφιεζή ηνπο κε θάπνην κνπζηθφ φξγαλν. Γπίζεο ν εθπαηδεπηηθφο, είηε είλαη άλδξαο είηε 

γπλαίθα δε θαίλεηαη λα επεξεάδεη ηα κνπζηθά αθνχζκαηα θαη ηε ζηάζε ησλ καζεηψλ απέλαληη 

ζην κάζεκα ηεο κνπζηθήο. ΢ε αλάινγα απνηειέζκαηα νδεγνχκαζηε θαη απφ ηηο πνζνζηηαίεο 

απαληήζεηο ησλ θνξηηζηψλ (68%). 

΢ρεηηθά κε ηηο κνπζηθέο δξαζηεξηφηεηεο πνπ επηιέγνπλ ηα αγφξηα (Γξάθεκα 7), ην 

ελδηαθέξνλ ηνπο εζηηάδεη ζε πνζνζηφ 64% ζην ηξαγνχδη θαη ην 52% ζηηο λέεο ηερλνινγίεο ζην 

κάζεκα ηεο κνπζηθήο. Δξαζηεξηφηεηεο φπσο ν απηνζρεδηαζκφο (43%), ε ζπκκεηνρή ζε κνπζηθέο 

νκάδεο (43%) θαη νη θαηαζθεπέο απηνζρέδησλ κνπζηθψλ νξγάλσλ εληάζζνληαη ζηηο πην 

δεκνθηιείο επηινγέο ηνπο κε ζαθή ιηγφηεξε πξνηίκεζε ζε δξαζηεξηφηεηεο πνπ πεξηέρνπλ θίλεζε 

θαη ρνξφ. Γπίζεο έλα αξθεηά κεγάιν πνζνζηφ θαίλεηαη πσο δελ ζπκκεηέρεη ζε κνπζηθέο 

δξαζηεξηφηεηεο εθηφο ζρνιείνπ (67%), παξφιν πνπ ζεσξεί φηη ην κάζεκα ηεο κνπζηθήο ζην 

ζρνιείν είλαη ελδηαθέξνλ (74%). 

Σα θνξίηζηα ζηηο αληίζηνηρεο εξσηήζεηο επηιέγνπλ ζηελ πιεηνςεθεία ηνπο (70%) ην 

ηξαγνχδη θαη ηηο δξαζηεξηφηεηεο κε θίλεζε θαη ρνξφ ελψ ε ζπκκεηνρή ζε κνπζηθά ζχλνια  θαη ε 
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ρξήζε ησλ λέσλ ηερλνινγηψλ δελ ζπγθαηαιέγνληαη ζε δξαζηεξηφηεηεο πνπ ζα επέιεγαλ κε ηελ 

ίδηα επθνιία. Έλα πνζνζηφ φκσο ηνπ 53% ζα επέιεγε λα αζρνιεζεί κε δεκηνπξγηθέο απηνζρέδηεο 

θαηαζθεπέο.  

 

 
Γράφημα 7. Προτιμήσεις σχετικές με  μουσικές δραστηριότητες 

12α Τραγούδι, 12β αυτοσχεδιασμός, 12γ συμμετοχή σε μουσικές ομάδες, 12δ δραστηριότητες με κίνηση και 

χορό, 12ε κατασκευές, 12στ νέες τεχνολογίες 

 

΢ε παξφκνηα πνζνζηά θηλνχληαη θαη ηα θνξίηζηα ζρεηηθά κε ηε δξαζηεξηνπνίεζή ηνπο ζε 

εμσζρνιηθέο κνπζηθέο δξαζηεξηφηεηεο (67%), θαζψο θαη εθείλα αμηνινγνχλ ην κάζεκα ηεο 

κνπζηθήο ζην ζρνιείν σο ελδηαθέξνλ (65%). Αλαθνξηθά κε ην αλ κέινο ηεο νηθνγέλεηαο παίδεη 

κνπζηθφ φξγαλν ζε ζρεηηθή εξψηεζε ην 40% ησλ αγνξηψλ απαληά αξλεηηθά φπσο θαη ην 45% 

ησλ θνξηηζηψλ. 

΢ηε ζπγθεθξηκέλε ελφηεηα νη καζεηέο ξσηήζεθαλ ζε πνην βαζκφ νη επηινγέο ηνπο ή ε 

αθξφαζε ηεο κνπζηθήο πνπ επηιέγνπλ επεξεάδνληαη απφ ηνπο γνλείο ηνπο, άιια ζπγγεληθά 

πξφζσπα, ή ηνπο θίινπο ηνπο. ΢χκθσλα κε ηνλ Γξάθεκα 8 πξνθχπηεη φηη ηα αγφξηα 

επεξεάδνληαη απφ ηνπο θίινπο ηνπο (26%) θαη άιια ζπγγεληθά πξφζσπα (24%), ελψ ηα θνξίηζηα 

δε θαίλεηαη λα επεξεάδνληαη απφ ην νηθείν ζπγγεληθφ ή θηιηθφ πεξηβάιινλ. 
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Γράφημα 8. Επιρροές σχετικά με μουσικά ακούσματα και επιλογή ενασχόλησης με μουσικό όργανο 

16α: μητέρα, 16β: πατέρας, 16γ: άλλο συγγενικό πρόσωπο, 16δ: αδέλφια, 16ε: φίλοι, 16στ: άλλο 

 

΢ην εξψηεκα «γηα πνην ιφγν ζα ζνπ άξεζε λα παίδεηο θάπνην κνπζηθφ φξγαλν», νη 

απαληήζεηο ησλ καζεηψλ ρσξίζηεθαλ ζηηο εμήο ζεκαηηθέο: «γηαηί έρεη σξαίν/δπλαηφ ήρν», 

«γηαηί ραιαξψλεη θαη εξεκεί», « γηαηί είλαη δεκηνπξγηθφ». ΢ην ηέινο ηεο Γ Γλφηεηαο νη καζεηέο 

θιήζεθαλ λα επηιέμνπλ δχν φξγαλα πνπ θαηά ηε γλψκε ηνπο ζα έπξεπε λα παίδνληαη απφ 

θνξίηζηα θαη δχν απφ αγφξηα. Όπσο θαίλεηαη ζην Γξάθεκα 9 ηα αγφξηα ζεσξνχλ φηη πην 

αληηπξνζσπεπηηθά κνπζηθά φξγαλα γηα ηα θνξίηζηα είλαη ε θινγέξα, ην θιάνπην θαη αθνινπζεί 

ην βηνιί θαη ην πηάλν, ελψ ηα θνξίηζηα ζεσξνχλ φηη ε θινγέξα θαη ην πηάλν ζπγθαηαιέγνληαη 

ζηηο δχν επηθξαηέζηεξεο πξνηηκήζεηο ηνπο, αθνινπζψληαο ε θιαζηθή θηζάξα θαη ην βηνιί. 

Γράφημα 9. Επικρατέστερες προτιμήσεις σε μουσικά όργανα για τα κορίτσια 
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Γράφημα 10. Επικρατέστερες προτιμήσεις σε μουσικά όργανα για τα αγόρια 

΢ηνλ Πίλαθα 10, απνηππψλνληαη νη απαληήζεηο πνπ δφζεθαλ ζρεηηθά κε  ην πνηα φξγαλα 

ζεσξνχληαη φηη πξέπεη λα παίδνληαη απφ αγφξηα. Σν κεγαιχηεξν πνζνζηφ αγνξηψλ θαη 

θνξηηζηψλ απάληεζε φηη ε ειεθηξηθή θηζάξα θαη ηα ληξακο ζεσξνχληαη ηα επηθξαηέζηεξα κε ην 

κπνπδνχθη, ην πηάλν θαη ηελ ειεθηξηθή θηζάξα λα αθνινπζνχλ. 

Σα απνηειέζκαηα ησλ εξσηήζεσλ ηεο Α Γλφηεηαο έδεημαλ φηη ην κνξθσηηθφ επίπεδν ζηε 

ζπγθεθξηκέλε πεξηνρή κέηξεζεο παξακέλεη ρακειφ (48% κε κέηξην επίπεδν απφ ηελ πιεπξά ηνπ 

παηέξα θαη 46% κε ρακειφ επίπεδν απφ ηελ πιεπξά ηεο κεηέξαο). ΢ηε ζπγθεθξηκέλε πεξίπησζε 

ην απνηέιεζκα θηλεηνπνηεί ηνλ πξνβιεκαηηζκφ ζρεηηθά κε ηελ αλάγθε εθπαίδεπζεο ησλ γνλέσλ 

θαη ηεο ελεξγήο ζπκκεηνρήο ηνπο ζρεηηθά κε ηε κνπζηθή εθπαίδεπζε ησλ παηδηψλ ηνπο κε ζθνπφ 

ηελ αθφκα κεγαιχηεξε ζπλεξγαζία κεηαμχ ηνπο. ΢ε εθηελέζηεξε κειέηε ζα κπνξνχζε λα 

δηεξεπλεζεί θαηά πφζν νη γνλείο κε βάζε ην θχιν ζπκκεξίδνληαη ή φρη ηηο επηζπκίεο ησλ παηδηψλ 

ηνπο γηα ηελ ελαζρφιεζε κε ηε κνπζηθή θαη πνηνί είλαη νη παξάγνληεο πνπ δηακνξθψλνπλ ηηο 

απφςεηο ηνπο. Σν ρακειφ κνξθσηηθφ επίπεδν απνηειεί κάιινλ αλαζηαιηηθφ παξάγνληα θαζψο 

ηα παηδηά δελ παξνηξχλνληαη λα αζρνιεζνχλ κε θάπνην κνπζηθφ φξγαλν, γεγνλφο πνπ 

εληζρχεηαη θαη απφ ηα απνηειέζκαηα ηεο εξψηεζεο ε νπνία ηνπνζεηεί ηε γλψκε ηνπ παηέξα ή 

ηεο κεηέξαο αλάκεζα ζηνπο παξάγνληεο πνπ επεξεάδνπλ ηηο επηινγέο ησλ παηδηψλ. ΢ηε 

ζπγθεθξηκέλε εξψηεζε ην δείγκα ησλ καζεηψλ απαληά φηη επεξεάδεηαη ζε κηθξφ πνζνζηφ απφ 

ηε γλψκε ηνπο.  

Απφ ηελ αλάιπζε ησλ ζηνηρείσλ ηεο Β Γλφηεηαο, ζρεηηθά κε ηηο πξνηηκήζεηο ηεο κνπζηθήο 

πνπ αθνχλε, επηθξαηέζηεξε θαη ζηα δχν θχια είλαη ε μέλε κνπζηθή. Σα θνξίηζηα αγαπνχλ λα 

αθνχλε πεξηζζφηεξν ειιεληθή πνπ κνληέξλα απφ ηα αγφξηα, ελψ εθείλα παξαηεξείηαη λα αθνχλ 

[78]



He J M E C  V o l .  2  |  Παξάγνληεο πνπ επεξεάδνπλ ηηο πξνηηκήζεηο – επηινγέο ησλ καζεηψλ/ηξηψλ 

ζηελ κνπζηθή εθπαίδεπζε κε βάζε ην θχιν  

 
 

 

φια ηα ππφινηπα είδε πεξηζζφηεξν απφ ηα θνξίηζηα. Γλδηαθέξνλ παξνπζηάδεη ην γεγνλφο φηη θαη 

ηα δχν θχια αθνχλ ζρεδφλ ειάρηζηα παξαδνζηαθή ειιεληθή κνπζηθή, παξφιν πνπ βαζηθφο 

καζεζηαθφο άμνλαο ηεο εθπαηδεπηηθήο κνπζηθήο δηδαθηηθήο απνηειεί ε κνπζηθή αθξφαζε, 

ηδηαίηεξα ζθνπψλ θαη ξπζκψλ απφ φιεο ηηο πεξηνρέο ηεο Γιιάδαο. Γλδερνκέλσο ζα κπνξνχζε λα 

δηεξεπλεζεί θαηά πφζν ν/ε εθπαηδεπηηθφο κνπζηθήο εληάζζεη δεκηνπξγηθά ηε κνπζηθή αθξφαζε 

σο αλαπφζπαζην κέξνο ηνπ καζήκαηνο ζηελ ηάμε. 

Αξθεηά μεθάζαξεο θαίλεηαη λα είλαη νη πξνηηκήζεηο ησλ καζεηψλ ζρεηηθά κε ηα κνπζηθά 

φξγαλα πνπ επηιέγνπλ γηα λα κάζνπλ, θαζψο ε ειεθηξηθή θηζάξα θαη ηα ληξακο βξίζθνληαη ζηηο 

πξψηεο επηινγέο ηνπο. Σν ελδηαθέξνλ ησλ αγνξηψλ ειθχνπλ επίζεο κνπζηθά φξγαλα φπσο: o 

ηακπνπξάο (θαζψο πιεζηάδεη αξθεηά ζηελ εθκάζεζε ηνπ κπνπδνπθηνχ), ε θιαζηθή θηζάξα, ε 

ηξνκπέηα, ην ιαφπην θαη ην αξκφλην δίλνληαο ζηα ζπγθεθξηκέλα φξγαλα «αξξελσπά» 

ραξαθηεξηζηηθά. Μνπζηθά φξγαλα φπσο ε θινγέξα θαη ην βηνιί αμηνινγήζεθαλ απφ ειάρηζηα 

έσο θαζφινπ ελδηαθέξνληα γηα ην κεηξήζηκν δείγκα. ΢ρεηηθά κε ηηο πξνηηκήζεηο ησλ θνξηηζηψλ 

ην βηνιί θαη ην θιάνπην ζεσξνχληαη ηα πην δεκνθηιή, ελψ ην αξκφλην, ην πηάλν θαη ε θιαζηθή 

θηζάξα ζπγθαηαιέγνληαη κε κηθξφηεξν πνζνζηφ ζηηο πξνηηκήζεηο ηνπο. 

΢ε ζρεηηθή εξψηεζε γηα ηνπο παξάγνληεο πνπ θαίλεηαη λα επεξεάδνπλ ηα αγφξηα ζηε 

δηακφξθσζε ησλ επηινγψλ ηνπο ζρεηηθά κε ηα κνπζηθά φξγαλα, ν ηξφπνο παημίκαηνο ζε 

ζπλδπαζκφ κε ην βαζκφ δπζθνιίαο εθηέιεζεο ελφο νξγάλνπ, απνηειεί ηνλ βαζηθφ παξάγνληα 

επηινγήο ηνπο. Η γλψκε ησλ γνλέσλ κεηξά ζε πνζνζηφ 26% γηα ηα αγφξηα θαη 23% γηα ηα 

θνξίηζηα, απνηέιεζκα πνπ ηα θαζηζηά πην επηξξεπή ζηηο απφςεηο ησλ γνλέσλ ηνπο. Αληίζεηα ην 

θφζηνο ηνπ νξγάλνπ πξνβιεκαηίδεη ηα θνξίηζηα σο πξνο ηηο επηινγέο ηνπο (23%) ζε ζρέζε κε ηα 

αγφξηα (14%). Σέινο, πξφζσπα απφ ην νηθείν ζπγγεληθφ θαη θηιηθφ πεξηβάιινλ έρνπλ κεγαιχηεξε 

επίδξαζε ζηηο κνπζηθέο επηινγέο ζηα αγφξηα (31%) ζε ζρέζε κε ηα θνξίηζηα (15%). 

Απφ ηελ αλάιπζε ησλ απνηειεζκάησλ ηεο Γ Γλφηεηαο θαη ηδηαίηεξα ηεο εξψηεζεο ζρεηηθά 

κε ην αλ ην θχιν ηνπ εθπαηδεπηηθνχ επεξεάδεη ηε ζηάζε ηνπο απέλαληη ζηε κνπζηθή δελ 

πξνέθπςε ζηαηηζηηθά ζεκαληηθή ζρέζε κεηαμχ αγνξηψλ θαη θνξηηζηψλ. Σν θχιν ηνπ/ηεο 

εθπαηδεπηηθνχ δελ θαίλεηαη λα επεξεάδεη ηηο κνπζηθέο επηινγέο ηνπ δείγκαηνο. 

΢ρεηηθά φκσο κε ηηο δξαζηεξηφηεηεο πνπ επηιέγνπλ αγφξηα θαη θνξίηζηα, ηα επξήκαηα 

δίλνπλ πξνβάδηζκα ζε δξαζηεξηφηεηεο πνπ πεξηέρνπλ ηνλ ρνξφ, ηελ θίλεζε θαη ην ηξαγνχδη ζηα 

θνξίηζηα, ελψ απνηειεί επράξηζηε έθπιεμε ην γεγνλφο ηεο ελαζρφιεζεο ηνπο θαη κε απηνζρέδηεο 

θαηαζθεπέο. Σν πςειφ πνζνζηφ ζπκκεηνρήο  ησλ θνξηηζηψλ ζε θαηαζθεπέο (53%), εληζρχεη ηνλ 

εξγαζηεξηαθφ ραξαθηήξα πνπ ζα πξέπεη λα έρεη ην κάζεκα ηεο κνπζηθήο κε ζθνπφ ηελ επίηεπμε 

ηεο φζν ην δπλαηφ κεγαιχηεξεο αλάπηπμεο ηεο δεκηνπξγηθφηεηαο. Οη θαηαζθεπέο ζεσξνχληαη 

επηιέμηκε δξαζηεξηφηεηα ζε πςειφ πνζνζηφ θαη απφ ηνπο άξελεο καζεηέο (43%), εθείλεο φκσο 

πνπ ππεξηζρχνπλ είλαη νη δξαζηεξηφηεηεο πνπ ζπλδπάδνπλ ζηνηρεία λέσλ ηερλνινγηψλ θαη 

ζπκκεηνρή ησλ αγνξηψλ ζε κνπζηθά ζχλνια. Σν ηξαγνχδη θαη εδψ θαίλεηαη φηη ζπγθεληξψλεη ηηο 

πςειφηεξεο πξνηηκήζεηο απφ φιεο ηηο δξαζηεξηφηεηεο, απνηέιεζκα πνπ εληζρχεη ηε 

ζεκαληηθφηεηα ηεο ζσζηήο δηδαζθαιίαο παηδηθνχ ηξαγνπδηνχ ζηελ ηάμε αιιά θαη ηνλ 

εκπινπηηζκφ ησλ δξαζηεξηνηήησλ κε απηφ. Ο απηνζρεδηαζκφο, ζχκθσλα κε ηα απνηειέζκαηα 

ζεσξείηαη πεξηζζφηεξν επηιέμηκνο απφ ηα αγφξηα ζε πνζνζηφ 43% ζε ζρέζε κε ηα θνξίηζηα 38%. 

Απφ ηα επξήκαηα είλαη ζαθήο ε επηινγή ησλ θνξηηζηψλ ζε δξαζηεξηφηεηεο κε κνπζηθνθηλεηηθέο 
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δξαζηεξηφηεηεο, αμηνπνηψληαο ην ηξαγνχδη θαη ην ρνξφ ζε ζρέζε κε ηα αγφξηα ηα νπνία 

εθθξάδνπλ ηε κνπζηθφηεηά ηνπο κε πην ζηαηηθέο επηινγέο, φκσο εμίζνπ δεκηνπξγηθέο. 

Μάιινλ δπζάξεζην είλαη ην απνηέιεζκα γηα ηε δξαζηεξηνπνίεζε ησλ καζεηψλ ζε 

εμσζρνιηθέο κνπζηθέο δξαζηεξηφηεηεο θαζψο ην 67% (αγφξηα θαη θνξίηζηα) δελ ζπκκεηέρεη. Σν 

25% θνηηά ζε σδεία ή θάλεη ηδηαίηεξα καζήκαηα, ελψ ην 5% αζρνιείηαη πεξηζηαζηαθά θαζψο 

κέινο ηεο νηθνγέλεηάο ηνπ παίδεη ήδε θάπνην κνπζηθφ φξγαλν. Παξφια ηαχηα αλ θαη ε 

πιεηνςεθία ησλ καζεηψλ απαληά φηη ηνπο ελδηαθέξεη ην κάζεκα ηεο κνπζηθήο θαη φηη θάπνην 

κέινο ηεο νηθνγέλεηάο ηνπο παίδεη κνπζηθφ φξγαλν, ηα απνηειέζκαηα δείρλνπλ κηα γεληθή 

αδηαθνξία ζηελ ππάξρνπζα κνπζηθή δηδαζθαιία κε πξνεθηάζεηο, ελδερνκέλσο, άξλεζεο ησλ 

πηζαλψλ επηινγψλ πνπ κπνξεί λα έρνπλ είηε ζε πξναηξεηηθέο δξάζεηο εληφο ηνπ ζρνιείνπ είηε ζε 

επηιεγκέλεο εμσζρνιηθέο. Σν γεγνλφο φηη ην κάζεκα ηεο κνπζηθήο είλαη κνλφσξν, ρσξίο λα 

πιεξνχληαη νη βαζηθέο πξνυπνζέζεηο δηεμαγσγήο ηνπ έρεη νδεγήζεη ζηαδηαθά ζε γεληθφηεξε 

αηνλία θαη έιιεηςε ζπκκεηνρήο εθ κέξνπο ησλ καζεηψλ. Η πξαγκαηηθφηεηα πνπ βηψλνπλ 

καζεηέο θαη εθπαηδεπηηθνί κέζα ζηνλ ζρνιηθφ ρψξν ζρεηηθά κε ηε κνπζηθή εθπαίδεπζε έξρεηαη 

ζε αληηδηαζηνιή κε ην πψο αληηιακβάλνληαη νη καζεηέο ηα νθέιε πνπ κπνξνχλ λα 

απνθνκίζνπλ. Παξαζέηνπκε νξηζκέλεο απαληήζεηο έηζη φπσο απνηππψζεθαλ ζηα 

εξσηεκαηνιφγηα ζχκθσλα κε ηελ εξψηεζε «πεξηέγξαςε γηα πνην ιφγν ζα ζνπ άξεζε λα παίδεηο 

θάπνην ζπγθεθξηκέλν φξγαλν»: 

«Μνπ αξέζεη λα παίδσ κνπζηθή, γηαηί είλαη ελδηαθέξνλ θαη πεξηέρεη ραξά» (Νίθνο Π.) 

«Με θάλεη λα ραιαξψλσ θαη λα είκαη ήξεκε» (Μαξία ΢.) 

«Γηαηί είλαη σξαίν λα αζρνιείζαη κε θάηη δεκηνπξγηθφ» (Γγθειέηληα Α.) 

Απφ ηα παξαπάλσ θαίλεηαη φηη ηειηθά νη καζεηέο, αλεμαηξέησο θχινπ αληηκεησπίδνπλ κε 

δηαθνξεηηθφ ηξφπν ηε κνπζηθή γεληθφηεξα ζηε δσή ηνπο, απφ φηη κέζα ζηνλ ρψξν ηεο 

εθπαίδεπζεο θαζψο ε δηδαζθαιία ηεο ζχκθσλα θαη κε επξήκαηα άιισλ εξεπλψλ (Mota, 1998; 

Broquist, 1961) δίλεη έκθαζε ζε ζηνηρεία φπσο ε κνπζηθή ζεσξία θαη ε κνπζηθή αλάγλσζε. 

΢ηνηρεία φκσο πνπ νη ίδηνη νη καζεηέο δελ επηζπκνχλ ζε θακηά πεξίπησζε λα ππεξηζρχνπλ θαηά 

ηε δηάξθεηα ηνπ καζήκαηνο έλεθα άιισλ δεκηνπξγηθψλ δξαζηεξηνηήησλ. 

Σέινο, νη ηειεπηαίεο δχν εξσηήζεηο ηνπ εξσηεκαηνινγίνπ αλέδεημαλ ηα κνπζηθά φξγαλα 

πνπ ζεσξνχληαη πην δεκνθηιή απφ αγφξηα θαη θνξίηζηα, γηα αγφξηα θαη θνξίηζηα κε 

επηθξαηέζηεξεο επηινγέο ηελ ειεθηξηθή θηζάξα θαη ηα ληξακο γηα ηα αγφξηα, ελψ γηα ηα θνξίηζηα 

ηε θινγέξα θαη ην θιάνπην. Αλάκεζα ζηηο επηινγέο ησλ καζεηψλ φπνπ ραξαθηεξίδνπλ 

«θνξηηζίζηηθα» θάπνηα κνπζηθά φξγαλα ζπγθαηαιέγνληαη ε ιχξα, ε θπζαξκφληθα, ην 

βηνινληζέιν, ην πηάλν θαη ε θιαζηθή θηζάξα. Αληίζηνηρα ηα θνξίηζηα  ζεσξνχλ φηη ηαηξηάδνπλ 

πεξηζζφηεξν ζηα αγφξηα φξγαλα φπσο ην κπνπδνχθη, ηα ηχκπαλα, ην ηνπκπειέθη θαη ε 

ηξνκπέηα. Γμαηξεηηθφ ελδηαθέξνλ ζα είρε ε δηαλνκή εξσηεκαηνινγίνπ θαη ζηνπο γνλείο ησλ 

παηδηψλ, κε ζθνπφ ηε δηεξεχλεζε ησλ απφςεσλ θαη ησλ ζηάζεσλ ηνπο απέλαληη ζε 

ζπγθεθξηκέλα κνπζηθά φξγαλα θαζψο αλάινγα ζπκπεξάζκαηα κπνξνχλ λα πξνθχςνπλ ζρεηηθά 

κε ηηο επηινγέο θαη ηα κνπζηθά αθνχζκαηα ησλ παηδηψλ ηνπο. 
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Η ελαζρφιεζε κε ηε κνπζηθή απνηειεί θαηά βάζνο κηα Δηα Βίνπ δηαδηθαζία θαη νη 

ζπληζηψζεο πνπ ηελ επεξεάδνπλ κπνξνχλ λα θαηεγνξηνπνηεζνχλ ζε ςπρνινγηθέο, θνηλσληθέο 

αιιά θαη πνιηηηζκηθέο. Η εμέηαζε ελφο κφλν παξάγνληα (π.ρ. κνξθσηηθφ επίπεδν γνλέσλ ή 

θχιν), αθφκα θαη αλ πξφθεηηαη γηα ηελ θαηαιπηηθή επίδξαζε ηνπ νηθνγελεηαθνχ πεξηβάιινληνο, 

γίλεηαη θπξίσο γηα εξεπλεηηθνχο ζθνπνχο. Οη έξεπλεο ζην ζχλνιφ ηνπο αλαδεηθλχνπλ ην 

γεγνλφο φηη ηα παηδηά, ηηο πεξηζζφηεξεο θνξέο, επηιέγνπλ κε δηαθνξεηηθά θξηηήξηα ηη ζα 

αθνχζνπλ θαη κε πνην κνπζηθφ φξγαλν ζα αζρνιεζνχλ κε βάζε δηαθνξεηηθνχο παξάγνληεο, 

ελδερνκέλσο επεξεαζκέλνη θαη απφ ην θπιεηηθφ ζηεξεφηππν ησλ ελειίθσλ. Ωο εθ ηνχηνπ, ε 

επηινγή ηνπ κνπζηθνχ νξγάλνπ κε βάζε ην θχιν έρεη αληίθηππν ζηηο επηινγέο αγνξηψλ – 

θνξηηζηψλ ελαζρφιεζεο κε ζπγθεθξηκέλν φξγαλν θαζψο παξνπζηάδνληαη δηαθνξέο αθφκα θαη 

ζηνλ ηξφπν κε ηνλ νπνίν αγφξηα θαη θνξίηζηα εκπιέθνληαη κε ε κνπζηθή. Γπηπιένλ, ζηνρεχνληαο 

καθξχηεξα, ε επηινγή αθφκα θαη ηνπ κνπζηθνχ επαγγέικαηνο κπνξεί λα νθείιεηαη ζηε κίκεζε 

πξνηχπσλ, ζηηο θνηλσληθέο ηάζεηο ή κπνξεί λα επεξεάδεηαη έκκεζα απφ κηα άιιε κεηαβιεηή, 

φπσο ε απηνεθηίκεζε, πνπ λα θαζνξίδεη ηειηθά ηελ επηινγή ηνπ ελδηαθεξφκελνπ. 

Σέινο, δελ πξέπεη λα δηαθεχγεη ηεο πξνζνρήο καο φηη ε θνηλσληθή αιιαγή κέζα απφ ην 

ρψξν ηεο εθπαίδεπζεο είλαη ζπλήζσο κηα βξαδεία δηαδηθαζία, πνπ δελ εμαληιείηαη ζε κηθξέο 

ρξνληθέο πεξηφδνπο. 
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ΑΡΓΤΡΙΟΤ ΜΑΡΙΑ 

ΣΜΗΜΑ ΜΟΤ΢ΙΚΩΝ ΢ΠΟΤΔΩΝ, ΙΟΝΙΟ ΠΑΝΓΠΙ΢ΣΗΜΙΟ  

Η Μαξία Αξγπξίνπ ππεξεηεί ζηελ πξσηνβάζκηα εθπαίδεπζε σο εθπαηδεπηηθφο κνπζηθήο 

αγσγήο. Οη σδεηαθέο ηεο ζπνπδέο πεξηιακβάλνπλ, ζε επίπεδν αλψηεξσλ ζεσξεηηθψλ, ηα 

πηπρία: αξκνλίαο (Μ.Ρνδάθεο), αληίζηημεο θαη θνχγθαο (΢.Οπιθέξνγινπ) θαη είλαη 

δηπισκαηνχρνο πηάλνπ (Δ.Γεσξγάηνπ - Α.Κπξηαθίδε, Γζληθφ Ωδείν Αζελψλ). Έρεη κειεηήζεη 

ειαθξφ ηξαγνχδη κε ηελ Άλλα Δηακαληνπνχινπ θαη θιαζηθφ κε ηε Μαξία Θσκά (Γζληθφ Ωδείν 

Αζελψλ, Ωδείν Φ.Νάθαο). Ωο κέινο ρνξσδίαο έρεη ζπκκεηάζρεη ζε ρνξσδηαθά ζχλνια ηνπ 

Κ.Κσλζηαληάξα. Έρεη ζπκπξάμεη κε ηνπο Μάξην Σφθα θαη Γηψξγν Υαηδελάζην ζην πιαίζην 

ζπλαπιηψλ κε θσλεηηθά ζχλνια. Οη αλψηαηεο ζπνπδέο ηεο πεξηιακβάλνπλ πηπρίν ηεο 

΢ρνιήο Αλζξσπηζηηθψλ ΢πνπδψλ (Γιιεληθφ Αλνηθηφ Παλεπηζηήκην) κε εηδίθεπζε ζηνλ 

Γιιεληθφ Πνιηηηζκφ θαη κεηαπηπρηαθέο ζπνπδέο ζην πξφγξακκα ΢πνπδέο ζηελ Γθπαίδεπζε, κε 

εηδίθεπζε ζηελ εμ απνζηάζεσο επηκφξθσζε ησλ εθπαηδεπηηθψλ ΠΓ16. Γίλαη ππνςήθηα 

δηδάθησξ ηνπ Σκήκαηνο Μνπζηθψλ ΢πνπδψλ, Ιφλην Παλεπηζηήκην, κε επηβιέπνπζα ηε Λέληα 

΢έξγε. Έρεη ηελ επζχλε θαη ηελ επηκέιεηα ησλ παηδαγσγηθψλ εθδφζεσλ ηεο ΓΓΜΑΠΓ θαη 

πεξηνδηθψλ εθδφζεσλ πξνγξακκάησλ ηνπηθήο θαη εζληθήο εκβέιεηαο ηνπ Τπνπξγείνπ Γζληθήο 

Παηδείαο θαη Θξεζθεπκάησλ γηα ηελ εθπαίδεπζε, ηνλ πνιηηηζκφ θαη ηελ πγεία. Γίλαη 

επηθεθαιήο ηεο ζπγγξαθηθήο νκάδαο γηα ην δηδαθηηθφ παθέην ηεο Μνπζηθήο ζηελ Α΄ θαη Β΄ 

Δεκνηηθνχ. Έξγα ηεο θαζψο θαη εθπαηδεπηηθφ παηδαγσγηθφ πιηθφ εηδηθά ζρεδηαζκέλν γηα ηελ 

πξσηνβάζκηα εθπαίδεπζε ζηελ ειιεληθή γιψζζα, θπθινθνξνχλ απφ ηηο εθδφζεηο Gutenberg, 

Fagotto, Δηάπιαζε, Νηθνιαίδεο, ΓΓΜΑΠΓ, ΟΓΔΒ, Δ/λζε Πξσηνβάζκηαο Γθπαίδεπζεο Πεηξαηά-

ΤΠΓΠΘ. Γίλαη κέινο  ησλ δηεζλψλ επηζηεκνληθψλ ελψζεσλ ΙSME θαη SEMPRE. 

[83]



 

1 

Hellenic Journal of Music,  

Education, and Culture 
 

Copyright © 2011 

 

Vol. 2 | Book presentation 

ISSN 1792-2518 

 

www.hejmec.eu 
 

The Arts in Children’s Lives :  

Context, Culture, and Curriculum 

LIORA BRESLER 

CHRISTINE MARME THOMPSON 
 ΓΘΓΚΑ ΑΚΔΞΓΜΡ 
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Thompson (Ed.), παξνπζηάδεη ηε δηδαζθαιία ησλ ηερλώλ, σο 

κηα πνιύπιεπξε θαη πνιηηηζκηθά θνξηηζκέλε δηαδηθαζία 

κάζεζεο, κέζα ζηελ εθπαηδεπηηθή δηαδηθαζία, ελώ 

ηαπηόρξνλα επηζεκαίλεη  θαη ηε ζπλεηζθνξά ηνπο  

ζηελ νινθιεξσκέλε αλάπηπμε ηνπ παηδηνύ. 
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Πν βηβιίν επηιέρζεθε κεηά από ζρεηηθό πξνβιεκαηηζκό θαη έξεπλα, πξνθεηκέλνπ λα 

αγθαιηάζεη, όζν ην δπλαηό πην ζθαηξηθά, ηελ επξύηεξε ελόηεηα «Πέρλε θαη  Γθπαίδεπζε». 

Ηαζνξηζηηθή ζεκαζία γηα ηελ επηινγή ηνπ, έπαημε ν αλζξσπνινγηθόο  πξνζαλαηνιηζκόο θαη ε 

επαηζζεζία ηνπ ζε δεηήκαηα δηαδηθαζίαο κάζεζεο, ηα νπνία ζηνρεύνπλ ζηε ζπλνιηθή αλάπηπμε 

θαη ηελ νινθιήξσζε ηνπ παηδηνύ. 

Δεηνύκελν δελ ήηαλ ηόζν ε ζεκαηηθή νκνηόηεηα ησλ άξζξσλ ηνπ, όζν ε πνιπθσλία ησλ 

απόςεσλ ηνπο, ζρεηηθά κε ηε δηδαζθαιία ησλ ηερλώλ κέζα ζηελ εθπαίδεπζε.  

Δηαβάδνληαο ην βηβιίν γίλεηαη αηζζεηή ε ακεζόηεηα θαη ε ξνή ηνπ ιόγνπ ηνπ. Μ 

αλαγλώζηεο εύθνια κπαίλεη ζηε ζέζε ηνπ ζπγγξαθέα, παξαθνινπζώληαο ηνλ αλαζηνραζκό 

ηνπ, ινγηθά θαη ζπλαηζζεκαηηθά. Οε κνξθνινγηθό επίπεδν, γίλεηαη αληηιεπηή ε εζσηεξηθή 

ζπλνρή πνπ παξνπζηάδνπλ νη ζεκαηηθέο ηνπ ελόηεηεο, ελώ ιεηηνπξγεί αξθεηά κε ηελ ηερληθή ηεο 

λνεκαηηθήο γέθπξαο. Ε λνεκαηηθή ζαθήλεηα ησλ πεξηερνκέλσλ ηνπ απνξξέεη από ηελ εκπεηξία 

ησλ ζπγγξαθέσλ θαη ησλ επηκειεηώλ έθδνζεο ηνπ βηβιίνπ, νη νπνίνη είλαη θαηαμησκέλνη θαη 

αλαγλσξηζκέλνη ηόζν ζηνλ θαιιηηερληθό όζν θαη ζηνλ αθαδεκατθό ρώξν. Οεκαληηθόηεξν όκσο, 

είλαη ην μεθάζαξν επηζηεκνληθό θαη αλζξσπνινγηθά πξνζαλαηνιηζκέλν πξνθίι ηνπ, ην νπνίν 

ππνζηεξίδεη κε αλαιπηηθή ζθέςε θαη εξκελεπηηθή κεζνδνινγία, πείζνληαο ηνλ αλαγλώζηε γηα 
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ηελ επηζηεκνληθή ηνπ εγθπξόηεηα. Ε πινύζηα παξάζεζε ηεο βηβιηνγξαθίαο, ζην ηέινο θάζε 

θεθαιαίνπ, ππνζηεξίδεη ην επηζηεκνληθό θύξνο ηεο γξαθήο ηνπ, δίλνληαο ηαπηόρξνλα ζηνλ 

αλαγλώζηε, πιήζνο πιεξνθνξηώλ ζρεηηθά κε ην ζέκα.  

Πν βηβιίν απηό ζεσξείηαη ζηαζκόο ζην ρώξν ηεο Γθπαίδεπζεο, γηαηί δελ αξθείηαη ζηελ 

απιή παξνπζίαζε πιάλσλ εξγαζίαο, αιιά ηνικάεη θαη ηνπνζεηεί ην παηδί, σο Ρπνθείκελν πηα, 

ζην επίθεληξν ηεο κάζεζεο θαη ηεο δηαδηθαζίαο ηεο γλώζεο. Ε ζπιινγή ζπλνιηθά, θινλίδεη 

απνθξπζηαιισκέλεο θαη θνηλά απνδεθηέο ππνζέζεηο εξκελείαο, εηζάγνληαο ελαιιαθηηθνύο 

ηξόπνπο θαηαλόεζεο ησλ λνεκάησλ θαη ησλ επηδξάζεσλ ηεο ηέρλεο, ζηε δσή ησλ παηδηώλ. 

Γηδηθόηεξα, θαηνξζώλεη λα ακβιύλεη ηε δπζθνιία νπζηαζηηθνύ δηαιόγνπ αλάκεζα ζε 

δαζθάινπο θαη ιόγηνπο ηνπ ρώξνπ ηεο εθπαίδεπζεο, ζρεηηθά κε ηε θύζε, ηελ αμία θαη ην ζθνπό 

ηεο θαιιηηερληθήο εκπεηξίαο, κέζα ζηε δσή ησλ παηδηώλ.  

Γλώλνληαο ηε θσλή δεθαεπηά ζπγγξαθέσλ, ην βηβιίν δνκείηαη πάλσ ζε επηζηεκνληθό 

ιόγν κε πξνθίι αθαδεκατθό. Μη κειέηεο ησλ ζπγγξαθέσλ θαηαπηάλνληαη ηόζν κε ην ξόιν ηεο 

ηέρλεο ζηε δσή ησλ παηδηώλ, όζν θαη κε ηελ αληηκεηώπηζε θαίξησλ δεηεκάησλ αλάπηπμεο ηνπ 

πιαηζίνπ θαη ηνπ πξνγξάκκαηνο ζπνπδώλ, κέζα από ηηο δπλαηόηεηεο άληιεζεο πιεξνθνξίαο, 

από ηε δηδαζθαιία ησλ παηδηώλ, ζε επίζεκν ή αλεπίζεκν πεξηβάιινλ. Ηαηνξζώλεη, έηζη λα 

ζπλδέζεη ηελ πξάμε, δει. ην δάζθαιν ηεο ηάμεο θαη ηε δηαδηθαζία κάζεζεο, κε ηε ζεσξία, δει. 

ηελ έξεπλα θαη ηε ζπγγξαθή.  

Γξκελεύνληαο ηα ζπκπεξάζκαηα καο, κπνξνύκε λα πνύκε όηη ην ζέκα ηνπ  βηβιίνπ 

πξαγκαηεύεηαη: 

«Πε δηακνξθσηηθή δύλακε ηεο ηέρλεο, πάλσ ζηελ αλάπηπμε ησλ παηδηώλ, 

θαηά ηε δηάξθεηα ηεο πξνζρνιηθήο θαη ζρνιηθήο ειηθία, εζηηαζκέλε κέζα από 

ηνπο θνηλσληθνύο, πνιηηηζκηθνύο θαη ζεζκηθνύο κεραληζκνύο εηζαγσγήο ηεο, 

ζηελ εθπαίδεπζε». 

Μ βαζηθόο ηίηινο, κε έληνλα γξάκκαηα, «Μη Πέρλεο ζηε Δσή ησλ Ναηδηώλ» είλαη αξθεηά 

θαηαλνεηόο όζν θαη γεληθόο, γη απηό αθνινπζείηαη θαη πξνζδηνξίδεηαη από ηξεηο ιέμεηο «Νιαίζην, 

Ννιηηηζκόο, θαη Νξόγξακκα Οπνπδώλ».  

Μ δεύηεξνο αλαιπηηθόο ηίηινο: Context, Culture θαη Curriculum καο  δείρλεη, από ηε κία 

πιεπξά, ην ρώξν δξάζεο ησλ παηδηώλ, ν νπνίνο απιώλεηαη κέζα ζε θνηλσληθά, ζεζκηθά θαη 

πνιηηηζκηθά πιαίζηα θαη από ηελ άιιε, ην ρξόλν δξάζεο θαη  εμέιημεο ηνπο, ν νπνίνο είλαη ε 

παηδηθή καζεηηθή ειηθία. Μη ηξείο ιέμεηο δελ νξηνζεηνύλ κόλν ην γεληθό πιαίζην  εθπαίδεπζεο θαη 

κάζεζεο ηνπ παηδηνύ, αιιά επαλαπξνζδηνξίδνληαη κέζα από ηε ζεκαζία πνπ έρεη ε δηδαζθαιία 

«ησλ ηερλώλ ζηε δσή ησλ παηδηώλ». Πν θαηά πόζν όκσο απηή ε επαθή είλαη ζεκαληηθή θαη 

θαζνξηζηηθή ζηε δηακόξθσζε ηεο γλώζεο, ζα καο ην αλαδείμεη ε ζπλνιηθή αλάιπζε ηνπ βηβιίνπ, 

πνπ ζα αθνινπζήζεη.  

Ε θσηνγξαθία ηνπ εμώθπιινπ είλαη ξεαιηζηηθή, παξνπζηάδνληαο δύν κηθξνύο καζεηέο λα 

δσγξαθίδνπλ. Αθήλεη ηελ αίζζεζε ηεο ραιαξόηεηαο θαη ηεο απζόξκεηεο ζπκκεηνρήο ηνπο, 
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θαζώο δε θαλεξώλεη δξαζηεξηόηεηα νξγαλσκέλε κέζα ζε ζρνιηθή ηάμε. Μπζηαζηηθά εζηηάδεη ζε 

κία από ηηο πνιιέο έλλνηεο, ηηο νπνίεο πεξηθιείεη ν όξνο «context», αθνύ ηνπνζεηεί ηα παηδηά ζε 

πεξηβάιινλ εμσζρνιηθό.  

Έηζη, κέρξη απηό ην ζεκείν, ν ηίηινο θαη ην εμώθπιιν, παξνπζηάδνπλ κία ελόηεηα, ηελ 

νπνία ραξαθηεξίδνπλ, ηόζν ε ζεσξία, όζν θαη ε εθαξκνγήο ηεο αληίζηνηρα.  

Οην θείκελν ηνπ νπηζζόθπιινπ, νη ζπληάθηεο παξνπζηάδνπλ ηελ θνηλσληθή θαη 

επηζηεκνληθή ζπνπδαηόηεηα ηνπ βηβιίνπ, ελώ ζην ηέινο δίλνπλ μεθάζαξα ηνλ αλζξσπνινγηθό 

ραξαθηήξα ηνπ, επηζεκαίλνληαο ηε ζπκβνιή ησλ ηερλώλ κέζα ζε κηα πνιηηηζκηθά 

πξνζαλαηνιηζκέλε κάζεζε εληόο θαη εθηόο ζρνιηθνύ πιαηζίνπ. 

Πελ επηζηεκνληθή θαη θνηλσληθή αμία ηνπ, επηβεβαηώλεη θαη ν παξέλζεηνο ιόγνο ηξηώλ 

επώλπκσλ πξνζσπηθνηήησλ, νη νπνίνη πξνέξρνληαη από ηνλ επξύηεξν ρώξν ηεο εθπαίδεπζεο, 

δύν παλεπηζηεκηαθώλ (Gary McPherson – The University of New South Wales θαη Joan Russell - 

McGill University)  θαη κίαο εθπξνζώπνπ ηνπ Γζληθνύ Οπκβνπιίνπ Ορεδηαζκνύ Νξνγξακκάησλ 

Οπνπδώλ θαη Αμηνιόγεζεο (Regina Murphy - Ireland). Έηζη εκπιέθεη Ναλεπηζηεκηαθνύο θαη 

Ηξαηηθνύο θνξείο ζηελ αμηνιόγεζε ηνπ βηβιίνπ, παηώληαο γεξά θαη ζηνπο δύν ρώξνπο. Γπίζεο, 

κέζα από ηελ θξηηηθή ηνπο θαλεξώλεηαη θαη ε αλζξσπνινγηθή ηδενινγία ηνπ βηβιίνπ θαζώο 

δίλεηαη έκθαζε ζηηο ιέμεηο «art experiences to the socio-cultural» θαη «we consider where and how 

and when real learning takes place». 

Ε ηειεπηαία παξάγξαθνο νπζηαζηηθά καο απνθαιύπηεη θαη ηελ θεληξηθή ηδέα πάλσ ζηελ 

νπνία δνκείηαη όιν ην βηβιίν θαη είλαη ε αλαδσνγόλεζε ηνπ δηαιόγνπ ζρεηηθά κε ην ξόιν θαη ηε 

ζεκαζία ησλ ηερλώλ ζηελ εθπαίδεπζε ησλ παηδηώλ. 

Πν βηβιίν πεξηέρεη 15 θεθάιαηα, ηα νπνία νκαδνπνηνύληαη ζε 3 κεγάιεο ελόηεηεο κε ηίηινπο 

αληίζηνηρα:  

1. «Context Interlude»,  

2. «Development Interlude» θαη  

3. «Curriculum Interlude» (Νεξηερόκελν - Αλάπηπμε - Νξόγξακκα Οπνπδώλ).  

Πα «Interlude» ιεηηνπξγνύλ, ηόζν σο ηίηινο ελόηεηαο «Context Interlude», «Development 

Interlude» θαη «Curriculum Interlude», όζν θαη σο κηθξή εηζαγσγή ησλ ηξηώλ ζεκαηηθώλ ελνηήησλ. 

Ιε απηόλ ηνλ ηξόπν ην θάζε Interlude  πεηπραίλεη λα δηαηεξεί ηελ εζσηεξηθή δνκή θαη  ηε 

ζπλνρή ηεο ελόηεηάο ηνπ, ζπλνςίδνληαο παξάιιεια θαη ηα ζεκαληηθά δεηήκαηα πνπ 

παξνπζηάδνπλ ηα 5 θεθαιαία πνπ ην απνηεινύλ.  
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Θα ιέγακε όηη ιεηηνπξγεί σο λνεκαηηθή γέθπξα, ε νπνία αλαθεθαιαηώλεη ηε κέρξη ηόηε 

πνξεία ηεο ζπγγξαθήο, θαη πεηπραίλεη ηαπηόρξνλα ηελ νκαιή κεηάβαζε από ηε κηα ζεκαηηθή 

ελόηεηα ζηελ άιιε. 

Μη όξνη prelude θαη interlude είλαη δαλεηζκέλνη από ηε κνπζηθή νξνινγία θαη δίλνπλ έλα 

κηθξό ζηίγκα ηεο ζεκαηηθήο ηνπ βηβιίνπ, ην νπνίν θαηαπηάλεηαη κε ηηο ηέρλεο. 

Ιηα γεληθή παξαηήξεζε είλαη όηη ηα πεξηερόκελα δνκνύληαη πάλσ ζηηο έλλνηεο: arts, school, 

children, music, culture, education, curriculum, context θαη development, θαζηζηώληαο θαλεξή ηελ 

πξόζεζε ζύλδεζεο ηεο πξαθηηθήο θύζεο ηεο κάζεζεο κε ηελ επηζηεκνληθή. Γπίζεο, 

επηβεβαηώλνπλ θαη ηε ζρέζε ηνπο κε ηνλ ηίηιν ηνπ βηβιίνπ. 

Πν επηζηεκνληθό θύξνο ηνπ βηβιίνπ νθείιεηαη ελ κέξεη θαη ζηε ζνθή απόθαζε ησλ 

εθδνηώλ λα ζπκπεξηιάβνπλ καδί, πνιιέο δηαθνξεηηθέο «ιόγηεο» απόςεηο. Απηό γίλεηαη εύθνια 

θαηαλνεηό από ηελ πνηθηιία ησλ ηίηισλ, νη νπνίνη αλαθέξνληαη ρσξίο δηάθξηζε, ζε όιεο ηηο 

ηέρλεο, ζπκπεξηιακβαλνκέλνπ θαη ησλ λέσλ ηερλνινγηώλ. Οην ζύλνιό ηνπο ηα άξζξα απηά 

θαηνξζώλνπλ λα εκβαζύλνπλ ην ζέκα ηνπ βηβιίνπ, παξνπζηάδνληαο έλα ζύλνιν κεγαιύηεξν 

από ηα επηκέξνπο ζηνηρεία πνπ ην απαξηίδνπλ. Απηό ην θαζηζηά ζεκαληηθό, ηόζν ζε εηδηθνύο, 

όζν θαη ζε εθείλνπο πνπ ζέινπλ απιά λα είλαη ελεκεξσκέλνη πάλσ ζε ζέκαηα ζρεηηθά κε ηε 

δηδαζθαιία ησλ ηερλώλ ζηελ εθπαίδεπζε.  

Μ πξόινγνο «Foreword» από ηελ Laura Chapman, θαζώο θαη ν επίινγνο «Afterwords» ηνπ 

William Ayers, ιεηηνπξγνύλ επηθνπξηθά ζηε ζπλνιηθή δνκή ηνπ βηβιίνπ, δηαηεξώληαο κηα ινγηθή 

ζεηξά ζηελ παξνπζίαζε ησλ πεξηερνκέλσλ. 

Μ πξόινγνο είλαη ζεκαληηθόο, γηαηί απνθαιύπηεη ζε επίπεδν κνξθήο, ηε κεζνδνινγία 

ζπγγξαθήο ηνπ βηβιίνπ, επηζεκαίλνληαο όηη όιεο νη έξεπλεο, ζηηο νπνίεο αλαθέξνληαη νη κειέηεο, 

είλαη απνηέιεζκα επηηόπηαο έξεπλαο. Οηόρνο ηνπ είλαη ε αλαδήηεζε κηαο επξύηεξεο θαηαλόεζεο 

ηεο κάζεζεο κέζα από ηηο ηέρλεο θαη όρη ε απόδεημε απξόζσπσλ ζεσξηώλ θαη ζπκπεξαζκάησλ.  

Απηή ηε θηινζνθία ηελ επηβεβαηώλεη θαη ν επίινγνο ηνπ βηβιίνπ θαζώο απνθεύγεη ηελ 

παξάζεζε ζπκπεξαζκάησλ. Πν θείκελν ηνπ William Ayers, θαλεξώλεη έλα ύθνο πεξηζζόηεξν 

εκςπρσηηθό παξά ζπκβνπιεπηηθό. Γξάθεη ζε α΄ πιεζπληηθό, ρσξίο λα δηαρσξίδεη ηνλ εαπηό ηνπ 

από ηνπο αλαγλώζηεο δαζθάινπο. Απνθεύγνληαο απζεληίεο θαη ζεηηθηζηηθά ζπκπεξάζκαηα 

πεηπραίλεη ακεζόηεηα, εηιηθξίλεηα θαη ζπγθίλεζε. 

Μ William Ayers, νινθιεξώλεη ην βηβιίν, κε ηα ιόγηα ηεο Doris Lessing «That is real happiness, 

a child's happiness: being enable to do and to make, above all to know you are valuable and 

valued»,θαη θιείλεη κε ηελ επρή «That’s what we want for every child» θνξηίδνληαο ζπλαηζζεκαηηθά 

ηνλ αλαγλώζηε. 

Ιε απηό ηνλ ηξόπν θαηνξζώλεη λα δώζεη έληνλε εθθξαζηηθή ρξνηά ζε κία θαζαξά 

επηζηεκνληθή δνπιεηά, ε νπνία όκσο κηιάεη γηα παηδηά, έθθξαζε  θαη ηέρλε.   
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Πν «List of Contributors» πεξηέρεη ηα βηνγξαθηθά ζεκεηώκαηα ηεο ζπγγξαθηθήο νκάδαο ηνπ 

βηβιίνπ, ζθηαγξαθώληαο θαη κε απηό ηνλ ηξόπν ην επηζηεκνληθό πξνθίι θαη ηελ αμηνπηζηία ησλ 

άξζξσλ ηνπ βηβιίνπ. 

Πν «Name Index»  πεξηέρεη όια ηα νλόκαηα πνπ έρνπλ αλαθεξζεί θαηά ηε ζπγγξαθή ησλ 

θεηκέλσλ θαη ηε βηβιηνγξαθία. Ναξαηεξώληαο ηηο αλαθνξέο ησλ ζειίδσλ, δίπια ζε θάζε όλνκα, 

γίλεηαη έληνλα αληηιεπηόο ν παηδαγσγηθόο ραξαθηήξαο ηνπ βηβιίνπ, θαζώο ππεξηεξνύλ 

αλαθνξέο ζε νλόκαηα όπσο ηνπ Gardner, ηνπ Piaget θαη ηνπ Vygotsky.   

Γπίζεο ηόζν ην «List of Contributors» όζν θαη ην  «Name Index»  θαλεξώλνπλ ηε 

δηεπηζηεκνληθή πξνζέγγηζε ηνπ ζέκαηνο, θαζώο ζπγγξαθείο θαη νλόκαηα ηεο βηβιηνγξαθίαο 

πξνέξρνληαη από πνιιά δηαθνξεηηθά επηζηεκνληθά πεδία, ηα νπνία επηθνηλσλνύλ κε ηελ 

εθπαίδεπζε. Οην ζεκείν απηό, μεθαζαξίδεη ε αλζξσπνινγηθή ηδενινγία ηνπ βηβιίνπ, αθνύ ζηελ 

νκάδα ησλ ζπγγξαθέσλ ζπλαληάκε ζεκαληηθά νλόκαηα ηνπ ρώξνπ, όπσο απηά ηεο L. Bresler 

θαη ηνπ B. Nettl. 

Πν «Prelude» γξακκέλν από ηηο εθδόηξηεο ηνπ βηβιίνπ Christine Thompson θαη Liora Bresler 

παξνπζηάδεη ζύληνκα θαη πεξηεθηηθά, ηε θηινζνθία, ην ζθνπό θαη ηε δνκή ηνπ βηβιίνπ, 

βνεζώληαο ηνλ αλαγλώζηε λα πξνζαλαηνιηζηεί θαη λα παξαθνινπζήζεη θαιύηεξα ην θεληξηθό 

λόεκα απηήο ηεο ζπιινγηθήο έθδνζεο.  

Οην ζύλνιν ηνπ βηβιίνπ γίλεηαη αηζζεηή ε απνπζία ππνζεκεηώζεσλ. Ε θεηδσιή ηνπο 

ρξήζε θαλεξώλεη έλαλ έκπεηξν ρεηξηζκό ζηελ ηερληθή ηεο ηεθκεξίσζεο ησλ πεγώλ αιιά θαη ηελ 

απηνηέιεηα, ηελ απηνπεπνίζεζε θαη ηελ επηζηεκνληθή ζηγνπξηά ηεο γξαθήο ησλ ζπγγξαθέσλ. 

Ηάζε θεθάιαην ζην βαζκό ηεο απηνλνκίαο ηνπ κέζα ζην ζύλνιν ηνπ βηβιίνπ, ηειεηώλεη κε ηελ 

παξάζεζε πινύζηαο βηβιηνγξαθηθήο αλαθνξάο ζρεηηθήο θάζε θνξά κε ην ζέκα πνπ 

δηαπξαγκαηεύεηαη.  

Γεληθόηεξα, ζηελ πιεηνςεθία ηεο ε βηβιηνγξαθία είλαη  ρξνλνινγηθά  επίθαηξε πξνο ηε 

ζπγγξαθή ηνπ βηβιίνπ. Νξάγκα πνπ επηβεβαηώλεη θαη ηελ επηζηεκνληθή αμηνπηζηία ησλ 

ζπκπεξαζκάησλ ησλ άξζξσλ ηεο ζπιινγήο απηήο. 

Γπίζεο, παξαηεξείηαη ζε αξθεηά θεθάιαηα ε ρξήζε παξέλζεηνπ ιόγνπ από ηνπο 

ζπγγξαθείο. O παξέλζεηνο ιόγνο ιεηηνπξγεί σο δνκηθή δηάθξηζε κεηαμύ δπν δηαθνξεηηθώλ 

ινγηθώλ, σο δηαθξηηή θσλή, ε νπνία ζπλαπαξηίδεη θαη αλαδηακνξθώλεη ηε ξνή, ηελ 

πξαγκαηηθόηεηα (textuality) ηνπ θεηκέλνπ. Μ ζπγγξαθέαο δελ θξαηάεη ην λόεκα, γηα λα ην δώζεη 

έηνηκν ζηνπο αλαγλώζηεο, αιιά αληίζεηα ην  παξαζέηεη απηνύζην, όρη από έιιεηςε εκπεηξίαο 

αιιά σο ξεηνξηθή πξαθηηθή ηεο γξαθήο, ε νπνία ιεηηνπξγεί σο αληίβαξν ινγηθήο 

επηρεηξεκαηνινγίαο. Θέιεη λα πεηύρεη ηελ εμηζνξξόπεζε ζε επίπεδν εθθνξάο ιόγνπ. Απηή ε 

δηαδηθαζία πξαθηηθά θξύβεη κηα de facto δηαινγηθόηεηα. Έηζη, δίλεη ηε ινγηθή ηνπ «άιινπ» κέζα 

ζηε ξνή ηνπ ιόγνπ, θξαηώληαο δσληαλό ην ελδηαθέξνλ ηνπ αλαγλώζηε. 

Πν ύθνο γξαθήο είλαη άκεζν θαη έληνλα αλαζηνραζηηθό. Μη ζπγγξαθείο δηαηππώλνπλ 

ακθηβνιίεο, αληηθάζεηο, ζθέςεηο θαη πξνβιεκαηηζκνύο ζρεηηθά κε ηε δηαδηθαζία ηεο δηδαζθαιίαο 

θαη ηεο κάζεζεο ζηελ εθπαίδεπζε. Μ άκεζνο ιόγνο δηαηεξεί έληνλν ην ελδηαθέξνλ ηνπ 
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αλαγλώζηε, ελώ ηελ ίδηα ζηηγκή ε πινύζηα βηβιηνγξαθηθή αλαθνξά ην θαζηζηά έλα ζνβαξό 

επηζηεκνληθό θείκελν. 

Ιέζα από ην ζύλνιν ηνπ βηβιίνπ απνπζηάδεη ην νπηηθό εξέζηζκα. Γιάρηζηεο εηθόλεο θαη 

κεξηθέο θσηνγξαθίεο, επηιεθηηθά ζε θάπνηα θεθάιαηα, ζπάλε ην απζηεξά επηζηεκνληθό  πξνθίι 

ηνπ βηβιίνπ.  

Πν  πεξηερόκελν ηνπ βηβιίνπ βξίζθεηαη νκαδνπνηεκέλν αλά 5 θεθάιαηα κέζα ζηηο ηξεηο 

κεγάιεο ελόηεηεο ηνπ.  

Οην «I. Context Interlude» πεξηπιέθεη θαη επεθηείλεη ηελ έλλνηα ηνπ εθπαηδεπηηθνύ πιαηζίνπ, 

παξνπζηάδνληαο ην πώο απηό κπνξεί λα εξκελεπζεί πνιπδηάζηαηα θαζώο θαη  ηηο επηδξάζεηο 

ηνπ ζηε δηαδηθαζία ηεο κάζεζεο. Γίλεηαη κηα πξνζπάζεηα θαηαλόεζεο ησλ ηξόπσλ κε ηνπο 

νπνίνπο ηα θνηλσληθν- πνιηηηζκηθά πιαίζηα επεξεάδνπλ ηε θύζε ηεο κάζεζεο. 

 Οην «II. Development Interlude» αλαδεηθλύεη ηνλ ηξόπν κε ηνλ νπνίνλ ζθεθηόκαζηε θαη 

θαηαλννύκε ηελ θαιιηηερληθή αλάπηπμε κέζα από ηηο εθπαηδεπηηθέο δηαδηθαζίεο. Όκσο απηό 

πνπ πξνβάιεη πεξηζζόηεξν είλαη ην πώο ε δηάδξαζε κε ηνπο θαιιηηερληθνύο ηνκείο κπνξεί λα 

γίλεη ζεκαληηθή ζηε δόκεζε ηεο πξνζσπηθόηεηαο ησλ παηδηώλ θαη ηνπ θόζκνπ ηνπο.  

 Οηελ ηειεπηαία ελόηεηα «III. Curriculum Interlude» αλ θαη εζηηάδεη ζηελ πξώηκε ζρνιηθή 

ειηθία, ε ζπιινγή απηή ρηίδεη κία ππόζεζε επαλαηνπνζέηεζεο ησλ ηερλώλ, κέζα ζην πεδίν ηεο 

εθπαίδεπζεο ζπλνιηθά. Ιέζα από θνηλσληθν-πνιηηηζκηθέο πξνζεγγίζεηο αληηπαξαβάιιεη ην 

κνληέξλν Δπηηθό εθπαηδεπηηθό κνληέιν πνπ θπξηαξρεί θαη επεξεάδεη ηελ θαιιηηερληθή 

εθπαίδεπζε ηεο Β. Ακεξηθήο, κε ηελ πξαγκαηηθή θύζε ηεο κάζεζεο ησλ παηδηώλ. Ούκθσλα κε 

ηνπο ζπγγξαθείο, ε γλώζε ησλ παηδηώλ απνξξέεη βησκαηηθά, κέζα από ηελ θαζεκεξηλή ηνπο 

αιιειεπίδξαζε κε ηηο ζπγθεθξηκέλεο θαιιηηερληθέο θαη πνιηηηζκηθέο ζπλζήθεο ηνπ νηθείνπ 

πεξηβάιινληόο ηνπο.  

Πα άξζξα κε θνηλό βαζηθό ζέκα π.ρ. ηε κνπζηθή, δε ηα βξίζθνπκε ζπγθεληξσκέλα ζε έλα 

θεθάιαην αιιά πεξηπιέθνληαη κέζα ζηηο ζεκαηηθέο ελόηεηεο πξνζδίδνληαο κηα επηπιένλ ζπλνρή 

ζην πεξηερόκελν ηνπ βηβιίνπ. Έηζη θαη καθξνδνκηθά νη ηξεηο ελόηεηεο έρνπλ κηα εζσηεξηθή 

ζύλδεζε, ζπλνρή θαη αιιειεμάξηεζε κεηαμύ ηνπο.  Ιε βάζε απηή ηελ παξαηήξεζε ζα κπνξνύζε 

λα γίλεη κηα νκαδνπνίεζε ζύκθσλα κε ην πεξηερόκελό ηνπο (Lackey L. 2004).  

Έηζη ην θεθ. 6 ηνπ Daniel Walsh θαη ην θεθ. 7 ησλ  Kieran Egan θαη Michael Ling  πνπ 

ζπλαληάκε ζηελ ελόηεηα “Development” δηαπξαγκαηεύνληαη γεληθά ζέκαηα ζρεηηθά κε ηελ 

θαιιηηερληθή αλάπηπμε ησλ παηδηώλ.  

Οπγθεθξηκέλα ην θείκελν ησλ  Egan and  Ling «We begin as poets: Conceptual tools and arts in 

early childhood» ηζρπξίδεηαη όηη έρνπκε παξεξκελεύζεη ηη είλαη βαζηθό ζηελ εθπαίδεπζε ησλ 

παηδηώλ θαη σο απνηέιεζκα έρνπκε ζεκειηώζεη ιαλζαζκέλα ζηελ νιόηεηά ηνπο ηα 

πξνγξάκκαηα ζπνπδώλ. Ε θύξηα παξεξκήλεπζε έρεη ζρέζε κε ηε ππόζεζε όηη ε εθπαίδεπζε 
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πξέπεη λα είλαη πξαθηηθή θαη λα νδεγεί ηα παηδηά ζε δεμηόηεηεο ρξήζηκεο ζηελ επαγγεικαηηθή 

ηνπο εμέιημε σο ελήιηθεο. Από ηα πξώηα καζεηηθά ρξόληα ηα παηδηά θαηαλννύλ όηη ε 

πξνεηνηκαζία ηνπο γηα ηνλ εξγαζηαθό ρώξν είλαη ε πξσηαξρηθή ζεκαζία ηεο εθπαίδεπζεο ηνπο. 

Θεσξνύλ αξλεηηθό όηη ην ζρνιηθό πεξηβάιινλ αληαλαθιά ηηο ελήιηθεο ηθαλόηεηεο θαη έκκεζα 

ηελ ίδηα ηελ θνηλσληθή θαη νηθνλνκηθή νξγάλσζε ηνπ θόζκνπ, δνκεκέλε έηζη ώζηε λα ζπληεξεί 

ηελ ηεξαξρία θαη ηε δύλακε, ελώ αγλνεί εθείλν ζην νπνίν ηα λέα παηδηά δηαπξέπνπλ θαη είλαη 

βηνινγηθά πξνγξακκαηηζκέλα: δει. ηελ ηθαλόηεηα λα θαηαλννύλ ηε κεηαθνξά θαη λα 

θαηαιαβαίλνπλ όηη νη ιέμεηο, νη εηθόλεο, νη ήρνη  θαη νη ρεηξνλνκίεο είλαη όια ζύκβνια πνπ 

αληηπξνζσπεύνπλ ην λόεκα, εθθξάδνληαο πάληα θάηη. Απηή ε εθπιεθηηθά πνιύπινθε 

ηθαλόηεηα ηνπο, πξέπεη λα είλαη ε θαξδηά ηεο εθπαίδεπζεο. Γηα ηνπο ζπγγξαθείο, νη ππνζέζεηο 

ζρεηηθά κε ην όηη νη ηέρλεο είλαη θαηά θάπνην ηξόπν κε πξαθηηθέο  ή  πξόρεηξεο,  είλαη άθαηξεο 

θαη παιαηνκνδίηηθεο. 

 Πν θεθάιαην ηνπ Daniel Walsh «Constructing an artistic self: A cultural perspective», εληζρύεη 

ην πξνεγνύκελν θεθάιαην, ιέγνληαο όηη ε κάζεζε δελ κπνξεί λα ιάβεη ρώξα γεληθά, αιιά 

πξέπεη ζπλέρεηα λα γίλεηαη κέζα ζε έλα πεξηβάιινλ  θηηαγκέλν από αλζξώπνπο. Δίλεη έκθαζε ζε 

απηό, ην νπνίν όινη ππνινγίδνπκε σο αλάπηπμε θαη ε νπνία είλαη βαζηζκέλε ζην ηδηαίηεξν 

θνηλσληθό θαη ηζηνξηθό γίγλεζζαη κέζα ζην νπνίν δνύκε. Δει. ην αλ θάπνηνο αξηζηεύζεη 

εμαξηάηαη θαη από ην θνηλσληθό θαη ην ηζηνξηθό πεξηβάιινλ κέζα ζην νπνίν δεη θαη 

αλαπηύζζεηαη. Μ ζύγρξνλνο ηξόπνο δσήο απαηηεί ηελ πνιύπιεπξε αλάπηπμε ηνπ εαπηνύ καο. Ε 

θαιιηηερληθή θύζε ησλ παηδηώλ κπνξεί λα αλαπηπρζεί ηνπιάρηζηνλ κέζα από ηελ ελαζρόιεζή 

ηνπο κε κία κνξθή ηέρλεο. Μ ζπγγξαθέαο ζπκπεξαίλεη όηη ε θαιύηεξε πξνζέγγηζε ηεο 

εθπαίδεπζεο θαη ηεο κάζεζεο είλαη  λα επηηξέςνπκε ζην  θάζε παηδί λα αλαπηύμεη βαζηέο 

δεμηόηεηεο κέζα ζε έλαλ θαιιηηερληθό ηνκέα.  

Πν θεθ. 1 ηεο Karen Hamblen θαη ην  θεθ. 3 ηνπ Brent Wilson, ηα νπνία βξίζθνληαη ζηελ 

ελόηεηα Context, θαζώο θαη ην θεθ. 9 ηεο Christine Marmé Thompson ζηελ ελόηεηα Development 

θαη ην θεθ.12 ηεο Liora Bresler ζηελ ελόηεηα Curriculum εμεηάδνπλ ην εθπαηδεπηηθό πιαίζην ησλ 

εηθαζηηθώλ ηερλώλ (visual arts). 

Μ Brent Wilson ζην άξζξν ηνπ «Becoming Japanese: Magna, children’s drawings and the 

construction of national character», ηζρπξίδεηαη όηη κέζα από ηα γηαπσλέδηθα θόκηθο, ηα παηδηά  

αλαπηύζζνπλ ηελ εζληθή ηνπο ηαπηόηεηα, δει. γίλνληαη Γηαπσλέδνη. Απηόο ππνζηεξίδεη όηη ελώ 

νη δηεηζδπηηθέο εηθόλεο ησλ θόκηθο ζηέιλνπλ θσδηθνπνηεκέλα κελύκαηα ζηα παηδηά, ηελ ίδηα 

ζηηγκή ζηα ρέξηα θαη ηε θαληαζία ησλ παηδηώλ λνεκαηνδνηνύληαη εθ λένπ.  

Ε Christine Marme Thompson ζην «Drawing together: peer  influence in pre-school- 

kindergarten art classes», πεξηγξάθεη ηνπο ηξόπνπο κε ηνπο νπνίνπο ηα παηδηά δνπιεύνληαο 

νκαδηθά καζαίλνπλ λα δσγξαθίδνπλ. Μ ζπγγξαθέαο ζεσξεί όηη ε virtual art δελ είλαη κνλαρηθή 

ηέρλε θαη επαλαηνπνζεηεί ηελ άπνςε όηη ηα παηδηά κέζα από ηε ζπλεξγαζία μεθεύγνπλ από ηε 

ζέζε ηνπ καζεηή θαη γίλνληαη δάζθαινη.  

Πα θείκελα ηεο Liora Bresler θαη ηεο Karen Hamblen εμεηάδνπλ ηε θύζε ηεο «ζρνιηθήο 

ηέρλεο» θαη εξκελεύνπλ ηα ζρνιεία σο «πιαίζηα», κέζα ζηα νπνία αλαπηύζζεηαη ε αηζζεηηθή 

αγσγή 
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Πν θείκελν ηεο Liora Bresler, «School art as a hybrid genre: Institutional context for art 

curriculum», θαηαπηάλεηαη κε ην ζεζκηθό πιαίζην, ηνπνζεηώληαο ηε visual art ζην πξόγξακκα 

ζπνπδώλ. Ε ζρνιηθή ηέρλε, από ηε κηα πιεπξά, είλαη έλα πβξίδην ην νπνίν δαλείδεηαη ζηνηρεία 

από πνιιέο θαιιηηερληθέο παξαδόζεηο, ελώ από ηελ άιιε κεξηά νξηνζεηείηαη θαη ζρεκαηίδεηαη 

κέζα από ηδηαίηεξεο δνκέο θαη ζθνπνύο θαηά ηε δηάξθεηα ηεο ζρνιηθήο εθπαίδεπζεο. Ε Bresler 

ππνζηεξίδεη όηη ελώ ε ηέρλε είλαη πεξηθεξηθή σο ζρνιηθό κάζεκα ζην πξόγξακκα ζπνπδώλ ηεο 

Ακεξηθήο, θαηά ηε δηάξθεηα ηεο δηδαζθαιίαο αλάγεηαη ζε  βαζηθό εξγαιείν, ην νπνίν παξνπζηάδεη 

έλα είδνο «νπηηθήο» θνπιηνύξαο πνπ πεξηέρεη κελύκαηα εθπαίδεπζεο.  

Ε Karen Hamblen ζην άξζξν «Children’s contextual art knowledge : Local art and school art 

context comparisons» εζηηάδεη ζηελ ηδέα ηεο «κεηαθνξάο ηεο γλώζεο». Θέηεη δεηήκαηα ζρεηηθά κε 

ην θαηά πόζν κπνξεί ε ζρνιηθή γλώζε λα ππεξεηήζεη, λα λνκηκνπνηήζεη ή λα αγλνήζεη κηα άιιε 

κνξθή θαιιηηερληθήο εθπαίδεπζεο, ε νπνία πξνέξρεηαη από εμσζρνιηθό πεξηβάιινλ, θαζώο 

επίζεο θαη ζην θαηά  πόζν απηέο αιιειεπηδξνύλ. Γλώ δελ αξλείηαη όηη ν θύξηνο ζηόρνο ησλ 

εκπεηξηώλ ηεο ζρνιηθήο ηέρλεο είλαη λα πξνεηνηκάδεη ηνπο αλζξώπνπο λα ζπκκεηάζρνπλ ζε 

εμσζρνιηθά πεξηβάιινληα, ππνζηεξίδεη όηη είλαη πξνβιεκαηηθό εάλ απηό πνπ καζαίλεηαη ζην 

ζρνιείν πξέπεη λα «μεκαζαίλεηαη» γηα λα ζπκκεηάζρνπλ ζε άιια πεξηβάιινληα θαη ην 

αληίζηξνθν. 

Ηαη ην  θεθ. 14 ζηελ ελόηεηα Curriculum ηεο Donna Grace θαη ηνπ Joseph Tobin «Pleasure, 

creativity and the carnivalesque in children’s video production»,  ππνγξακκίδεη ηε θύζε ηνπ ζρνιηθνύ 

πεξηβάιινληνο, παξόιν πνπ δελ πεξηνξίδεηαη ζηελ visual art. Μη ζπγγξαθείο πεξηγξάθνπλ κηα 

κειέηε ζρεηηθά κε ηηο βηληενζθνπήζεηο ησλ παηδηώλ. Ναξαηεξνύλ όηη ηα ζρέδηα εξγαζίαο 

(projects) ησλ παηδηώλ, ελώ βαζίδνληαη ζηηο δηθέο ηνπο γλήζηεο ηζηνξίεο, αλαπόθεπθηα θέξλνπλ 

ζηελ επηθάλεηα  πξνθαζνξηζκέλνπο ζρνιηθνύο θαλόλεο θαη ζέκαηα ζρεηηθά κε ηελ εμνπζία ηνπ 

δαζθάινπ ζηελ ηάμε.  

Γλώ ην θεθ. 13, ηεο ίδηαο ελόηεηαο Curriculum, ηνπ Daniel Thompson ζην άξζξν «Early 

childhood literacy education, wakefulness and the arts» δηαπξαγκαηεύεηαη ηηο νκνηόηεηεο αλάκεζα 

ζηε γισζζηθή εθπαίδεπζε θαη ζηελ εθπαίδεπζε ησλ ηερλώλ θαζώο θαη ηνλ ηξόπν πνπ νη δύν 

κπνξεί λα παξνπζηαζηνύλ σο ην όρεκα γηα κόξθσζε γηα κάζεζε.  

Πν θεθ. 2 ηνπ Bruno Nettl, ην θεθ. 4 ηεο Patricia Shehan Campbell, θαη ην θεθ. 5 ηεο Minette 

Mans, ηα νπνία ζπλαληάκε ζηελ ελόηεηα Context, θαζώο θαη ην θεθ. 8 ηνπ Graham Welch, ζηελ 

ελόηεηα Development πξνζαλαηνιίδνληαη ζρεηηθά κε ην  πεξηερόκελν ηεο κνπζηθήο εθπαίδεπζεο.  

Πν άξζξν ηνπ Nettl «What’s to be learned? Comments on teaching music in the world and 

teaching world music at home», ππνζηεξίδεη όηη ε πνιηηηζκηθή εδξαίσζε κηαο κνπζηθήο 

θνπιηνύξαο πξέπεη λα εκπεξηέρεη, ηόζν ην πεξηερόκελν, όζν θαη ηηο παηδαγσγηθέο παξαδόζεηο 

ηεο, γηα λα ζεσξείηαη νινθιεξσκέλε θαη ιεηηνπξγηθή.  

Ηαηά ηνλ Nettl ε παηδαγσγηθή πξαθηηθή είλαη έλα ρξήζηκν ελαξθηήξην ζεκείν εμέηαζεο ηεο 

θνπιηνύξαο, ηελ νπνία ζέινπκε λα εηζάγνπκε. Όηαλ ν δάζθαινο θαηεγνξηνπνηεί απηό πνπ 

πξέπεη λα δηδάμεη, πξέπεη ηελ ίδηα ζηηγκή λα αλαγλσξίδεη ηηο πνιηηηζκηθέο ππνζέζεηο ζρεηηθά κε 

ην «ηη είλαη ζεκαληηθό» λα δηδάμεη θαη λα κάζεη ζηα παηδηά. ΢ξεζηκνπνηώληαο Δπηηθή 

Ναηδαγσγηθή πξαθηηθή γηα λα εηζάγνπκε έμσ Δπηηθέο κνπζηθέο παξαδόζεηο, θηλδπλεύνπκε λα ηηο 
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νκνγελνπνηήζνπκε θαη λα παξαιείςνπκε ζεκαληηθέο πιεξνθνξίεο γύξσ από ηα ηδηαίηεξα 

πνιηηηζκηθά θαη κνπζηθά  ραξαθηεξηζηηθά ησλ άιισλ ιαώλ.   

Πν θείκελν ηεο Campbell «The musical cultures of children», επηζεκαίλεη ηα πνιιαπιά πεδία, 

κέζα ζηα νπνία ηα παηδηά καζαίλνπλ κνπζηθή, ελώ αλαπηύζζνληαη πρ. ηελ νηθνγέλεηα, ηα media, 

ην ζρνιείν, ηα γθξνππ κειέηεο θηι. Ε Campbell ζεσξεί ζεκαληηθή ηελ αλαγλώξηζε ηεο 

πνιιαπιήο κνπζηθήο πξαγκαηηθόηεηαο ησλ παηδηώλ. 

Μ Welch ζην «Early childhood musical development», κειεηά ηελ πξώηκε κνπζηθή αλάπηπμε 

θαη πξαγκαηεύεηαη ζπλεζηζκέλεο ππνζέζεηο ζρεηηθά κε ηελ αλαγθαηόηεηα ηνπ «κνπζηθνύ 

ηαιέληνπ» γηα ηελ απόθηεζε θαη ηε βειηίσζε ησλ κνπζηθώλ δεμηνηήησλ. Αλαγλσξίδεη, όπσο θαη 

ε Campbell, όηη ππάξρνπλ πνιιά κνπζηθά πεξηβάιινληα, ζηα νπνία ηα παηδηά βηώλνπλ θαη  

ηαπηόρξνλα εθζέηνληαη ζηε κνπζηθή κάζεζε.  

Πν άξζξν ηεο Minette Man, «Playing the music: Comparing children’s song and dance in 

Namibian education», πεξηγξάθεη ηνπο ηξόπνπο κέζα από ηνπο νπνίνπο ε πνιηηηζκηθή παξάδνζε 

ησλ Namibian ρξεζηκνπνηεί ηε κνπζηθή γηα ηελ θνηλσληθνπνίεζε ησλ παηδηώλ ζε ζεκαληηθέο 

εζηθέο θαη πνιηηηζκηθέο αμίεο. Ε ζπγγξαθέαο επηζεκαίλεη όηη ηα παηδηά ζπιιακβάλνπλ ηε κνπζηθή 

αλαπόζπαζηε από ην παηρλίδη θαη ηελ θίλεζε.    

Πα θεθ.10 ηεο Shifra Schonmann θαη  θεθ.11 ηεο Susan Stinson κειεηνύλ ην ζέαηξν θαη ην 

ρνξό ζηελ πξνζρνιηθή εθπαίδεπζε.   

Ε Schonmann ζην «Fictional worlds and the real world in early childhood drama education» 

κειεηά ηνπο ηξόπνπο, κε ηνπο νπνίνπο ηα παηδηά  αλαπηύζζνπλ ηελ θαηαλόεζε ηεο αηζζεηηθήο 

απόζηαζεο σο κέιε ηνπ θνηλνύ γηα ην ζέαηξν. Ε Schonmann ζέιεη λα δείμεη ην  πώο έξρνληαη  ηα 

παηδηά ζην ζεκείν λα θαηαιάβνπλ ηηο δηαθξίζεηο κεηαμύ  πξαγκαηηθόηεηαο θαη θαληαζίαο θαηά 

ηε δηάξθεηα ηνπ ζεαηξηθνύ έξγνπ.  

Ε Stinson ζην άξζξν «What we teach is who we are: The stories of our lives», πεξηγξάθεη ηελ 

πξνζσπηθή ηεο εκπεηξία, ε νπνία ηελ βνήζεζε λα δηεξεπλήζεη ηη ζεκαίλεη ην λα βνεζάο  ηα 

παηδηά λα θαηαιάβνπλ ηε δηαθνξά αλάκεζα ζηελ απιή θίλεζε θαη ζηε ρνξεπηηθή, ε νπνία 

ραξαθηεξίδεηαη από πιήξε δέζκεπζε θαη  πξόζεζε.  

Γηα ην ηέινο, νη επηκειεηέο ηνπ βηβιίνπ άθεζαλ ην άξζξν ηνπ Peter Webster «Music 

technology and the young child» ν νπνίνο κειεηά  θαηά πόζν κπνξνύλ λα ζπλππάξμνπλ νη λέεο 

ηερλνινγίεο κε ηηο κνληέξλεο παηδαγσγηθέο αληηιήςεηο ζρεηηθά κε ηε δηδαζθαιία ηεο κνπζηθήο 

ζηελ πξνζρνιηθή ειηθία. 

 Ηεληξηθόο άμνλαο πάλσ ζηνλ νπνίν δνκείηαη ην βηβιίν είλαη ε αλαδήηεζε ηεο ζπκβνιήο 

ησλ ηερλώλ σο δηαδηθαζία κάζεζεο ζηελ εθπαίδεπζε. Θεσξεί όηη ε  κάζεζε ησλ ηερλώλ είλαη 

θάηη πην πνιύπινθν από απιή απαζρόιεζε, αηζζεηηθή θαιιηέξγεηα, ή αηνκηθή έθθξαζε. Νηζηεύεη 

όηη νη ηέρλεο, ιεηηνπξγνύλ ζηα παηδηά, σο ν βαζηθόο θνξέαο  πνιηηηζκηθήο κεηάδνζεο θσδίθσλ 

θαη αμηώλ. Δηαπηζηώλεη, όηη απηά καζαίλνπλ λα δηαβάδνπλ, λα γξάθνπλ θαη λα εθθξάδνπλ 
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ζπλαηζζήκαηα, κέζα από ηνπο ζπκβνιηζκνύο ησλ ηερλώλ, απνθηώληαο παξάιιεια  ζπλείδεζε 

θαη ηαπηόηεηα ηνπ εαπηνύ ηνπο θαη ησλ άιισλ.  

Οπλνςίδνληαο, ζα ιέγακε όηη ε ζπκβνιή ηεο ηέρλεο ζηε δσή ηνπ παηδηνύ έρεη θαζνξηζηηθή 

ζεκαζία, γηαηί ην βνεζάεη λα θαηαλνεί έλαλ θόζκν ελειίθσλ, κέζα ζηνλ νπνίν ιεηηνπξγεί θαη 

αλαπηύζζεηαη σο νληόηεηα κε ζπλείδεζε.  

Οε απηό ην ζεκείν απαληάκε θαη ην εξώηεκα πνπ ζέζακε ζηελ αλάιπζε ηνπ ηίηινπ ζρεηηθά 

κε ην θαηά πόζν απηή ε επαθή είλαη ζεκαληηθή θαη θαζνξηζηηθή ζηε δηακόξθσζε ηεο γλώζεο.  

Ε αλάιπζε ηνπ βηβιίνπ επηβεβαηώλεη, επίζεο θαη  ηελ αξρηθή ππόζεζε εξκελείαο καο 

ζρεηηθά κε ηελ αλζξσπνινγηθή πξνζέγγηζε, όζν θαη ηε δηεπηζηεκνληθή εμέηαζε ηνπ ζέκαηνο. 

Ναξαζέηνπκε ηα εμήο ραξαθηεξηζηηθά:  

1. Οηεξίδεηαη ζε επηηόπηα έξεπλα ησλ ίδησλ ησλ ζπγγξαθέσλ.  

2. Αθνινπζεί ηελ πνηνηηθή θαη εξκελεπηηθή πξνζέγγηζε ησλ απνηειεζκάησλ ηεο. 

3. Οηνρεύεη ζηελ ζθαηξηθή αλάδεημε θαη θαηαλόεζε ηνπ ζέκαηνο θαη όρη ζηελ απόδεημε 

θάπνηαο αξρηθήο ππόζεζεο εξκελείαο. 

4. Θέηεη αλαζηνραζηηθά πξνβιεκαηηζκνύο θαη ζθέςεηο γηαηί αλαδεηάεη ηε ζπκκεηνρή ηνπ 

αλαγλώζηε, απνθεύγνληαο έηζη ηε ρξήζε ηνπ σο εγρεηξίδην – απζεληία, ην νπνίν δίλεη 

ζπκβνπιέο γηα «ηδαληθέο ζπληαγέο» κε  «ηέιεηα απνηειέζκαηα». 

5. Σάρλεη ηελ θαιύηεξε εμήγεζε ηεο «ζηηγκήο» θαη απνθεύγεη ζπζηεκαηηθά ηα ζεηηθηζηηθά 

ζπκπεξάζκαηα. 

6. Δηεγείξεη ζπλαηζζεκαηηθά ηνλ αλαγλώζηε, θαζώο δε θάλεη απιή παξάζεζε νλνκάησλ 

θαη ζεσξηώλ αιιά αληίζεηα, ηα ρξεζηκνπνηεί γηα λα εληζρύζεη ηνλ έληνλα 

απηναλαθνξηθό ιόγν ηνπ ζπγγξαθέα, δίλνληαο θαη ην απαξαίηεην επηζηεκνληθό 

πξνθίι ηεο γξαθήο. 

7. Έρεη εζσηεξηθή ζύλδεζε θαη ζπλνρή ησλ πεξηερνκέλσλ ηνπ κε λνεκαηηθέο γέθπξεο. 

8. Γκβαζύλεη πάλσ ζην ζέκα πνιύπιεπξα θαη ζθαηξηθά, αθνύ ε θάζε κειέηε ζπκπιεξώλεη 

ηελ πξνεγνύκελε, δίλνληαο κηα λέα νπηηθή θαη εξκελεία, ρσξίο λα γεληθεύεη.  

9. Ναξνπζηάδεη όιεο ηηο ηέρλεο, ρσξίο λα μερλά ηηο λέεο ηερλνινγίεο, νη νπνίεο έρνπλ 

εηζρσξήζεη δπλακηθά ηα ηειεπηαία ρξόληα ζηελ εθπαίδεπζε. 

10. Λεθεύγεη από ηνλ θιαζηθό κνπζηθνινγηθό πξνζαλαηνιηζκό ησλ Ναηδαγσγηθώλ 

απνθεύγνληαο ζεηηθηζηηθά ζρέδηα κνπζηθήο δηδαζθαιίαο.  

11. Ηάλεη ιόγν γηα informal κάζεζε θαη ζθηαγξαθεί ην θνηλσληθό - πνιηηηζκηθό ηεο πιαίζην.  

12. Πέινο, δηεπξύλεη ηνλ όξν ηέρλε (art), θαη κε ην performing art. Έηζη, δίπια ζηε ινγνηερλία, 

ηελ  πνίεζε θαη ηε δσγξαθηθή ηνπνζεηεί ην ρνξό, ην ζέαηξν, ηε κνπζηθή, ηζόηηκα. 

Ηιείλνληαο ηελ παξνπζίαζε ηνπ βηβιίνπ ζα ήζεια λα θαηαζέζσ ηελ πξνζσπηθή κνπ 

άπνςε γηα ηε ζεκαληηθόηεηα ηνπ, θαζώο κε έβαιε ζε έλα λέν δεκηνπξγηθό θαη θξηηηθό ηξόπν 
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ζθέςεο, θαλεξώλνληάο κνπ πξάγκαηα πνπ κέρξη ρζεο δελ παξαηεξνύζα ή πνπ ζεσξνύζα 

απηνλόεηα. Πν απνηέιεζκα είλαη εληππσζηαθό, θαζώο κνπ δεκηνύξγεζε κηα λέα νπηηθή, ε νπνία 

είλαη ηθαλή λα παξαηεξεί, λα ζπλζέηεη θαη λα αλαιύεη ζε βάζνο, θαηαθηώληαο ζηαδηαθά  λέα  

παηδαγσγηθά εξγαιεία, ηα νπνία απνξξένπλ, ηόζν κέζα από εκπεηξία, όζν θαη κέζα από 

επηζηεκνληθή παξαηήξεζε θαη γλώζε.  

Πν ζπζηήλσ αλεπηθύιαθηα ζε όινπο ηνπο εθπαηδεπηηθνύο, νη νπνίνη ζέινπλ λα 

απαληήζνπλ ζε εξσηήκαηα ή λα δεκηνπξγήζνπλ θαηλνύξηα, αθνύ κέζα από ηνλ αλαζηνραζκό 

θαη ηε ζπλερή αλαδήηεζε, ε παηδαγσγηθή ζεσξία θαη πξάμε βξίζθνπλ λένπο ηξόπνπο εξκελείαο 

θαη  έθθξαζεο.  

 

EΘΓΚΑ ΑΚΔΞΓΜΡ 

ΙΜΡΟΖΗΜΘΜΓΜΟ, ΓΗΝΑΖΔΓΡΠΖΗΜΟ ΙΜΡΟΖΗΕΟ ΑΓΤΓΕΟ ΝΓ.16.01 

H Έιελα Αλδξένπ είλαη κνπζηθνιόγνο θαη εξγάδεηαη σο εθπαηδεπηηθόο κνπζηθήο αγσγήο 

ΝΓ16.01 ζηελ πξσηνβάζκηα εθπαίδεπζε.  Γίλαη αξηζηνύρνο ηνπ ηκήκαηνο Ινπζηθώλ Οπνπδώλ 

ηεο Φηινζνθηθήο Ορνιήο ηνπ Ναλεπηζηεκίνπ Αζελώλ κε  κεηαπηπρηαθέο ζπνπδέο ζηε 

«Ινπζηθή Ηνπιηνύξα θαη Γπηθνηλσλία: Αλζξσπνινγηθέο θαη Γπηθνηλσληαθέο Νξνζεγγίζεηο» 

ησλ ηκεκάησλ Ινπζηθώλ Οπνπδώλ θαη Γπηθνηλσλίαο θαη Ιέζσλ Ιαδηθήο Γλεκέξσζεο ηνπ 

ίδηνπ Ναλεπηζηεκίνπ. Γπίζεο, είλαη πηπρηνύρνο ηνπ Ιεηαπηπρηαθνύ Νξνγξάκκαηνο Οπνπδώλ: 

«Ινληέια Ορεδηαζκνύ θαη Αλάπηπμεο Γθπαηδεπηηθώλ Ινλάδσλ» κε θαηεύζπλζε «Δηαρείξηζε 

θαη Αμηνιόγεζε Γθπαηδεπηηθώλ Ινλάδσλ», ηνπ Πκήκαηνο Γπηζηεκώλ ηεο Νξνζρνιηθήο 

Αγσγήο θαη ηνπ Γθπαηδεπηηθνύ Ορεδηαζκνύ, ηνπ Ναλεπηζηεκίνπ Αηγαίνπ. Γίλαη θάηνρνο 

δηπιώκαηνο πηάλνπ θαη πηπρίσλ αλώηεξσλ ζεσξεηηθώλ ηεο κνπζηθήο. Γπηκνξθώζεθε ζε 

παηδαγσγηθά πξνγξάκκαηα θαη θαηλνηόκεο δξάζεηο ηνπ Ρ.Ν.Γ.Ν.Θ., ηα κνπζηθνπαηδαγσγηθά 

ζπζηήκαηα Carl Orff – Dalcroze,  ην πξόγξακκα «Ιειίλα: Γθπαίδεπζε - Ννιηηηζκόο» θαη ζε 

ζέκαηα Έληαμεο Ναηδηώλ κε Γηδηθέο Αλάγθεο ζηε γεληθή εθπαίδεπζε από ην ηκήκα 

Γθπαίδεπζεο θαη Αγσγήο ζηελ Νξνζρνιηθή Ειηθία ηνπ Ναλεπηζηεκίνπ Αζελώλ. Ναξάιιεια,  

επηκνξθώζεθε ζηε δηεπηζηεκνληθή θαη δηαζεκαηηθή πξνζέγγηζε ηεο κνπζηθήο δηδαζθαιίαο,  

θαζώο θαη ηε ζύλδεζή ηεο κε ηε ρξήζε Κέσλ Περλνινγηώλ από ην  Ναηδαγσγηθό Πκήκα 

Δεκνηηθήο Γθπαίδεπζεο Αζελώλ. Έρεη ιάβεη κέξνο ζηελ πινπνίεζε επξσπατθώλ 

πξνγξακκάησλ (Οσθξάηεο / Comenius). Γίλαη κέινο ηεο ζπληαθηηθήο νκάδαο ηνπ πεξηνδηθνύ 

Ινπζηθή ζε Νξώηε Βαζκίδα ηεο Γ.Γ.Ι.Α.Ν.Γ (Έλσζεο Γθπαηδεπηηθώλ Ινπζηθήο Αγσγήο 

Νξσηνβάζκηαο Γθπαίδεπζεο).  
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