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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
fopics atf 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.

Qur 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
infegration, including the curriculum, the institutional structures, and some of the
characteristics and background of the project coordinator. As a result, she identfifies
some characteristics that are important to arts integration such as (i) going beyond the
traditional disciplinary knowledge to creatively reflect ownership and personal
commitments; (i) being able to listen to others and to collaborate in what | 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 moftivated 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.

Cenftral technical concepts in harmonic theory are considered in the light of this

gvﬁ lewic Joursil of Music, Education and Culture
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philosophic idea, and the work of various theorists is cited in support of it, including

Zuckerkandl, Schénberg, 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, enfitled “Fostering
Creative Thinking - What do Primary Teachers Recommend?2”, 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 ftraits of the creative student, and (3)
characteristics of the creative environment. The conclusion is that primary feachers 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

[3]
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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
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in a School Setting

LIORA BRESLER

UNIVERSITY OF ILLINOIS, URBANA, USA
liora@illinois.edu

ABSTRACT | 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; (i) 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, [ suggest, constitute educational entrepreneurship,
with an emphasis on the social and the intellectual.

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

The Case: Arts Integration into Academic Disciplines

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

" </He)MEC
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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. [ spent in the school 3 days, with approximately 12 hours of field-work each day. 1
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 Arts Integration Program

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

«/He)MEC
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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 7he 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 1I 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

«/He)MEC
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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.

«/He)MEC
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The Music Teacher as a Key Player

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).!

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, [ 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

! 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).

«/He)MEC
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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.

Teachers’ Incentives, Rewards, and Transformations

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.

Integration as an Instance of Educational Entrepreneurship

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

[10]
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entrepreneurs. 1 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.

Educational Entrepreneurship and its Root in Social Entrepreneurship

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), 1
realized that where they were successful, they entailed an entrepreneurial style and qualities®>. 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.

The Context of Schooling: Two Dialectical Forces

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) [ have examined the ways in which music provide rich
and powerful models for perception, conceptualization, and engagement for both makers and viewers.
[ 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.

Experiential Learning, and Taking Risks

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.

Collaboration: Establishing Transformative Practice Zones

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, [ 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,

"o

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
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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.

Educational Entrepreneurship as a Mutual Shaping Endeavor

[ 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. [ 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 [ 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.
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ABSTRACT | 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, Schénberg, 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.

1. Harmony and the Primal Opposites

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 Zuckerkand! from 7he 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 Wel/l-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 opposite.

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 pattern.

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.

! 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,
Zuckerkand!.

? 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 world®. 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, 7he 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)

? This, mutatis mutandis, was the medieval conception of music within the academic curriculum.
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2. “The Resolution of Conflict”

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 enerqy 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.

(Ranaall, 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 9"—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 9" moving to a dissonant 11"which 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.

3.Some Words from Schenker, Schonberg, and Toch

In a moment, I will look at three of the 20" 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, Schonberg, 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”:

[ 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) Schonberg nevertheless agreed with his Viennese compatriot and near-contemporary “on
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 energles. Into life itself where there are such energies, such
struggles — that is the direction instruction should take.

(Schénberg, 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 Schénberg 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 (7erz) becomes the root (wenn Zwei
sich streiten, freut sich der Dritte—when two parties quarrel, the third rejoices), that one goes to IIL.
And something similar takes place if the fourth (the root) does not give in. Then after I comes IV or VL
In these three cases both of the struggling chord tones in fact succumb. In Il gis only the third, in IV
and VI cis 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(Schénberg, 1983, p. 77).

Cool Positivists, and even cooler Post-Modernists, might easily have a field-day sniping at such
writing. Yet Schénberg was arguably the most effective teacher of harmony in the 20" 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. Schonberg 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

* 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.”(Schénberg,
1995)

Ernest Toch, the youngest of the three Viennese theorists considered here®, 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 7he 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:
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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, Schénberg 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 7he Merchant of Venice:

The man that hath no music in himself.
Nor is not mov'd with concord of sweet sounds,
s fit for treasons, stratagems, and spoils,

> Born in 1887, he was 13 years younger than Schénberg, 19 years younger than Schenker.
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The motions of his spirit are aull as night,
And his affections dark as EFrebus:
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 re/ation, 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—a// 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?

4, Chopin lllustrates the Relation of Harmony and Melody

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 Zuckerkand! 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 7he 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 destinjes.

(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 19" 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:
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In an essay in the form of fifteen questions—"Is Beauty the Making One of Opposites"—which
appeared in 7The Journal of Aesthetics and Art Criticism in 1955, Eli Siegel asked about “Depth and
Surface."(Siegel, 1955)

[s painting, like art itselt, a presentation of the ‘on top,” obvious, immediate?—and
is it also a presentation of what s 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.
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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 meet®. 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.”

® 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:
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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?

5. Stravinsky, Ellington, and the Oneness of Art and Life

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 world’.

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.

[ 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?

“Tthink 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 music®

’ From the author’s notes.
® This discussion was transcribed by the author from a tape-recording.
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[ 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, 7he 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:
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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 a/so 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 aily, 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 chord®.

Now let us turn to Ellington and yet another “modern” presentation of harmony as the oneness
of unity and diversity. 7he Mooche of 1940 opens with this 8-bar phrase:
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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.)

? 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?

Ex.9 Fundamental Outline

£ ‘ v ) ..-’\‘
D)

= SDERE
DAL —— S "
-

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, Se/f 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.

6. Concluding with Monteverdi

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 1
consider myselt, 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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ABSTRACT | 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 (Zanden, 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, 1
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 lifeé 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 *“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 — 7he Origin of

! 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"’. Consequently the set of “I-cans” can for example be constituted of: 7 can express myself through
music, [ can compose, [ can make music, and [ 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 *(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, Varkey, 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 sty/e 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.

? 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).

?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.

Conceptual
-non-

conceptual
world

Musical dwelling

Acoustics

Tension

Existence
Structure

Body

Emotions

expressed and'e *d and discovered

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 [ 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.

& He)MEC

[41]



HeJMEC Vol. 2| Assessment of musical knowledge from a life-world-phenomenological perspective

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 world*.

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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National

Gap "style”
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Gap

{ equivalent assessment rests on on differences

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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ABSTRACT | 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

1. INTRODUCTION

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.

1.1 Creative Thinking and Creative Potential

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 "...7o 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”

(GP 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).

1.2 The Role of Teachers

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 (GP],
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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2. METHOD

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

u"

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).

2.1 Participants and Procedure

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. 7hematic 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
Age 20-30
31-40
41-50
Years of experience 0-5

6-10

MNlUT|o0 |~ [0 |O
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11-15
16-20
21-
Additional studies None
2" degree
Two-year in-service training
Master
Ph.D.

WO U~ [O ([N |[uUT U

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.

2.2 Limitations

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.

2.3 Results

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
colourtul 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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SR Recommendations

on

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, “/
think that there is no systematic training in creativity. Therefore, our knowledge about creativity remains
a personal search... There is no well-organiseq, official training in it. In my opinion, what we really need
/s 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 enerqy 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 sufter 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 “.../f 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):

[ would ask students first! What do they want their school to be like? They may
respond that they want it “to be more colourtul’, 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

n!

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.

3. DISCUSSION

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 curriculurm’, 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.

3.1 The “Missing” Recommendations

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 [ 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 1 do wnintentionally 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

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.

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.
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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.

4. CONCLUSIONS AND FUTURE WORK

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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NEPIAHWH | YUyXPOVEC £PEVVEC, OXETIKEC UE TNV QVATTTLEN EVOC LOVTEAOL TIOU X(POPK OTO
(PUAETIKO aTepeoTLTIO (Deaux & Lewis, 1984; Martin, 1989, 1993; Wood& Little, 1990),
UTIOOTNPEICOLY OTL PEXPL TNV NAKIC TWV 8 ETWV Ta TTAUSIE SLAXPOPPUIVOLV TIC AVTIANWPELS TOUG
YLO TIG ETIAOYEC Kall TIG SpaaTNPLOTNTEC TOVG We BGan To pUA0. H SleBvng BiAloypapia kot n
KoONUePLVT eKTIAUSEUTIKT uTtelplor xeL Seléel OTL TO Ox0Aelo e§akoAovBEel va Ttallel eva
ONUOVTIKO POAO 0TI SLASIKAGIEG avamapaywyne TOL (PUAETIKOU OTEPEOTUTIOU, N OTIO(X
EVIOXVETAL OTTO TOUC POAOUC TIOU SLOOPAUOTICEL OXL LOVO N OLKOYEVELD OAAX KOl TO TIOALTIOUIKO
- OLKOVOULIKO TIAQICLO TNG KOWOTNTOC. H ouyKeKpLUEVN epeuva xpnoluotioinoe Setypor 102
HoONTWY NG TpWToRABUIaG ekTialdevong, NAKIC 9-12 eTwV TIAPOUTLX(OVTOC TTUPAYOVTEQ
TIOU ETINPEEGCOLV TIC TIPOTIUNTELC KOL TIC ETIAOYEC TOUC OTNV JOUCIKN eKTtatdevon.
ETtimpooBeta, KaBwe n M@ WE TN HOUCLKN OO UKpN NAKIa elvot KaBopLOTIKA aKOUO KAl YL
TIC OUOLKEC TIPOTIUNTELC TOUC WC EVAALKEC, TOOO T GKOUOUOTA 000 Kol N (dlo n
TIPOOWTIKOTNTA TOU EKTIAUSEVTIKOU OVOIKAC aywyNng QAtVeETaL TIwg emnped(OLV T Oxeon

TWV HOBNTWV LE TO OUYKEKPLUEVO (60C TEXVNC.

AEEEIC - KAEISIa: OO, HOLOIKN EKTTAISELON, OTLA, HOLOIKO OPYAVO, EKTTAIGELTIKOG
HWOLOIKAG, HOVLOIKEG TTOOTIUNCEIG

l. EIZATQrH

la. Alatonwon Epguvntikwv MpofAnpatiopwy Kat ZToxwv

H «avtidpoaon» otor HOLOIKG €peblopaTor KOAUTITEL eva €UPU PACUX TNG ovBPWTILVNG
euTtelplac. Mt auTod Ko SV EKTIANOCEL N SLoTioTWaN OTL N HEAETN TWV AVTIOPATEWY T€ QUTA KO N
SLOPPWON TWV HOUCIKWY TIPOTIUNTEWY BplokovTal SIGOTapTeC avapeoa o Slapopa Tedla
™C PuxoAoylag, NG HOUCIKNG Kal TNG eKTaldgLanc.

To B¢pa TNC ovopaolog TwY HOVOIKWY OTUA Kal n €TAOYH TOUCG, Ol TIPOTIUNCELS TWV
LOONTWY OXETIKA UE TA POUCIKA OPYOVQ, Ol ETIAOYEC LOUOIKWY OPAOTNPIOTATWY HECH KL £€w
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oo TNV TEEN OAAK OKOUOL KAl OL ETIPPOEC, TOL EUPVUTEPOU KOWVWVIKOU TIEQIBAAAOVTOC ATTOTEAOUV
ONMOVTIKA {NTARATA TOCO OTNV £PELVA TWV HOVCIKWY TIPOTIUNoewV (Rawlings & Ciancarelli, 1997;
Hargreaves et.al, 1995) 6co kot atn ouykekplpévn. O Kohlberg (1966) Bewpel OTL CUYKEKPLUEVEQ
a€leq pmopovv va TpoadloplaTovy amd TNV TOVTOTNTA TOU PUAOL, SNAdH TNV AUTO-EVTOEN TWV
TSIV 0TNV KATNyopla «ayopl» 1 «kopltolr, n omola amoTeAel Kot TO BaOIKO KPLTIKO OTOLXElD
0pPYOVWONG TWV OTAOEWY TOU OTEVAVTL 0TO POAO TwV SUO @UAWV. AUTA N TOLTOTNTA TOU
(PUAOL Elval TO OMOTEAEOUA LI POOIKNG YWWOTIKAG KPIoNG TIOU CUVTEAETOL O TIPWILUN
oVamTLELOKT PAan KoBWE N Pacikn owTokaTnyoplotoinan koBopllel kat Ti¢ Baoikeg aflec. AT
TN OTyun Tou To Toudl KaTnyopLoTolel Tov eauTO TOU W¢ ayopt N Kopltal, agloloyel BeTik&
QVTIKEIUEVO KO EVEPYELEC TTOL £XOLV OXECN LE TO SIKO TOU (PUAO

2TN OUYKEKPLUEVN EPELVAl O TIAPAYOVTAG (PUAO ATOTEAECE TN BAOIK TIAPAUETPO N OTTOla KAl
KoBOPLoE TIC amMOWYELC Kal TG OTAOEC TWV HOBNTWVY oITeEVAVTL TN UOUOIK (KoBwe To Troudt
SnUovVPYEL Ao POVO Tou TIC SIKEG Tou O&lEC Yot TO POAO TwV PUAWY, OTa Al o
KOWWVIKAC SoUnC TIou eLvoel Ta oTepedTUTIAL). H SIOPOPETIKY OVTILETWTIION TWY EPEVVNTIKWV
LOC TIOPAUETPWY OO Tor SUO PUAX Elval Kat EKelvn TTdvw oTnv ottolar BaotleTal TN €pELVA UOC.

Mop&yovTeC OTIWC N YOVEKA emtidpacn e BAon TO QUAO, TO HOPPWTIKO eTTESO TWV
YOVEWV TWV TIAUOLWY OAAX KO N TIOAITIOULKT OTHOTPAIPO TOL OLKOYEVEIOKOU TOUC TIEPIBAANOVTOC
OTIOTEAOUV  €DELVNTIKOUCG OEOVEC OXETIKA HE TO KOTO TIOOO HTOPOUV VA ETINPEACOLV TIG
TIPOTIUNCELG KOL TIC ETUAOYEC TWV TOUSWY. TO (PUAETIKO TPOTUTIO KOBE yovea QaiveTol TIwG
TIPooSIoploel TOOO TNV EVTOON TWV PNOSOEIWY OO0 KO TWV ETUSIWEEWY TWV HoBNTWY, KoBwC
OUOXETI(ETAL PE TIG EVOPPUVOELC TIOU SEXETAL TO TIoUSE OXETIKA LE TNV ETIAOYH OPYAVOU, T
LOVOIKA €peBlopaTal OAAK KO TIG ETIPPOEC OXETIKA PE TO T ETTAYYEAUX Bal SIoAEEEL 2TOXO TNC
£peuVOC amOoTEAEL eTtiong, N SlepevNon TOU KATA TTOCO TO €VPUVTEPO KOWWVIKO TOUC TIEQIBOAAOV
(adeA@L, piAol) emtnpealoLV AYOTEPO N TIEPIOTOTEPO TIC ETIAOYEC KOL TIPOTIMNCELG TWV TSIV,
JNUOVTIKA  EPEVLVNTIKI TIKPAUETPO OTNV  EPELVA LOC OTOTEAEL TO @UAO Tou (Slov  Tou
EKTIAUOEVTIKOV, F&ON TOL OTIOIOV EPELVATAL N CLLBOAN TOL OTN SLPOPPEWON TWV TIPOTIUNTEWY
Twv Slwv Twv poBnTwy. Emmpoobeta, ol eEWOXOMKES HOUCIKEG SPAOCTNPLOTNTEG UTTOPOUV VXX
OTIOTEAETOUV TUOBOVEC HETAPBANTEC, OXETIKEG HE TIG SNAWOELG TWV HOUCIKWY TOUC TTPOTIUATEWV.

TeAog, TPOBEON TNG €PEVVATPLAG/CUYYPAPEWS OTIOTEAEL N CUYKPLON TWV €UPNUATWY TNG
EPEVVOC HE TOV HEYAAO OYKO EPELVNTIKWV EUPNUATWY TIOU TIPOEKUPAV OTIO OXETIKEG LUEAETEC OF
OUTIKEC XWPEC TIOU €XOUME NON TOPOOETEl, £TOL WOTE VA UTIOPOUV Vo KaBoplaBouv TBavEC
TIOATIOUIKEC SIAPOPEC OTOV TPOTIO TIOV AELTOUPYOLV Ol TIPOVAPEPOElTEC LETABANTEC.

IB. BiBAoypagiki Emokomnnon

H HOUOIKN) CUUBGAAEL OTNV OAOTTAELPN AVATITUEN TOL TIASLOU KOXBWC, OO TNV TIPOCXOAKN
NAio, N avaykn v SoOUNUEVN KOl CWOTA TIPOYPOUUOTIOUEVN EKTIASELON EVIOXVETAL UECW
oUTAG. H pouokh oywyr) amoTeAel ovamOCTIOOTO HEPOG KAOE KATOANAX  SIOUOPPWHEVOL

1 i i . i . i o i i . .

H ouykekpiuevn Bean Boolletat 0tn Bewpla TNC «YVWOTIKNAG OVATTTUENG», VW GAAEC Bewpleg uTtoaTnPiloLy OTL AUTEC
Ol aleC OTOKTWVTOL HE TNV E0WTEPIKEVAN TWV EEWTEPIKWY TIOATIOUIKWY &Ly, a8 piar Sladikaola Ttou amautel oe
pey&Ao BaBuo TIpOTOpUOYN.
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TIPOYPOUHOTOC ekTiatdeuONG, YO, €KTOC amO TOUC EKTIAUOEUTIKOUG OTOXOUC ETIITLUYXAVOVTOL

OTOXOL TIOU EXOUV VX KAVOLV LE BACIKOUC TIOATIOUIKOUC TIAPAYOVTEC EVIOXUOVTOC TNV EKPPOON

KO TNV €TKOVWVia, TNV euotabnaotor Kot TNV IKavOTNTO Yl TNV aaBnTIKNA ekTipnon (Zépyn, 1995;

2003)

Ot Swanwick (1979), Reimer (1989) kat Plummeridge (1991) exouv umootnpi&el amo oAU
vwplc OTL N HoVOLKN ekTtaideuon eTUOP& BETIK& TNV EUTIESWON KAL TWV GAAWY LaBONUATWY Tou
QVOAVTIKOU TIPOYPAUUATOC (IOLUTEPOL OOWV EXOLV VO KAVOLV LE TNV EKQEOAN, TN YAWOOO KOl TN
AoyoTexvia). H evaoxoAnon e TN HOUCIKN KOl N avATITUEN CLYKEKPIUEVWY OEELOTATWY HECW
oVTAG BonB& Wialtepar T ayopLa Vo EEQUYOUV OO TO UECO OPO, VA ETIKOWVWVITOLV KOAUTEP
KO TTOUPOAANAQL VO EKPEOTTOUV. TG TIEPIOTOTEPEC (POPEC UGALOTO N LOVCIKI EKTTOUSEVON OTOTEAEL
YLt TOUG HOBNTEC TOV KAAUTEPO CUVOETIKO KPLKO Y TNV KATAvONON TIAVOVEpWTIVWY OELWV.
Ertiong, ot Abeles kat Porter (1978) og €épeuva Toug vTTOaTNPICOUVV OTL N ETUAOYH HOUGIKOU 0pYAVOU
e Bdon To PUAO Eekvd RSN oMo TO vNTIOyWYED?. STV TTPWTORABUI EKTIOHSEVON, OXETIKEC
gpevvec (Green, 1997; Charles, 2004) Seixvouv T To PUAO etNPeEl oyOPLO KO KOPITOLON GKOUO
KO OTOV OUVOETOLV HOVOLKA KBWC N SIPOPETIK QVTILETWTILON TIPOadlopldeTal omd ToV TPOTIO
TIOU OPYQVWVOVTOL OTAV CUVOETOLV HOUCIKN E(TE OUOOIKK €(TE QTOUIKE, OO TOV TPOTIO TIOU
ouvepyalovTal, Qo TOV TEOTO TIOU NXOYPOUPOUV TN HOUCIKN TOUC, auTooxedladlouv N
EVOPXNOTPWVOLV TIPWTOTUTIEC OULVOEDEIC PE T HOUOIK& Toug Opyava. H 2toauou (2006,)
ONMELWVEL OTL TTOPA TOV HEYGAO QPLBUO EPELVNTIKWVY PEAETWY SLEBVWC, 0TO BEPAl TWV HOUTIKWY
TIPOTIUNTEWY, TAX EUPAUOTA Elval TTIOKIAX KABWE TTaPATNPOUVTAL SIXPOPEC AVAUETN OTN UETENON
TWV OTAOEWY Kol TN PETPNON TwV TPoTwnoswy (Wapnick, 1976; Noll & Scannell, 1972). e
EUOLOKPLTEC OKLOYPAPNTELG TWV OTACEWY TWV TIAUOLWY OTIEVAVTL OE HOVOIKEC SPACTNELOTNTEC
OTIWG: TO TPAYOLSL, N aKPOAEN, N Klvnan Kat oL SpaaTNEIOTNTEG HECHK OO TO TtouyVidL, Baon Tou
(PUAOL Ko BOOn TWV EKTINTEWV IOV Elxav T (Slal Yot SpaaTtnPLOTNTEG EKTOC OXOMKNG HOVASOC
Kol oL oTtotec emnpeadav TNV &moyn Tov ElX0V VI TN UOUCLKN, €0TIACEL PE EPELVA TNC KAL N
Temmerman (2000). Ot Harrison kot O'Neill (2003), €TAEyOVTAC KOl EKEVOL TO XWPO TNC
TIPWTORABULOG HOUCIKAG EKTIOSELONC VI TNV £PELVA TOUCS EPELVNOOV TIC  TIPOTIUACELC TWV
LOBNTWV Y TNV ETUAOYH HOUCIKOU 0pYy&vVOoU HE BACN TO PUAO KXTOANYOVTOC O EVOLAPEPOVTO
OUUTIEPACUOTO OXETIKA E TIG ATTOWELG TWV HOBNTWY Yot TOUC (SLoVg TOUC CUPMOBNTEC TOUC Kal
TIC ETHAOYEC TOUG. T OTIOTEAECLOTOL TNG EPEVLVAG ESEIEQV OTL T TIAUSIA E ETITUX O AVOyVWPLOOV
TO OVOUX TOU K&BE 0pyAVOoU, VW Ol ETHAOYEC TOUCG EYLVAV PG HE BAaN TO PUAO TOUC AKOUX
OHWC KOl TO TIOOOOTO TWV KOPITOWWV (66%) Tou Ba eTeAeye Vol HGBOEL KATIOLO «OpYOvVO YL
ayOpLon, Kotd BAO0C elye RSN AELONOYAOEL TO CUYKEKPIIEVO GPYAVO WC «OPYOVO VIO OyOPLon”.

? Tt AMOTENETPOTO TWV EPELVLIV ESEEQV OTL HETX QMO ELKOVEC KOl NXNTIK& AKOVOUOTX 8 SIPOPETIKWV OPYAVWV Ol
HIKpOL poBNnTég (NAKiog 3-5 €Twv) eKSNAWOQY TIC TIPOTIUNTELC TOUG KATNYOPLOTIOWWVTOC TA OE HOUOIKA OPYoVOL YL
KOPITOLX ((PAGOUTO, BLOA, KAXPLVETO, THLAVO) KO LOVTIK& OPYOVOL VIt AyOPLX (TPOUTIOVL, TPOUTIETY, VTPOHG, TOEOPWVO).
? 01 epeuvnTéc Bewpnoav OTL EAGXLOTO EVPNUATA EXOLV AVAKOWWOEL aTd OXETIKEG £pLVEC. H €pguva Toug a€loToinae
TO YEYOVOC, OUUPWVO HE TNV &TToYr TOuc, OTL T TTEOTUTIA TWV TIASIWY OXETIK& UE TNV TPOTIUNON OTA HOVOIKK
opyava SeV €XOLV SIAPOPPWOEl EeKABaPQ, KATL TTOU &€ GUUBAIVEL YL TIOXPASELYUX LE TA TIAUSIKA TIAUX VIS (KOUKAEQ
VIO TO KOPITOLO, oUTOKIVNTO ylo T aydpLay).

! Ta EUPNHOTO TNG €PELVAG PAVNKOV VO TALPLACOUV HE EVPMUATO KoL GAAWY EPELVWV TIOU €lxav TtponynBel ato
TIPEABOV YL SIPOPETIKA NAKLaK G eTtitedar (O'Neil & Boulton, 1996; Abeles & Porter, 1978; Grisword & Chroback, 1981)
Ko €6lVaY TIC (SlEC OTEPEOTUTIEC OTIAV TN TELC,
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Moplopota epeuvwv (Acker, 1994; Associated Board of the Royal Schools of Music, 1994,
Green, 1993;) yla To NAKKLIOKO eTtimedo twv 12-14 eTwv, unoypopupidouvy To yeyovoc Tng ladtepng
TIPOROANG aYOPLWV, LECO OTN OXOAIKN KOWOTNTX, TIOLU OOXOAOVVTAL UE TN HOVOIKA TadlovTag o
OUGOEC I aTOUIKA. ATIO TNV GAAN, Ta Kopltalx TG (Slag NAKIOG patveTol Vo Tt KATOUPEPVOUV
KOAUTEPO O OTL EXEL VO KAVEL PE TNV €€ETOON TWV HOUCIKWY poBnuatwv5 (Agak, 2002;
Department for Education and Skills, 1991). H Green (1997)6, o€ €peLV& TNG OXETIKA HE TIC OUOIKEC
TIPOTIMNCEL OXYOPLWVY KAl KOPLTOLWY 0T SeuTEPORABOULa ekTtaldeLON aVaPEPEL OTL T KOPITOlX
EKONAWVOUV LEYOAUTEPO EVOLOPEPOV KOl CUUMETEXOLV HE ETUTUXION OE SPAOTNEIOTNTEC OXETIKEC
LE TO TPOyOUdL Kal TNV EPUNVELD, TNV KAXOOIKA HOUCIKI KOl TN MOUGCIKA UEAETN O avTIapaBeon
LE TO ayOpLa TIOV ETIAEYOLV SPACTNPLOTNTEC OXETIKEC WE TN CUVOEDN KOl TOV QUTOOXESIOOUOT.
Mpoopatn epsuvar Twv Sheldon kat Price (2005), €€l TNV ETUAEKTIKI OVTILETWTILON OXYOPLIV KOL
KOPLTOWWV TNC ETIAOYNC 0pYAVoL LE BAon TO @UAOS. TIC TIPOTIUNTELG TWV LoBNTWV PE Baon To
(PUAO OXETIKA HE TNV ETIAOYN TOL OPYAVOL PAIVETAL V& CUUMEPIOVTOL TIXPOAAANACL KOl OL YOVELC
Touc (Delzell, Leppla, 1992), ot omolol @alveTal var eVioXVoLY TIC ETHAOYEC TOUC. Tn ONUAVTIKN
OLUPOAN TOU KOWWVIKOU KOl TIOAITIOMIKOU  TIEPIBGAAOVTOC €XOUV  LTIOYPOUUICEL  OIPKETEC
TOTIOBETATELG TIOU apOPOLVV 0TN SIOXTKOAIr OAAK Kol aTNV SLadIkaola eKUGBNoNg TNG MOVOLKAC
(Elliott, 1995; Jorgensen, 2003; Merriam, 1964; Small, 1977), B&on tng enidpaong Tou pUAOL Kal Tou
TIOATIOUIKOU TIAXIOIOU OTO OTIolo  eVT&OOeTal O HoBNTNC. EWOIKOTEPOr 0 BUOTA UOVOIKNC
ekmtaddevong o Magne Espeland (1992) amodidel TOPACTATIKA TNV EUTIAOKNA TNG HOLCIKNG ot (wn
TWV HOBNTWV HE VA TPYWVO, OTNV KOPUEN TOU 0Ttolov BploKeTal N HOVCIKY) W TEXVN HE KEOVEC,
oo TN M, TO TAXOIO TNC MOVOIKAC EKTIAOELONG KoL, oo TNV OAAN, TNV KOWwVIa PE Tov
TIOAMTIOPO. ApkeTol epeuvntec (Barton, 2004; Campbell, 1992; Green, 1988; Harrison, 2003; Nettl,
1998; Shepard and Wicke, 1997) exouv €0TIQOEL TNV £PEVVA TOUC OTNV ETIOPOON KOWWVIKWY KL
TIOMTIOTIKWY TIOPOUETPWY E OKOTIO TNV EKUAEVON XPNCUWY CUUTIEPACUATWY YL TO (PUAO Kal
™ povaotkn ekmaddevuan. Ot Rentfrow kou Gosling (2003) 0 OXETIKN €pELVAL TIOU CUUTIEPLEACRE €L
LEAETEC, TTPOCTIAONCOY VA SIEPELVACOLY TN OXEON HETAED TWV HOUOIKWY TIPOTIUNCEWY KAl TNG
OTOHIKNG TIPOOWTIKOTNTOC KOBWC N HOVOIKA QalveTal TIwe eMnpedlel O PeyodAo BoBud tnv
KoBnuepvr (wn Kol TIC SpaaTNPIOTNTEC TNC. TOr ELPAHOTA TNC £PELVAC SELEXV OTL Ol LOUOCIKEC
TIPOTIUNTELG SLUOPPUIVOLY OE LEYOAO BoBUO Kot TNV Gmon TIoU PTOPEL Vo EXEL KATIOLOC YL
EVav GANO, elTe pe Baan To @UAO elTe pe BAon TN YEWYPAPIKH TIEPLOXT OTIO TNV oTtola PUTToPEl vat
TIPOEPXETAL.

Y€ EPELVAl IOV TIPAYUOTOTIOINBNKE amo Tov Button (2006), 0TOX0 amoTeAece n Slepevvnon

TWV HOVOKWY vTIANPEWY TWV HoBNTWY PE BAan To QUAO 0AAX KOl KT TTOOO (PaUVETOL VX
eTNPEACEL TO PUAO TIC YEVIKOTEPEC EKTIUNTELG KO ETIAOYEC TOUC OTN MOVCIKN. 2TN Slar €pevva,

> Xwplc OHWE Vo UTIAPXOLY MOSEIEELC UETW HETPAOEWY VIO TNV UTIEPOXA TOUC OF HOUOIKEC, IKOVOTNTEC.

® H (St padveton va ovpgpwvel pe Toug Comber, Hargreaves kot Colley OXeTIKG pe TIC TIPOTIUATELC TWV
QYOPLIV OF BELATA LIOVTIKNC TEXVOAOYLAC,

73TV (Star épeuvar LTIOYPOULIZETOL TO YEYOVAC OTL T KOPLTOLO XOPOKTNPILOVTAL OO ETIHOVH OTN HEAETN TOU OPYAVOU
EVW TO PETIEPTOPLO TOUC TIEPIAOUBAVEL SIPOPX EIEN LOVTIKNG KL OTUA OO EKEVA TWV QyOPLUIV.

. H ETUKPATNON TNG TPOTINGNG, OO TIAEUPAC TWV KOPLTOLWY, TWV TIVEUOTWY HE HOAOKSO NXOXPWHA (Kal KUPlopxXo TO
(PAKOUTO, TO KAUPIVETO, TO OUTIOE) €VEKA TNG TOUUTIOC, TNG TPOUTIETOC, TOU EUPUWVIOL KAl TWV KPOLATWY amd To
ayoplar NTav goPnc. H amodoxn TNC OUYKEKPIUEVNG ETUAOYNG QOUVETAL VO VOl TIOYKOOLY, EKTOG TNG TIEPLOXNG TNG
Aolag 0TIoU KUPLXPXEL TIEPLOTOTEPO TO YUVALKEID (PUAO.

& He)MEC
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506nke Wbattepn onuacior 0Tn Slepelivnon TOL KT TTOTGO TO PUAO TWV EKTIOULOEVTIKWV ETINPEXCEL
TIC HOVOIKEG QVTIAAWELC TwV poBnTwy, kaBwg o Elliot (1995), NTav ekelvog o omolog LTTOYPAUULOE
OTL TO (PUAETIKO OTEPEOTUTIO ETUOPG OTIC ETUAOYEC, OTIG TIPOTIMATELS OAAG KO OTNV ETUTEVEN TWV
OTOXWV TWV HOBNTWV. ZNUAVTIKO PpOAO OTNV £€PEUV ETIAIEE TO OLXPOPETIKO KOWWVIKO Kal
OLKOVOUIKO LTIORaBPO Twv OXOAElWwY, TO OTIOI0 PAVNKE V& ETNPEEACEL CNUOVTIKA TN HoBNOLOKN
KOVOTNTA TWV TTASIWY. O CUYKEKPLUEVOC TIapayovTag BewpnBnke a&loAoyn TIAPAUETPOC KOBWC
0 EKTIAUOEUTIKOC ATV O B£0n VA ETINPEATEL KATOAUTIKA TNV €TO00N TWV UoBNTWY 0N LOUGCIKA.

Epeuva Twv Johnson kot Stewart (2005), €0tioge O0TO KAT& TIOCO €TUOPAK TO PUAO OTNV
ETUAOYN HOUCIKWY OPYOVWVY €K HEPOUC TWV HOONTWY OAGX Kol 0TV TIopOTELVON TWV
EKTIOULOEVTIKWV YLt CUYKEKPLEVEC KOXTNYOPLEC 0pydvwVv. MopdyovTeC TTou PAVNKE va kKaBopilouv
ETUTIPOCOETA TIC €TUAOYEC TOLG NTAV: N OTAON EVOC MOONTH) OTEVAVTL OE VO OUYKEKPLUEVO
OPYQVO, N ETILPPON TWV YOVEWY, TO KOOGTOC, Ol CUMBOVAEC TOU PIAKOU TIEPIBGAAOVTOC, O BaBUOCg
SLOKOAOC EKTEAEONC KOl OEELOTEX VIO, Ol KOWWVIKEC ETIPPOEC K.&. ATIO TO ATTOTEAECUNTA (PAVNKE
OTL OKOUO KOL O TPOTIOC TIXPOUCIONG TWV OpYAVWY amO AvOPEC KAl YUVAIKES EKTIAUOEVTIKOUC
ETINPENCE TOUC MOBNTEC. 2€ aVAAOYn €PELVA TIOU Tipayuatotoinoay n Pickering kot Repacholi
(2001), Tor amoTeAéouaTa 6o OTL T TIAUSLA ATV ALYOTEPO TIPOKATEANUUEVD OTLC TIPOTIUNTELG
TOUC OTAV ETIPETIE VA QTIOPOCIOOUY TL VA SIOAEEOUV LETA TNV €TUOELEN TWV HOVCIKWY 0PYAVWY
OTO HOVOKOUC. H nAkior Sev (pavnke va emtnpeddel TIG TTPOTIMATELC TOUG KOBWE Ol ETIAOYEC TWV
TIAUSLWV  ETINPEXTTNKAY TOCO OMO TG TIAPOVCLEC TWV HOVOIKWY 000 KAl OTO TO YEYOVOG OTL
ABeAQV VO ATTOPUYOLV TNV TAUTION PE TN CLUUTIEPLPOPN OVTIKWY TOU GAAOL (PUAOU.

Il. MEOOAOZ

lla. Epeuvnuikn Aladikacia

H epsuva mpaypotomoinBnke o 4 dnuotika oxoAetor TNg Nikatog, Teploxn euBuvng TG
AlevBuvonc MpwTtoBabulog Ekmaidevonc Melpoud otnv A, E'kat 2T TéEN. Mo TV €KTtdvVNon TG
gpeuvog (NTNBNke n emionun Kat ypartr adelx Tou AlevBuvth TG AlcvBuvong. To NAKIOKO
eTtimedo Twv Todlwy Kupavonke peta€ 9 ewg 12 etwv. H culloyn Twyv SeS0OUEVWVY EVLIVE
KOTOTILV SLaVOUNG EpWTNUATOAOY0L TO oTtolo TepleAapfave 20 EpWTATELG KAELOTOU KOl OVOLKTOU
TUTIOU  XWPIOUEVEC O BEUATIKEC EVOTNTEC KOL OPOPOVOAV O €PWTNTELC ONUOYPOPIKOU
TIEPLEXOUEVOU, OE EPWTNOELC OXETIKA UE TIC ETUAOYVEC TWV HOBNTWV YL LOVOIKA& OTUA KO OpYoVa
KA, TEAOC, O€ EPWTNTELC TIOU X(POPOVCAY OTNV HOUOIKT EKTIAUOEUON PECH KO €€ OTTO TO OXOAE(O.

JTO OUVOAO TNC N €PELVA XOPAKTNPICETAL TIOOOTIKY e €€alpedn TPLUWY CUYKEKPIUEVWV
EPWTNTEWY Ol OTIOLEC XPNOLMOTIOWNBNKOY YO TIOLOTIKY) ovaALan Twv dedopevwy. H Ste€oywyn
NG €PELVOC TIPAYUXTOTIONBNKE TIC VO TIPWTEC €fSouadeq Tou Atpidlov 2009, evw ya TN
SIEPKELD TNC €PELVAC O XPOVOC TIoU omaitnBnke Sev Eemepaoe TNV 1 SIOOKTIKY wpa. Baolkn
TIPOUTIOBEON YIX TOUC HOBNTEG TWV CUYKEKPIUEVWY OXOAEIWV OTOTEAETE N TIOPAKOAOUBNCN TOU
45-AETITOV  OONUOTOC  MOVOIKNAG  €BSOHOdIWE,  WC  HEPOC TOU  KAVOVIKOU  WPOAOYLOU
TIPOYPAULOTOC. TO EPWTNUATOAOYLIO SIOVEUNBNKE TNV XPXN TOU HOBNUATOC KOl CUANEXBNKE OTO
TEAOC TNG SIOOKTIKNG WPOCG PE OKOTIO TNV €£0IKOVOUNGN TOL XPOVOUL, TNV GUECT CUAAOYN TOU KO
TO PEYLOTO TTOCOOTO CUPTIANPWONG TOL aTO TOUG HOBNTEC.
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lIB. Agiypa

Ol CUPUETEXOVTEC OTNV £peLVNTIKN Sladikoatar amoTeAoLVTOY oo 102 HoBNTEC SNUOTIKWY
oxoAelwv og aoTikn Teploxn Tou Mepoud (Nikowa). ATo owTd, 42 NTav ayopla kot 60 kopltola. 2To
Fod@nUot 1. UTTOPOUVHE VO TIOPATNPACOVLE TO UECO OPO TOU NAKIGKOU ETITIESOU TOU SElYHATOC
KOBWC TO OTL N CUMPETOXN TwV poBnTwv NAkiag 11-12 eTwv KupavBnke o ToooaTo 43%.

HAwkisg
as% 7 7
Ao 7
35% 7
1T i
25%
2% -
15% 7 -
10% L v
0% +— ' '
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Frpagpnua 1. Méocog 6pog NAIKIGKOD EMITTESOL SeiyuaTog

Ily. EpyaAgio ZuAAoyrig Aedopévwv

To £pWTNUATOAOYIO TIOU HOIPAOTNKE OTOUC POBNTEC, OTnv A evoTnTQ, TEepPlEAGuBave
EPWTNTELC ONUOYPUPIKOY XOPOKTAPX KOl OTOMIKG OToXelor poBntwy (Taén  poltnong oto
oxoAelo, NAkic, @UAO, TOTIO SIUOVNG, ETTAYYEAUG YOVIWV). 2TN CUVEXELX TO €PWTNUATOAOYLO
XWPLOTNKE O TPELC ETUUEPOVC EVOTNTEC Ol OTIOLEC E0TIOOOV OTA EPWTHUATA TNG EPELVAC UOC.

2Tn B evOTNTQ, Ol HOBNTEC ETTPETIE VO OTIAVTAOOLY O EPWTNTELS OXETIKEG UE TIG ETUAOYEC
KO TIC TIPOTIUNCELG TOUC YLt SIXPOPA OTUA UOUCIKNG (EAANVIKA, &Evn, TIOTT POVTEPVY, KAQCLIKN,
TIXPAOOCLOKN, OAX Tat €l6N). 2TNV (Ol EVOTNTQ, TO EPWTNUATOAOYLO TIEPLEAXBE £pWTNON HE OKOTIO
™ Slepedivnon TOU KATA TTOCO €TUSPA TO (PUAO OTNV ETIAOYK HOUCIKWY OPYAVWY EK UEPOUC TWV
poONnTwv. H €psuva e0tiooe Kal OTIC AeTITEC SLaKPITELC TOL NXoL KaBwC €ywve xprion tou ITPT
(Instrumental Preference Test) ue okoto va StepeuvnBoUV Ol TIPOTIUATELG TWY JOBNTWV UE B&on Ta
NXNTIKA OKOVOUOTO TWV OpYAVWY. Ta HOUOIK& Opyoval ETHAEXONKOY UE BAON OLUYKEKPIUEVD
KOLTAPL KaBWE &) amOTEAOLV Tal TIO SIASESOUEVA LOUCIKA OPYOVal TOOO HECO OTO XWPO TOU
oxoAelou 600 Kat €€w oo aUTOV, B) SIGACKOVTAL OO TOUC EKTIAUOEVTIKOUE UECO OTO TIAXICLO
TIPOETOLOCIOG OXOAMKWY OPXNOTIKWY OXNUATWY. Ol €pWTNTELC TNC B evOTNTOC (PAVNKE TTWC
Steukpwidouv TIC €TIAOYEC TWV POBNTWVY Pe Bon SLAPOPEC PETOPRANTEC OTIWG TN OTAON EVOC
LOONT OEVAVTL OE VO CUYKEKPIUEVO OPYQAVO, TNV ETIPPON TWV YOVEWY, TO KOOTOC, TO BaBuog
SLOKOAOC eKTEAEONC K SeEloTexViaC.

TO (PUAETIKO OTEPEOTUTIO OAAK KO Ol KOWVWVIKEC ETUOPATELC TIOL  KABOPLOaV TIC ETIAOVEC
TWV HOBNTWV YA TO POUOIKO OPYaVO, OTOTEAECOV TA BOOIKA ONpelal TwV €pwTNOEWY TG I
EvOTNTOC. ZNUOVTIKES HETABANTEC TN EPELVAC NTAV TOOO Ol OXOMKEC HOVOLKEC SPaaTNPELOTNTEC
000 KO Ol EEWOXOAKEC KOBWC (PavNKe va TTpoadlopllovTal Ol TIPOTIUNTELG TWV HOBNTWV/TPLWV
KOTOL TN SIGPKELN TNG EKTIAOEVTIKNC SladIKaalaC.

@Nv Tewic Jeursid ¢f Music, Edecation and Culture
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116. AtacpdAiion A§lomotiag kat Eykupotntag tng Epeuvag

H cuAhoyn Twv SedSopevwy, TIOU TIPOEKLIPAY OO TNV EPELVE, EEETACTNKOV KPLTIKA UE TNV
TEXVIKI TOU EAEYXOU — ETIAVEAEYXOU HE OKOTIO VO UTIOAOYIOTEL O CUVTEAEDTNC TG aéloTiioTiog. Ot
EPWTNCTELG OVOLKTOU TUTIOU, SOBNKOV O TPEIC KPITEC, N Ml ek Twv omolwv ATav n Sl n
EPELVNTPLY, Yl Vo LTIORBANBOVV Oe avAdAUON PE OKOTIO TN BEUATIKN KATNyoploTolinon Twv
AMOVTACEWY TWV PoBNTWV. EEaitiog Tou OTL N €pgUVA OTO PEYOAVTEPO MEPOC TNG EVAL TTOCOTIKN,
Too Sedopeva elval aplBUNTIKG, XPNOOTIOWVTOC OTATIOTIKA TeXVIKN avoiuon SPSS (Statical
Package of Social Sciences). H kwdwkomolnon Twv OeS0UEVWY  €ylVE OUUPWVA HE TO
EPWTNHATOAOYLO, TEBOPEVOL T 0Pl TWV PETORANTWY HE TOUC QVTIOTOLXOUG KWAKOUE TIOU
SNULOUPYOLVTAL MO TIG OTALTACELG TOU epwtnuatoloylou. H emelepyacion Twv KWOIKWY Tov
QVTIOTOLXOVV OTIG HETARANTEC BATeL TOU SPSS pog £dwany TIG CUXVOTNTEC EUPOVIONG (PUAOL TTOU
SEPELVWVTAL TO CLUYKEKPIUEVO SOUNUEVO EPWTNUATOAOYLO LG ETTETPEWE UE QUTOV TOV TPOTIO VA
OULYKPIVOUUE TIC QMOVTNCELG TWV HaBNTWY OTIC (BLEC EPWTNTELC KAl HE TNV (Ol TEp& PE TNV
omola amovThBnkav. OAat Tor SeSOUEVD, TIOU TIPOEKLPOY OO TO SOUNUEVO €PWTNUATOAOYLO
KWOLKOTIOWNBNKOV TOOO YL OAEC TIC BEPOTIKEG EVOTNTEG OO0 KO VL& TLG UTIOEVOTNTEC TOUC HE TOV
(dlo tpoTo.

lll. ATOTEAEZMATA ANAAYZHZ AEAOMENQN

Ol epwToelc TG A EvotnTag elxoy SNUOYPAPIKO XOPOKTNPQ, VW N TEAELTAlQ £pWTNON
TOUL EPWTNUATOAOYIOUL (ETIAYYEALO TIATEPQ/UNTEPOC) OTOXEUOE OTN SLEPELVNTN TOU HOPPWTIKOU
ETUTTESOL TWV YOVEWV HE OKOTIO VX EPEVVNOEL - OE OXEON HE ETIOPEVN EPWTNON - KOT& TIOCO Ol
YOVElC, pe Baon To UAO, palvetal va emnped(OLV TIC ETUAOYEC TWV UOONTWVY OXETIKA UE TIC
LOUOIKEC ETHAOYEC TOUG. 2Tal Fpa@ANaTa 2 Kot 3 avTioTOLXO UTTOPOUE VO TIAPAKOAOUBNOOULE TLG
OLOKUUAVOELG OXETIKA HPE TO MOPPWTIKO ETUTIESD TWV YOVEWV TOOO O GVOPEC OO0 KOl O€
YUVOUKEC.
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Mopdwtiko eninedo - NatEpag

B XaunAo
H Metplo
mYnAo

FrpAaenua 2. MopPwTIKO emimedo/marépa

Mopdwtiko entinedo - Mntépa

B Xopunio
B METpLo
B YnAo

Frpagnua 3. MopPaTIKO emiTedo/UnNTépag

ZXETIKA pE Ta MOUGIKA ZTUA

ATO TN OTOTIOTIKA avOALan Twv OToElwv Tov TipoekuPay  (Mpdpnua 4) omod TIC
OTMOVTNCELC TWV poBNTWY oTn B evotnTa Tou epwTnuUaToloylov pe KAldoko omd 1 ewg 3
(L.kaBolou, 2Alyo, 3.TTIOAV) O OXEOn HE TNV TIPOTIUNGN Toug Ot eld0C TNG HOUOIKAC TIOU TOUG
OPETEL VO OKOUV TIEPLOTOTEPO, TO HEYOAUTEPO TTIOCOOTO TWV HABNTWVY XTAVTNOE OTL TTPOTIUA VA
OKOUVEL EEVN WOLOLKN (88%), v OKOAOUBEL N EAANVIKT) TTIOTT HoVTEPVA Poualkr) (54%). Kat tor Svo
(PUAX HE EAXLOTN OTIOKALON OKOUV OAX Tt €(6Nn TG HOVOIKNC (35%), evw oKOAOLBEL N KATIKN
LOVOIKN Ko N Topadoalokn oualkn (14%) kot TeAeutalar n eEAANVIKA Adikh povolkn (13%).
JUYKEKPUEVA TO OyOPLa PAUVETAL VO TTPOTIUOVV OE TTOC0OTO 86% Tnv &Evn WOLOLIKN, O 43% TNV
EMNVIKNA TIOTT, VW TO 38% akoVel Ao Tar £i6n TNG HoLaIkNG. To 90% TwV KOPLITOIWY OKOVEL EEvn
LLOUCIKN, TO 65% eAANVIKN TIOTT KOl TO 32% OAX Tat £(6N.

@ m}mmdlﬁm(mmnﬂ( ore

[72]



HeJMEC Vol. 2 | Nopdyovtec mou emnpedlouy TIC TIPOTIATELS — ETHAOVEC TWV HOBNTWV/ TPV
OTNV HOUOIKN exTiaidgvan e BGon To @UAO

Mpotipunon ota £i6n HOVGCLKAG
ATOPIA / KOPITZIA

8B 85

8y

8¢ 8ot

Ba

Fpaenua 4. MPoTIUNCEIG OXETIKA HE TA HOLOIKA GTUA
8a EAANVIKA TTOTT HovTépva HoLoikR, 88 EAANVIKA AdikA povoikn, 8y Mapadooiakn HOLOIKNA
86 Zévn povoikn, 8¢ KAaoikn pouoikn, 80T ‘OAa Ta €idn

2XeTIKA pE TIG MNpoTipnoelg Mouoikwv Opydvwv

JTNV €pWTNCN AVAPOPIKA HE TO TIOLX OPYavVa BEWPOLV oL HaBNnTeg OTL TTPETIEL v TtatdovTal
OTIO ayOPLO KO TTOLG oo Kopltalar Kat e Baan SeOOUEVES ETIAOYEG (TILAVO, OPHOVIO, KAXGDIKNA
KIBAPO, NAEKTPIKN KBGO, TOUTIOUPACS, AQOULTO, BLOAL PAGOUTO, TPOUTETA, (PAOYEPQ, VTIPALC,
TUPTIOVO) TO AyOPLX amAavTNoaY OTL TIPOTLHOVV: Tilavo To 14%, apuovio To 33%, KAACIKN KIBXpX
TO 55%, NAeKTPIKN KIBXPX TO 83%, TauToLP& TO 57%, AaduTo TO 38%, BLOAL TO 14%, PAGOULTO TO
24%, TpoumeTa To 43%, ehoyeépa To 0%, vTpouc To 90%, TuuTava To 55%. Ta koplTtola €6el&av
OQPELC TIPOTIUATELC OTO: TILAVO TO 17%, apudvio 20%, KAACIKN KIB&pa 22%, NAEKTPIKA KIB&pa 7%,
TOUTIOVPAC 2% , AadLTO 15%, BLOAL 45%, PAGOUTO 37%, TpouTeTa 7%, pAoyepa 25%, vTpapuc 10%,
Topnova 0%. ATIO Ta TTPOAVOPEPBEVTO OPYQVAL TO TILAWO OE TTOCOOTO 72%, n pAoyepa 68%, TO
apHOVIO 51%, To BLOAL 41%, Tor TUPTIOVa 39%, TO AdoUTO 38%, N KAQGIKA KIB&pa 36%, TO PAXOULTO
40%, N TPOUTETX 32%,n NAEKTPWKNA KIB&pa 20%, o Toumoupdc 15%, kot ta vIpaug 17%,
OUYKEVTPWOAV TO TIOOOOTA TPOTIUNONG Kot amd T SUO PUAAX OXETIKX HE TO OTL T
OUYKEKPIUEVO LIOVOLKG OpYovVal UTTOPOUV Vo TTadovTal €(Te amd ayodplal €iTe amd Kopitolx. STov
FoA&@NUOE 5 UmopovE Vo TTOPAKOAOUBHCOVUE TIC TIPOTIUNTELG TOU KABE (PUAOU £TCL OTIWG EXOUV
XOPOKTNPLOTIKG OO TUTIWOEL.

gn- Tewic Jeursid ¢f Music, Edecation and Culture
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MNPOTIUAOCELS OYETIKA ME LOUGLKE Opyava.
ATOPIA f KOPITZIA

100%
90%
80%
0%

B0%

50%
4086 4
30%
20%
10% '
0% -
9%¢ 98 9 95 9 %ot 9 9y 989 9 Ok 9A

Frpagnua 5. MPoTIHRCEIS OXETIKA HE HOLOIKA Opyava
9a: Mavo, 9B: Apuovio, 9y: Khaocoikn Kiedpa, 96: HAekTpIkn KIBdpa, 9¢: Taumovpdg, 90T: AaobTo, 9: BIOAI,
9n: dAdovrto, 90: Tpoumira, 91: PAoyépa, 9k: NTpaug, 9A: Toumava

Napayovteg mou Ennpedalouv tig EmAoyég EvacxoAnong pe kamoto Mouciko
‘Opyavo

H teAevtalo epwtnon Tng B evotnTag apopovos atn Slepelivnon TWV TIAPOYOVTWY TIOU
SLOPPWVONV TIC ETUAOYEC TWV TSIV OXETIKA PE TA LOVOIKA Opyava. ATIO TNV €PELVATOLX
TIPOTOONKAV €€l OUYKEKPLUEVEC ETIAOYEC OTIWG: N YWWHN Twv yovewv (100), To KOOTOC TOL
opyavou (10B), To @AKo TieptBarrov (10y), To ouyyeviko TteplBaArov (adeApla, 108), o Tpomog
Tiatélpotog Tou opyavou (10g) kat ot aryartnuevol KoAATexveg (10 ot) . O eTiAOYEC TIOU Elxav aTn
StéBean Toug oL HaBNTEC aTOTEAOVTANV CUXVA Bepa TTpog oL TNON MECO OTNV TAEN YLO TO TIOLOVG
TIaPGyovTeC Bewpovoay ot {Slol W LTIOOTNPEIKTIKOUG ) AVOOTOATIKOUE YLt TNV EVAOXOANCN TOUC
LE TN MOUOLKN yevikoTtepa. Ol amavThOELC TTou SOBNKav Le KAlpoKka 1 éwg 3 (1.kaBoAou, 2.Alyo,
3.TTOAU) amoTuTIWVoVTaL oTov Ipapnua 6.

gn- Tewic Jeursid ¢f Music, Edecation and Culture
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Emppoég otn Stapopdpwon twv emthoywy
ATOPIA / KOPITZIA
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Fpagnua é. Mapdyovreg SIAHOPPWONG TWV ETIAOYGOV

1

100t

ATIO TOUC TIPOOVAPEPBEVTEC TIAPAYOVTEC €KEVOL TIOL PAVNKOV Va eMNEEX(OLV  TOUG
APPEVEC PaBNTEC TIEPLOCOTEPO NTAV O TPOTIOC TAEHATOC TOU 0pyAdvoL (38%) kaBwg Kol ot
QYOTTNUEVOL KOAMTEXVEC TOUG (33%). AvTioTolXa Ta KopiTtola emtnpexlovTal o HeYoAUTEPO BaBuo
OXETIKA PE TO HOUCIKO OPYovo Tou Bal eTAEEOLY OO TOV TPOTIO Tou TtaddeTan (52%), omo T
LOLCIKG TOUC TIPOTUTIAL (37%) CAAK Kol ot TO aOEAPL TOUG TO OTtolal aoxoAoLvVTaL NON [E
KATIOLO UOUOIKO Opyavo (22%).

Movuoikn Eknaidevon Méoa kat E§w and 1o XxoAeio

JTO EPWTNUA TIOU TEPLEAGUBOVE N [ EVOTNTA OXETIKA LE TNV ETUPEON TOL EKTIAUOEUTIKOU
TIou SlOOOKE HOVOIKA OTOLG £pWTNOEVTEG HoBNTEG, TO 55% Twv ayoplwv amavtnos OTL dev
ennpeadeTal oo TO PUAO TOU EKTIOUOEVTIKOU TIOU TOUG OLOKOKEL OXETIKA UE TNV ETUAOYH TOUG Yl
TNV EVOOXOANON TOUC HE KATIOIO HOUCIKO Opyavo. ETiong o ekTtoudeuTIKOG, €lTe elvat avdpog elte
yuvaika &g palvetal va emnpedel TO LOVCIKG OKOUOUOTO KO TN 0TAON TWV LoBNTWV AIevavTL
OTO HOONUA TNG MOUCIKNG. 2& OVOAOYX OTOTEAECUOTO OONYOUUOOTE Kal omd TIC TTO0OOTIAlEQ
QTTOVTACELC TWV KOPLTOLWV (68%).

IXETIKA PE TIC HOUOIKEC SPAOTNPLOTNTEC TIOL ETIAéyouV Ta ayopla (Mpdenua 7), TO
eVOLUPEPOV TOUC €0TIACEL O TTOCOOTO 64% OTO TPoyoUdL Kol TO 52% OTIC VEEC TEXVOAOYIEC OTO
HOONUO TNC OUOIKAG. ApOTNELOTNTEC OTIWE O AUTOTXESIAOUOC (43%), N CLUUETOXN O UOUOIKEC
OHOOEC (43%) KOl Ol KOTOOKELEG OUTOOXEOIWV HOUCIKWY OPYaVWY EVTOOCOOVTIOL OTIC TIO
ONUOMIAELG ETIAOYEC TOUC HE aaPn AlyOTePN TIPOTIHNON 08 SPCTNELOTNTEC TIOU TIEPLEXOLV Kivnaon
Kol X0po. Emlong evar opkeTd peEYGAO TIOCOOTO QOIVETOL TIWC OV CUUMETEXEL OE HOUOLKEC
SpaCTNPLOTNTEG EKTOC OXOAEloU (67%), TTOPOAO Ttou Bewpel OTL TO PABNUX TNG MOUCIKACG OTO
oxoAelo elval evdlapepov (74%).

Too KoplTtola OTIG VTIOTOXEC EPWTNTELC E€TUAEYOLV OTNV TAsloWn@eiar Toug (70%) TO
TPayouSL Kal TIC SpaOTNPLOTNTEC WE Kivnan Kot XOpO VW N CUUUETOXN O UOUCIKX GUVOAX KO N

@m Tewic Jeursid ¢f Music, Edecation and Culture
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XPNON TWV VEWV TEXVOAOYLWV SEV CUYKATOAEYOVTAL O SPAOTNELOTNTEC TIOU B ETTEAEYQV LE TNV

(Sla eukoAia. Eva TToooaTo Opwg Touv 53% Ba eTtéAeye Vor a0 0ANDEL e SNULOUPYIKEG OUTOOXESLEC

KOTOOKEVEC.

MPOTIUNOEL OF LOVGLKEC SpaoTnPLOTHTES
ArFOPIA / KOPITZIA

2.8
2,6
2.4

2,2
1.3
1.6
1.4
1,2

1

12ot

Bt

Fpagnua 7. MPOTIMNCEIS OXETIKEG HE HOLOIKEG SPACTNPIOTNTES
12a Tpayobsl, 12B avTooXeSIAoUOG, 12y CLHHETOXN O& HOLOIKEG OUAdeg, 126 S§pACTNPIOTNTES ME Kivnon Kal
X0pO, 12e KATAOKELEG, 120T Vieg TEXVONOYiEG

Y€ TIOPOUOLO TTOCOOTA KIVOUVTAL KAl TO KOPLTOla OXETIKA e TN SpACTNPLOTIONGN TOug O
e€WOXOAIKEG HOUOIKEG OPaaTNPLOTNTEG (67%), KABWC Ko ekelvar oEloAOyoUV TO pHOBNUa TNG
LOUCIKNG OTO OXOAElD WC evAIopEPOV (65%). AVOPOPIKA LE TO Qv HEAOC TNG OKOYEVELXG TTaddel
LOLCIKO OPYaVO O OXETIKN €pwTNon To 40% TWV ayopLwV ommavTo OpVNTIKA OTIwG Kal To 45%
TWV KOPLTOLWV.

2TN OUYKEKPLUEVN €VOTNTA Ol HOONTEG PWTABNKOV Ot OO0 BoBUO Ol ETIAOYEC TOUC A N
OKPOXON TNC MOUOIKAG TIOU €TUAEYOLVY eTTNPeX(OVTaL OO TOUC YOVEIC TOUG, OANX CUYYEVIKK
TPOCWTA, 1 TOUG @AOLC TOUG. JUUPWVO PE TOV Tpa@NuUa 8 TIPOKUTITEL OTL T QyOpLX
ennpedlovTal oo Toug PIAOLC TOUC (26%) KO GAAX CUYYEVIKA TIPOOWTIOL (24%), EVW TX KOPITOLX
Se padveTal va emtnpeddovTal oo TO OIKEID TLUYYEVIKO 1 (PIAIKO TIEPIBGAAOV.
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Erppogc otnv emhoyr HouoLKoD opydvou
ATOPIA / KOPITEIA

2,8 -
2,6
2.4
2,2

1.8

1.6
14
1,2

1

16ot

Fpagnua 8. EmMPPoig OXETIKA UE HOLOIKA AKOLOHATA KAl EMAOYN EvaoXOANoNG He HOLOIKO 6pyavo
16a: untépa, 16B: marépag, 16y: AAAo ouvyyevikd TPooc®To, 186: adéhgia, 16¢: pilol, 160T: AAAO

JTO EPWTNUA «ylax TIOO AOYyo Bor oouv Gpede v TaddELG KATIOIO HOUCIKO Opyavo», Ol
OTAVTACELC TWV PoBNTWV XwploTnkav oTiC €€1¢ BepaTiked: «ylatl exel wpaio/duvatd 1Hxo»,
«ylotl xoAapwvel Kot npepeD, « ylotl elvat SnuUovpytkd». 2To TeAog TN I EvoTnToC ol HoBnTEQ
KANBNKow v eTAEEOLY SVO OPYaVa TTIOU KOTA TN YVWUn Toug Ba empette va tadtlovtal amo
Kopitola kot dVo amd ayopla. Onwg eatvetal oto Mpdpnua 9 tar aydplar BewpoLv OTL TILO
QVTITTPOCWTIEUTIKA LOVCIKG OPYOVO YLX TOL KOPITOLX EVAL N (PAOYEPQ, TO (PAGOUTO Ko KOAOULDEL
TO BLOAL KO TO TILAVO, EVW Ta KOPITOL BewpoUv OTL N (PAOYEPCL KOL TO TIAVO CUYKOXTOAEYOVTOL
OTIC SO ETUKPATETTEPEC TIPOTIUNTELC TOUC, AKOAOUBWVTAC N KAXGTIKN KIBXPa Ko TO BLOAL

Mouoka opyava mou vopilewg ot Ba enpene va nailovroal ano
Kopitowa

45%
40%
5%
30%
25%
20%
15%
10% |

5%

0%

W AMANTHIEIE ATCPIN
B ANANTHEEIE EOPITZION

FTpagnua 9. EMKEATEoTEPES TPOTIUNCEIG O HOLOIKA 6pyava yia Ta Kopitoia
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Mouowka opyava nou vouilels ot Ba enpene va nailovral ano
ayopLa
B0%
70% |
60%
50%
40% [
30% I = ANANTHEEIE ATOPION
20% B ANANTHEEIE KOPITEZION
10%
0%
Ao S e e L g e W© g P O
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Fpaenua 10. EMKPATéoTEPES TTPOTIUNOEIS O€ HOLOIKA 6pyava yia Ta ayopia
Ytov Mivoka 10, armoTUTIWVOVTOL Ol OTTAVTACELC TIOU SOBNKOV OXETIKA E TO TIOLX OPYOAVA
BewpovvTtal OTL Tpemel var TaddovTal amo ayopla. To  HEYOAVTEPO TIOCOOTO QyopLWV Kl
KOPITOLWY omAVTNOE OTL N NAEKTPLKNA KBGO Kol T VTIPS BEWpouVTal TX ETUKPATETTEP UE TO
UTTOLCOUKL, TO TILAVO KO TNV NAEKTPLKT KIB&PA VOt KOAOUBOUV.

IV.XYZHTHZH

Tot OMOTEAECUOTO TWV EPWTNCEWV TNG A EvOTnTOaC €661V OTL TO HOPPWTIKO €Ttimedo oTn
OUYKEKPIUEVN TIEPLOXN LETPNONG TTIAPALEVEL XOUNAO (48% e UETPLO eTUESO QIO TNV TTAEUPK TOU
TIATEPX Kal 46% e XaUNAO eTtiedo amd TNV TTAELUPA TNC UNTEPOC). 2TN CLYKEKPIUEVN TIEPITITWON
TO OMOTEAECHUA KIVNTOTIOLEL TOV TIPOBANUOTIONO OXETIKA PE TNV QVAYKN EKTIAIOELONG TWV YOVEWV
KO TNC EVEPYNG CUUMETOXNG TOUC OXETIKA PE TN HOUCLKI EKTIAIOELON TWV TIAUOLWY TOUG E TKOTIO
TNV aKOUO HEYOAUTEPN OuVEPYaOia HETOEY TOUC. 2E EKTEVEDTEPN MHEAETN Bar PTOpPoUTE vVa
StepeuvnBel KaT& TTOCO Ot YOVEe(Q pe Baan To PUAO cuppeptlovTal ) OxL TIC eTBLUiEC TWV TTALSLWV
TOULC YOt TNV EVOOXOANCN HE TN HOVCLKN Kot Ttowol elvat ot TTop&yoVTEG TIOU SIAOPPUIVOLV TLG
OTOWELC TOUG. TO XOUNAO LOPPWTIKO €TUTIESD OMOTEAEl HOAAOV OVOGTOATIKO TIOPGyOVTa KaBwq
To TS eV TTOPOTPUVOVTAL VO OOXOANBOUV HE KATIOIO HOUCIKO OpYyavo, YEYOVOC TIOU
EVIOYVETAL KOl ATTO TOL ATIOTEAEOHUOTA TNG €PWITNONC N OTIOlX TOTIOBETEL TN YVWUN TOL TIXTEPA N
NG UNTEPOC OVALETO OTOUC TIOPGYOVTEC TIOU ETNPEEXCOLV TIC ETIAOYEC Twv TAUdWY. 2TN
OUYKEKPIUEVN €0WTNON TO SElyUO TWV HOBNTWY ooVt OTL ETINPEXCETAL O UIKPO TTIOCOOTO ATtO
TN yVWwun Touc.

ATIO TNV ovGALON TWV OTOLXElWY TNG B EvOTNTAC, OXETIKA UE TIC TIPOTIHNTELG TNG MOUOLKNG
TIOU OKOUVE, ETUKPATETTEPN KAl oTa SUO PUAX elval N Eevn LOVOLKN. Ta KOPITOLX oyaTtovy Vol
OKOVVE TIEPLOTOTEPO EANVIKH TIOTL HOVTEPVOL OTIO TO QyOPLY, EVW EKEVO TIOPATNPETAL VO AKOUV

wic, Edecation and Culture
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OAX TO LTTOAOLTTOL E(6N TIEPLOTOTEPO MO Ta KopiTala. EvSlapeépov apouataldel TO yeyovog OTL Kal
T SUO PUAL OKOUV OXEOOV EAXXIOTO TIAPAOOOIOK EAANVIKT HOUOIKH, TIPOAO TIOU BOCIKOC
LOBNOLOKOC GEOVAC TNC EKTIOUOEVTIKAC HOUCIKNG OIOOKTIKNG OTOTEAEL N UOULCLKN OKPOXON,
WSlaltepor oKOTIWV Kot pUBHWY amtd OAEC TIG TIEPLOXEC TNG EAAGSaC. Evdexopévwe Ba urtopoloes v
SlepeuvnBel KT TTOCO 0/N EKTIAOEVTIKOC UOVOIKNG EVTACOEL SNUIOVPYIKG TN HOUCLKI oKpOoon
WC OVOTTOOTICOTO HEPOC TOU HOBAUATOC OTNY TAEN.

APKETA EeKGBOPEC PalvETAl VO Elval Ol TIPOTILNTELC TWV HOONTWY OXETIKA UE T LOVOIKA
OPYQVO TIOU ETIAEYOULV Yial VO UABoLY, KaBWE N NAEKTPLIKA KIBAPO Kol Tow vIpaUS BplokovTal oTiq
TIPWTEC ETUAOYEC TOUC. TO eVOLOPEPOV TWV OyOPLWV EAKUOLV ETHONG HOUOIK& Opyavar OTIWC: O
TOUTIOUPAC (KaBWC TANCLALEL OPKETE OTNV EKUABNON Tou UIoL{OUKIOV), N KAXCIKA KIB&PQ, N
TPOUTIETY, TO AQOUTO KOL TO QPUOVIO SIVOVTOC OTX OUYKEKPIMEVO OPYOVO «OPPEVWITION
XOPOKTNELOTIKA. MOUOIKG Opyava OTIWG N PAOYEPO Kol TO BLOAL aglohoynBnkav amd eA&xloTa
EWC KABOAOU eVOLAPEPOVTAl YIOt TO HETPNOLUO SEYUA. ZXETIKA UE TIC TIPOTINTELC TWV KOPLTOLWV
TO BLOAL Kall TO PAXOULTO BEWPOVVTAL T THO SNUOWPIAT, VW TO APUOVLIO, TO TIAVO KOl N KAXCIKN
KLIO&OO CUYKATOAEYOVTAL LE UIKPOTEPO TIOCOOTO OTIC TIPOTIUNOTELC TOUC,

Y€ OXETIKN €pWTNON YIX TOUC TIXPAYOVTEC TIOU (PadVeETOL Vo eMNPeGlOLV Ta ayopLlal OTN
SlOPOPPWON TWV ETIAOYWY TOUC OXETIKKX HE TO HOUOIKA OPYove, O TPOTIOC Ta&luatog o€
OUVOLOCUO PE TO BaBUO SUCKOAIOC EKTEAEONC €VOC OPYAVOU, QTOTEAEL Tov Baalkd TTOPAYOVTA
ETAOYNG TOUG. H YWWHN TWV YOVEWVY PETPA OE TIOOOOTO 26% Yl Tor ayopla Kot 23% ylox T
KOPITOLO, OMOTEAECU TIOU TO KABLOTA TTLO ETIPPETT OTIC OTIOWELG TWV YOVEWV TOuG. AvTiBeTar To
KOOTOC TOU 0pYyavou TpoRANUATiCEl Ta KOPITO WC TIPOG TIC ETHAOYEC TOUC (23%) O Oxeon LE T
ayopLa (14%). TEAOC, TIPOCWTIA OO TO OIKEID CLYYEVIKO KO (PIAKO TIEPIBOANOV EXOUV LEYOAVTEEN
eTtid&paon OTIC HOUCIKEC ETIAOYEC 0T ayopla (31%) os oxeon ue Ta kopitala (15%).

ATIO TNV av&AUON TWV ATOTEAECUATWY TNG I EvoTnTag Kot dladtepa TNG EpWTNONC OXETIKA
LE TO vV TO (QUAO TOU EKTIAUOEVTIKOU €eTNPEEGCEL TN OTAON TOUC OTEVOVTL OTNn HOVOKN Oev
TIPOEKUWE OTATIOTIKA CNUOVTIKA OXEon HETOEL ayoplwy Kol KOPLTOWwV. To (@UAO Tou/Tng
EKTTOULOEVTIKOU Sev patveTal v eTiNPeael TIC LOVOLKEC ETHAOYEC TOU SElyUaTOC.

IXETIKGA OPWC HE TIC SPAOTNPIOTNTEC TIOU ETIAEYOUV QyOPLO KOl KOPITOLY, TO EVPNHATA
Stvouv poBadlopa oe SpaaTNEIOTNTEC IOV TIEPLEXOLV TOV X0PO, TNV Kivnan Kal To Tpayoudt oTa
KOPITOLO, EVW amOTEAEL EUXAPLOTN EKTIANEN TO YEYOVO( TNG EVOOXOANCNG TOUC KAl E OUTOOXESLEC
KOTOOKEVEC. To LYPNAO TTOOOOTO CUUHETOXNG TWV KOPLTOWWY O KOTAOKEVEG (53%), eVIOXVEL TOV
EPYOOTNPLOKO XXPOKTAPO TIOL Bal TIPETIEL VO EXEL TO HOBNUA TNG MOVCLKAG JE OKOTIO TNV ETUTEVEN
TNC 600 TO SLVATO PEYXAUTEPNC AVATITLENG TNG ONUIOUPYIKOTNTAC. Ol KATAOKEVEC BEwpouvTal
ETTAEE LN SPaOTNPLOTNTA € LPWNAG TIOCOOTO KAl QMO TOUC GPEVEC LOBNTEC (43%), ekelveC OUWC
TIOU LTIEPLOXVOULV Elval ol SpaOTNPLOTNTEC IOV CLVSUGLOLV CTOLXEIX VEWV TEXVOAOYIWV KO
OUHMETOXN TWV 0yOPLWY TE HOUOIK& CUVOAQL TO TPayoUSL Kot €5W (POUVETAL OTL GUYKEVTPWVEL TIC
VPNAOTEPEG TIPOTIUNCEL, MO OAEC TIC OPACTNPLOTNTEC, OTMOTEAECUX TIOU  EVIOXVEL TN
ONUOVTIKOTNTA TNG OWOTNC SOQOKOAMAG TIoUSIKOU  Tpayoudlou atnv TAEN oA Kol Tov
EUTTAOUTIOMO TwV SpaaTNPEOTATWY PE auTO. O aUTOOXESIAOUOC, CUUPUIVA UE T OTIOTEAECLIOTAL
Dewpeltal TEPLOTOTEPO ETUAEEIUOC OO TO ayOpLa O€ TTI000aTO 43% 0e OxEon We Ta kopltolo 38%.
ATIO TOt EUPNHOTA EVAL COPNC N ETIAOYN TWV KOPLTOLWY 08 SPXOTNPLOTNTEC UE OUCIKOKIVNTIKEC
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SpaCTNPLOTNTEG, GELOTIOWVTAG TO TPOYyoUdL Kal TO XOPO O OXEON UE TO ayoplor Tar OTolx

EKPPACOLV TN HOUCIKOTNTA TOUG HE TILO OTATIKEC ETIAOYEC, OHWC €00V SNULOVPYIKEC.

MAAOV SUCGPECTO €lval TO OTMOTEAECLO VI TN SPACTNELOTIOINON TWwV HoBNTWwv o€
€EWOXOAIKEG HOUOIKEG SPATTNPLOTNTEC KABWC To 67% (ayopla Kou Kopltala) Sev CLUUUETEXEL To
25% @olta o woela N Kavel OITEPN HOBNUAT, VW TO 5% QOXOAE(TAL TIEPIOTACIOKA KABWC
LEAOC TNC OWKOYeVELNC Tou Tadlel NON KATIOO HOUCIKO Opyavo. [MapdAa ToTa av Kol N
TIAElOPNO@LIC TWV PaBONTWY amavTa OTL TOUC EVOLOPEPEL TO HOBNUA TNEG HOVOIKNG KAl OTL KATIOLO
LEAOC TNG OLKOYEVELXC TOUC TAUlEL HOUOIKO Opyavo, TO OTMOTEAECUOTO OEXVOUV IO YEVIKN
adlapoplar aTnNV UTIAPXOLOX HOUGCLKT SLOCCKOALL UE TIPOEKTATELS, EVOEXOUEVWC, &PVNONG TWV
TUBAVWY ETIAOYWY TIOV UTIOPEL VO EXOLV ELTE O TIPOALPETIKEG SPATELG EVTOC TOU OXOAElOU ElTE O€
ETUAEYHEVEC €EWOXOAKEG. To yeyovOg OTL TO PEBNUa TNG MOUOIKAG lval HOVOwpPo, Xwplc va
TIANPOUVTAL Ol BOOIKEG TIPOUTIOBETELC SLEEoyWYNG TOU €XEL 0ONYNTEL OTASIOKK OE YEVIKOTEPN
atovior Kot EANEWPN CUUMETOXNG €K MEPOUC TWV HoBNTWY. H TPoypaTikoTNTa IOV BLUVouV
LOONTEC KAl EKTIAUOEVTIKOL HECOL OTOV OXOAIKO XWPEO OXETIKX HE TN MOLCLKN ekTIaldeLOn £pxeTal
0f aVTIOIOOTON HE TO TWC OVTIAGUPBAVOVTOL Ol PoONTEC T OMEAN TIOU UTIOPOUV VO
oTOKOUlooLY.  TMoPAOETOUUE  OPIOUEVEC  OMOVTNOEIC  €TOL  OTIWCG  OTOTUTIWONKOY 0T
EPWTNUATOAOYIOt CUUPWV LE TNV EQWTNON «TIEPLEYPXPE VI TTOLO AOyo Ba cou &peoe var Taddelg
KATTIOLO OUYKEKPIUEVO OPYOVO»:

«Mou apeael var tallw povaikr, yiatl slvat VOlapepoV Kat TTEpLEXEL yopd» (Nikog I7)
«Me kavel va yadaplvw kot var giuaa ripsun» (Mopla 2.)
«[latl elvat wpado va agyolsioon e katt Snuovpyiko» (Fykelsivta A)

ATIO TO TTOPOTOVW PALVETOL OTL TEAKO Ol HOBNTEC, AVEEQIPETWC (PUAOU QVTIHETWTI(OLY [E
OLOPOPETIKO TPOTIO TN HOUOLKN YevikoTepa oTn (wr) TOug, omod OTL MECH OTOV XWPO TNG
ekmiatdevong KaBwWC N SIOACKOA X TNG CUUPWVO KOL HE EVPAPOTA GAAWY gpeuvwy (Mota, 1998;
Broquist, 1961) Sivel €upoon o oTolelor OTIWCG N POUOLIKN Bewplal Kot N UOUCIKA avoyvwaon.
JTOLXEl OpWC TIoL Ot (Slot oL paBNTEC Sev ETIIOUUOVV OE KOLG TIEPITITWON VA LTIEPIOXVOUV KOTX
TN SIXPKEL TOU HOBAUOTOG EVEKO GAAWY SNULOUPYIKWY SpOaTNPLOTATWV.

TeAog, ol TeAeuTaleg SUO EPWTNTELC TOU EPWTNUXTOAOYIOL QVESEIEOV TO HOUTIKA Opyava
TIOU BewpoVVTal TIO SNUOPIA amtd  ayopLlat Kal KopIToly, ylor ayopla Kol Kopltolor pe
ETUKPATECTEPEC ETUAOYEC TNV NAEKTPIKI KIOGPO KAl TOL VIPOCG YO TOL oyOpLay, VWD VIO T KOPLTOol
™ QAOYEPQ KOl TO PAGOUTO. AVAUECOH OTIG €TAOYEC TWV HoBNTWVY OTou  XopokTnpilouv
«KOPITOlOTIKO»  KATIOWA  POUCIKG  OPYQVOl  CUYKOTOAEYOVTOL N AUPQ, N (PUOXPUOVIKY, TO
BLOAOVTOEAO, TO TILAVO KOl N KAKCIKN KIB&pa. AvtioTolya Ta Kopltala Bewpovv 0Tl Taplaovv
TIEPLOCOTEPO OTA QyOPLX OPYoVa OTIWC TO PTTOL{OUKL, T TUUTIOVE, TO TOUMPTIEAEKL KOl N
TPOUTIETA. EEXPETIKO evdlapepov Ba elxe n Slovoun €pWTNUATOAOYIOL Kol OTOUC YOVEIC Twv
TSy, Pe OKOTO TN Olepelivnon TwV amMOPEWV KOl TwWV OTACEWV TOUC QTEVOVTL O€
OUYKEKPIUEVO LOUOIKA OpYava KABWE avOAOYot CUUTIEPACUXTO UTIOPOUV VO TIPOKUWWOUY OXETIKK
LE TIC ETHAOYEC KO TOl LOUCIKO OKOUOUOTO TWV TIAUSLUWV TOUC.
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Coda

H evoaoxdAnon pE TN HOUCIKN amoTeAel katd BaBog o Ale Blou Swadikooiar kot ot
OUVIOTWOEC TIOU TNV eMNPeX(OLV UTIOPOUV VO KXTNYOPLOTIOINBOUV O WUXOAOYIKES, KOWWVIKEC
OAAG KOl TIOMTIOUIKEG. H €€eTaoon evog HOVO TIOPOYOVTAl (TLX. HOPPWTIKO ETUTIESO YyoveWwV N
(PUAO), OKOUO KOL OV TIPOKELTOL YOt TNV KATOAUTIKI ETHOPOON TOU OLKOYEVELKOU TIEPIBGAAOVTOC,
ylveTal kuplwg ylor epguvnTkoUg OKOTIOUC. Ol €PEUVEC OTO OUVOAO TOUC OVASEIKVUOUV TO
YEYOVOC OTL Ta TSI, TIC TIEPIOCOTEPEC (POPEC, ETUAEYOUV HE SIPOPETIKA Kpltnpla T Ba
OKOUOOLV KOl HE TIOLO WOUCIKO 0pyavo Ba aaxoAnBouv pe Baon SIPOPETIKOUE TIPAYOVTEC,
EVOEXOUEVWC ETINPEQCLEVOL KOL OO TO (PUAETIKO OTEPEOTUTIO TWV EVNAIKWY. QC €K TOUTOU, N
ETIAOY TOU HOUCIKOU OpYOVOU HE BAon TO (QUAO €Xel QVTIKTUTIO OTIC ETIAOYEC QYOPLWV —
KOPLTOWWY EVOOXOANCNG HE CUYKEKPLIEVO OPYovO KOBWC TIapouotalovTal SIPOPES QKOO KoL
OTOV TPOTIO HE TOV OTIOIO ayOPLa KO KOPITOLO EUTIAEKOVTAL UE N UOUCLK). ETITTAEOV, OTOXEVOVTOG
LOKPUTEPQ, N ETIAOYH GKOUO KOL TOU HMOUGCIKOU ETIOYYEAUXTOC UTIOPEL VO OPEAETOL OTN piunon
TIPOTUTIWY, OTIC KOWWVIKEC TAOELC 1 UTIOPEL VO ETMNEEGCETAL EUUECT OTTO UL GAAN WETORANTY,
OTIWC N oWTOEKTIUNGN, TTou Vo KaBoPIleL TEAKG TNV ETIAOYT TOU EVOIOUPEPOUEVOU.

TEANOC, OV TIPETIEL VO SLOPEVYEL TNG TIPOCOXNG KOG OTL N KOWWVIKN cAAYN HECO OO TO

XWPO TNG ekmaddeuonc elval cuvnBwg pa Bpadeiar Stadikaolta, Tov dev e€avTAElTAl O UIKPEC
XPOVIKEC TIEPLOSOUC,
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APTYPIOY MAPIA

TMHMA MOY2IKON 2TOYAQN, IONIO MANEMNIZTHMIO

H Mapia Apyuptov uttnpetel otV TPWTORXOULX eKTIAOELAN WC EKTIAUSEVTIKOC LOUCIKNG
aywyne. Ot WSELOKEG TN OTIOVSEC TIEPIAAUBGVOUY, € ETITIESO VW TEPWY BEWPNTIKWY, T
miruxlo: appoviag (M.Polaknc), avtioTiéng kot ouyKag (2.OuAKEPOYAOL) Kol Elval
SimAwpaTovyog Tiavou (A.lewpydtou - A Kuplokion, EBviko Qdelo ABnvwv). Exetl peAetnoel
EAXPPO TPAYOUSL PE TNV AVVa ALV TOTIOVAOU KOl KAXOLIKO pe TN Mopla Owud (EBviko Qdelo
ABnvwy, Qdelo @.Nakag). Q¢ HEAOC XOPWOIOC EXEL CUUUETAOXEL O XOPWOLAK G CUVOAX TOU

K Kwvaotavtapa. Exel oupmpdéet pe Toug Méplo Toka kat Nwpyo Xatdnvaolo oto mAalolo
OUVOVAWY HE PWVNTIK& CUVOAXL Ol AVWTATEG OTIOLSEC TNG TIEPIAABGVOLY TITUX(O TNG
2X0AMG AVBpWTIOTIKWY 2TToudWwV (EAANVIKO AVOLKTO MOVETILOTAILO) UE ELOIKELON OTOV
EAANVIKO MOAMTIOHO KO HETAMTUXLOKEG OTIOVSEC OTO TIPOYPAUUX 2TIOVSEC TNV ExTtaidevan, e
eldlkeuon oTNV €€ AMOCTACEWC ETULOPPWON TWV ekTtaudeuTikwy MEL6. Elvon uttor el
SIOGKTWP Tou TUNHATOG MouaIKwV 2TToLSWV, IOVIO MAVETILOTAULO, HE ETTRAETTOVON TN AEViX
Jepyn. EXeL TNV euBUVN KA TNV ETHHEAEL TWV TTAUOXYWYIKWV ekSOTeWV TN EEMATE Ko
TIEPLOSIKWV EKSOTEWV TIPOYPAUUATWY TOTIKNC Kol €BVIKNG pBEAELaC Tou YTioupyeiov EBVIKAC
Maudelag Kot OpNOKEVLATWY Yot TNV EKTIAIGEVAON, TOV TTIOAITIOUO Kot TNV LYEla. Elvat
ETUKEPOANC TNEG CLYYPUPIKAC OUASAC Yl TO SIOOKTIKO TIOKETO TNG Mouaolkng atnv A" kat B’
AnpoTikoL. Epya TNG KaBWC Kol EKTTOULOEUTIKO TIAUSOYWYIKO UAIKO EISIKG OXESIOOUEVO YLl TNV
TipwTORGBULIa ekTIalSeuON OTNV EAANVIKI YAWOOQ, KUKAOPOPOULV O TIG eKSOTELC Gutenberg,
Fagotto, AwamAawon, NikoAaddne, EEMATIE, OEAB, A/von MpwTtoRdBuiag Exkmaideuong Mepoui-
YMEMQ®. Elvat peAog Twv SlEBVWV eTIOTNHOVIKWY evwoewy ISME kat SEMPRE.
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TTPOYPAPKA OTTOLSWY, KAANTEXVIKN) AVATITLEN, SNUIOLEYIKOTNTA, RIUATIKA SI6aCKaAIaQ,
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Elcaywyn

To BPAo emAéxBnke PETA a0 OXETIKO TIPOBANUATIONO KO EPELVE, TIPOKEIUEVOU VO
AYKOAMACEL, 000 TO SUVATO TIO OPAUPIKE, TNV €UPUTEPN evOTNTa «Téxvn Kot  Exmaidevany.
KaBoploTikr) onuootior yiar TNV €TAoyn Tou, EMAEE O AVOPWTIOAOYIKOG  TIPOCAVATOAMOUOC Kal N
euouaBnaolo Tou og dNTAPOTa Sladikaclog paBnong, Ta oTolor TOXEVOLV OTN GUVOAKN QVOTTTUEN
KOl TNV OAOKANPWON Tou TIatdLov.

ZNTOVHEVO SEV NTOV TOCO N BEUATIKY OPOLOTNTA TWV GPBPWVY TOU, OGO N TIOAUPWVIA TWV
OTOWEWY TOUC, OXETIKA e TN SLOQTKOAQ TWV TEXVWV HECO OTNV eKTIatSevon.

AloBalovtoc To BBAl0 yivetow auoBnt) n opecOTNTOL Kot N pory Tou Adyou Tou. O
QVOYVWOTNG EUKOAX UTtadveEL 0TN BECN TOU OUYYPAPED, TIAPAKOAOUBWVTAC TOV QVOOTOXATUO
TOU, AOYIKG KOl OUVXICBNUOTIKA. 2€ HOPEPOAOYIKO €TTEdO, YIVETOL QVTIANTITH N €0WTEPIKN
OUVOXT| TTOU TIAPOUCLALOVY Ol BEUATIKEG TOU EVOTNTEC, EVW AEITOVPYEL XPKETA E TNV TEXVIKI TNC
VONUOTIKNG YEPUPEOC. H VONUOTIKA CA@AVELX TWV TIEPLEXOUEVWVY TOU OTOPPEEL OTIO TNV EUTIELPLX
TWV OLYYPOPEWY KOL TWV ETIHEANTWVY £kdoong Tou BIBAlou, ot orolol elval KaTalwpevol Kot
QVOYVWPLOUEVOL TOOO OTOV KOAAMTEXVIKO 000 KOl OTOV OKAXSONUOIKO XWPO. ZNHAVTIKOTEPO OUWC,
elval To EEKABOPO ETULOTNHOVIKO KOl avBPWTIOAOYIKA TIPOCOAVOATOMOUEVO TTPOMIA TOv, TO OTolo
UTIOOTNPIEL PE QVOAUTIKY OKEWN KO €PUNVEVTIKA peBodoAoyla, TelBovTag Tov avoyvwaoTtn i
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TNV ETUOTNHOVIKA TOL gykuPOTNTA. H TAoUola opdBeon TN BBAoypadlag, oTo TeAOC KOBe
Ke@oAatov, vTTooTNPIeEl TO ETOTNUOVIKO KUPOG TNG YPAPNE Tou, Slvovtag ToTOXPovVa GTOV
QVayVWOTN, TTANBOC TTANPOPOPLLIY OXETIKA HE TO BEUAL.

To BBAlo owTd Bewpeital oTaBuog 0To XwpPo TG Ekmaldevong, yatl dev apkeitat otnv
oA Ttopovotacn TAGVWY €pYaoiag, 0AAX TOAUGEL Kat ToTtoBeTel To Taudl, we YTokelpevo e,
OTO ETUKEVTPO TNC paBnong kot e dladikaolag tTNG yvwong. H cuAloyr) CUVOAIKS, KAovICel
OTTOKPUOTOANWLEVEC KOl KOO OTTOOEKTEC UTIOBECELC EPUNVEIRC, EL0XYOVTOC EVOANAKTIKOUC
TPOTIOUC KATAVONONC TWV VONUATWY Kol TwWV ETUSPACEWY TNE TeXVNE, 0T {wn Twv TToudIwV.

EldkoTeEpa, KaTtopBwvel var auBAUVEL TN SUCKOAIr OUCLAOTIKOU SLOAOYOU QVALEOX O€
SAOKAAOLC KO AOYLOUC TOU XWPEOU TNG EKTIAUOELONG, OXETIKA UE TN PUON, TNV o&lor Kot TO OKOTIO
NG KOAAMTEXVIKNG epmelplag, peoa atn wn TwV TIadwV.

Evwvovtag T @wvr SEKOETITA CLYYPUPEWY, TO BIBAID Sopeltal MAvw O ETOTNUOVIKO
AOYO HE TIPOPIA oKadNUATKO. Ol HEAETEC TWV CLYYPUPEWY KATATILAVOVTAL TOOO UE TO POAO TNG
TEXVNG 0T dwn TWV TTSIWY, 000 KAl UE TNV OVTILETWTILON Kalplwy {NTNHATWY avamTuéng Tou
TIAQLOLOV KOl TOU TIPOYPAUUATOC OTIOUOWY, HECA OO TIC SLVATOTNTEC AVTANONG TTANPOPOPIXC,
artd TN SdaoKoA X Twy TIadlwy, o emionuo N avettionuo TeplBarov. Katopbwvel, €Tol va
OLVOETEL TNV TIPAEN, SNA. TO SACKOAO TNC TAENCG Kot TN Sladikaola paonaong, ue tn Bewpla, dSnA.
TNV EPELVA KAL TN CLYYPAPEN.

EpuNvelOVTOC TO CUUTIEQPAOUOTO UOC, HTTOPOUME Vo TIOUHE OTL To Béua Tou  BiBAlou
TIPOYLOTEVETAL:

«Tn SlauoppwTtikr dSuvaun TN TEXVNG TTAVW TtV aVamTuén TwV maudiwv,
KQTa T SIGPKEIX TNE TTPOTYOMKIG Kol TYOMKTIC NAikia, soTioguevn uedar amo
TOUG KOWWVIKOUG, TTOANTIOUKOUG Kol BSOLUKOUC UNYQVILUOUS ELCAVWYIG TNG,
aTnV EKTTAUSEVON».

1. EEw@uAlo

O Boaaokog TiTthog, e évtova ypaupata, «Ot Texveg otn Zwnh Twv Madlwv» elval apkeTd
KOTOVONTOC 000 KOl YEVIKOC, YL oUTO akoAOUBE(Tal Kot TtpoadlopileTan amo Tpelg Ae€elc «MAalalo,
MoATIopOg, Kat Mpoypauo 2TToVSWY».

O Seutepog avaAUTIKOC TiTAOC: Context Culture kou Curriculum poc — Seixvel, amo tn pla
TIAELPY, TO XWPO Sp&aNg TwV TASIWY, O OTOIOG OTIAWVETAL LUECO OE KOWWVIKE, BEOUIKE Kal
TIOATIOUIKA TTAGdOl Kat amtd TNV &AAN, To XPOVo Spaonc Ko EEAMENC TOuC, O oTolog elvat N
TSIk poBnTKn nAkio. Ot Tpelg Ae€elc Sev 0ploBeTOVV HOVO TO YeVIKO TTAAUOLO ekTtaddguong Ko
HaBnoNng Tou Taudloy, cAAK ETToVaTTPOaSLopllovTal ETO aTTO TN onuoaiar TIov eXEL N SIoTKOALX
«TWV TEXVWVY 0tn (wr) TwV Tadwv». To KATA TTOCO OPWC OVTA N ETTOPN €lval ONUAVTIKA KAl
KoBopLOTIKN 0T Slaop@Wan TG yvwong, Ba pog To avadeléel N oLVOAKH avdAvan Tou BiBAloy,
TIou Bat IKOAOLBNOEL.

H @wTtoypagio Tou eEwEUANOU elval PEGAOTIKR, TtopoLotalovTag SUO UIKPOUC HaBNTEC VA
(wypalouy. Apnvel tTnv aloBnon tng xoAapoTNTOC Kol TG ouBOPUNTNG CUUMETOXNG TOUC,
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KoBWC &€ PavEPWVEL SPOTTNPLOTNTA OPYAVWHEVN UECO OE OXOAIKN TAEN. OuolaOTIKG e0TIAEL O
uloe oo TIG TTOAEG EVVOLEG, TIG OTIOLEG TIEPIKAELEL O OPOC «context», ool ToToBeTel Tar TTaudict o
TEPIBEANOV EEWOYXOAKO.

Etol, pexpl owTd TO onuelo, o TITAOC Kot TO €EWPULANO, TIaPOUCIG(oLY Pia EvOTNTQ, TNV
omola xapaktnpilovy, TOoo N Bewpla, OCO KAl N EPAPUOYNC TNC AVTIOTOLXAL.

2. OmoBo@uAlo

JTo Kelyevo TOUu OTUOBOPUAANOU, Ol COUVTOKTEC TIOPOLCIA(OLV TNV  KOWWVIKY KOl
ETILOTNMOVIKN omtoudooTnta Tou BiBAloy, v 0To TeEAoC Slvouv EekdBapa ToV avBpWTTOAOYIKO
XOPOKTNPO  TOU, ETONUOIVOVTOC TN CUMPBOAN Twv TEXVWVY HECH OCE IO TIOMTIOMIKA
TIPOCOVATOALOUEVN HAONON EVTOC KOl EKTOC OXOAMKOU TTAUT(oU.

TNV €TOTNUOVIKN KOl KOWWVIKN oo Tou, eTPePalwvel Kot O TIaPEVOETOC AOYOC TPLWV
ETTWVUHWY TIPOCWTIKOTATWY, Ol OTIOOL TIPOEPXOVTAL OO TOV EVPUTEPO XWPEO TNC eKTIaldSELONC,
Svo maveriotnuokwy (Gary McPherson — The University of New South Wales koau Joan Russell -
McGill University) kot plog ekmipoowTtou tou EBvikov 2upfouiiou Zxedloopol MpoypoupdTwy
Ymoudwyv kot AfloAdynong (Regina Murphy - Ireland). Etol epmAékel MovemoTnUaKOU KoL
Kpatikoug popelc otnv aéloAdynan tou BIBAIOL, ToTwvTag yepd kKot aToug SUo xwpouc. Emiong,
LECOL OO TNV KPLTIKA TOUG (PAVEPWVETAL KO N avBpwTtoAoyIkn &eoloyiar Tou BiBAIoL kaBwg
SlveTal eppoon oTiq A€l «art experiences to the socio-cultural» ko «we consider where and how
and when real learning takes place».

H teAeutala TopdypaPog OLCIAOTIKA LOCG OTTOKOAUTITEL KOl TNV KEVTPLIKNA 1O TIAVW OTNV
omola dopeitat OAo To BIBAlo Kat elvat N avadwoydvnan Tou SLIOAOYOU OXETIKA UE TO POAO KOl TN
onpootor Twv TEXVWY 0TNV ekTtatdeuon Twv TodIwv.

3. Meprexopeva

FevikéG mapaTNPNOEIG TTEPLEXOHEVWV:
To BBAlo Ttepiexel 15 ke@aAaia, Tar oTtolor OHASOTIOIOVVTAL OE 3 LEYOAEC EVOTNTEC LE TITAOUG
avtioTolyor
1. «Context Interlude»,
2. «Development Interlude» kau
3. «Curriculum Interlude» (Meplexduevo - AVamTuén - Moy papua 2TTIOVSWV).

Too «nterlude» Aettovpyoly, TOOO w¢ TITAog evotntag «Context interlude» «Development
Interlude» kau «Curriculum Interlude», 000 KO WG UIKPN ELCOYWYN TWY TPLWV BELOTIKWY EVOTNTWV.
Me auTOV TOV TPOTO TO KGBe Interlude meTuXalvel va Slatnpel TNV €0WTEPIKN Sourn Kol TN
OUVOX TNG €vOTNTAC Tou, cuvollovTag TPOAANA Kal To ONUAVTIKG  (NTAUOTO TIou
Tiapovotallouv Tar 5 Kepohada TToL TO ATOTEAOUV.
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Oa Aeyape OTL AELTOUPYEL WC VONUOTIKA YEQPUEQ, N OTIOIX OVOKEPOAQLWVEL TN HEXPL TOTE
TIOPElDt TNG OUYYPAPNG, KO TIETUXAIVEL TOVTOXPOVA TNV OMOAN LETAROGON OTIO TN IOt BEUOTIKN
EVOTNTO OTNV GAAN.

Ot 6pot prelude kot interlude sivar Sawvelougvol amo TN POUOIKH opoloyla kot Slvouv eva
UKPO oTlypa TNC BepaTikng Tou BIBAIOV, TO OTIOIO KOTOTIAVETAL JE TIC TEXVEC.

ML VEVIKI TtapaTnenon elvat OTL TO TIEPLEXOUEVA SOUOVVTAL TIAVW OTIC EVVOLEC: arts, School,
children, music, culture, education, curriculum, context kau development, KaBIoTWVTAC PAVEPH TNV
TPOBeon ouVEEoNC TNG TPOKTIKAG @UONG TNG HaBnong HE TNV emotnuovikn. Emilong,
ETRERAWIVOUV KO TN OXEON TOUC Pe ToV TITAO Tou BiAlou.

To €MOTNUOVIKO KUPOC Tou BIBAOU opelleTal v PEPEL KOL OTN COP OTOPOCN TWV
EKSOTWV val ouptiepAGBouy padl, TIOANEC SIPOPETIKEG «ADpiEg» amOWElC. AUTO YIVETOL EUKOAX
KOTOVONTO amo TNV TIOKIA Twv TTAwy, ol omolol avapépovtal Xwplg SIaKpLan, o8 OAEC TIC
TEXVEC, OUUTIEPIAOUBOVOUEVOU KOl TWV VEWV TEXVOAOYLWV. 2TO OUVOAO TOUC Ta GpBpa ouT&
kKotopBwvouv va epfobuvouy to Bepar Tou BiBAloL, TTapoualalOVTOC VA OUVOAO LEYOAUTEPO
oo TQ ETHEPOLE OTOXElR TTOV TO amoaPTICoLVV. AUTO TO KOBIOTA ONUAVTIKO, TOOO Gt ELOIKOUC,
000 Kal Og eKelVOUC TIou BeAOUV OMAG Vot €lval EVNUEPWHUEVOL TIOVW O BEUOTO OXETIKA UE TN
SIOQOKOAL TWV TEXVWVY OTNV ekTtaidevon.

4. MNapakeipeva

O mpoloyocg «Foreword» oo tnv Laura Chapman, koBuwg kat o emidoyog «Afterwords» tou
William Ayers, Aeltoupyouv €TIKOUPIKG OTN CUVOAIKA Sopn Tou BIBAOY, SLOTNPWVTAC HIt AOYIKN
OELp& OTNV TIAPOVCIACN TWV TIEPLEXOUEVWIV.

O mpoloyog elvor onNUAVTIKOG, YTt omoKoAUTITEL Ot eTtimedo popeng, Tt peBodoloyla
ouyypPaPng Tou BLAloy, eTionUaivovTag OTL OAEC Ol EPEVVEC, OTIC OTIOIEC AVOPEPOVTAL Ol UEAETEC,
elval omOTEAEOUO ETUTOTILOG EPEVVOC. 2TOXOC TOL elval N ovadTNON KOG EUPVTEPNG KATAVONONG
NG HABNONG HECO A0 TIC TEXVEC KO OXL N ATTOSEEN APOCWTIWY BEWPLWV KO CUUTIEPACUATWV.

AuTth) TN @ ocopior TNV emBefaiwvel Kat o emtidoyog Tou BIBAIOL KaBWC ommoPeVYEL TNV
TiapaBean ovpmepaouaTwy. To kelpevo tou William Ayers, @avepwvel eva UQOC TIEPLOCOTEPO
ELPLXWTIKO TIOXP& CUPPBOVAEUTIKO. paPel oe o TANBLVTIKO, Xwplc va Slaxwpldel Tov EQVTO TOU
oo TOUC OVOYVWOTEC OOOKAAOUC. ATIOPEVYOVTOC QUBEVTIEC Kol BETIKIOTIKA CUUTTEPATUOT
TIETUXQUVEL QUECOTNTO, EAKPIVELX Kot cLYKivNoN.

O William Ayers, oAokAnpwvet To BIBAlo, pe T Adyta tng Doris Lessing «7hat is real happiness,
a child’s happiness: being enable to do and to make, above all to know you are valuable and
valuedh,kou KAelVel Pe TNV euxn «That’s what we want for every childd @opTi{ovTag cuVOLTBNUATIKA
TOV QVayVWaoTh.

Me ouTO TOV TPOTIO KATOPBWVEL Vo SWOEL EVTOVN EKPPACTIKN XPOld O pla KoBop&
ETUOTNUOVIKI) SOUAELY, N OTIOIO OUWIC IAGEL YL TTOUSLY, EK(PPOON KO TEXVN.

@HeIMEC

[87]



HeJMEC Vol. 2 | The Artsin Children’s Lives: Context, Culture, and Curriculum

To «List of Contributors» TieplExel Ta BLOYPOAPIKA CNHELWHATO TNG CUYYPAPIKNE OPASAG TOU
BiBAlov, OKLOYPOPWVTAC KOL HE OUTO TOV TPOTIO TO ETUOTNUOVIKO TIPOMIA Kot TNV o€LOTILOTION TWV
&pBpwv Tou BIRALoL.

To «Name Index» Tteplexel OAX T OVOUOTO TIOU £XOUV QVAPEPBEL KATA TN CUyyPAPH TWV
KEWeVWY Kal TN BiBAoypapia. MapatnpuwvTog TIC avapoped Twy OeAldwy, SimAa o KaBe dvoua,
ylveTal evtova avTIANTITOC O TIAUSAYWYIKOG XOPOKTNPOCG Tou PBIBAloy, KoBwg umepTEPOLV
QVOPOPEG Og OVopaTa OTIWC Tou Gardner, Tou Piaget kat Tou Vygotsky.

Ertlong tOoo To «list of Contributors» 6co kot to  «Name Index»  @oavepwvouv Tn
OLETUOTNUOVIKN TIPOOEYYION Tou Bepatod, KaBw( OLyYPaEEl] Kol ovouata TnG BBAoypapiag
TIPOEPXOVTAL OTIO TIOAAG OIPOPETIKA ETIOTNUOVIKA Tedle, Ta OTolal ETUKOWWVOUY JE TNV
ekmaddevon. 2to onueto owTo, EekaBopllel N avBpwtoAoyikn WbeoAoylar Tou BiAlov, aoL oTnv
OGO TWV CUYYPAPEWY CUVOVTOUE ONUOVTIKE OVOUXTO TOU XWPEOU, OTIWC oT& TG L. Bresler
Ko Tou B. Nettl.

To «Prelude» ypappevo omo Tic ekdotpleg Tou BiBAlou Christine Thompson kot Liora Bresler
TIOXPOUCLACEL CUVTOUX KOl TIEPIEKTIKY, TN (Q\oco®la, TO OKOTO Kal Tn Soun tou BiRAov,
BonBwvTag ToV avayvwaTn Vo TIPOCOVATOAOTEL KO VO TIPOAKOAOUBNTEL KOAUTEPQ TO KEVTPIKO
VONUO QUTHC TNC CUAAOYIKNG EKSOONC.

5. EmpéAela KelpEvwyY

2710 oVvvoho Tou PBBAlou yiveTal cuoBntn n amoucia VTTooNUEIWTEWY. H @EOWAR Toug
XPNON (PAVEPUIVEL EVAV EUTIELPO XELPIOPO OTNV TEXVIKN TNG TEKUNPLWONC TWV TINYWY 0AA& Kol TNV
QUTOTEAELY, TNV QUTOTIETIOBNON KOl TNV ETIIOTNUOVIKA OlyOUPLX TNC YPXPNC TWV CUYYPXPEWNV.
K&Be kepohauo oto BoBuod TG autovoplog Tou PECO 0TO OUVOAO Tou BIBAIOV, TEAELWVEL PE TNV
TIapaBean  TAOLOLOG  BIBALOYPAPIKAC avopopd OXETIKNG KOO @op& He TO Beua TOU
ST PAYHATEVETAL.

FevikOTEPQ, OtV TAsloWn®@lax TS N BBAoypapla elval  XpOVOAOYIKA  ETTKOuPN TIPOG TN
ouyypo@r Tou BiBAlou. Mpdyua Tou emBEROWVEL Kol TNV ETUOTNUOVIKY o&loTIoTior Twv
OLUTIEPACUATWY TWV &PBPWV TNG CUAAOYNC QUTAC.

Ertlong, mopoatnpeiton 08 apKETG KEPOAQIL N XPNon mapsVBeTou Adyou omo  Touq
ouyypowelc. O TapeVOETOC AOYoG Asttoupyel wg Sopkn SGKPLon HETAED SLO SIPOPETIKWV
AOYIKWY, W¢ Slakptty @wvnh, n omola cuvomapTiel Kot avadlapop@UVEL TR por, TNV
TipaypaTikoTnTa (textuality) Tou kelpevou. O cuyypaPEaC SEV KPATAEL TO VONUQ, YO VO TO SWOEL
ETOO OTOUG QVOYVWOTEC, OAAG QVTIBETO TO TOPOBETEL QUTOVCLO, OXL oo eAAEWPN euTIElplag
OAMG WG PNTOPIKN  TIPOKTIKA NG ypa@ng n omola Asttovpyel w¢  ovTiBoapo  AoykNg
ETUXEIPNUOTOAOYIOG. OEAEL Vo TIETUXEL TNV €€l00pPOTINGN O €TiMESO €KPOPAC AOyoL. AuTh n
Sadkaola Tpak Tk kpUReL pla de facto Slohoyikotnta. ETal, Sivel Tn Aoyikh Tou «dANOL» PEC
0TN PON ToU AOYOU, KPATWVTAC (WVTAVO TO EVOLAPEPOV TOU QVOyVWOTN.

To VEOC YPaPNC Elval AUECO KOL EVTOVO OVOOTOXAOTIKO. Ol CUYYPOEPEIC SIOTUTILWVOUY
OUPBOAEC, AVTIPAOELS, OKEWELG KOL TIPORBANUATIOUOUC OXETIKA e TN SLadIKaola TNG SIGAOKOALOC
Kl TNG paBnong otnv ekmaidevon. O auecog Aoyog Slatnpel eviovo TO evOlPEPOV TOU
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QVOYVWOTN, VW TNV (Sloe aTlyun N TAoLGLa BIBALOYPAPIKA avapopd To KaBLoT& evar aofopo
ETILOTNHOVIKO KelueVOo.

Meoo amd to ouvoro Tou BIBAloU amoudldlel TO OMTIKO €peBLopa. EAGXIOTEG EIKOVEG KOl
LEPIKEC PWTOYPAPIES, ETUAEKTIKG OE KATIOL KEPOAXLQ, OTIAVE TO QUOTNPA ETILOTNUOVIKO  TIPOMIA
Tou BLBAloL.

6. Interludes

To Tieplexopevo tou BIBAIoL BplokeTon OUOOOTIOINPEVO VA 5 KEQOAXIO LETO OTIC TPELG
LEYOAEC EVOTNTEC TOU.

>10 « Context Interlude» TepITTAEKEL KO ETIEKTEIVEL TNV EVVOLX TOU EKTIAUOEVLTIKOU TIAXLCLOU,
TIoEOLOLA(OVTAC TO TIWEG OUTO UTIOPEL var epunVveLBel TTOAUSIGOTOTO KABWC KOl  TIC ETUOPATELC
Tou otn Sdikaolor TNG p&Bnonc. Mvetal o TIPOOTIABEIX KAXTOVONONG TWY TEOTIWY HE TOUC
oTtolouC TOL KOWWVIKO- TIOMTIOUIK& TTAalola etnpe&{ouv Tn pUon TN padnonc.

>10 «lI Development Interlude» ovadelkvUEL TOV TPOTIO HE TOV OTIOIOV OKEPTOUOOTE KO
KOTOVOOULE TNV KOAALTEXVIKI QVATITUEN PECX QTIO TIC EKTIAUOEVTIKEG Sladikaole. ‘Ouwg ouTo
TIOU TIPORGAEL TIEPLOCOTEPO £lval TO TIWG N SIEOPOON HE TOUC KOAALITEXVIKOUC TOWELC pmtopel val
ylVelL onuov Tk aTtn SGUNCN TNE TPOCWTIKOTNTOC TWV TIOUSIWY KA TOU KOCUOU TOUC.

TNV Ttedeutala evotnta «L Curriculum Interlude» ov ko €0TIACEL OTNV TIPWILN OXOAIKN
NAia, N cuAloyn ouTh xTidel plor LTTOBEDN EMAVATOTIOBETNONC TWV TEXVWY, UECH OTO TESIO TNG
ekTaldeLONg CUVOAIKGL METO OO KOWWVIKO-TIOATIOUIKEC TIPOOEYVIOEIC QVTITTAPABOAAEL TO
LOVTEPVO AUTIKO eKTIAUOEUTIKO UOVTEAO TIOU  KUPLOPXEL Kot emnpeddel TNV KOAALTEXVIKNA
ekmiatdevon TNC B. ALEPIKAC, HE TNV TIPAYUXTIKY pUON TNG HABNoNC TwV TIAUSLWY. JUUPWVO LE
TOUC OUYYPAME(LC, N YWWOoN TwV TSIV OTTOPPEEL BLWUATIKG, HECXK OO TNV KABNnUEPIVA TOUC
OANAETHOPOON PE TIC OUYKEKPIUEVEC KOAMTEXVIKEC KO TIOAMTIOUIKEG OUVONKEC TOUL OlKElOL
TEPIBAANOVTOC TOUC.

7. ZUVOTITIKN N TAPOUCIAcH KEIPEVWV

Tow apBpat pe KOO Baolkd Bepa TLX. TN HOVCLIKN, &€ To BPIOKOUME CUYKEVTPWHEVO OE £V
KEPOAQLO OAAGL TIEPITIAEKOVTOL ETX OTLG BEUATIKEG EVOTNTEC TIPOOSISOVTOC HICL ETILTIAEOV CLVOXN
0TO TEPLEXOUEVO Tou BIBAlou. ETOL Kol HOKPOSOUKA Ol TPELC EVOTNTEG €XOLV LI ECWTEPIKNA
oUVEEDN, OUVOXN Kall CAANAEEXPTNON LETAEL TOLG. Me B&aon auTr TNV Ttapathpnon Ba umopovoe
VO YIVEL pla opadoTIoinan CUUPWVA UE TO TIEPLEXOUEVO TOUC (Lackey L. 2004).

Etol to kep. 6 Tou Daniel Walsh kot to kep. 7 Twv  Kieran Egan kot Michael Ling Tou
OLVOVTOPE OTnV evotnta “Development” SLOMTPAYUXTEVOVTOL YEVIKA BEUOTO OXETIKX WE TNV
KOAALTEXVIKI QVOTTTLEN TWV TToUSUWV.

JUyKekplueva To kelpevo Twy Egan and Ling «We begin as poets: Conceptual tools and arts in
early childhood» \oxuplleTon OTL £XOUHPE TIAPEPUNVEVCEL TL lval BaCiKO OTnV ekTtadldgLon Twv
TSV KL WC  OTTOTEAEOUO  €XOULUE  BepeAlwosl  AavBaopeval 0TV OAOTNTA  TOUC T
TIPOYPOAUHOTO OTIOLSWV. H KUPLO TIOPEPUNVELDN EXEL OXEON HE TN LTIOBeon OTL N exkmaideuon
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TIPETIEL VAl €lVOL TIPOKTIKN Kot Vot odnyel Tor TTaudlx oe SeELOTNTEC XPNOLEC OTNV ETIAYYEAUNTIKN
TOUC €EEAMEN WC eVNAIKEC. ATIO TO TPWTA MOBNTIKAE Xpoviar T TSl KOXTavoouv OTL N
TIPOETOLLOCIX TOUG YLt TOV EPYACLOKO XWPO EVAL N TIPWTOPXIKN onuoactor TN ekmtaddeuong Touc.
OewpPoUV oPVNTIKO OTL TO OXOAKO TIEPIBAANOV QVTAVAKAX TIC EVAAIKEG KAVOTNTEC KO EUUETD
TNV (Sla TNV KOWWVIKA KO OLKOVOULKT 0pY&VWAON TOU KOO0V, SOUNUEVN €TOL WOTE VO CUVTNPEL
™V lepapyxia kat T duvaun, VW ayvoel ekelvo 0To OTIolo Ta vear TTaUSIA SIOTTPETIOVY KAl Elvat
BLOAOYIKA  TIPOYPOUUATIOMEVA: SNA. TNV IKAVOTNTA VO KOTOWOOUV TN HETAPOPX KAl VL
KatoAaPadvouv OTL oL AEEELC, Ol EIKOVEC, OL NXOL KOl Ol XELPOVOUIEC elval OAa cUpBoAar TTou
QVTUTPOCWTIEVOUY  TO VONUY, eKPEALOVTOC TIAVTA KATL AUTH N EKTIANKTIKG TIOAUTIAOKN
LKOVOTNTO TOUG, TIPETIEL VO elval N KoPSIa TNG eKTIaddeLONC. Mot TOLG CLYYPAPELC, Ol LTIOBETELQ
OXETIKA PE TO OTL Ol TEXVEC ElVAL KOTA KATIOLO TPOTIO UN TIPOKTIKEG 1 TIPOXELPEG, Elval GKOULPEC
KO TIOAQUOUOSITIKEC.

To kepdrawo touv Daniel Walsh «Constructing an artistic self: A cultural perspective», eviox Vel
TO TIPONYOUUEVO KEPOAXIO, AEyOVTaC OTL N paBnon &ev umopel var AGBEL XWPO YEVIKA, OAAX
TIPETIEL CUVEXELX VO VIVETOL LECO OE VA TIEPIBOAAOY  (PTIAYUEVO QIO ovBpwTIouC. AlVEL Eppaon o
QUTO, TO omolo 0Aot uttoAoyidoupe we avamTuén Kot n omola elvat Baclopevn oto WOK{TEPO
KOWWVIKO KOl LOTOPIKO ylyveaBow péox oto omolo (ovpe. AnA. TO v KATIOLOC OPLOTEVOEL
eCopTATOL KOl OO TO KOWWVIKO Kol TO (OTOPIKO TIEPIBOA OV pEda oto orolo (el Kal
avamtugoetat. O oVyxpovog TPOTIOC (WNG AmALTEL TNV TIOAUTIAEUPN oVATITLEN TOU E0VTOU paC. H
KOAALTEXVIKN (pUON TWV TIoULSIWY UTIOPEL var avamTuxBel TOUAGLOTOV PECO oMo TNV EVOOXOANON
Toug pe pla poper tEXVNC. O OuyyPAPEDC OUUTIEPQIVEL OTL N KOAUTEPN TIPOCEYYLON TNC
ekmaddevong Kal TG paBnong elval  var eTUTPEPOUUE OTO KGO Ttaudl var avamTuéel BaBieg
OEELOTNTEC PHETTL OE VOV KOAATEXVIKO TOLEQ.

To ke@. 1 ¢ Karen Hamblen kot to kep. 3 Tou Brent Wilson, ta omola Bplokovtal atnv
evotnta Context, kaBwg kot To Ke@. 9 TN Christine Marmé Thompson otnv evotnta Development
Ko To Ke.12 tng Liora Bresler otnv evotnta Curriculum eéetdlouy To eKTTAUSEVTIKO TIAXIOLO TWV
EIKOOTIKWY TEXVWV (visual arts).

O Brent Wilson oto ¢pBpo Ttou «Becoming Japanese: Magna, children’s drawings and the
construction of national character», \OxLPICETAL OTL PECA OO TA YIOMWVECKO KOULKG, T TSI
QVaTTVUCO0LY TNV €BVIKN Toug TauTOTNTA, SNA. yivovtal MNarmwvelol. AuTog uttooTnpllel OTL VW
Ol SIELTOUTIKEC EIKOVEG TWV KOUIKG OTEAVOUV KWOIKOTIONUEVO UNVUMOTA OTar Ttaudl, Tnv (Sl
OTLYMN) OTO XEPLOL KAl TN (PTG TwV TTatSLwV vonUATodoTOUVTAL €K VEOU.

H Christine Marme Thompson coto «Drawing together: peer influence in pre-school-
kindergarten art classes», TieplypaPel TOUG TPOTIOUC PE TOUC OTIOOUC Tar TIoUSIa SOUAEVOVTOG
opadIKa paBaivouy va (wypapilovv. O ouyypaweac Bewpel 0TL N virtual art dev elvat povaikn
TEXVN KO ETMOVOTOTIOBETEL TNV Gmoyn OTL Ta TSI LECK otO TN CLVEPYATial EEPEVYOLV QO TN
Beon Touv poBNT Kat yivovtatl SAoKoAOL.

Too kelpeva tng Liora Bresler kat tng Karen Hamblen e&etdlouv T @Uon TNG «OXOAKNG
TEXVNG» KO EPUNVEVOLY TO OXOAElX WG «TAXLOLO», JECX OTO OTIOI VO TUOCETAL N AOBNTIKN

aywyn

@HeIMEC
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To kelpevo tng Liora Bresler, «School art as a hybrid genre: Institutional context for art
curriculum», KoTamAveTal e TO BEOUIKO TAA(CLO, TOTIOBETWVTOC TN Visual art aTo TPOYPAUX
oTtoLSWV. H OXOAIKA TEXVN, OO TN W TIAELPE, elvan eva LRPISIO To omolo davelleTal atolela
OTIO TIOAAEC KOAALTEXVIKEC TIOPOOOCTELS, EVW OTIO TNV GAAN UEPLX oploBeTeltan ko oxnuatideTal
pEaor amod 1OL{TEPEC SOUEC KOl OKOTIOUC KATA TN SLAPKELX TNG OXOAIKAC ekTtaddevonc. H Bresler
uTIoaTNPEICEL OTL EVW N TEXVN EVAL TIEPLPEPIKT WC OXOAKO HABNUO OTO TIPOYPOUUA OTIOUOWY TNG
ALEPIKAC, KOTA TN SIEPKEL TNC SIGAOKOA O avAyETaL O BOCIKO EpYAAE(o, TO oTtolo TTapouotadel
eva €l60C «OTITIKNG» KOUATOUPOC TIOU TIEPLEXEL UNVUMOTO EKTIaHSELONG,

H Karen Hamblen oto &pBpo «Children’s contextual art knowledge : Local art and school art
context comparisons» e0TIACEL OTNV IOEX TNE «UETAPOPAC TNG YVWONC». OeTel (NTAMOTO OXETIKA e
TO KOTA TTOOO UTIOPEL N OXOAIKNA YVWaON VO UTINPETNTEL VO VOULLOTIOINTEL 1) VO OtyVONTEL Lo OAAN
LOP®N KOAANTEXVIKNG eKTTalSELONG, N OTIolX TIPOEPXETAL OO €EWOXOAKO TIEPIBAANOV, KOBWC
emiong Kol 0TO KT TOOO oUTEC OAANAeTIIOPOUY. Evw Sev apveltal 6Tl 0 KUPLOG O0TOXOC TWV
EUTIELPLWV TNC OXOAIKNG TexvNe elval va TPoeTOAEL TOLG aVBPWTIOUC VA CUUUETAOXOLV O
e€WOoXOAKA TEpIBAAOVTE, vTTooTNPIdEl OTL elval TIPORANUATIKO &V oUTO ToU paBalvetal aTo
oxohelo mpemel va «EgpaBalveTaly Yt VO OUPHETAOXOUV O OAAat TIEPIBOANOVTOL KAl TO
avtioTpopo.

Kot to kep. 14 otnv evotnta Curriculum tg Donna Grace kat tou Joseph Tobin «Pleasure,
creativity and the carnivalesque in children’s video production», vTioypoppllel Tn UON TOU OXOAMKOU
TiepBEAAOVTOC, TIapoAo Tou Sev Tieplopileton atnv visual art. Ot cuyyPAPELG TIEPLYPXPOLY UL
LEAETN OXETIKA HE TIC PBWVTEOOKOTINOEIC TwV Tadlwv. [Mapatnpoluy OTL T oxedla epyaatag
(projects) Twv Tadlwy, evw BaotlovTal oTIC SIKEC TOUC YVNOLECG LOTOPIEC, AVATIOPEVKTA (PEPVOLV
OTNV ETHLPAVELN  TIPOKXBOPLOUEVOUC OXOAKOUC KAVOVEC KAl BEUOTO OXETIKG pe TNV e€ovaiar Tou
SaoKAAoL aTNV TAEN.

Evw 1o ke®. 13, Tng dlog evotntag Curriculum, tou Daniel Thompson oto &pBpo «£arly
childhood literacy education, wakefulness and the arts» SlOMPOYUXTEVETAL TIG OHOLOTNTES AVOUETD
0TN YAWOOIKN ekTaldevon Kat oTtny ekTalSELon TwV TEXVWY KaBWC Kol ToV TPOTIO IOV ol SU0
UTTOPEL VO TTAPOUCIACTOUV WC TO OXNHO YL LOPPUION Yl LaBnon.

To ke. 2 Tou Bruno Nettl, To kep. 4 tng Patricia Shehan Campbell, ko To ke@. 5 TnNC Minette
Mans, To oTtolar cuvavTaue oTnv evotnTa Context, KABWC Kat To Kep. 8 Tou Graham Welch, otnv
evotnTa Development pogavatoAMovTan OXETIKA LE TO TIEPLEXOUEVO TNC UOUCIKNG ekTialdeuonc.

To &pBpo Tou Nettl «What's to be learned? Comments on teaching music in the world and
teaching world music at home», vmootnpllel OTL N TOATIOUIKN €dpalwon WG HOVOIKNG
KOLUATOUPAC TIPETIEL VO EUTIEPLEXEL, TOOO TO TIEPLEXOUEVO, OO0 KAl TIC TIAUOAYWYIKES TIOXPAOOTELC
NG, Y& Vo BEWPELITOL OAOKANPWHEVN KOL AELTOUPYIKN.

Kotae tov Nettl n maudorywytkn TTRoKTIKA Elval eva XpAOLO VOPKTHPLO onelo e€gTaong TG
KOUATOUPQC, TNV omola BeAoupe va eloayoupe. Otov 0 SAOKOAOC KOTNYOPLOTIOEL oVTO TIOU
TIPETIEL VO SIOGEEL, TIPETIEL TNV (Slor OTIYUr Vo avayVwpIlel TIC TIOATIOUIKES UTIOBETELS OXETIKA LE
TO «TU elval onuavTIKO» va SIGGEEL Kal v UOBel oTa TSI, XpNOWWOTIOIWVTOG AUTIKN
MatdoyWYIKT TTROKTIKT VIO VO ELOXYOVHE €€ AUTIKEC LOVCIKEC TIOPASOTELC, KIVOUVEVOUUE VO TIG
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OHOYEVOTIOINOOUUE KO VO TIOXPCAEIWPOLHE ONUOVTIKEC TIANPOPOPLEC YUpw omod Ta Oaltepa
TIOAMTIOUIK& KO JOUOIKA XOPOKTNPIOTIKG TWV OAAWY ACWV.

To kelpevo tng Campbell «7he musical cultures of children», eTuonuaivel T TTOAAQTIAG TtedLa,
Lecor oTa oTtotar Tar TSI oBaitvouy LOUCIKT, EVW VOTTTUCOOVTOL TTX. TNV OKOYEVELY, Tar media,
TO OXOAglo, Ta YKpoUuTt HeEAETNG KTA. H Campbell Bewpel onuavtikn Tnv avayvwplon Tng
TIOAMOTIANG HOUCIKNG TIROYHATIKOTNTOG TWV TTOUSUWV.

O Welch ato «£arly childhood musical developments, peAetd TNV TPWLUIN HOVCLKN avATITUEN
KOl TIPOYHOTEVETAL OUVNOIOUEVEC LTIOBECEIC OXETIKA HE TNV OVOYKXOTNTO TOU  «LOVOIKOU
TOAEVTOU» YLlOt TNV OTIOKTNAN Kol TN BEATIWON TWV HOLOIKWY SeEl0TATWYV. Avayvwpllel, OTiwe Kal
n Campbell, 0Tt UTI&PXOLY TIOAA& HOUCIKA TIEPIBAANOVTO, OTal OTtolar T TSI BLWvVouV Kal
TOUTOX POV EKOETOVTAL OTN MOUCIKA &Bnan.

To &pBpo Tng Minette Man, «Playing the music: Comparing children’s song and dance in
Namibian education», Tieplyp&@el TOUG TPOTIOVC HETA OTIO TOUC OTIOIOVE N TTIOMTIOMIKN TIapadoon
Twv Namibian xpNOWWOTOEL TN POUCIKN VI TNV KOWWVIKOTIOINON TWV TIAUOWWY OE ONUOVTIKEC
NBKEC Kot TIONTIOUIKEG aleC. H ouyypapeac eTionuaivel OTL Ta TTAUSLX CUAUBAVOLV TN UOUGCLKN)
QVOTIOOTIAOTN MO TO T VIOL Ko TNV Kivnaon.

To ke.10 Tng Shifra Schonmann kat kep.11 Tng Susan Stinson peAeTovy To BeaTpo Kaw TO
X0PO OTNV TPOTXOAIKN ekTtaidevon.

H Schonmann cto «Fictional worlds and the real world in early childhood drama eaucation»
LEAETO TOUC TPOTIOUC, HE TOUC OTIOOVC Ta TAUSLX  OVOTTTUOCOLY TNV KXTOWONON TNE AoBNTIKAC
aMOOTAONC WC HEAN TOL KOWOU Yl To Beatpo. H Schonmann BeéAel va Seléel TO W epxovTal T
TIadL& 0TO ONUElD VO KATOAXBOLV TIC SLOKPITELG HETAED TIPOYHOTIKOTNTOC KOL (POVTACIOC KOT&
N SLAPKELX TOU BEATPIKOU EPYOU.

H Stinson oto apBpo «What we teach is who we are: The stories of our lives», Teplypa@el TNV
TIPOOWTIKN TNC eUTEpla, N oTtolar TNV BonBnaoe va Slepeuvnoel Tl onualvel To va BonBag T
TSI Vor KataAdBouv T Slapopd avaueSa oTnV aTtAn Kivnan Kol oTn XOPEVTIKNA, n oTola
XOPOKTNPIETAL amto TTANPN S€0UEVON KAl TIPOBEoN.

Mo TO TEAOC, Ol ETHEANTEC Tou BiBAlou Gpnoav Tto GpBpo Tou Peter Webster «Music
technology and the young child» © 01T0i(0¢ HEAETA KOAT& TIOCO UTTIOPOUV VO CUVUTIAPEOUV OL VEEC
TEXVOAOVYIEC HE TIC HOVTEPVECG TIAUOOYWYIKEC AVTIANAWELC OXETIKO HE TN SLOXOKOAQ TNC LOVCIKNG
OTNV TIPOTXOAIKT NAWKiaL

8. Avaotoxaouog

Kevtpikog déovag mavw otov omolo dopeltol to BBALo elvar n avalditnon TG oLPPBOANC
TWV TEXVWV W dladikaola paBnong otnv ekmaideuon. Oewpel OTL N PAONON TWV TEXVWV Elvat
KATL TILO TIOAUTIAOKO QO OTTAN Omaa)OANON, aloBNTIKY) KOAALEPYELD, 1) ATOUIKN EKEPOaN. MoTEVEL
OTL Ol TEXVEC, AELTOLPYOUV OTX TTAOLY, WC O BATIKOG (POPENC TIOMTIOUKNG HETAS00NC KWOIKWV
Kol a€lwv. ATIOTWVEL OTL ouTa paBatvouv var Staalouy, Voo YpaPouy Kot va ek@palouv
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OLVOLOBAUOTA, HECK OTIO TOUC CUUBOAIOHOUC TWV TEXVWY, OTTOKTWVTOC TTHPOAANAX  cuveldnon
KOl TOUTOTNTA TOL €AV TOU TOUC KO TWV OAAWV.

Yuvolilovtag, Ba Aeyape OTL N CLUPOAN TNC TexVNg ot (wr) Tou TTAUSLOV £XEL KABOPLOTIKN
onpoota, yott To BonBael var KaTavoel evav KOOUO evnAlKwY, pETar aTov oTtolo Asttoupyel Kat
QVOMTUOOETAL WC OVTOTNTA E LVESNON.

J€ OUTO TO ONUELD OTIAVTAUE KOL TO EPWTNHC IOV BECAE TNV AVAALCN TOU TITAOU OXETIKK
LE TO KOTA TIOCO QUTH N ETIOUPN EVOL ONUAVTIKE Kol KaBOoPLOTIKA 0T SLHOp@uon TNE YVwonc.

H avdAuon tou BiBAlov emiBeBatwvel, emiong kat TNV opXIKA LTIOBEON epunvelag poC
OXETIKA PE TNV QVEPWTIOAOYIKI TIPOCEYYLON, OC0 Kol TN SIETIOTNUOVIKA €E€TOON TOL BEUATOC.
MapaBeToupe T €ENC XAPOKTNPLOTIKA:

1. 2tnplleTon og ETUTOTIO EPELVA TWV SLWV TWV CUYYPAPEWV.
2. AKOAOUBEL TNV TIOLOTIKNA KO EPUNVEVTIKI TIPOTEYYLON TWV OTTOTEAECUATWY TNC.

3. XTOXEVEL OTNV OPOUPIKNA avVASEEN KOl KATavONon TOU BEUaToq Ko OXL aTtnV omodelén
KOTOLOG o IKNG LTIOBEeONC epunveloag.

4, OETEL AVOOTOXAOTIKA TIPOBANUOTIOUOUE Kol OKEWELC Yol avaldNTAEL TN CUPUETOX TOU
QVAYVWOTN, OTOPEVYOVTOC £TOL TN XPNON TOU W eyXEpidlo — aubevtia, To omolo dlvel
OULBOUAEC VIO «IOOVIKEG OUVTAYEC» HE «TEAELX XTIOTEAECUOTON.

5. Wy Vel TNV KOAUTEPN €€1yNON TNC «OTLYUNC» KAl OTIOMEVYEL CUOTNUATIKA TOt BETIKIOTIKA
OLUTTEDATUOTAL.

6. Aleyelpel ouUVALOBNUOTIKE TOV ovayvVwaTn, KaBwg O KAVEL OTIAN TIaPABECN OVOUATWY
Kol Bewplwv  oAANG avTlBeTa, T XPNOWOTIOEL  ylal vl EVIOXVUOEL TOV  €VTOVQ
OVTOAVOPOPIKO AOYO TOU CUYYPUPEDR, SVOVTOC Kol TO OmopodTnTO ETUOTNUOVIKO

TPOMIA TNG YPOPG.
7. Exel e0WTEPIKT) OUVEEDN KO CUVOXI TWV TIEPLEXOUEVWV TOU HE VONUOTIKEG YEPUPEC.
8. EuBoBuvel mavw 0To Bepa TTOAUTIAELPAl KO OPOULPLIKY, POV N KOBE UEAETN CUUTIANPWVEL

TNV TIPONYOUEVN, SIVOVTOC JIor VEQ OTTTIKN KO EQUNVELX, XWPIG VO YEVIKEVEL

0. Moapouotdlel OAEC TIC TEXVEC, XWPIC var EexVA TIC VEEC TeXVOAOYIEC, Ol oTtoleg €xouv
ELOXWPNTEL SUVOUIKA TO TEAEUTOUO XpOVIoL OTNV eKTIadSELON.

10.  Ze@elyel omod TOV KAXOIKO HOUCIKOAOYIKO TIPOCOVATOAIOUO TwV  [Moudaywylkwv
QTOPEVYOVTAC BETIKIOTIKG OXESI LOUTIKNG SISaOKaALaG.

11, K&vel Aoyo yiainformal pua@naon kat okloypo@el To KOWWVIKO - TTIOATIOUIKO TNE TTAalaLo.

12, Télog, Slevplvel Tov Opo TEXVN (art), Kat pe To performing art. Etol, SlmtAat oTn AoyoTexvia,
TNV Tolnon Kat T (wypaIKn TOTIOBETEL TO X0PO, TO BEATPO, TN UOUCIKN, LIOOTIUA.
Emidoyog

KAelvovTtoc tnv moapovoiaon tou BiBAlou Ba nBedar var KaToBECW TNV TTPOCWTIKNA oL
aroyn ylor TN ONUOVTIKOTNTA TOU, KOBWC UE EROAE T8 Vol VEO SNULOUPYIKO Kal KPLTIKO TPOTIO

EHelMEC

[93]



HeJMEC Vol. 2 | The Artsin Children’s Lives: Context, Culture, and Curriculum

OKEWNG, (POVEPWVOVTAC HOU TIPAYUOTO TIou pEXPL XBeq Sev Topatnpovca i Ttov Bewpovoa
oVTOVONTA. TO OTOTEAECUA EVAL EVTUTIWOLOKO, KOBWC POV SNULOVPYNTE JLOL VEX OTITIKN, N OTtolx
elval (kavn Voo Topatneel, vor oUVOETEL Kol Vo aVOAVEL O BABOC, KATOKTWVTOC OTASIOKA  VEX
TIAUSOYWYIKAX EPYOAElD, TOL OTIOlX OTIOPPEOLY, TOOO HECO OO €UTElpla, OCO Kol METO oo
ETUOTNUOVIKI TIOXPATAPNCN KAL YVWan.

To OLOTAVW QVETILPUAOKTO O OAOUC TOUC EKTIAUOEVTIKOUCG, Ol oTolol BeAouv  va
ATOVTACOLY OF EPWTAHATA 1 VO SNULOVPYNCOUV KOVOUPL, aPpOU HECH OO TOV VAT TOXACUO
Ko TN ouvexn avadntnon, n maudoywylkn Bewpla kot TIp&én Bplokouv veouc TPOTIOUC EPUNVELDC
KO EKQPAONG.

EAENA ANAPEQY

MOYZIKOAOTOZ, EKTTAIAEYTIKOZ MOYZIKHY. ATQIHX ME.16.01

H ‘EAeva AvSpeou elvat HOUCIKOAOYOG Kot epYACeTOU WC EKTIAUSEUTIKOC LOUCLIKNG OyWYNG
ME16.01 otnVv mpwTtofaBuia ekmadidsvon. Elvat aplaTouxog ToU THAPOTOG MoLaIKwV 2TTIoudwv
™G PLAOCOPIKAG 2X0ANC Tou Maveriotnuiou ABNVWY LE UETAMTUXLOKEG OTIOVSEC OTN
«Mouatkn KouAtoupa kat ETtikovwvic: AvBpwTioAoyikeg Kal ETiikowwviokeg Mpoaeyyloeig»
TWV TUNHATWY Moualkwv 2Ttoudwy kal Emtikovwviog kot Meowv Madiknc Evnuepwaonc Tou
(dlov Maveriotnuiou. Emtiong, elvat TuxoUxog Tov METATTUXLOKOU [TPOYPAUUATOC 2TIOVOWV:
«MovTteha Zxedlaopol kot Avamtuéng EkmaideuTikwy Movadwv» de katevBuvan «Alaxxelplon
Ko A&lohoynon EkTtaudeuTikwy Movadwv», Tou TuRuaTog ETiotnuwy tng MEooXoAKNC
Aywync Kat Tou EKtoudeuTikou 2xedlaopo, Tou Maveriotnuiou Atyalov. Elvat katoxog
SIMAWPOTOC TILAVOL KO TITLX LWV VW TEPWVY BEWPNTIKWV TNG HOVOIKAC. ETiiuoppwBnke o
TIAUSOY WY KA TIPOYPAUUOTO KO KAXVOTOUEG SpAaelg Tou Y.ITE.M.0O., Ta povoikoTaudoywykd
ovotnuata Carl Orff — Dalcroze, To mpoypoupo «Mediva: Exkmatdeuan - MoAITIopOG» Kot oE
Bepota EvTaéng Moudiwy pe ESIkEG AVAYKEC OTN YEVIKN eKTTASEVLAN OO TO TUAMX
Ekmatdeuong kot Aywyng otnv MpooxoAikr) HAwia Tou Maveriotnuiov ABnvwv. MapadAAnAa,
ETLOPPWONKE 0TN SLETILOTNHOVIKI KO SIGBEUNTIKT TTPOTEYYLON TNG MOUCIKNC SIOACKOALC,
KOBWC Kal TN oLvOean TG Ke TN Xenon Newv Texvoloylwy omo To Madaywyko Tunua
AnpoTikng Ekmtaideuanc ABnvwv. Exet A&BeL uepoc aTtnv LAOTIOINON EVPWTICIK WV
TIPOYPOUHGTWY Zwkpatng / Comenius). Elvot HEAOC TG CUVTOKTIKNAG OUAONE TOU TIEPLOSIKOU
Mouoikr| o Mpwtn BoBuida tng E.E.MATLE (Evwong EkmoudeuTikwv Mouaotkng Aywyng
MpwTtoBdBuiac Exkmaidevong).
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Touliatos-Miles, Diane (ed.)

This is the first publication that narrates the significant contributions of
Greek women in the various genres of the arts in a historical
perspective from antiquity to contemporary Greece. It discusses Greek
HER ART'. vyomen in the disciplings of music, t.he yisual arts, poetry and Iitera.ture,
menin e ety film and theatre, and history. The historical roles of Greek women in
music are examined including the first woman composer with
preserved music that is a Byzantine-Greek. Readers will discover that it
was a Greek woman philosopher who influenced the formation of
Socrates' thinking and that the Iliad and Odyssey were actually written
by a Hellenic woman but were later appropriated by Homer. Classic
and contemporary Greek female writers are in the foreground as well
as the modern art music and popular music by Greek women
composers. The roles of Greek women in drama are examined and the
significant works of contemporary Greek women artists are recognized.

(ed.)

o Touliatos-Miles

Dian

Greek Womeé
from Antiquity

Contents

Olympia Dukakis: Foreword - Michael Cosmopoulos: Prologue - Diane Touliatos-Miles: Preface - Diane
Touliatos-Miles: Greek Women Musicians in Antiquity and Byzantium - John Younger: Tecnitides:
Women Artists in Ancient Greece - Gail Holst-Warhaft: Penelope's Perspective: How Greek Women
Poets translate the Classics - Anastasia Siopsi: Greek Women contributing in Art Music in Greece and
abroad - Gail Holst-Warhaft: Greek Women and popular («Laika») Music - Vassiliki Rapti: Women in
Greek Theatre: Contemporary Adaptations of Ancient Greek Tragedy - Christina Petrinou:
Contemporary Greek Women Artists and Painters.

About the author(s)/editor(s)
Diane Touliatos-Miles is a Professor of Musicology and Director of the Center for the Humanities at the
University of Missouri at St. Louis. She has published several books and articles with international
publishers.

(The info is from the publisher’s website).
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Hellenic Journal of Music,

oTn AOYIa éAANVIKR HOLOIKA TOL SEKATOL EVATOL AIWVA
OTO 81EOVEG HOLOIKOAOYIKO TTEPIOSIKO

Nineteenth Century Music Review

KukAopopnos TO TPWTO TELXOC Tou  OLEBVOUC  LOUOIKOAOYIKOU
Tieplodikov  Nineteenth Century Music Review omd 1o Cambridge
University Press, a@lEpwPEVO OTN AOYLOL €EAANVIKT  HOUOIKA  TOU
OEKATOU €VATOU alwva. [pa@ouy, KoT& Celpd Topouciaons Twv

KEWEVWY, ol Avaotoolar Zwwpn, Xapng ZovBouddakng Kaltn

Pwpavou-Maplor Mmapumakn, 2teAAa Kovpumova kot Kwotog
Kopddaung. To Teuxog elval oty NAEKTPOVIKY — SlevBuvon
http://www.esaim-cocv.org/action/displaylournal?jid=NCM kot €xel

eAeVBepN TIpooBaan.
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The first issue of the international musicological journal entitled
\

Nineteenth Century Music Review, published by Cambridge
University Press, is dedicated to nineteenth-century Greek art music.
It is at the website http://www.esaim-cocv.org/action/displayJournal?jid=NCM and has an
open access.

Table of Contents - Volume 8 - Issue 01

(Music in Nineteenth-Century Greece):

1. Anastasia Siopsi,

Introduction, 5 —15

Century Greece: Its Institutions and

their Contribution to Urban Musical
Life, 57-84

2. Anastasia Siopsi,

Music in the Imaginary Worlds of the
Greek Nation: Greek Art Music during

5. Stella Kourbana,
the Nineteenth-Century's fin de siécle

(1880s-1910s), 17-39

Music Education in Nineteenth-
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The Birth of Music Criticism in Greece:

The Case of the Historian
3 Haris Xanthoudakis, Konstantinos Paparrigopoulos, 85-100
Composers, Trends and the Question 6.  Kostas Kardamis,
of Nationality in Nineteenth-Century From Popular to Esoteric: Nikolaos
Musical Greece, 41-55 Mantzaros and the Development of
4. Katy Romanou-Maria Barbaki,

his Career as a Composer, 101-12
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The Hellenic Journal of Music, Education, and
Culture (HeJMEC) is a new infernational, on-line,
open-access, and peer reviewed journal devoted
to critical study and crifical analysis of issues related
to the fields of Music, Education, and Culture.

HeJMEC welcomes single, multi- and inter-
disciplinary contributions of research and literature
in the areas of music, education, and culture and
publishes both qualitative and quantitative research
with substantive and theoretical merit, along with
critical reviews, theoretical articles, and invited
book reviews related to these fields. The journal will
have articles in either Greek or English (depending
on the language of submission), but with structured
abstracts appearing in both languages. There is also
an opportunity to include media files (such as music,
video) to illustrate the text.

Notes For Contributors

Submission of mss: Submissions should be sent via
email to co-editors: Maria Argyriou, lonian
University, maria.argiriou@gmail.com in either
Microsoft Word format and/or rich text format (RTF).

Covering letter: please attach a letter to every
submission confirming that all authors have agreed
to the submission and that the article is not currently
being considered for publication by any other
journal.

Formats of mss: Manuscripts should be written in a
style that is clear and concise, avoiding fechnical
jargon. A consistent style should be used for both
format and references. Preferred manuscript style
should conform to the Publication Manual of
the American Psychological Association (6th
edition). All manuscripts must not exceed 8000
words in length. However, some exceptions can be
made after consideration by the editorial team.
Titles of the articles should not exceed the length of
15 words and all manuscripts should include
an abstract (100-200 words) and résumé (50-100
words). All the above should be submitted through
the submission form as Open Office Writer or
Microsoft Office Word documents (.odt or .doc file
extensions). Authors should also submit 3 fo
8 keywords relating to their article's content.
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Images, graphics, and tables:

Images should be easily readable, clear, and neat;
colour images are preferred. All musical examples,
line diagrams and photographs are termed * Figures’
and should be referred fo as such in the manuscripft.
They should be submitted in black and white, and
numbered consecutively. Except for notatfion files
created with Finale* software, all images should be
submitted in the original program in which they were
created (JPG, TIFF, or EPS; Microsoft Application Files
are acceptable for line art). Any scanned images
should be set at 1200 dpi for line art and 300 dpi for
colour or greyscale. Al diagrams, images,
photographs, and tables should be placed at the end
of the manuscript file and numbered in the order they
appear in text. Insert callouts for figures and tables on
a separate line just after the paragraph where each
image or table should appear (example: “[Figure 1
here]”). To avoid delays in typesetting, please convert
any music-specific  symbols and notation (using
MusiSync or MS reference font, for instance) to
images.

*Finale files should be saved and submitted as images
(JPG, TIFF files).

Before publication authors are requested to assign
copyright to GAPMET, subject to retaining their right to
reuse the material in other publications in a
significantly different way, written or edited by
themselves, and due to be published preferably at
least one year after initial publication in the journal.
Authors are responsible for obtaining permissions from
copyright holders for reproducing any illustrations,
musical examples, tables, figures or lengthy quotations
previously published elsewhere. Permission letters must
be supplied to GAPMET Publications.

Greek Association of
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Contact: gr.primarymusic@gmail.com,
marig.argiriou@gmail.com
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