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Editorial 

We are very pleased to bring to our readers the four compelling articles that comprise 

the third issue of the Hellenic Journal of Music, Education and Culture. The four authors 

featured here present works that explore important topics on music education and culture. 

As you will see from the articles, we have colleagues from diverse cultural and 

international settings who are reporting and discussing their research and practice. Articles are 

in English or Greek to reflect the origins of the journal and also to facilitate its potential impact 

in the symbiotic development of the research communities, both within and outside Greece. 

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

contribute in the future. 

Our first peer-reviewed paper, in Greek, is Eleftheria Boulgari’s and George Sitotis’s 

“Music’s relationship with the function of memory of primary school children. Contemporary 

study in Attiki”. The authors present a case study of a small sample of students in a primary 

school of the area of Attiki, Greece. First, they take into account previous research findings; 

more specifically, a project which took place in countries other than Greece since 1993 and 

concerned with the relationship that Mozart’s music has – more specifically, listening to sonata 

K.448 – with the learning ability of students (the so-called ‘Mozart Effect’). Their case study 

followed procedures quite similar to those of other researchers: (1) they had these students 

listening to Mozart’s sonata K.448; (2) they also had them listening to a contemporary popular 

song; and (3) they taught them a song which the students performed.  Their conclusions are 

that learning a song and listening to a popular song arouses positive feelings in these children 

and this results in a better short-term memory of numbers.  

Our second peer-reviewed paper is Christina A. Georgiou’s “Perspectives of music 

publishing in the twenty-first century: the death of the editor?” The article addresses crucial 

questions regarding the pros and cons of implementing recent technological advances in 
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music publishing, identifying the current pitfalls, as well as the promising perspectives of their 

application. The article attempts to provide a new, working definition of the roles of those 

affected by such changes in the field of music publishing: from the promoters of new 

technology to the publishers; from the music editors to contemporary users at all levels; from 

amateurs and students to teachers and academics. In short, the author discusses how this new 

technology can be a promising tool in the promotion of research, knowledge and dialogue. As 

she claims, as digital and online resources, formats and systems progress further, more and 

more options will become available to those with access to this technology and, ideally, these 

will further promote evolution, knowledge and unprecedented opportunities for those who 

make use of them critically and wisely. 

In respect to music, the process of producing the twenty-first century’s first large-scale, 

music-related digital editions and archives can be informed by the recent attempts in creating 

literature- and art-related digital archives. The outcome should not simply involve the 

preservation and the archiving of information and of the editions already available; it should 

enhance and promote what has diachronically proven to be the most crucial element of 

editing and interpretation: the continuation of dialogue. 

 Moving on to Greek issues in music culture, Georgia Kondyli’s “Callas: the conflict about 

Epidaurus”, explores situations that are intimately related to Maria Callas’ concerts in Herodium 

and Epidaurus. The internationally known soprano had left Greece in 1945 to go to the United 

States, and hadn’t been back since. She returned to Athens in 1957 to inaugurate the Festival 

with two performances at the Herodium in 1957. This paper critically describes the events 

which took place at the Athens Festival and, in 1959, in the Epidaurus Festival; all these are 

seen in relation to the current political and artistic establishments and developments in Greece 

of that time.  

The last paper is Mannion, Sanatullova-Allison and Sanatullov’s “Applying the theory of 

linguistic relativity to music: an initial exploration”. This paper investigates the application of the 

theory of linguistic relativity, which holds that language and culture are mutually reflective and 

generative, to the relationship between music and culture. Since both language and music are 
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ΠΕΡΙΛΗΨΗ |Η σχέση που έχει η μουσική του Μότσαρτ, και πιο συγκεκριμένα η ακρόαση της 
σονάτας K.448, με τη γνωστική ικανότητα μαθητών και σπουδαστών (Mozart Effect) έχει 
αποτελέσει αντικείμενο μελετών και ερευνών στο εξωτερικό από το 1993 μέχρι και τις μέρες 
μας. Η ιδιαίτερη αποτελεσματικότητα της συγκεκριμένης σονάτας επιδοκιμάστηκε και 
αποδοκιμάστηκε από διαφορετικούς ερευνητές. Στο παρόν άρθρο θα αναφερθούν αναλυτικά 
οι έρευνες των προηγούμενων ετών, καθώς και τα αποτελέσματα της εγχώριας έρευνας σε 
μικρό δείγμα μαθητών πρωτοβάθμιας εκπαίδευσης που διενήργησαν οι συγγραφείς. Θα 
πραγματοποιηθεί λεπτομερής παρουσίαση των αποτελεσμάτων και θα αναδειχθεί η σχέση 
της μνήμης των μαθητών με α) την ακρόαση της συγκεκριμένης σονάτας του Μότσαρτ, β) την 
ακρόαση ενός σύγχρονου δημοφιλούς τραγουδιού, και γ) την εκμάθηση και φωνητική 
εκτέλεση ενός τραγουδιού.  

 
Λέξεις - Κλειδιά:  Mozart Effect, μνήμη, σύγχρονη έρευνα, συναίσθημα 
 

1. ΕΙΣΑΓΩΓΗ-ΠΡΟΛΟΓΟΣ 

Στο κείμενο που ακολουθεί θα εξεταστούν διάφορες έρευνες που έχουν διενεργηθεί γύρω 
από τη συμβολή της μουσικής ακρόασης και της μουσικής εκπαίδευσης, λειτουργίες άρρηκτα 
συνδεδεμένες μεταξύ τους ώστε να μελετηθούν παράλληλα, στην ανάπτυξη και βελτίωση της 
μνήμης, της προσωρινής χωρικής λογικής (Spatial-temporal reasoning), της χωροχρονικής 
αντίληψης (Spatial-time intelligence), της χωρικής αναγνώρισης (spatial-recognition), της γνώσης 
και της μάθησης. Επίσης θα παρουσιαστεί η συμβολή της μουσικής ακρόασης και μουσικής 
εκπαίδευσης στις διανοητικές ικανότητες και το δείκτη νοημοσύνης των ατόμων, αλλά και στο 
συναίσθημα. 

Θα ακολουθήσουν τα αποτελέσματα της εγχώριας έρευνας που διενήργησαν οι 
συγγραφείς σε μικρό δείγμα μαθητών πρωτοβάθμιας εκπαίδευσης και θα αναδειχθεί η σχέση της  
βραχυπρόθεσμης μνήμης των μαθητών με διάφορα είδη μουσικών ερεθισμάτων. 

mailto:riavou@yahoo.com
mailto:sitotisgiorgos@gmail.com
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2. ΘΕΩΡΗΤΙΚΟ ΥΠΟΒΑΘΡΟ 

Ο Gardner μέσα από την θεωρία του για τις οκτώ διαφορετικές ευφυΐες, μία από τις οποίες 
είναι και η μουσική, που τελικά συντελούν στην ικανότητα αντίληψης και αντίδρασης ενός 
ατόμου στα διάφορα ερεθίσματα που προσλαμβάνει από το περιβάλλον του, δημιουργεί 
σημαντική βάση για την αναγκαιότητα της μουσικής εκπαίδευσης (Gardner, 1993· Χρυσοστόμου, 
2007), ενώ σύμφωνα με τον Eisner οι τέχνες γενικότερα ενεργοποιούν λειτουργίες της σκέψης 
που μπορούν να βοηθήσουν το άτομο στη βελτίωση της καθημερινότητάς του, αφού προάγουν 
τη δημιουργικότητα, την δυνατότητα επίλυσης προβλημάτων και τον αυτοέλεγχο 
(Χρυσοστόμου, 2006· Οικονομίδου-Σταύρου, 2007). Σύμφωνα με τον Bruner η διδασκαλία της 
σκέψης για την αναγνώριση και επίλυση προβλημάτων πρέπει να γίνεται μέσα από πολλά 
γνωστικά πεδία και στόχος αυτής της διδασκαλίας είναι να μπορούν οι μαθητές να 
χρησιμοποιήσουν τις γνώσεις που πήραν μέσα από το σχολείο και σε εξωσχολικά περιβάλλοντα 
(Bruner, 1960· Χρυσοστόμου, 2006∙ Χρυσοστόμου, 2007b).  

Λαμβάνοντας υπόψη ότι η μουσική ακρόαση αποτελεί σημαντικό και αναπόσπαστο μέρος 
της μουσικής εκπαίδευσης, οι συγγραφείς θεωρούν ότι οι έρευνες που αναφέρονται στα οφέλη 
της μουσικής ακρόασης θα πρέπει να μελετηθούν παράλληλα με τις έρευνες που αναφέρονται σε 
αυτά της μουσικής εκπαίδευσης, θεωρώντας ότι η μουσική ακρόαση αποτελεί στην ουσία το 
πρώτο μάθημα, την εισαγωγή δηλαδή στη μουσική εκπαίδευση. 

2.1 Mozart Effect 

Το 1993 μία ερευνητική ομάδα αποτελούμενη από τους Gordon Shaw, Frances Rauscher  και 
Katherine Ky δημοσίευσε στο έγκυρο μουσικό περιοδικό «Nature» που εκδίδεται στην Καλιφόρνια, 
μία έρευνα σχετικά με τη σχέση που έχει η μουσική του Mozart και πιο συγκεκριμένα η ακρόαση 
της σονάτας του Mozart Κ.448, με την γνωστική ικανότητα μαθητών και σπουδαστών (Hallam, 
2009∙ Harvey, 1997). Αυτή η δημοσίευση πυροδότησε σειρά πειραμάτων μέχρι και σήμερα, κάποια 
από τα οποία στέφθηκαν με επιτυχία ως προς την απόδειξη της συμβολής της μουσικής 
ακρόασης και εκτέλεσης στην μάθηση, ενώ άλλα δεν έτυχαν της ίδιας επιτυχίας (Chabris, 1999∙ 
Hetland, 2000a∙ Σακαλάκ, 2004· Hallam, 2009). Οι τομείς στους οποίους έχει ερευνηθεί και σε 
κάποιες περιπτώσεις αποδειχθεί ότι η συγκεκριμένη μουσική έχει βοηθήσει τους μαθητές και 
σπουδαστές είναι η μνήμη, η προσωρινή χωρική αντίληψη (spatial-temporal reasoning), χωρική 
απεικονιστική αντίληψη (spatial-recognition reasoning), ο δείκτης ευφυΐας, καθώς επίσης η 
συμπεριφορά των ατόμων (Elias,2007· Rauscher, 1997· Rauscher, 2000· Shinn, 2007). 

2.2 Μνήμη  

Στις μέρες μας η μουσική χρησιμοποιείται σε όλο τον κόσμο σαν άριστο εκπαιδευτικό 
εργαλείο για την βελτίωση της μνήμης και άλλων μαθησιακών διαδικασιών (Harvey, 1997). 
Ψυχολόγοι στο Hong Kong (Ho et al., 2003) κατέληξαν στο συμπέρασμα ότι η ενασχόληση με τη 
μουσική κατά τη παιδική ηλικία των ατόμων μπορεί να βοηθήσει στις επιδόσεις τους σε τεστ 
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προφορικής μνήμης σε σχέση με τους συνομηλίκους τους, οι οποίοι δεν έχουν ασχοληθεί με τη 
μουσική εκμάθηση κάποιου οργάνου (Σουφλέρη, 2004). Πιο συγκεκριμένα, βρέθηκε ότι η μνήμη 
για τις λέξεις ήταν αυξημένη κατά 16% σε αγόρια που είχαν λάβει μουσική εκπαίδευση 
τουλάχιστον 6 ετών πριν από την ηλικία των 12, έναντι άλλων που δεν είχαν λάβει μέρος ποτέ 
σε κάποιο μάθημα εκμάθησης μουσικού οργάνου. Δηλαδή, όταν τους ζητήθηκε να ανακαλέσουν 
λέξεις που τους διάβαζαν από μία λίστα, οι μουσικά εκπαιδευμένοι μαθητές είχαν πολύ καλύτερη 
απόδοση. Επίσης παρατηρήθηκε ότι η περιοχή του εγκεφάλου που βρίσκεται πίσω από το 
αριστερό αυτί (παρεγκεφαλίδα) και σχετίζεται μεταξύ άλλων με την επεξεργασία της μνήμης 
είναι μεγαλύτερη στους μουσικούς (Peretz, 2003∙ Δημητρίου, 2006· Σακαλάκ, 2004). Παρόμοιες 
έρευνες έχουν δείξει ότι παιδιά κατάφεραν μέσω ετήσιων μαθημάτων μουσικής να βελτιώσουν 
τη μνήμη τους (Ellis, 2005), όπως η έρευνα του Wilson που αναφέρεται συγκεκριμένα σε παιδιά 
που είχαν ασχοληθεί με τη μουσική εκτέλεση (Mickela, 2007a). Όλα τα παραπάνω απορρέουν από 
τη σχέση που έχει η μουσικότητα με το λιμβικό σύστημα, δηλαδή το μηχανισμό σύνδεσης 
αισθητηρίων ερεθισμάτων και οργανικών αντιδράσεων (Τζελέπη, 2008· Χρηστίδης, 2001), το 
οποίο εμπλέκεται μεταξύ άλλων και με τη μνήμη (Robertson, 2007). Στα πειράματα και τις έρευνες 
που πραγματοποιήθηκαν για να μελετήσουν το Mozart effect και τη σχέση του φαινομένου με τη 
μνήμη χρησιμοποιήθηκε η Σονάτα Κ. 448 για δύο πιάνα σε Ρε μείζονα του Mozart.   

 

2.3 Προσωρινή Χωρική Αντίληψη (Spatial-Temporal Reasoning), Χωροχρονική Αντίληψη 

(Spatial-Time Intelligence) και Χωρική Αναγνώριση (Spatial-Recognition) 

Οι έρευνες οι οποίες συνδέονται άμεσα με το Mozart effect αποδεικνύουν αδιάψευστα ότι η 
μουσική ενασχόληση είτε γίνεται μέσω της εκμάθησης μουσικού οργάνου είτε μέσω μαθημάτων 
τραγουδιού, μπορεί να αυξήσει σε μεγάλο ποσοστό την προσωρινή χωρική αντίληψη σε παιδιά 
και μεγάλους και την μόνιμη χωροχρονική αντίληψη, σε μικρότερο όμως ποσοστό. Το γεγονός 
αυτό προέρχεται από το ότι μουσική και χωροχρονική αντίληψη χρησιμοποιούν αμφότερες το 
δεξί ημισφαίριο του εγκεφάλου και μάλιστα παρατηρούνται κοινά νευρολογικά χαρακτηριστικά 
μεταξύ τους (Colwell, 2002∙ Chudler, 2007∙ Robertson, 2007).  

Σε συνέχεια του παραπάνω πειράματος, η Frances Rauscher ανακάλυψε ότι προκάλεσε την 
αύξηση της χωρικής ευφυΐας (Robertson, 2007∙ Hallam, 2009) σε μη μουσικούς κατά 17% 
(Robertson, 2007). Στο πείραμα συμμετείχαν τριανταέξι φοιτητές οι οποίοι χωρίστηκαν σε 3 υπο-
ομάδες όπου η πρώτη άκουσε για δέκα λεπτά μόνο την Σονάτα του Μότσαρτ, η δεύτερη  μια 
κασέτα χαλάρωσης και η Τρίτη δεν άκουσε τίποτα. Οι φοιτητές έπρεπε σύμφωνα με τη 
δοκιμασία δανεισμένη από το τεστ νοημοσύνης Stanford-Binet να «ξεδιπλώσουν» νοερά και να 
επιλέξουν τη μορφή που θα έπαιρνε ένα κομμάτι χαρτί το οποίο είχε διπλωθεί πολλές φορές και 
κοπεί σε διάφορα σχήματα με ψαλίδι. 

Τα αποτελέσματα έδειξαν ότι οι φοιτητές που άκουσαν για δέκα λεπτά την Σονάτα του 
Mozart παρουσίασαν προσωρινή αύξηση της χωρικής τους αντίληψης, που έπειτα από μέτρηση 
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του καθηγητή ψυχολογίας Russle Fernald από το Stanford, ανέρχεται κατά μέσο όρο τουλάχιστον 
10 μονάδες ψηλότερα από ότι πριν ακούσουν την συγκεκριμένη Σονάτα, αν και τα 
αποτελέσματα είχαν διάρκεια 10-15 λεπτών (Elmore, 2004∙ Σακαλάκ, 2004∙ Chudler, 2007∙  Shinn, 
2007∙ Ευαγγελοπούλου, 2007). 

Μελέτη πάλι από τους Frances Rausher και Gordon Shaw στο Irvine University of California 
που παρουσιάστηκε το 1994 αυτή τη φορά όμως σε παιδιά προσχολικής ηλικίας που ημερησίως 
παρακολουθούσαν μαθήματα τραγουδιού για 30 λεπτά και εκμάθησης πληκτροφόρου μουσικού 
οργάνου για  10-15 λεπτά, αναφέρει ότι τα παιδιά αυτά παρουσίασαν κατά 80% υψηλότερη 
χωρική ικανότητα από τους μαθητές που δεν έλαβαν κανένα μάθημα μουσικής (Harvey, 1997∙ 
Mickela, 2007b∙ Gillman, 2005).  

Υπάρχουν περίπου 15 ακόμα πειράματα παρεμφερή με τα παραπάνω, με δείγμα 700 
παιδιών από 3-12 ετών, τα οποία έχουν πραγματοποιηθεί σε διάστημα από 4 εβδομάδων έως 
και 2 ετών. Τα πειράματα αυτά αναφέρουν τη συμβολή της ενεργής εκμάθησης μουσικού 
οργάνου στην προσωρινή χωρική αντίληψη, κυρίως στις ηλικίες 3-5 ετών και όταν τα μαθήματα 
είναι ατομικά (Hallam, 2009).  

Βέβαια, υπάρχουν και έρευνες που τα αποτελέσματα τους ήταν απογοητευτικά και δεν 
κατάφεραν να αποδείξουν την ζητούμενη βελτίωση στις χωρικές ικανότητες των μαθητών μέσα 
από την ακρόαση της μουσικής του Mozart (Chabris, 1999∙ Hetland, 2000a∙ Hallam, 2009), όπως 
του Dr Kenneth Steele το 1999 και μιας άλλης ομάδας ερευνητών που πραγματοποίησε παρόμοιο 
πείραμα σε παιδιά 3-4 ετών. Τα παιδιά αυτά χωρίστηκαν σε 4 ομάδες και για 8 μήνες η μία 
ομάδα ασχολήθηκε με εκμάθηση  εκτέλεσης πληκτροφόρου μουσικού οργάνου, η δεύτερη με 
μαθήματα τραγουδιού, η τρίτη με μαθήματα ηλεκτρονικών υπολογιστών και η τέταρτη δεν 
έλαβε κανένα επιπλέον μάθημα. Μετά τους 8 μήνες μόνο τα παιδιά που έλαβαν μαθήματα 
εκμάθησης μουσικού οργάνου παρουσίασαν βελτίωση στη προσωρινή χωρική αντίληψη (spatial-
temporal reasoning) ακόμα και μετά τη λήξη των μαθημάτων (Steele, 1999∙ Hallam, 2009), αλλά 
καμία από τις ομάδες δεν παρουσίασε κάποια αλλαγή ως προς την χωρική απεικονιστική 
αντίληψη (Chudler, 2007).  

Η εφημερίδα «Sunday Times» σε άρθρο της που δημοσιεύτηκε το 2010 παρουσιάζει μια 
ακόμα έρευνα σχετική με την αύξηση της χωρικής ικανότητας σε μαθητές. Η έρευνα αυτή των 
Susan Hallam και Glenn Shellenberg παρουσιάζει μια σημαντική διαφοροποίηση προς όλες τις 
προηγούμενες: μέσα στα  δεκάλεπτα ακούσματα που έλαβαν οι 8.000 μαθητές 10-11 ετών, 
συμπεριλήφθηκε εκτός από την μουσική του Mozart, δημοφιλής μουσική και πιο συγκεκριμένα 
μουσική του βρετανικού συγκροτήματος «Blur». Τα παιδιά που έλαβαν μέρος στο συγκεκριμένο 
πείραμα πραγματοποίησαν διάφορα τεστ χωρικής μνήμης και όπως αποδείχτηκε παρουσίασαν 
καλύτερα αποτελέσματα σε αυτά έπειτα από δεκάλεπτη ακρόαση της μουσικής του δημοφιλούς 
συγκροτήματος «Blur» παρά της μουσικής του Mozart (Passmore, 2010). 
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2.4 Συναίσθημα 

Ο δρόμος για την ορθότερη ανάπτυξη και εκπαίδευση των παιδιών γίνεται μέσω των 
ευχάριστων εμπειριών και των συναισθημάτων. Είναι αποδεδειγμένο ότι τα παιδιά θυμούνται 
πολύ καλύτερα και  για μεγαλύτερο διάστημα γνώσεις και έννοιες οι οποίες είναι διαποτισμένες 
με θετικά συναισθήματα. (Χρυσοστόμου, 2005). 

Παρεμφερής είναι και η άποψη των Hallam και Schellenberg, των οποίων η έρευνα σχετικά 
με το Mozart effect έχει προαναφερθεί. Υποστηρίζουν ότι οι εγκεφαλικές δραστηριότητες των 
παιδιών ενισχύονται έπειτα από την ακρόαση της αγαπημένης τους μουσικής και αυτό έχει 
απόλυτη σχέση με το γεγονός ότι κατά τη διάρκεια της συγκεκριμένης ακρόασης παρατηρείται 
αύξηση στα επίπεδα αφύπνισης και συγκέντρωσης τους (Hallam & Creech, 2008∙ Hallam, 2009). 

Δημοσιευμένο άρθρο απ’ τον καθηγητή μουσικής ψυχολογίας Petr Janata στο περιοδικό 
Science το 2002 επιβεβαιώνει ότι η μουσική προάγει μεγαλύτερη σύνδεση μεταξύ δεξιού και 
αριστερού ημισφαιρίου του εγκεφάλου  και ανάμεσα στις περιοχές του εγκεφάλου που 
ευθύνονται για τα συναισθήματα (Shinn, 2007). 

2.5 Διανοητικές Ικανότητες – Δείκτης Νοημοσύνης  

Η μουσική εκπαίδευση των παιδιών ενισχύει την νοητική τους ανάπτυξη αλλά και τις 
ικανότητες σκέψης. Παρόλο που αυτές οι έρευνες έχουν αμφισβητηθεί, σε πολλά πειράματα 
αποδεικνύεται ότι η μουσική κάνει τους ανθρώπους εξυπνότερους, αυξάνει τον δείκτη 
νοημοσύνης τους, βελτιώνει την απόδοση τους στα τεστ δεξιοτήτων (Elmore, 2004) και αυξάνει 
την ποσότητα φαιάς ουσίας του εγκεφάλου (Evangeli, 2001∙ Peretz, 2003∙ Winner, 2007). Ο Gardner 
με την θεωρία του για την πολλαπλή νοημοσύνη αναφέρει ότι η μουσική πράγματι αναπτύσσει 
τόσο τη μουσική νοημοσύνη όσο και τις υπόλοιπες νοημοσύνες (Gardner, 1993· Harvey, 
1997·Χρυσοστόμου, 2006).  

Η ομάδα των Rauscher & Shaw και των συνεργατών τους με την δημοσίευση της έρευνάς 
τους σχετικά με το «Mozart effect» παρουσιάζουν και αυτοί την στενή σχέση της μουσικής με 
κάποιες όψεις της ευφυΐας (Harvey, 1997).Στο πείραμα με τις 3 υπο-ομάδες από σύνολο 36 
φοιτητών και τα τρία διαφορετικά ηχητικά ερεθίσματα που έλαβε η κάθε μία (Σονάτα Mozart, 
κασέτα χαλάρωσης ή απόλυτη σιωπή) πριν πραγματοποιήσουν τεστ μνήμης με αριθμούς, ο 
δείκτης νοημοσύνης των φοιτητών που άκουσαν Mozart βρέθηκε να είναι κατά 8-9 μονάδες 
υψηλότερος από των άλλων δύο ομάδων (Elmore, 2004∙ Ευαγγελοπούλου, 2007). Το ίδιο πείραμα 
όταν πραγματοποιήθηκε σε παιδιά σχολικής ηλικίας έδειξε ότι τα παιδιά είχαν ακόμα 
μεγαλύτερη πρόοδο από τους ενήλικες (Ευαγγελοπούλου, 2007).  

Σε σειρά μελετών βασισμένων στη μουσική εκπαίδευση που πραγματοποιήθηκε από τους 
Altenmüller και Gruhn του 2000 αποδείχθηκε ότι η ταχύτητα διανόησης μουσικά εκπαιδευμένων 
παιδιών αντιστοιχούσε στη ταχύτητα διανόησης παιδιών μεγαλύτερης ηλικίας κατά δύο έτη 
(Gruhn, 2004).  
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Μελέτες αποδεικνύουν αύξηση του δείκτη νοημοσύνης κατά 10 έως και 20 βαθμούς σε 
παιδιά προσχολικής ηλικίας που λάμβαναν μαθήματα τραγουδιού, τα οποία όταν έφτασαν στην 
ηλικία των 15 ετών είχαν κατά πολύ ψηλότερη βαθμολογία έναντι των παιδιών που δεν είχαν 
λάβει μαθήματα τραγουδιού (Harvey, 1997).  

Νεότερη έρευνα του E.Glenn Schellenberg αναφέρει επίσης την άμεση σχέση της μουσικής 
εκπαίδευσης σε παιδιά και νέους με την αύξηση του δείκτη νοημοσύνης (Schellenberg, 2006). 

3. ΣΥΓΧΡΟΝΗ ΕΡΕΥΝΑ ΣΤΗΝ ΑΤΤΙΚΗ 

3.1 Στοιχεία της Έρευνας 

Ο συνολικός αριθμός των παιδιών που συμμετείχαν στην έρευνα ήταν 379. Ο τελικός 
αριθμός των παιδιών των οποίων οι επιτυχίες λήφθηκαν υπόψη ήταν 185. Οι ηλικίες των 
παιδιών που συμμετείχαν ήταν από 8 ετών (γ’ δημοτικού) έως 11 ετών (στ’ δημοτικού). Τα 
σχολεία στα οποία έγινε η έρευνα ήταν η Σύγχρονη Ελληνοαγγλική Αγωγή (ιδιωτικό σχολείο στο 
Μαρούσι Αττικής), το 3ο Δημοτικό Σχολείο Σαλαμίνας και το Δημοτικό Σχολείο Αμπελακίων 
(Σαλαμίνας).  Οι εθνότητες των παιδιών που συμμετείχαν ήταν η Ελληνική, η Αλβανική, η 
Βουλγάρικη και η Ρουμάνικη. Η γλώσσα στην οποία έγινε η έρευνα ήταν η Ελληνική. Η έρευνα 
έλαβε χώρα τις πρωινές ώρες και πιο συγκεκριμένα από τις 08.15 έως τις 13.30. Η διάρκεια της 
έρευνας ήταν από την 30η Οκτωβρίου 2009 έως την 30η Απριλίου 2010. Ο αριθμός των παιδιών 
της ομάδας μουσικής ήταν 153 ενώ ο αριθμός των παιδιών της ομάδας ελέγχου ήταν 32. Η 
ομάδα ελέγχου συμμετείχε στην ίδια ακριβώς διαδικασία με την ομάδα μουσικής αλλά χωρίς 
ακρόαση στα διάφορα στάδια. Τα παιδιά που συμμετείχαν στην ομάδα μουσικής και στην ομάδα 
ελέγχου δεν είχαν καμία διαφορά μεταξύ τους. Φοιτούσαν στα ίδια σχολεία και είχαν τα ίδια 
κοινωνικά στοιχεία. Τα στοιχεία που προέκυψαν από την ομάδα ελέγχου χρησιμοποιήθηκαν έτσι 
ώστε να αφαιρέσουμε από τα αποτελέσματα της ομάδας μουσικής τις επιτυχίες που μπορεί να 
είχαν τα παιδιά της ομάδας μουσικής λόγω ανάπτυξης τεχνικών απομνημόνευσης.  

3.2. Περιγραφή Διαδικασίας Έρευνας για την Ομάδα Μουσικής 

Η έρευνα χωρίστηκε σε 4 στάδια. Τα παιδιά έπρεπε να θυμηθούν 12 μονοψήφιους 
αριθμούς που τους δόθηκαν φωνητικά από τους ερευνητές και να τους καταγράψουν ανάποδα, 
δηλαδή ξεκινώντας από τον 12ο και τελειώνοντας στον 1ο. Στο 1ο στάδιο οι μαθητές δεν 
άκουσαν κάποιο είδος μουσικού αποσπάσματος πριν τη συμπλήρωση. Στο 2ο στάδιο οι μαθητές 
άκουσαν το πρώτο μέρος της σονάτας για δύο πιάνα του Mozart K.V. 448 πριν τη συμπλήρωση. 
Στο 3ο στάδιο οι μαθητές άκουσαν το αγαπημένο δημοφιλές τραγούδι της τάξης πριν τη 
συμπλήρωση. Στο 4ο στάδιο οι μαθητές έμαθαν και τραγούδησαν το τραγούδι «Κηπουρός» του 
Βαγγέλη Γερμανού πριν τη συμπλήρωση της έρευνας. Σε κάθε στάδιο δίνονταν στους μαθητές 12 
καινούργιοι αριθμοί έτσι ώστε να μην καταγράφεται η μακροπρόθεσμη μνήμη τους. Τέλος, οι 
αριθμοί δίνονταν από τους ερευνητές με σταθερή ταχύτητα, χωρίς τονισμό συγκεκριμένων 
αριθμών (π.χ. κατά ομάδες) και μετά το τέλος κάθε ακρόασης (όταν υπήρχε).  
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3.3 Περιγραφή Διαδικασίας Έρευνας για την Ομάδα Ελέγχου 

Παρόμοια με την ομάδα μουσικής χωρίς καμία ακρόαση μουσικής. 

3.4 Περιγραφή Διαδικασίας Ανάδειξης Αγαπημένου Δημοφιλούς Τραγουδιού Τάξης 

Ζητήθηκε από τους μαθητές να γράψουν σε λευκό χαρτί το αγαπημένο τους τραγούδι, 
ελληνικό ή ξένο. Ύστερα από την καταγραφή όλων των προτιμήσεων των μαθητών 
αναδείχθηκαν τα 5 επικρατέστερα τραγούδια. Αυτά τα τραγούδια τέθηκαν σε ψηφοφορία σε 
κάθε τάξη, έτσι ώστε να αποφασιστεί το αγαπημένο τραγούδι της πλειοψηφίας των μαθητών 
κάθε τάξης. Τα 5 επικρατέστερα τραγούδια ήταν τα εξής: Tik Tok – Kei$ha, Bad Romance – Lady 
Gaga, Hotel Room Service – Pitbull, This is our night – Σάκης Ρουβάς και Αν ήσουν θησαυρός – 
Γιάννης Πλούταρχος.  

ΤΑΞΗ  ΤΡΑΓΟΥΔΙ  ΤΑΞΗ  ΤΡΑΓΟΥΔΙ  

Ε1 ΑΜΠΕΛΑΚΙΩΝ  TIK TOK  Δ1 ΣΕΑ  BAD ROMANCE  

Ε2 ΑΜΠΕΛΑΚΙΩΝ  HOTEL ROOM SERVICE  Δ1 ΣΕΑ  BAD ROMANCE  

ΣΤ1 ΑΜΠΕΛΑΚΙΩΝ  TIK TOK  Δ2 ΣΕΑ  BAD ROMANCE  

ΣΤ2 ΑΜΠΕΛΑΚΙΩΝ  TIK TOK  Δ2 ΣΕΑ  BAD ROMANCE  

Ε1 3P

ου
P δημοτικού  BAD ROMANCE  Ε1 ΣΕΑ  HOTEL ROOM SERVICE  

Ε2 3P

ου
P δημοτικού  BAD ROMANCE  Ε1 ΣΕΑ  BAD ROMANCE  

ΣΤ1 3P

ου
P δημοτικού  HOTEL ROOM SERVICE  Ε2 ΣΕΑ  TIK TOK  

ΣΤ2 3P

ου
P δημοτικού  TIK TOK  Ε2 ΣΕΑ  TIK TOK  

Γ1 ΣΕΑ  BAD ROMANCE  ΣΤ1 ΣΕΑ  BAD ROMANCE  

Γ1 ΣΕΑ  BAD ROMANCE  ΣΤ1 ΣΕΑ  HOTEL ROOM SERVICE  

Γ2 ΣΕΑ  BAD ROMANCE  ΣΤ2 ΣΕΑ  BAD ROMANCE  

Γ2 ΣΕΑ  BAD ROMANCE  ΣΤ2 ΣΕΑ  BAD ROMANCE  

Πίνακας 1: Καταγραφή προτιμήσεων μαθητών 

3.5 Δυσκολίες που Αντιμετωπίστηκαν 

Οι δυσκολίες που αντιμετωπίστηκαν ήταν πολλές. Αρχικά, πολλοί μαθητές δεν μπόρεσαν 
να κατανοήσουν την κατεύθυνση καταγραφής των αριθμών και κατέγραφαν τους αριθμούς με 
τη σειρά που τους άκουσαν. Η συμμετοχή αυτών των μαθητών ακυρώθηκε. Επιπλέον, κάποιοι 
μαθητές δεν μπόρεσαν να κατανοήσουν καθόλου τη διαδικασία. Αυτό είχε σαν αποτέλεσμα στα 
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φύλλα τους να γράφουν πενταψήφιους αριθμούς κ.α. Επίσης, λόγω της ίωσης της γρίπης που 
ταλαιπώρησε τα σχολεία την περίοδο της έρευνας, διάφοροι μαθητές έλειψαν σε ένα από όλα τα 
στάδια της έρευνας. Για να θεωρηθούν τα αποτελέσματα της έρευνας αληθή, αναγκαστήκαμε να 
ακυρώσουμε τις συμμετοχές όλων αυτών των μαθητών. Τέλος, διάφοροι μαθητές προσπάθησαν 
να παρατυπήσουν και να καταγράψουν τους αριθμούς νωρίτερα του επιτρεπτού. Σε όλες αυτές 
τις περιπτώσεις, οι συμμετοχές των μαθητών ακυρώθηκαν.  

3.6 Αριθμοί που Χρησιμοποιήθηκαν  

Οι αριθμοί που χρησιμοποιήθηκαν φαίνονται στον πίνακα 2 σε κάθετες σειρές.  

7 9 3 7 2 5 

3 7 7 8 3 3 

2 1 9 0 7 2 

9 0 0 4 8 9 

0 6 1 2 4 0 

7 3 2 1 1 1 

1 0 4 1 9 1 

1 1 8 9 0 8 

4 4 7 0 0 6 

0 8 6 4 6 7 

8 7 9 3 3 2 

6 2 0 8 9 4 

  Πίνακας 2: Οι αριθμοί που χρησιμοποιήθηκαν 

 
 
3.7 Φυλλάδια που Χρησιμοποιήθηκαν 

Τα φυλλάδια που χρησιμοποιήθηκαν παρουσιάζονται στις εικόνες 1-6. Στις εικόνες 1 και 2 
εμφανίζονται οι δύο πλευρές του φυλλαδίου που παρέλαβαν όλοι οι μαθητές ενώ στις εικόνες 3-
6 παρουσιάζονται κάποια παραδείγματα συμπληρωμένων φυλλαδίων από τους μαθητές.  
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Εικόνα 1 

 

Εικόνα 2 
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Εικόνα 3 

 

Εικόνα 4 
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Εικόνα 5 

 

Εικόνα 6 
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4. ΣΥΜΠΕΡΑΣΜΑΤΑ 

Το σύνολο των επιτυχιών των μαθητών αυξήθηκε κατά 4,78% στο 2ο στάδιο της έρευνας 
ενώ η αύξηση αυτή στο 3ο και στο 4ο στάδιο ήταν 31,93% και 38,96% αντίστοιχα. 
Συμπερασματικά, καταλήγουμε ότι η μεγαλύτερη αύξηση εμφανίζεται στο 4ο στάδιο, αλλά 
παρατηρούμε μια μεγάλη απόκλιση στο ποσοστό αύξησης του 2ου σταδίου συγκριτικά με το 3ο 
και το 4ο. Συμπεραίνουμε λοιπόν ότι οι η προσωρινή μνήμη για αριθμούς των μαθητών 
λειτούργησε καλύτερα μετά την εκμάθηση του τραγουδιού.  

 

Διάγραμμα 1. 

 

 Διάγραμμα 2. 
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Τα αγόρια είχαν μια σταθερή αύξηση των επιτυχιών στα 4 στάδια της έρευνας σε αντίθεση 
με τα κορίτσια, τα οποία είχαν μείωση των επιτυχιών μετά την ακρόαση της σονάτας του 
Μότσαρτ αλλά τεράστια αύξηση μετά το 3ο και 4ο στάδιο.  

 

Διάγραμμα 3. 

Ο μέσος όρος επιτυχιών των αγοριών σημείωσε σταθερά ανοδική πορεία στα 4 στάδια της 
έρευνας σε αντίθεση με τα κορίτσια, όπου η αύξησή του στο 3ο και 4ο στάδιο ήταν πολύ μεγάλη, 
με αποτέλεσμα να ξεπεράσουν το μέσο όρο των αγοριών στο 4ο στάδιο.  

 

Διάγραμμα 4. 
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Η ομάδα ελέγχου παρουσίασε πτώση στις επιτυχίες του 2ου και 4ου σταδίου, ενώ στο 3ο 
στάδιο η πτώση της έφτασε το 7,69%.  

 

Διάγραμμα 5. 

Στα αποτελέσματα της έρευνας κρίθηκε σκόπιμο να λάβουμε υπόψη τα αποτελέσματα της 
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Στα αγόρια παρατηρήθηκε σταθερά ανοδική πορεία στα τελικά ποσοστά αύξησης των 
επιτυχιών που έφτασε στο 4ο στάδιο στο 54,58%. Αντίθετα, στα κορίτσια παρατηρήθηκε μια 
μείωση της τάξης του 20,31% στο 2ο στάδιο, ενώ αύξηση παρουσιάστηκε στα τελικά ποσοστά 
επιτυχιών κατά 26,51% και 16,80% στο 3ο και 4ο στάδιο αντίστοιχα.  

 

Διάγραμμα 7. 
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ABSTRACT | The article begins with an exploration of recent technological advances, such as the 
evolution of hardware/software, the digitization of literary material and the booming expansion of 
the world-wide-web, investigating their impact on the editing, publishing, teaching and 
performance of music. Crucial questions are addressed regarding the pros and cons of 
implementing such technology in music publishing, identifying the current pitfalls as well as the 
promising perspectives of its application. Going on, the article attempts to provide a new, working 
definition of the roles of those affected by such changes in the field of music publishing: from the 
promoters of new technology to the publishers; from the music editors to contemporary users of all 
levels; from amateurs and students to teachers and academics. Ultimately, suggestions on how to 
make the best use of available online music resources are set forth, discussing how this new 
technology can be a promising tool for the promotion of research, knowledge and dialogue. 

 
Keywords:  music, publishing, editing, technology, digitization, perspectives 
 

1. INTRODUCTION 

Technology in the last decade has progressed with a speed that is incomparable with any of the 
advances that preceded it, affecting all aspects of our lives, including our education (Adams and 
Hamm, 2005). Consequently, these changes could not have left the field of music publishing 
unaffected: the booming availability of internet access and the possibility to scan and print documents 
in the comfort of one’s household, has in turn affected ‘traditional’ music publishing to a great extent. 
Printed volumes are now facing serious competition by digital editions available online (Ching, Pan and 
McNaught, 2006): the internet not only offers free out-of-copyright editions which have entered the 
public domain (Boyle, 2008), but also relatively more recent editions - such as the ‘Neue Mozart 
Ausgabe’- which have also been made available online free of charge. As we shall see further on, the 
internet even allows and encourages users to create, modify and upload their own texts, based on 
primary sources which have already been made available to them online. 
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This newfound multitude of sources, essentially free of charge, is not without its pitfalls: more and 
more users, taking advantage of the availability of free sheet music, are performing from downloaded 
out-of-copyright – and most likely out-of-date – editions, published in the late-nineteenth and early-
twentieth century: editions which not only include several misinterpretations and inaccuracies but also 
present rather ‘romanticized’ readings of earlier works, having altered or ‘enriched’ the text with their 
own incorporated performance directions which, more often than not, went unacknowledged (Barth, 
1995). 

In turn, this changed equilibrium gives rise to a number of important questions, as to how 
present-day publishers are called to handle the demands for changes in format, content and pricing: to 
what extent is the editing of musical texts to be transformed, employing the newfound possibilities 
offered by digital media? In other words, what are the future perspectives of editing and how can they 
possibly affect the formation of the text and of music editions in general? Will the opportunity to 
produce and present a multitude of simultaneous readings and interpretations through digital media 
render editors unnecessary as mediators between composers and performers, signifying the much-
dreaded ‘death of the editor’? Ultimately, how can individual music users benefit the most from these 
newly available options? 

2. RECENT ADVANCES IN PUBLISHING AND MUSIC PUBLISHING 

Approximately five years prior to the new millennium, textual theorists set off to discuss the 
emerging potentials of a new editorial feature, the ‘Hypertext’ (Tanselle, 1995 and McGann, 1995), in 
which ‘all variants in all states can be accessed electronically to produce any desired conflation or 
reconstruction of texts’ (Greetham, 1999: 47). The idea behind the ‘Hypertext’ was soon joined by the 
concept of ‘Metadata’ (Hillman and Westbrooks, 2004), granting access to all complementary, 
explanatory or documentary media that is attached to a digital document. These concepts, along with 
the explosive technological increase, particularly in the attainability and availability of affordable 
computing, scanning and printing equipment during the first decade of the twenty-first century, have 
opened up entirely innovative streams in publishing as production and dissemination. 

The new technological tools were initially employed for the creation of digital libraries (Andrews 
and Law, 2004) and encyclopaedias, dictionaries, journals, information networks and other online 
projects regarding literary works or works of fine art: the ‘Whitman Archive’ (1995-) was a pioneer in 
the area of electronic scholarship, representing one of the earliest and most influential examples, 
establishing standards for electronic editing, site construction, and digital reproduction, and serving as 
the model for subsequent projects. A year later, the ‘William Blake Archive’ (1996-) was constructed 
and three years after that, the  ‘Rosetti Archive’ (2000-2008), one of the first large-scale academic 
initiatives, was also launched, providing access to Rosetti’s entire body of work, encoded for structured 
search and analysis and transacted with a substantial body of editorial commentary, notes and glosses.  

Despite its initial scepticism (McGann, 2001), Academia gradually employed the benefits of this 
new information technology for promoting research, dialogue and the exchange of knowledge, while 
its ‘traditional’ counterparts (ie. the dissemination of information through printed matter) were either 
combined with complementary material and discussion forums in digital form, or ran in parallel with 
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digital versions (Thompson, 2005). This has since been the practice of music journals, most of which 
now offer online databases and digitized copies of current, recent and formerly printed articles, 
sometimes dating from as early as the 1800s (such as the ‘Retrospective Index to Music Periodicals 
1800-1950’), thus forming an immensely rich, reliable and easily accessible database of information that 
would otherwise require lengthy and costly research in order to be located and explored. 

Naturally, these technological advances have found their way in the publishing of music: 
nowadays, new, improved versions of typesetting software and printing hardware ensure that the 
publishing process for the production of ‘traditional’, hard-copy editions runs more quickly, more 
efficiently and more economically. At the same time, music publishing in the broader sense of the word 
(which spreads far beyond the circulation of printed music) has also evolved dramatically quickly, 
mostly due to the rapid technological advances in the field of computing, which have opened up vast 
opportunities in the digital transmission of musical texts (Sobel and Weissman, 2008). With the use of 
specifically designed, specialized equipment, such as music printers, scanners, music OCR readers and 
other music-related hardware and software (such as evolved MIDI interfaces, score-writing and score-
reading software etc.), new routes in the publication and dissemination of sheet music, such as the 
‘Music Encoding Initiative’ (2007), have opened up: virtual sheet music on the one hand, which is 
essentially a scanned facsimile of the hard-copy texts (usually transmitted in PDF or image formats), 
and digital sheet music on the other, which, having been processed by an OCR reader, allows for music 
files to be manipulated and altered in ways that their virtual and hard-copy counterparts never could 
(Duckworth, 2005). Digital music texts can be transposed, arranged and played back with virtual 
instruments through a MIDI interface or reworked and printed in hard-copy for live performance with 
real instruments (Chapman and Chapman, 2009). Last but not least, the explosive expansion of the 
world-wide-web during the past decade means that free downloadable and printable music scores 
have become widely available online: as already mentioned, people now own the equipment necessary 
to access, download and print sheet music.  

Amongst the first specimens of the recently evolved ‘race’ of music publishing is the so-called 
‘Computerized Mensural Music Editing’: an initiative ‘to offer free online access to new, high-quality 
early music scores produced by today’s leading experts’ (Utrecht University, 1991). The project, which is 
constantly expanding, stands as one of the most comprehensive interfaces for accessing the material 
available, essentially generating an entirely new form of critical music editions, in which dynamically 
generated, user-configured and searchable formats are infinitely produced, enhanced by the 
application of multimedia, hyperlink structures and semantic data mark ups, offering a wide array of 
information concerning alternative readings, musical sources, as well as other historical and analytical 
material.  

Another, more recent electronic project, is the ‘Programme Ricercar’ (Centre d’ études 
supérieures de la Renaissance, 2010) which presents facsimiles, transcriptions, scholarly commentaries 
and other tools for researching sixteen sets of books crafted by the Parisian printer Nicolas du Chemin 
between 1549 and 1568. The project is constantly expanding through links to databases of the 
sixteenth-century chanson repertory, to a digital project devoted to the reconstruction of pieces with 
missing vocal parts, and to another devoted to the study and editing of the literary texts themselves.  
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In the last few years, the average computer user is also able to scan sheet music, or even prepare 
personalised ‘editions’ through a multitude of music-notation software, such as the open-source 
‘Lilypond’ (n.d.), and upload them on online databases, such as ‘ChoralWiki’ (1998-). As far as the 
uploading of scanned/digitized versions of printed editions is concerned, the fact that this is controlled 
by copyright law means that the majority of editions available online is a collection of older, out-of-
copyright editions, or of editions prepared by internet users themselves (Dougan, 2006). One of the 
most important online music libraries to date, apart from the ‘Mutopia Project’ and the ‘Sheet Music 
Archive’, freely accessible for downloading as well as for uploading user-generated material, is the 
‘International Music Score Library Project’ (Petrucci Library Project 2006), which provides free access to 
tens of thousands of out-of-copyright scores searchable by title, composer and nationality, time period, 
genre and instrument. A large number of these scores originate from the nineteenth century and 
especially from Breitkopf and Härtel’s series of composers’ complete works – and since a number of 
them misleadingly claim to be Urtext editions, they immediately draw the amateur performer’s 
attention as offering an accurate, addition-free text. 

3. THE COME-BACK OF THE URTEXT 

As a result, issues that had already been tackled with – at least in scholarly circles – in the 
twentieth century have resurfaced due to this ‘return’ to older editions, such as discussions concerning 
the urtext concept, which was the centre of musicological debate since the commercialization of the 
term after the Second World War. Less than a decade or so after their booming appearance, scholars 
already attacked editions advertised as urtext. For instance, the Danish musicologist Jens Peter Larsen 
(1958) formulated a list of ‘fundamental problems of textual criticism’, some of which had already been 
identified by the editors of early-twentieth-century monumental editions, and which were now seen 
under a new light: ‘Is it not a deception to use the word urtext and lead buyers to think that one exists?’ 
asked Badura-Skoda (1965: 308). Going on, Badura-Skoda observed that even editions advertised as 
Urtext were often produced without any reference to primary sources, while their Forewords were 
entirely misleading as to the actual nature of the respective edition, thus failing to comply with modern 
editorial standards (1962: 130). 

Still, the proclamation by the scholarly community that a definitive text was unattainable and that 
Urtext Editions did not and could not live up to what they purported, only succeeded in temporarily 
suspending their appearance: the urtext proved such a powerful marketing tool that, even those 
publishers who had at first eliminated the word urtext from their editions, soon re-introduced it and 
continued to employ it throughout the twentieth century (and into the twenty-first) with considerable 
success. Aided by the original support of the ‘authenticity movement’, Urtext Editions attained such a 
high status in the first couple of decades after their appearance, that they became established as the 
most reliable editions in the marketplace.  

It  therefore comes as no surprise that, during our age of commercialization, the promotion of 
editions as Urtext remains extremely important to their marketability, since the average consumer 
entrusts such editions as reproducing a text that is closest (if not identical) to the composer’s intentions. 
This is evident in numerous product reviews available online (nowadays perhaps the most popular 



H eJ ME C  Vo l .  3  |  Perspectives of music publishing in the twenty-first century: The death of the editor? 

  

 
 

 

means of exchanging comments and opinions on products), which bring to light the views of ‘average’ 
consumers regarding the qualities of good editions (Saraband, 2009): 

You should…be asking just who wrote your favorite editions…unless of course you own 
Urtext Editions already (Urtext indicating that the edition in front of you is faithful to the 
original and any tampering made is marked as such.)  

Another source describes Urtext Editions (VivaldiStudio, 2009) as providing 

…a score that respects the composer’s original version and is without any of the 
arbitrary additions from other editors. 

Having realized that the commerciality of the term has been reinforced by such reviews amongst 
the online community, most publishers have continued to advertise the alleged qualities of Urtext 
Editions on their websites. For instance, the website of Editions Peters (2007) states: 

Peters’ Edition has developed beyond its historical and scholarly origins as a publishing 
venture and became a hallmark of quality in its own right, guaranteeing the user a fully 
authentic score. At the same time, care has been taken to ensure that, working within 
Urtext principles, the needs of the practical performer are properly and sympathetically 
addressed. The need for Urtext Editions is self-evident. At the same time, they set the 
standard of modern editorial practice. 

Though seemingly reproducing the sort of advertisement that would be successful in the mid-
twentieth century, the publishing companies’ promotion of the urtext appears to have back-fired in the 
last few years: for, ironically, due to such misleading promotion, more and more online consumers use 
free out-of-copyright Urtext Editions, presuming that the text, having been advertised as an urtext, is 
not much different than that of more recent editions. Consequently, the wide and free availability of old 
editions online creates a serious pitfall: for, if used uncritically by the average music user, it is highly 
likely - if not inevitable – that several textual ‘corruptions’, formed according to nineteenth- and early-
twentieth-century textual and stylistic perceptions and interpretations will be passed on and 
increasingly reproduced in contemporary (amateur) performance.  

A significant response to this problem, of crucial importance to contemporary scholarship and 
performance, was a project initiated by the Mozarteum Foundation in 2001, providing late-twentieth-
century Mozart editions, still under copyright, entirely free of charge: the ‘Digital Mozart Edition’ 
(Mozarteum, 2001) currently grants free online access to digital facsimiles of the complete series of the 
‘Neue Mozart-Ausgabe’ (abbr. NMA, 1951-2007) including the full critical notes. Though the NMA is far 
from flawless (Eisen, 1991) and in many cases has been outdated after the rediscovery of a number of 
lost manuscripts, its online availability nevertheless offers considerable textual advantages compared to 
other, much older editions and overcomes previously considerable limitations of space, volume, cost 
and subject matter.  

Along those lines, the project collaborators are continuously expanding this collection into an 
interactive presentation of a variety of historical source materials, representing different stages in the 
genesis of a work, along with images, text files, databases of available sources and reference lists. 
Another, smaller-scale sample of the usefulness of such interactive initiatives has been made available 
through the production of an interactive CD-ROM, featuring visual and audio representation of 
Mozart’s ‘Fantasia and Sonata in C minor’ K475 and 457 respectively. The digital layout of this small 
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scale project was enough to reveal insights of the composer’s ‘compositional process and the 
performance practice of his time, exceeding the well-known musical text by far’ (Mozarteum, 2006). 
This example alone was one of the first to indicate the inherent possibilities in the digitization of sources 
and of related materials, which was soon employed by a number of subsequent digital initiatives. 

4. RECENT DIGITAL INITIATIVES 

The dawn of the new millennium saw the development of a number of digital and online 
initiatives in the fields of music and musicology. In 2003, the ‘Online Chopin Variorum Edition’ (Andrew 
Mellon Foundation) project was launched, presenting and enhancing comparative analyses of disparate 
types of source material, while one of its cognate projects, ‘Chopin’s First Editions Online’ (Arts and 
Humanities Research Council UK), initiated in 2004, provides a virtual collection of all first impressions of 
first editions of Chopin’s works with commentary on particularly significant textual features and employs 
advanced imaging techniques allied with relevant open standards for metadata and interface design.  

Various similar online projects are constantly under development and expansion, not only 
referring to editions of music but also cross-referencing to additional source materials, biographical 
studies and performance-related issues: one such project is ‘European Mozart Ways’, a multicultural, 
collaborative project, essentially functioning as an online analytical archive of Mozart’s journeys through 
Europe, with reference to biographical evidence, excerpts from the family’s correspondence, and other 
relevant information. This project is an excellent example of how technological development has 
opened up the possibilities for publication, cross-disciplinary exchange and transmission of information 
in ways that had never before been anticipated. Another project is ‘Mozart in Italy’ (University of 
Sheffield), released in early 2011 and providing a complete, four-language, annotated, searchable 
edition of the family’s letters. Aside from the identification of people, places and works, the project’s 
aim is ‘to include links to a source catalogue, to recordings of Mozart’s works and the works of others 
and a complete iconographical and documentary record of his life and times’. 

Additionally, the ‘Bach Digital Portal’ (1990-), developed by the University of Leipzig and the 
Packard Humanities Institute, grants free access to digital libraries, source/works catalogues and 
digitized scans of Bach’s autographs and original parts, thus providing valuable information to both 
scholars and music lovers. Another initiative on Bach’s music is the ‘Digital Bach Project’ which, under 
the auspices of the Oregon Bach Festival, hosts ‘interactive score studies’: it features performances of 
some of Bach’s most influential works, such as the Goldberg Variations and the Mass in B minor, 
synchronizing the sound with automated scrolling on the score and providing complementary 
information on the genesis and the characteristics of the selected works. 

Alongside the continuous expansion of online archives of publications and source materials, the 
last few years also saw the production of the first digitized out-of-copyright editions in CD- or DVD-
ROM format. According to the production notes of one of the firms, the digitized editions were 
selected through scholarly evaluation, while the scanned pages were processed so that the printed 
music would appear more clearly, noting that ‘while some reorganization, retitling, and touch-up of 
staff lines is done, we do not proofread the music or fix any of the original errors’ (CD Sheet Music 
2009). Digitized editions, offered in extremely low cost compared to their printed counterparts, have 
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been warmly received, mostly by amateur musicians and students while, according to the company, the 
‘New York Times’ called the series ‘a convenient source of music that will not clutter up the piano 
bench’. 

The total production output, which by 2008 already numbered more than sixty extended titles, 
features complete editions by composer, such as the ‘Digital Bach Edition’: a collection of four CD-
ROMs (and later of one DVD ROM) which includes the complete forty-six volumes of the nineteenth-
century Bach Edition, first published between 1851-1900. Apart from the (printable) scores, the 
collection features searchable indexes of volumes, BWV numbers and titles in German and English, 
while the publishing firm has also announced its collaboration with an online audio bank, through 
which the digital editions’ users will be able to listen to recordings of selected works, read liner notes, 
composer biographies and other relevant information. Additionally, the 1911 Edition of ‘Grove’s 
Dictionary of Music and Musicians’ appeared in 2005 in CD- and DVD-ROM format, reviving more than 
4400 pages of the now historical collection in digitally searchable format, which may be outdated as 
reference material but which, nevertheless, offers a fascinating and valuable record of the early-
twentieth-century and its perspective of older and contemporary music.  

Despite the many evident dangers of misuse of this ever-expanding web of digital tools and 
information, it could be said that the fruits of this new digital era are the response to a general, 
growing demand for affordable scores and source materials. Most importantly, the correct and fair 
usage of these newly available materials can be benefiting to both the scholarly and the amateur 
community; for, these advances present users with unlimited opportunities compared to their 
traditional printed counterparts, allowing for new methodological, presentational and interpretative 
routes which had not been possible in the past: for instance, the employment of meta-data technology 
not only allows for search through the archives and texts with incredible ease, but also enhances the 
exploration of connections and alternatives between selected textual elements and other relevant 
information, in forms ranging from text to score, audio, image, video or a combination of media.  

5. GOING DIGITAL – PERSPECTIVES FOR THE FUTURE 

Having explored the first online initiatives related to source studies and sheet music and the vast 
array of digital technologies already available to the public today, it is hardly a game of guesswork to 
predict the up and coming digital transformation of music editions in the very near future. While 
printed editions will continue to be available, more and more publishers will pursue the parallel 
digitization of editions and their commercial availability either online or in the form of digital data 
stored on CD, DVD, Blu-ray discs or USB sticks, or even perhaps on portable devices/applications 
similar to the ‘Kindle’ or the ‘iPad’. Provided that the necessary collaborations will be established 
between certain institutions, commercial organizations and manufacturers, it could be possible for 
music editions to become available to the public in digital form, along with all critical notes, alternative 
textual versions, complementary performance notes, composer biographies, work context, instrument 
details, performance recordings and, in short, all kinds of relevant information in the form of text, audio 
and video, and even scans of the primary sources themselves. 
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Of course, one could reasonably argue that the digitization and the combination of all this 
material can be a considerably costly and complicated process that requires highly specialized 
technicians, programmers and software developers to be set in action – meaning, consequently, that 
the majority of music-publishing houses will most likely not be able to realize such an ambitious project 
by themselves. However, an ideal solution to these reasonable problems could be that the digitization 
of all this material (both of existing as well as of future editions) is undertaken by a central scheme: an 
institution or organization that will create the appropriate software platform, offering interactive access 
to all information. Next, this central institution can form commercial collaborations with music 
publishers, so that it is assigned the digitization of their material. By doing so, music publishing houses 
will not only ensure that their invaluable musical archives will be preserved for years to come, but also 
that their editions will become more widely accessible and increasingly popular, as the new multimedia 
interfaces are continuously reaching more and more users. As an example, the new edition of the 
‘Köchel Catalogue’, edited by Neal Zaslaw and expected to appear in 2013, will be simultaneously 
released in printed form and in digital form online, with the support of the Packard Humanities Institute. 

At the finish line, everybody wins: the music publishers, and along with them the record labels 
and multimedia production labels which may be involved in the audio/video aspects of the project, will 
profit from the increased sales of their existing material and also considerably reduce manufacturing 
costs for upcoming products; the central organization will also profit from the percentage of revenues 
offered in return for the digitization and sales of the material; lastly but most importantly, humanity will 
profit from the wide availability and the preservation of all this material in a coherent, convenient, 
multi-faceted, cross-referenced and cost-effective form. 

6. THE DEATH OF THE EDITOR? 

But what could all these advances mean to the future of music editing? Does this newly available 
opportunity to store and display a multitude of information leave the need for editorship out of the 
equation, signifying the much-dreaded ‘death of the editor’? In other words, have editors become an 
unnecessary part of the music publication chain, now that the material on which their scholarly work 
has been based on is available for anyone to view and decide upon? James Stephen Murphy (2008: 
280-310), referring to some of the largest online archives of literature and art, accuses digital projects 
of having ‘killed the editor’, as he observes that more emphasis has been placed on the abundance of 
information presented, rather than on the provision of a usable reading text: 

If a user consults a site like the Rossetti Archive in the process of looking for ‘The 
Blessed Damozel’[…] or the Whitman Archive looking for ‘When lilacs last in the 
dooryard bloom’d’[…] he will find multiple versions of each poem and a wealth of 
textual and critical information, but he will find no guidance as to the version he’s likely 
to be reading in class the next day. Neither site designates a base-text, and I am 
unaware of any electronic archive that presents a copy-text edited version[…] My point 
is not to fault the Blake Archive in particular or to condemn electronic archives in 
general. They are an amazing resource for literary study at all levels, providing 
unprecedented access and new ways of looking at historical texts[…] The problem is 
that, while we might be preserving texts to an unprecedented degree, if the only online 
options are electronic archives and transcriptions of outdated, flawed editions, we run 
the risk of losing something valuable as well: not just the editor, who has been turned 
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into an archivist, but also an understanding of texts as objects of interpretation and 
argument, or the products of interpretation and argument. 

Surely, Murphy has raised valid questions regarding the practicality of these digital projects and 
their apparent uselessness as a source of a ‘reading text’. He also argues that the philological 
importance of the ‘reading text’ itself, as a product of interpretation and as an ignition of further 
interpretative dialogue, is at loss. As an extension of this last observation, Murphy has identified what 
he considers as the most important fault in the making of these digital archives, which in most instances 
appear to have reduced the work of the editor to that of a mere collector of information, rather to that 
of an interpreter.  

Admittedly, it does seem that the creators of these first digital projects in the fields of literature 
and art did not escape the pitfalls involved in the preparation of such ambitious large-scale collections 
– in fact, an interesting parallel can be drawn between this contemporary initiative and the first efforts 
of the nineteenth century towards the creation of large-scale editions: just as those large editions were 
more concerned with completeness rather than with the quality, the usefulness and the accuracy of the 
text they offered (Samuel, 2003), so do these new ambitious first attempts in creating digital archives 
appear to have been more concerned with collecting material; eliminating, in a sense, the editor’s role 
and handing over the text directly to the readers. Of course, though entrusting the reader with this 
abundance of information is not at all negative, what Murphy rightfully asserts is that it can be 
intimidating to non-specialized users, and that these digital archives have so far failed to fulfil the 
demand of the vast majority, who still wants to view a ‘read-text’, a critical edition; and by doing so, 
Murphy continues, these archives have brought on the ‘death of the editor’ as an advocate of the 
composer’s text and intention.  

Yet, despite Murphy’s insightful observations, the situation is not necessarily as gloomy as he 
perceives: for, identifying the weaknesses of these initiatives does not necessarily mean that they should 
be dismissed, but rather, that there is still room for improvement. Constructive criticism is in fact the 
most vital element in the development of the ideal digital formula which will bring about a balance 
between matter and presentation. Primarily, the nature of these digital archives needs to be grasped 
and redefined: what is the role and the need that they have been created to fulfil? Are they essentially a 
database of information for scholarly use, or could they in fact be more widely useful, practical and 
ergonomic?  

Fortunately, the implementation of these new technological tools means that, instead of 
sacrificing the scholarly attributes for the sake of the commercial attributes, both aspects can now co-
exist, without eliminating each other’s individual importance. In other words, these digital 
editions/archives can ideally offer both the ‘raw data’ (for scholarly use) as well as the ‘critically 
assessed’ data (for performance or less specialized use); in fact, there is no reason why any amount of 
raw data and metadata cannot be transformed into a comprehensive and user-friendly web of 
information, that informs and documents the editorial interpretation presented within the supplied 
critical edition(s) to date.  

Thus, in essence, through the correct manipulation of the tools available to us today, the editor’s 
role need not be reduced or eliminated at all; in fact, it is reinforced, since the digital technology allows 
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editors to supply the readers with any amount of information desired as evidence in support of an 
editorial decision (or the lack of one) without the previous limitations of space, volume or cost. In that 
light, the editor’s task and the currently agreed editorial standards are in no way out of the equation, 
but rather, they have been elevated to a new, less limited sphere of existence: the editor is now 
supported by a team of specialists in the fields of programming and digital media, so that the desired 
editorial outcomes can be projected as clearly and effectively as possible. Admittedly, the demand for 
critically assessed ‘performance’ texts will always be high, and by no means could it be replaced by 
archival documents alone: therefore, what digital media can offer is the combination of a wealth of 
information that can exist both for its own sake and as complementary material to the ‘read text’. 

7. EPILOGUE – BENEFITING FROM ONLINE MUSIC RESOURCES 

With this in mind, it is important that the users of online and digital resources are aware of both 
the strengths and the weaknesses of what is currently available. Though most current advances may 
appeal primarily to professional performers and academics, who are able to assess the information 
critically, particular care is required by the average user. Of primary importance, when searching for 
scores and editions for performance or personal study, is to always assess the material available online. 
Assessing the material entails much more than running a casual search in blogs for reviews by other 
users, since the internet, being a democratic tool, allows for everyone, be it connoisseurs or beginners, 
to express an opinion. Therefore, assessment of material must always be performed by consulting 
professional reviews that can be found in printed/online musicological journals and/or in musicological 
discussion forums available online.  

In itself, assessing available editions benefits individuals, since they become more aware of the 
variety of texts in question and of the progress made in the fields of editing and research in a particular 
area. In some cases, if interested, an individual may even enjoy the experience of looking at the 
composer’s autograph facsimile online, and gain valuable insight by looking at different editions, 
comparing them first-hand. If, due to time restrictions, assessing an edition is not an option, it is wise to 
seek the advice of a professional – an academic, a performer, or an experienced music teacher: after 
all, it is important to remember that asking questions and engaging in dialogue is undoubtedly 
beneficial for everyone involved. Finally, users of digital media must always be aware that, for the time 
being, the most recent and up-to-date printed editions may not be available online – but reviews of 
such editions will surely exist in digital form. Thus, an assessment is, once again, a feasible option. 
Undoubtedly, as digital and online resources, formats and systems will progress further, more and 
more options will become available to those with access to this technology and, ideally, they will further 
promote evolution, knowledge and unprecedented opportunities for those who make use of them 
critically and wisely. 

Though the vast majority of current discussions regarding digital projects are largely concerned 
with literature rather than with music, it is nevertheless evident that the ongoing trials and errors in the 
process are paving the way towards the creation of large-scale digital music editions. Just as the 
process of producing the nineteenth century’s monumental music editions was to a large extent based 
on the processes that had already been tried and tested in the production of monumental editions of 
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literature, philosophy and other disciplines, so can the production of the twenty-first century’s large-
scale music-related digital editions and archives be informed by the recent attempts with regards to 
literature- and art-related digital archives. For, the majority of problems faced during the production of 
the latter – such as issues of presentation, structure, organization, archiving and, of course, of editorial 
intervention – could and should be taken into account as directly relevant to any attempt in creating a 
digitally enhanced (or entirely digitally-based) edition of music. The outcome should not simply involve 
the preservation and the archiving of information and of the editions already available; rather, it should 
enhance and promote what has diachronically proven to be the most crucial element of editing and 
interpretation: the continuation of dialogue. 
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ABSTRACT | The objective of this article is to explore situations that are intimately related to Callas’ 
concerts in Epidaurus. Callas, who had left Greece in 1945 to go to the United States, and hadn’t 
been back since, returned to Athens in 1957 to inaugurate the Festival with two performances at the 
Herodium in 1957. However, an unpleasant atmosphere had been created against her, because she 
demanded an enormous amount for the standards of that period! After her appearance at the 
Athens Festival, Callas, as excepted, did not want to give another concert in Greece. But, in 1959 Κ. 
Bastias took charge of the administration of the Greek National Opera and proposed Callas to 
present an opera in the Ancient Theatre of Epidaurus. It is worth noting that since its opening in 
1954, the Epidaurus Festival only included ancient Greek drama performances given by the National 
Theatre of Greece. Performances from other troupes were not allowed. Finally, Callas accepted to 
present Norma by Bellini and decided to grant her remuneration in order to create a scholarship 
foundation. After Callas’ success in the role of Norma, she returned to Epidaurus a year later to 
present Medea by Cherubini. At the main time a situation of tension was to begin; Emilios 
Chourmouzios, the director of the National Theatre, reacted to the performance of Medea, a fact 
that evokes many questions. Therefore, his reaction is not justified. In fact, he realized that via Callas’ 
performances in the Epidaurus theatre melodrama tended to be established. He saw losing the 
National Theatre’s monopoly in Epidaurus and undoubtedly, the presence of the Diva in Epidaurus 
was the first step to abolish the monocracy of the Greece National Theater. 
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1. ATHENS FESTIVAL IN 1957 

There are numerous foreign and Greek studies that analyze Maria Callas’ life and work. However, 
the objective of this article is not to replicate information on her international career or personal life but 
to explore all the events that are intimately related to her concerts in Epidaurus, in the role of  Norma 
(1960) and Medea (1961) bringing the latter into focus. 
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In February 1957, Achilleas Mamakis, director of the newly established Athens Festival, met Callas 
in Milan, and proposed her to open the Festival in the summer of that year. Callas, having a busy 
program during the summer, asked on purpose an excessive remuneration believing that the Festival 
could not afford it. Nevertheless, Mamakis agreed. So, Callas, who had left Greece in 1945 to pursue a 
carrer in the United States, and hadn’t been back since, returned to Athens in 1957 to inaugurate the 
Festival with two performances at the Herodium on 01 and 05 August 1957 (Petridis, 1957, Αugust 06, 

p.2). 

However, the first performance was canceled just an hour before. Rumors started spreading 
around (Εματαιώθη η έναρξις του Φεστιβάλ, 1957, August 02, and Η αναβολή ενάρξεως του 
Φεστιβάλ Αθηνών, 1957, August 03, p.2). According to the media this cancellation was either due to 
Callas’ illness (Η αναβολή ενάρξεως του Φεστιβάλ Αθηνών, 1957, August 03, p.2)1 or because of the 
police authorities having cancelled the concert in order to prevent public disorder (Θεατρικά νέα, 1957, 
August 02, p.2 and Εματαιώθη η έναρξις του Φεστιβάλ, 1957, August 02,) since there have been 
rumours for disapproval on behalf of the public.  

It seems that before her arrival an unpleasant atmosphere had been created against her, 
because the artist refused to sing under the direction of a Greek conductor and had asked to have her 
collaborator, A. Votto, fly from Italy (Θεατρικά Νέα, 1957, August 01, p.2). But above all, she 
demanded a 9,000 dollar fee for her two performances at the Festival - an enormous amount for the 
standards of that period! The press put the blame on the high-ranking government minister, 
Constantinos Tsatsos (1899-1987) who had accepted this proposal. 

So Callas’ payment issue lit a fire in the Greek political stage and that was the reason why the 
leaders of the other political parties, namely G. Papandreou (1888-1968), S. Venizelos (1894-1964), 
leaders of the Liberal Party, and S. Papapolitis (1911-1973), leader of the political party “National 
Political Union Centre” (ΕΠΕΚ) refused to attend the opening of the festival, expressing their discontent 
(Θεατρικά Νέα, 1957, August 01, p.2). After this tension, Callas’ pretended illness escalated the already 
explosive ambience. 

Tsatsos, in order to appease the spirits, stated2 that Callas’ remuneration was unusual for the 
Greek standards but usual for international theatres. He cited as examples: her appearance in Chicago, 
where for one and only appearance Callas received 10.000$ and in Texas, where for a single 
appearance she received 11.000$. To support his position he pointed out that the festival ticket worth 
of 420 drachma (Επισήμως ανακοινούται ότι η κ. Κάλλας θα εμφανισθή τη Δευτέρα, 1957, August 03) was 
actually less than the ticket cost in festivals abroad. He added that the gains from Callas’ two 
performances covered her remuneration as well as all her related expenses. Moreover, he mentioned 
that for the upgrading of the festival every possible sacrifice should be made. For this reason 
personalities of international reputation should be invited, whose resounding presence in Athens could 
“monopolize the entire world press”, something that did happened in Callas’ case. Lastly, he turned 
against his political opponents for using the Festival and Callas’ issue for gaining political benefits. 

                                                 
1 According to the doctor, Callas suffered from a slight inflammation of the trachea. But the newspaper Ta Nea (Θεατρικά 
Νέα, 1957, August 02, p.2) claims that the doctor said that she could sing. 
2 To perceive the amount, it is worth mentioning that in 1957 a newspaper cost 1.50 Drs. 
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In an ambience full of doubts about Callas' second performance the official opening of the 
Festival took place on 2 August at the National Theatre with the play Iphigenia in Aulis with Anna 
Synodinou and Thanos Kotsopoulos in the leading roles (Η αναβολή ενάρξεως του Φεστιβάλ 
Αθηνών, 1957, August 03, p.2). The day after Callas’ unique performance, during a press conference at 
the hotel “Grande Bretagne”, she refused to answer to questions about her remuneration saying that “it 
is her own affair” and adding that “of course she is getting paid well enough, nevertheless, the theatres 
have always the last word” (Θεατρικά Νέα, 1957, August 07, p.2). The situation was triggered after 
some articles in the press claiming that Tsatsos’ statements were misleading, because he knew that 
Callas had never achieved to be paid more than $2.500 per performance (Θεατρικά Νέα, 1957, 
August 08, p.2). Finally, the committee of the festival announced that Callas received the sum of 
135.000 drch - half the amount of that expected, for a single performance. However, there is no official 
reference or source to provide specific information about  the actual amount. 

Indeed, the invitation of a great personality like Callas in the Athens Festival, not only was 
consistent with the artistic goal of the Festival, which was to bring together the best Greek artists who 
excelled in Greece or abroad (Kaggelari, 2003, June 29, p.24), but would also highlight the institution 
worldwide. Thus, Callas’ appearance also served the second goal of the festival which was the 
development of tourism (Kaggelari, 2003, June 29, p.24). However, it should be noted that her 
appearance was intended to introduce the newly formed institution, primarily to the Greek public and 
to foreign tourists who were visiting Greece and secondly, the enhancement of tourism since a 
foreigner who was able to enjoy the artist in a operatic scene in his country would not travel to Greece 
just for an operatic concert by Callas3. 

However, the fact that the appearance of Callas became a political scandal which has been 
reinforced by the press of that period it seems a natural consequence as the 1950’s was a difficult 
decade for the Greeks: Greece was trying to recover after a troubled past decade during which the 
country had suffered due to the Italian and German occupation and by the civil war. Under the 
“Marshall” project, tourism was seen as a powerful tool that could reinforce reconstruction (Kaggelari, 
2003, June 29, p.24). Reasonably, the question arises: where such sacrifices worthy at the time? 

                                                 
3 For the first concert on 1 August the following program had been selected: three airs from the Verdi operas La Forza del 
destino and Il Trovatore, Overture from the opera La Vestale by Spontini, one air from Wagner’s Tristan und Isolde, one air 
from Lucia di Lammermoor by Donizetti, one air from Hamlet by Thomas and an intermezzo from Amico Frits an opera by 
Mascagni. The Festival Orchestra would end the program with an overture from La forza del destino as well as an intermezzo 
and a dance from the lyrical drama La Vida breve by Manuel de Falla. The second concert on 5 August would include: an 
overture from the opera Les vêpres siciliennes, aria from La vestale, an air from Meyerbeer’s Dinorah, Prelude and the Death 
of Isolde from Tristan und Isolde, Polovtsian Dances by Borodin, one air from Ballo in maschera, intermezzo and dance from 
La vida breve by Manuel de Falla, one air from Lucia di Lammermoor (Το πρόγραμμα των δύο συναυλιών της Κάλλας, 
1957, July 10, p.5.  However, due to the cancellation of the first performance it seems that on 5 August the program of the 
first concert was given (Lalaouni, 1957, August 07).   
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2. NORMA IN 1960 

After her appearance at the Athens Festival and because of the hostile atmosphere, Callas, as 
excepted, did not want to give another concert in Greece. Nevertheless, in 1959 Κ. Bastias4 took 
charge of the administration of the Greek National Opera (Εθνική Λυρική Σκηνή).  It was the same 
person who, back in 1940, saw into young Maria Calogeropoulou a great talent, supporting her 
financially, recruiting her as a chorister and then as a main actress in the newly established National 
Opera. Bastias proposed Callas to present an opera in the Ancient Theatre of Epidaurus, directed by 
Alexis Minotis (Bastias, 2005, p. 462). Callas had already worked with him in 1958 and in 1959. We may 
presume that Minotis was hired by Bastias in order to change Callas’ mind; this is probably the reason 
why she finally agreed to appear again in Greece after the previous scandal. The chosen Opera was 
Norma by Bellini5. And as far this performance was concerned, Callas asked to bring over the 
conductor Tullio Serafin with whom she had also collaborated in the past6. 

The first performance of Norma, which sold 12.000 tickets7, was cancelled because of a sudden 
downpour (Θεατρικά Νέα, 1960, August 22, p.2 and Kampanis, 1960, August 23, p.2). The inhabitants 
of the region claimed that it was “the wrath of Gods that postponed the performance of Norma” (Η 
ζωή της πόλεως, 1960, August 23, p.2). In fact, in the area there was an old superstition and according 
to it, the ancient Greek gods accepted drama -and not opera- to be performed in the ancient theatre. 

Finally, the first performance was on 24 August and the second on 26 August. Nevertheless, 
during the second, Callas was ill with fever, as Bastias informed the audience before the beginning of 
the performance (Θεατρικά Νέα, 1960, August 27, p.2). The third scheduled appearance of Callas, 
which was to replace the first performance that was cancelled because of rain, was also cancelled, 
because of “Callas’ rapid deterioration of influenza”8. Due to her bad health condition, Callas left 
Greece in Onassis’ yacht, in order to be hospitalized abroad. For both performances the artist received 
the amount of $10.000, a sum which she donated to “Maria Callas scholarships Foundation”9. 

The selection of Norma came as a surprise. Callas in 1958 and 1959 collaborated with Minotis 
and Tsarouchis in order to present Medea by Cherubini abroad. Bastias’ son claims that it was Callas 
who suggested Norma (Bastias, 2005, p.462). This statement is also confirmed by a press conference 
she gave after her arrival in Greece in 1960: “I did not choose Medea but Norma because it is more of 

                                                 
4 Kostis Bastias (1901-1972) novelist, journalist, publisher, editor and columnist for major Athenian newspapers, general 
manager of the Royal (National) Theater (1937-1941), the National Opera (1940-1941 and 1959-1964) and the National Radio 
Foundation (1961-1963). 
5 On August 21, 24 and 28, 1960. Yannis Tsarouchis-scenery, Antonis Fokas -costumes, Michael Vourtsis- Chorus Conductor, 
Tatiana Varouti-choreography. 
6 Until his arrival in Athens, rehearsals were taken over by Totis Karalivanos. 
7 The performance was attended by the Deputy Prime Minister Costas Karamanlis, the Public Speaker Mr. Rodopoulos and the 
leader of the Liberals Party Mr. Venizelos (Θεατρικά Νέα, 1960, August 22, p.2). 
8 The doctor, Mr. Papathanassopoulos, found inflammation in the upper respiratory system which was turned to laryngitis 
because of the hot and dry climate of Greece. He recommended her to abstain for a week from her duties (Καταρροϊκήν 
λαρυγγίτιδα υπέστη η Μ. Κάλλας, 1960, August 28,). 
9 There was an official announcement that Callas would perform Norma in Olympia Theatre in February 1961 and that the box 
office receipts would be donated to her newly-founded «Maria Callas Scholarships» (Θεατρικά Νέα, 1960, August 30, p2). 
However, this did not happen. 
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a bel canto»10 (Callas 1960, August 09). This opera was one of Callas’ favorites, a demanding role that 
the artist knew well, but also a play to which Callas gave prominence with her interpretation and vocal 
talent. Additionally, it was an opera that had never been performed in Greece (Giatras, 1960, August 19, 
p.3). 

Callas' decision to grant her remuneration in order to create a scholarship foundation in her 
name for people who wanted to pursue vocal studies but they did not have the financial means was a 
pleasant surprise, so press and public reconsidered their opinion about her (Pilichos, 1960, August 10, 
p.2 11 and Psyrrakis, 1960, August 11, p.3). In the press conference she explained that she took that 
decision, as an action of gratitude towards Bastias, who had helped her in the past (Callas 1960, August 
09 and Bastias 1997, pp. 472-473). Nevertheless, this statement is not confirmed, because the sources 
are few and unreliable. Indeed, “Maria Callas’ scholarships Foundation” is an institution that is still active, 
helping many young artists. 

On another account of the issue, and according to Bastias’ son, it was actually Kostis Bastias who 
persuaded Callas to provide her remuneration towards the creation of the scholarships foundation. This 
fact is not confirmed by another source. But if this is true, it raises the following question: Why did 
Bastias propose it to her? Was it a strategy to appease the tension created in 1957?  Or did Bastias, by 
this means, wanted the money to return to the institution? 

3. MEDEA IN 196112 

After Callas’ great success in the role of  Norma, she  returned to Epidaurus a year later to 
present Medea by Cherubini, a production already presented abroad. 

 Minotis recounts (Minotis, 1995 February 12, p. 22 and Minotis, 1981, p. 115-116) that in the 
summer of 1958, Callas called him asking to assume the direction of Medea in order to present it in 
The Dallas Opera in Texas13. Initially, he refused, expressing his disagreement about this type of opera. 
However, according to him, Ms K. Paxinou14, his wife, who was present during this phone call, 
persuaded him to accept.  

In the autumn of 1958, Callas interpreted Medea by Cherubini at the Dallas Opera, directed by 
Minotis15. The same production was transferred to Covent Garden, in 1959. In November 1959, the 
performance was repeated in Dallas and in December 1961 as well as in May-June 1962, it was staged 

                                                 
10 Original text: «ήθελα τη Μήδεια αλλά προτίμησα τη Νόρμα διότι είναι πιο bel canto». 
11: “the taming of the tiger….She will donate $ 15,000 dollars at the Greek National Opera”.   
12 According to Dounias (1961, August 09) the French version was presented but N. Dontas (2003, July 13, p. 30) suggests that 
it was presented in its Italian version. 
13 The possibility that Callas had met Minotis for the first time in 1957 when she came to sing at the Festival of Athens is not 
accurate, because according to Minotis he had not yet met her at the time (Minotis, 1981, p 115). 
14 Katina Konstantopoulou-Paxinou (1900-1973) was a famous Greek actress also known in the U.S.A. during the 1940-1950 
decade. She has interpreted many roles in American films. In 1944 she won the Oscar for the support role of Pilar in For whom 
the bell tolls. Although she was regarded as one of the major Greek actresses, she had also excellent musical education and 
began her career in Greece in 1920 as a lyric singer.  
15 Scenery and costumes by Y. Tsarouchis. According to Minotis (1981, p. 115) Tsarouchis was informed by the newspapers for 
the Minotis- Callas collaboration and asked him to work with them.  
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at “La Scala”16. Callas chose the same opera in order to present it in the theatre of Epidaurus in 1961, 
directed by Minotis and conducted by Nichola Rescigno17. 

Callas arrived in Greece in Onassis’ yacht in order to start rehearsing18. Her remuneration 
reached the amount of 5.000 dollars per performance, a sum of money that she decided once again to 
provide to the “Maria Callas’ Scholarship Foundation” (Καθημερινή ζωή, 1961, August 06, p.2, 
Θεατρικά Νέα, 1961, August 07, p.2 and Η Κάλλας αποθεώθη ως «Μήδεια», August 08, 1961, 
p.3).The premiere of the opera, which was almost postponed because of the last minute bad weather, 
took place in 6 August, and according to the Hellenic Tourism Organisation data was attended by 
17.000 spectators, among them many Greek politicians and artists (Θεατρικά Νέα, 1961, August 07, 
p.2 and Καθημερινή ζωή, 1961, August 08, p.2)19. A week later, on 13 August was the second concert 
and the audience reached 17.500 spectators. It is worth noting that 2.000 people were left without a 
ticket! 

At the meantime another situation of tension was to begin. It is worth noting that since its 
opening in 1954, the Epidaurus Festival only included ancient Greek drama performances given by the 
National Theatre of Greece, hence, performances from other operatic groups were not allowed20. 
Therefore, in 1954 there were only representations of Ancient Greek Tragedy given at the theater of 
Epidaurus (Gini, 2003, July 13, p. 7) and since 1957 performances of Ancient comedy have been 
established (Mountraki, 2003, July 13, pp. 8-9 and Prousali, 2001, March 18, p. 17). Due to a limited 
number of seats, performances of ancient drama were also given in other ancient theaters, like the 
restored ancient theater of Delphi and the Herodium (Chlepa, 2003, June 29, pp. 28-29). Callas’ two 
performances, in 1960 and in 1961 were just an exception. Nevertheless, the director of the National 
Theatre, Emilios Chourmouzios (1904 - 1973), reacted to the performance of Medea (Καθημερινή ζωή, 
1961, August 01, p.2), a fact that evokes many questions as such: Why did Chourmouzios not react a 
year later to the representation of Norma?  

Looking back at the Kathimerini newspaper, where Chourmouzios used to be a columnist, we 
find one article that was published several days after the performance of Norma (Chourmouzios, 1960, 
August 31). In this article Chourmouzios argues against opera representations in Epidaurus, something 
that cancels a tradition of many centuries that connects this venue to ancient drama21. Moreover, he 

                                                 
16 Minotis directed the same play starring Magda Olivero in 1967 in Dallas and in 1968 in Kansas. 
17 Y. Tsarouchis: scenery/costumes, M. Vourtsis: Chorus Conductor, Maria Chors: Choreography. With Modest and Vikers in 
the leading roles. The opera has been discussed for many extras that were on the scene of which 100 people were soldiers 
who served their military service in the nearby town of Nafplion. 
18 The musicians were against the filming of the rehearsals by the French television shift, because their legal rights were not 
paid. Nevertheless, it had received Callas’ authorization as well as the authorization of the Greek National Opera for using the 
rehearsals in a television program on Callas (Θεατρικά Νέα, 1960, August 02, p.2). 
19 Reported 15,000 spectators (Η Κάλλας αποθεώθη ως «Μήδεια», August 08, 1961, p.3, see also Βastias, 2005, p. 477). 
20 Ιn September 1935, twenty-one years before the establishment of the institution of the Epidaurus Festival, Dimitri 
Mitropoulos, pianist, composer and conductor, appeared in the theater of Epidaurus with some members of the symphony 
orchestra of the Conservatory of Athens. Similar concerts were given by Mitropoulos and the ancient theaters of Delphi, 
Corinth and Sikyon. 
21 As for the Director of the National Theatre, it is necessary to display some aspects of the ancient drama and opera in order 
to give a global perspective. His works are indicative: Chourmouzios, on one hand, devalues the role of music in ancient 
drama, and, on the other hand, disagrees with the comments about the exaggerated role of music (Chourmouzios, 1952 
January, p.110). He concludes that music “distorts” drama and it converts it into melodrama, which, according to him, is “fake”, 
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put the blame on the Archaeological Council that, for the sake of tourism, accepted the performance in 
Epidaurus and added that Norma could have been played in the Herodium, or in the Panathenian 
Stadium “if Callas wanted to satisfy her artistic ambition”. 

Chourmouzios’ point of view is shared with Mr Papathanassopoulos, professor of acoustics at the 
National Polythechnic University, who, in a letter to Kathimerini (Papathanassopoulos, 1960, September 
02), supported the opinion that Epidaurus is not suitable for staging musical performances, not only 
because of the sanctity of the place but also because of the acoustics, that is not helpful at all for music. 
The theatre, he claimed, was only suitable for poetry events with theatrical performances being part of 
this tradition. 

Neverhteless, in 1960 Chourmouzios had not reacted to the representation of Norma but a year 
later, his point of view triggered a great debate between the National Theatre of Greece and the Greek 
National Opera with the performance of Medea ending up in a personal debate between 
Chourmouzios and Minotis. Namely, Chourmouzios although he knew about the collaboration 
between the Opera House and Minotis, wrote a letter to the Director of the Opera House, Mr. Bastias, 
informing him that he had not given permission to Minotis to work with the Opera House for the 
production of Medea (Θεατρικά Νέα, 1961, May 16, Λόγοι και Αντίλογοι, 1961, May 18 and 
Πνευματική και Καλλιτεχνική κίνηση, 1961, May 16). Moreover, he threatened that, if the National 
Opera dared to use Minotis to the detriment of the National Theatre, in that case the National Theatre 
would not participate in the Athens Festival. Minotis at the same period was directing at the National 
Theatre the ancient tragedy, The Phoenissae. Chourmouzios, perhaps deliberately, scheduled the 
performances at the same time with the rehearsals in Epidaurus, to cause difficulties and exacerbate the 
situation. 

After Chourmouzios’ letter to Bastias, Minotis wrote to the Director of the National Theatre and 
asked for permission to work with the National Opera (Minotis, 1961, May 18). Chourmouzios also 
responded (Chourmouzios, 1961, May 19) giving permission and at the same time calling him to 
continue fulfilling his obligations towards the National Theatre. As a result, Minotis had to supervise the 
rehearsals of Medea in Epidaurus and at the same days interpret a role and direct The Phoenissae. 
Thus, Minotis was divided between Athens and Epidaurus to rehearse for Medea and, at the same time, 
participate in The Phoenissae (Bastias, 2005, p. 476). 

Maybe it was because of Chourmouzios’ reactions, that Minotis provoked rumors about him 
resigning, along with Paxinou, from the National Theatre (Εθνική Λυρική Σκηνή, 1961, July 30, p.2, 
Θεατρικά Νέα, 1961, July 29, p.2 and Η ελληνική θεατρική σκηνή, 1961, August 20, p.8). The press 
wrote a lot about this rumor but Chourmouzios claimed that he had not been informed (Θεατρικά 
Νέα, 1961, July 30, p.2). Also, he added that the National Theatre had no intention to stop its 
collaboration with Minotis and Paxinou (Θεατρικά Νέα, 1961, July 30, p.2). The couple, however, did 

                                                                                                                                                                
foreign, and outlandish and cannot be adopted by the Greek mentality. He somehow supported the superiority of ancient 
drama over melodrama and, of course, he maintained that each of these two genres has its own specific space of projection 
and display (Chourmouzios, 1978, p.200).  
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not leave after the representation of The Phoenissae but only when they were persecuted by the 
dictatorship in 1967. 

What did cause Chourmouzios’ behavior? At this point it is necessary to mention one other event 
which has no direct relation to that performance but it is important to note, as it outlines some aspects 
of Minotis’ character: in the autumn of 1960 Minotis was directing the Merchant of Venice and at the 
same time performing the role of Shylock. Before the opening night, the National Theatre had placed, 
as usual, at the main entrance of the building an advertising banner providing information about the 
play. Minotis’ name appeared on the second line, before the name of the main actress Vasso 
Manolidou, who was playing the role of Portia. Minotis demanded his name to go fist, but 
Chourmouzios explained that according to the tradition of the National Theatre the name of a female 
protagonist goes first, unless the main role belongs to a man. Chourmouzios also underlined that this 
parameter in that case was not applicable. Minotis was annoyed and stopped rehearsing, presenting an 
objection to the Licensing Committee for Actors (Επιτροπή Αδείας Ασκήσεως Επαγγέλματος 
Ηθοποιού). However, the final decision was against him (Kanakis, 1999 pp. 314-316 and Kritas, 1998, p. 
130). Nonetheless, the director of the National Theatre had a peculiar character (Prousali, 2001, March 
18, p.15)22. 

Shortly after the end of Medea’s performances B. Papathanassopoulos prepared a second letter 
(Papathanassopoulos, 1961, August 17,) in order to highlight the inadequacy of Epidaurus to 
accommodate musical events. It is not known today whether the professor knew Chourmouzios 
personally or whether he just seized the opportunity for personal benefit. However, some arguments-
about the acoustic and the sanctity of the place- were used by both men to persuade the public about 
the inappropriateness of Epidaurus, proposing the Herodium as the ideal place for musical 
performances. This fact created suspicion about a connection between them. As far as the question 
about the acoustics of the theatre of Epidaurus is concerned –of course it is not to be analyzed in this 
study- modern studies testify the suitability of that theatre (Τzekakis, 1999, July 25, pp.11-12 and 
Bosnakis, 1999, July 25, p. 18)23. Consequently, the argument about the acoustics of the ancient 
theatre of Epidaurus is incorrect. 

Furthermore, the argument about the acoustics and the sanctity of the theater are being refuted 
by other elements: Studying the ancient Greek texts we realize that poetry in ancient Greece was 
inseparable from the music and that is why the term “μουσική [music]” meant the combination of 
speech and melody. Music and poetry were always together. As a result, the ancient drama, tragedy 
and comedy, were always accompanied by music, composed by the poet himself, not only for the 

                                                 
22 It is worth noting that at the same time with the performances of Medea, another conflict between Chourmouzios, Nana 
Mouskouri and Manos Hadjidakis was created. In fact, Manos Hadjidakis for reasons of art solidarity and comradeship 
withdrew his music from Erofili, so in the end it was performed without music. Actually, the manager of the National Theatre 
deliberately avoided giving to the press Mouskouri’s name, as a result, her name was missing from the advertising articles in 
the press as well as from the program of the National Theatre. However, the conflict between Mouskouri and the National 
Theatre was initiated a year before when the administration of the National Theatre rejected Mouskouri’s appearance in 
Lysistrata (Καθημερινή ζωή 1961, August 24, p.2, Θεατρικά Νέα, 1961, August 24, p.2 and Θεατρική Σελίδα, 1961, August 
26,p.2) 
23Επίδαυρος το Αντηχείο-το Θαύμα, 2007, March 31 and Vasilantonopoulos, S. Zakynthinos, T. Chatjiantoniou, P. Tatlas, 
N.A. Skarlatos, D. Mourzopoulos, Y, 2004. 
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chorus but also for the speaking part of the drama. We might be talking about a type of musical 
recitation. In other words, a genre –recitation- was born. In fact, from various ancient sources we learn 
that among the instruments used for the background music of the ancient drama were: lyre [λύρα], 
cithara [κιθάρα] (a kind of lyre which differed as regards the speaker, the size and the sound), flute 
[αυλός], trumpets [σάλπιγγες], cymbals [κύμβαλα], shells [όστρακα], rattles [κρόταλα], drums 
[τύμπανα] and tambourines [ντέφια]. Besides, as it is known today, the birth of the opera by a group 
of intellectual people, followers of Plato, in Florence, came as an attempt to revive the ancient Greek 
tragedy. Likewise, the argument for the sanctity of the site of Epidaurus is also incorrect. So, how can 
the sanctity of the place be affected if the theater had been created for performances there were 
dominated by music and how could such a place, lack proper acoustics? 

And what about Bastias’ and Minotis’ arguments on the question of the place’s sanctity 
(Bastias&Minotis, 1961, August 01, p.5 and Θεατρικά Νέα, 1961, August 01, p.2)? Bastias respects 
these objections; however, he argues that there is no sanctity in the place but gravity. It is quite normal 
for any ancient theatre to accommodate modern performances as well as any theatrical modernity, for 
example modern revival of ancient drama, including opera. So that the effort of the Opera House not 
only does it reduce the importance of the ancient theatre of Epidaurus, but it elevates it, too. Minotis 
claimed that if any artistic or tourist interest designated the place only for representations of ancient 
drama, any other type of events could not be justified in any way. Additionally, comic performances24 
were nonetheless accepted in the Epidaurus theatre, so an opera performance by Callas not only does 
it reduce the theatre’s status but it also restores its seriousness.   

As for Chourmouzios’ and Papathanassopoulos’ point of view, either they ignored the role of 
music in the ancient Greek drama, or they overlooked it for some reason. However, for brevity’s sake, 
we just have to relate Chourmouzios’ beliefs and reactions which do not seem justified for another 
reason: Chourmouzios with A. Terzakis, novelist (1907-1979) and I. M. Panagiotopoulos, author and 
educator (1901 – 1982), were the three-member artistic committee of the Athens Festival. During their 
term, except for the performances of ancient drama, performances of classical music, opera and other 
sorts of entertainment were excluded (Vavlidas, 2003, June 29, p. 14). In fact, Chourmouzios realized 
that via Callas’ performances in Epidaurus theatre, melodrama tended to be established. 
Chourmouzios, as a matter of fact, was against the establishment of melodramatic performances not 
only because he saw that he was losing the National Theatre’s monopoly in Epidaurus but also that 
Minotis was becoming an established opera director with the National Greek Opera. Aptly the author 
of the column “Eleftherostomies” in the newspaper Eleftheria (August 05, 1961, p.2) parodied the 
situation by making a wry comment: 

“It is possible that next year Chourmouzios will perform in Epidaurus himself ….As far as Callas, 
Minotis and Paxinou are concerned, they are going to disappear. But I’m afraid that the spectators will 
disappear, too!”25 

                                                 
24 He makes use of the Greek term «τερπνά». Probably he means the comedies of Aristophanes, which were performed in 
Epidaurus. It is worth noting that Minotis was a supporter of the tragedy. 
25 Original text: «τον επόμενο χρόνο φαίνεται ότι θα παίξει μόνο στην Επίδαυρο ο Χουρμούζιος και …. θα εξαφανιστούν 
πραγματικώς και Κάλλας και Παξινού και Μινωτής. Αλλά φοβούμαι και οι θεατές». 
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Ηowever, while Bastias announced that Callas would perform also in 1962 in Epidaurus 
(Θριαμβευτική υπήρξε εις το θέατρον της Επιδαύρου η δευτέρα παράστασις της Μήδειας με την Κάλλας,  
1961, August 15, p.7, Θεατρικά Νέα, 1961, August 15, p.2 and Καθημερινή Ζωή, 1961, August 15, 
p.2) that did not happen. Apparently he tried to use his acquaintance with the great soprano to 
reinforce the presence of National Opera in Epidaurus. However, this wish did not come true because 
Medea was the last official appearance of the artist in Greece. There are a lot of speculations explaining 
that. One of them is the soprano’s voice problem. Another speculation is her poor health, a cause that 
forced her to cancel her appearances (Bastias, 2005, p. 480). Secondly, considering that the two of the 
three appearances she made from 1957 to 1961, were accompanied by conflicts that perhaps 
reminded her the past, i.e. the period after the Italian and German occupation in Greece before she left 
to go abroad in 1945. Maybe this is the reason why Callas did not want to continue her appearances in 
Greece. 

The Greek audience could enjoy the greatest Greek soprano, when she had reached the pinnacle 
of her career. Maybe, if these conflicts about Epidaurus-that also involved her directly or indirectly-had 
not existed an important institution could be established in Greece with Callas’ presence. However, 
Callas’ two performances in Epidaurus opened the way for other type of performances to be staged in 
the ancient theatre, apart from ancient Greek drama. 

Undoubtedly, the presence of the Diva in Epidaurus was a great event and the first step to 
abolish the monocracy of the Greece National Theater in Epidaurus. Even though the Diva’s presence 
in Epidaurus meant that the National Theatre’s monopoly was over, it took 13 years until, in 1974, 
another theatre company performed on the orchestra of this monumental theatre: it was the legendary 
Theatro Technis by Karolos Koun, that became a counterbalance of the somehow academic stagings of 
the National Theatre.  
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