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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
K448 — 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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communicative devices and often affect one another, this paper compares and contrasts these
two cultural products, as well as suggesting implications for further exploration of the interface

of these two universal social constructs and the human cultures which produce them.

The authors suggest that language and music are essentially human, and research is
beginning to suggest that one, if not both, of these functions has a biological precedent. The
two, however, manifest themselves in culturally distinct ways, with prosodies and lexicons,

grammars and syntaxes, which vary from one group of people to the next.

Finally, they claim that understanding the relationship between music and culture is more
crucial now than ever before — researchers can come to understand where a people had been,

where they are now, and what the future may hold for them.

We are most grateful to the authors of these papers.

GRAHAM WELCH and ANASTASIA SIOPSI
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MEPIAHWH |H oxéon mou €xEl N LOUOIKA TOu MOTOOPT, KOL TILO CUYKEKPIUEVD N AKPOOON TNG
oovatoc K448, pe Tn YWWOTIKN IKowoTNTa podntwy Kat omouvdaotwy (Mozart Effect) €xel
OTTOTEAETEL QAVTIKELEVO HEAETWIV KOl EDEVLVWV OTO EEWTEPIKO OO TO 1993 peXPL KO TIG PEPEC
oG H bwadtepn amoTEAEOUOTIKOTNTO TNG OUYKEKPLIUEVNG COVATAC ETUOOKIUAOTNKE  Kal
OTTOOOKIUAOTNKE QMO SIUPOPETIKOVE EPEVLVNTEC. 2TO TIAPOV &PBPO Bat avaPEPBOVY OVOAUTIKA
Ol €PEVVEC TWV TIPONYOUUEVWY ETWY, KOBWCE KOl TA ATTOTEAECUOTA TNE EYXWPLAG EPELVOC OFE
LUKPO Selya poOnTwy TpwToRABUIOG ekTtaldeuanc oV Slevpynoav Ol CLYYPOPEL]. O
TP LOTOTIOINBEL AETITOUEPNC TIOPOVCIOON TWV ATIOTEASOUATWY Kol Ba avadelyBel n oxeon
NG MUVAUNC TWV JaBNTWVY JE o) TNV OKPOACN TNE CUYKEKPLUEVNC COVATAG ToL MOToopT, B) TNV
aKPOOON €VOC CUYXPOVOU SNUOMNOUG TPayoudloy, Kol y) TNV eKpaBnon Kol @uvnTikn

EKTEAEON €VOC TPAYOLSLOU.

Ac€elc - Kheibia: Mozart Effect, pviun, obyxpovn £pgvva, cuovaiobnua

1. EIZArQrH-nPOAOIox

270 Kelpevo Tou akoAoLBEL Ba EEETAOTOUV SIXPOPEC EPEVVEC TIOU £X0LV SlevepynBel yupw
OmO TN OLUBOAA TNC MOUOIKAC OKPOQONG KO TNG HOVCLIKNG eKTIalSELONG, AEITOUPYIEC APPNKT
OLVOESEUEVEG LETOEY TOUC WOTE VA PEAETNOOUV TIAPOANAG, 0TNV ovATITUEN Kol BEATIWoN TNC
LVAUNG TNG TPOOWPWVNG XWPLIKAC AoylKNC (Spatial-temporal reasoning), TG XWPOXPOVIKNG
avtiAnng (Spatial-time intelligence), TNg XwpKNG avoyvwplong (spatial-recognition), TN yvwaong
Kol TNG pédnong. Emilong Ba mapouolaoTel N oUPBOAN TNG HOUOIKNG OKPOOONC KOl UOUCIKAC
ekTIatSELONC OTIC SIAVONTIKEC IKAWVOTNTEG KAl TO OEIKTN VONUOTUVNC TWV XTOUWY, OAAG KOl OTO
ouvaloBnua.

Oa oKOAOUBNOOUV  TA OTMOTEAECUOTAl TNG EYXWPLAG EPELVOC TIOU  SLEVAPYNOOV Ol
OUYYPOUPEIC 08 HIKPO Selypa LoBNnTwy TipwToRABuLaG ekTtaideuong Kot Ba avadelxBel n axeon NG
BpaLTIPOBECUNG LVARNG TWV HOBNTWVY PE SIAPOPX €8N LOVOIKWY EPEBIOUATWV.
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2. OEQPHTIKO YMNOBAGOPO

O Gardner peoa amo TNV Bewplor TOL Yo TIC OKTW SIPOPETIKEG EVPULEC, pior amod TIC oToleq
elval Kal N POVCIKN, TIOU TEAKA OLVTEAOUV OTNV IKAVOTNTO avTIANYNGg Kot avTtidpaong evog
aTOHOL OTa dlxpopa epeblopaTar TTou TIPOCAQUBAVEL OO TO TEPBOANOV TOu, SnUIOLPYEL
ONUOVTIKN BACN ylo TNV avayKaloTnTa TG HOUOIKNG exkTtatdevong (Gardner, 1993 XpuooaTouov,
2007), evw ouppwva Le Tov Eisner ol TEXVEC YEVIKOTEPO EVEQYOTIOIOVV AEITOVPYIEC TNC OKEWNC
TIOU PTTOPOVV V& FonBrioouv TO GTtopo oTtn BeATiwon tTNC KaBNUEPIVOTNTAC TOU, XPOU TIPOGYOULV
™M OnUoUPYKOTNTY, TNV duvatotnTar  €iALONG  TIPOPANUATWY KOl  TOV — OUTOEAEYXO
(Xpuoootopou, 2006 Owovouidou-2tovpou, 2007). ZUu@wva pe Tov Bruner n StdaokoAior TG
OKEWNC VX TNV ovayvwplon Kot emtiAuan TTPoBANUGTWY TIPETIEL VX VIVETOL UECOr OTTO TIOAAX
YVWOTIKA Tedlor Kat 0ToxoC autng Tng OSdaokoAlog elval var pmmopouv ol HoBnTeg va
XPNOWOTIOWTOLV TIC YVWOELG TIOU TINPAV HECX om0 TO OX0AEl0 Kot 08 €EWOXOAK& TIEPIBGAAOVTO
(Bruner, 1960- Xpuooaotopuou, 2006- Xpuoootouou, 2007b).

AcB&vovTog uTIoWn OTL N UOUCLKN 0KPOOON XTTOTEAEl ONUOVTIKO KOl OVOTTOCTIOTO LEPOC
NG MOUOIKAG eKTTa{SELONG, Ol CLUYYPAWPELG BeWPOUV OTL Ol EPEVVEC TIOL QVAPEPOVTAL OTOL OPEAN
TNG HOUCIKNG 0KPOOang Bal TIPETTEL vt LEAETNBOUV TTIAPGAANALL LIE TLG EPEVVEC TIOU QVOPEPOVTAL O
OUTA TNG MOVOIKNC eKTIaldELONC, BeWPWVTAC OTL N HMOVOIKY) GKPONCN OMOTEAEL OTNV ovola TO
TIPWTO HAONUQ, TNV EL0oywYr dNASH 0T HOUOIKNA ekTtaldeuan.

2.1 Mozart Effect

To 1993 pla epeuvnTikn op&da artoTeAoUpevn amo Toug Gordon Shaw, Frances Rauscher kot
Katherine Ky énuocieuoe 0to £ykupo HOUCIKO TEEPLOSIKO «Nature» Tou ekdideTan atnV KaAupopvia,
plo EpELVA OXETIKK UE TN OXECN TIOU EXEL N UOUCLKT TOU Mozart Kal TIO GUYKEKPIUEVO N OKPOXDN
NG oovatag Tou Mozart K448, e TNV yVWoTIKA IKowoTNTa paBnTwy kot ortoudootwy (Hallam,
2009 Harvey, 1997). Autn n dnuocieuon mupodOTNOE TELPA TIEIPOUATWY UEXPL KO ONUEPD, KATTOLX
amo Ta Omolax OTEPONKAV UE ETUTUXIX WG TIPOC TNV amodelén TNG CLPPBOANC TNG MOUVOLKAG
OKPOOONC KO EKTEAEONC OTNV MABNoN, evw Ao Sev eTuxav g (dlag ettituxiog (Chabris, 1999
Hetland, 2000a- 2akohak, 2004 Hallam, 2009). Ot touelc otoug omoloug exel epevvnBel Kot o€
KOTTOLEC TIEPUTTTWOELC OTIOSEIXOel OTL N OUYKEKPLUEVN HOUCIKN £XEL BonBNoEL TouC PaBNTEC KA
OTIOLSACTEG €lVal N VLN, N TIPOOWPLWVA XWPELKA avTiAnyn (spatial-temporal reasoning), Xwpikn
OTEIKOVIOTIKY avTAnyn (spatial-recognition reasoning), o &elktng evpuiog, koBwe emiong n
OUUTIEPUPOPG TWV aTopwV (Elias, 2007+ Rauscher, 1997- Rauscher, 2000- Shinn, 2007).

2.2 Mvijun

JTIC UEPEC MOC N HOVOIKA XPNOWOTIOE(TOL 08 OAO TOV KOOUO OOV GPLOTO EKTIAUSEUTIKO
epyoAelo ylor TNV BeATiwaon TG pvNuNg Kot cAAwv poaBnolakwy Stadikaolwy (Harvey, 1997).
Wuxohoyol ato Hong Kong (Ho et al., 2003) kateAnéav OTO CQUUTIEPOOUA OTL N EVOXOXOANDN WE TN

LOUCIKA KAT& TN TIAUdIKA NAKIoE TwvY aTopwy uttopel var fonBnoel oTic eTIOOCELC TOVUC O TEOT
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TIPOPOPIKAC VAN OE OXEON HE TOUC CUVOUNAIKOUC TOUC, Ol OTIolOL &€V £X0UV AOXOANBEL e TN
LIOUOLKI) €KUGENON KATIOLOL 0pydvou (ZoumAgpn, 2004). Mo CUYKEKPIUEVD, BPeBNKE OTL N UvAUN
yloo TIc Agéelc ntav avénuevn kKata 16% o€ ayoplar TIou elxov AXBEL JOLCOLIKN  ekTtaidevon
TOUAGXLOTOV 6 ETWV TPV OO TNV NAKIX Twv 12, evavTt AWV TIou Sev elxav AABeL uepog ToTe
OE KOO0 HOBNUa EKUABNCNC HOVCIKOU 0pyavoL. AnAadr), oTav Touc {NTNBNKE VO AVOKOAETOUV
Ae€elc TTou Toug SlaBadav amo pia AloTa, Ol HOUCIKG EKTIAUOEVHEVOL HOBNTEC XV TIOAD KOAUTEPN
amodoan. Emlong mopatnpenBnke OTL N TEPLOXN TOL EYKEQPAOAOL TIoU BplokeTal Tow omd TO
apLoTEPO aVTE (TTopeyKePOASa) Kat oxeTI(eTal PETAEL GAMWVY Pe TNV eme€epyaoial TNG UvAUNG
elvan peyohUTtepn atoug pouaikoug (Peretz, 2003 Anuntplov, 2006 ZokoAdk, 2004). MopOuoLeg
EPEVVEC €X0OLV Sel€el OTL TTAUSIA KATAPEPOV PECW ETNOLWV PABNUATWY LOVCIKAC VO BEATILCOUV
™ pvAun toug (Ellis, 2005), omwg n gpguva Tou Wilson TIOU oVaPEPETOUL CUYKEKPLEVO O TSI
TIoL lxov aoXoANBel pe T povoikn ekteAeon (Mickela, 2007a). OAx TO TIAPATIGNVW ATTOPPEOLY ATTO
TN OXE0n TIOU €XEL N HOUCIKOTNTO PE TO AWWBIKO oLOTNUA, SNASH TO HUNXOVIOHO OUVOEDNQ
aoBnNTnElwy €peBOPOTWY Kol 0pyoviKwy avTidopaaswy (TCeAemn, 2008 Xpnotidng, 2001), To
OTIOLO EUTTAEKETAL LETOEY GAAWY KOl e TN uvnun (Robertson, 2007). ZTo TEIPAUOTO KOL TIG EPEVVEC
TIOU TIPOYLTOTIOINBNKOV YIot Vo UEAETACOUY To Mozart effect kat Tn ox€0on TOU (POUVOUEVOU UE TN
LVAUN xpnotottononke n 2Zovara K. 448 yiax Suo miava os Pe pellova tou Mozart.

2.3 MNMpoowpivil Xwpik AvtiAnyn (Spatial-Temporal Reasoning), Xwpoxpovikn AvtiAnyn

(Spatial-Time Intelligence) kai Xwpiki Avayvwpion (Spatial-Recognition)

Ol €pevvec oL oTtolec ouvdEovTal Gueaa he To Mozart effect amodeikviouy adlaeuoTa OTL N
LIOUOLKI) EVOOXOANON ElTE YIVETAL HECW TNG EKPAONONC HOUCIKOU OPYAVOUL E(TE PECW LOBNUATWY
TPoyoudloy, UTopel var aENTEL O EYGAO TIOCOOTO TNV TIPOCWPLVA XWPLKA avTiANWn o TtaudLa
KO EYOAOLC KO TNV HOVIUN XWPOXPOVIKN avTIANWN, 08 WKPOTEPO OUWE TTOCOCTO. TO YEYOVOC
OUTO TIPOEPXETAU OO TO OTL HOUCIKI KOL XWPOXPOVIKA avTIANWN XpNOWOTIOIOUY aUPOTEPEC TO
Se&l NUOPalPlo TOU EYKEPAAOU KO OAOTO TTOOOTNPOVVTOL KOO VEUPOAOYIKA XODOKTNPIOTIKA
uetaéy touc (Colwell, 2002- Chudler, 2007- Robertson, 2007).

J€ OLVEXEL TOU TIOPATIOVW TIEIPOUATOC, N Frances Rauscher avakdALPE OTL TIPOKAAETE TNV
ovénon TG Xwpkng suguiog (Robertson, 2007 Hallam, 2009) o€ pn pouvokoug kata 17%
(Robertson, 2007). 2to Telpoa CUMPETEX OV TPLAVTOEEL (POLITNTEC OL OTtoloL XWploTnKaw o€ 3 uTo-
OHGOEC OTIOU N TIPWTN AKOVOE Yot SEKOL AETITA OVO TNV 2OVATX Tou MOTOoET, N SeUTEPN X
KOOETO xohapwaong Kot n Tpltn &ev akouoe Timota. Ol QOITNTEC ETIPETE CUUPWVA UE TN
Sokipaolor davelopevn omd TO TEOT vonuoouvng Stanford-Binet var «€eSIMAWOOLY» VOERH KO VO
ETUAEEOLV TN HOPPN TTOL Bat ETIALPVE VOl KOPUOTL XOOTL TO OTolo elxe SIMAWOEL TTOAEC (POPEC KAl
KOTIEL 08 SIAPOPA OXNUOTOL e POASL

Ta amoteAéoportar €6el€av OTL Ol (POLTNTEG TIOU GKOUCOV VIO SEKX AETITA TNV ZOVATA TOU

Mozart Ttapouciaooy TPoowELVr aENon TNG XWPELIKAG TOUC ovTIANWNG, TIOU ETIELTA OTIO LETPNON
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Tou KBNyNTN WuxoAoylog Russle Fernald armo Tto Stanford, avepxeTal KAT& PESO OPO TOVAXXIOTOV
10 povadeg WYnAOTepa amo OTL TPV GKOUOOUV TNV  OUYKEKPLUEVN 2OVATQR, OV Kol Ta
amoteAeopaTa eixav Stapkela 10-15 Aemtwv (Elmore, 2004+ Yakohak, 2004- Chudler, 2007+ Shinn,
2007- Euaryyehottouiou, 2007).

MEeAETn TOAL amo Touc Frances Rausher kow Gordon Shaw ato Irvine University of California
TIOU TIAPOUOLACTNKE TO 1994 auTh TN POP& OPWC OE TIAUOLX TIPOOXOAIKNG NAKIG TTov NuEPNnalwg
TIapakoAoUBoVooV LoBruoTar TPoyoudlou yior 30 AETITA KO EKABNONG TTANKTPOMOPOU LOVGLKOU
opyavou ylor  10-15 Aemtd, avaepel OTL Ta TTadLX auTd Ttapovsioooyv kKatd 80% uywnAoTtepn
XWPLKN KOWVOTNTA oo TOUC MoBNTEG TTou Sev AoV Kaveva LoBnuo pouoikng (Harvey, 1997-
Mickela, 2007b- Gillman, 2005).

YTidpxouv Teplou 15 okopal TTEPAUOTO TIHPEUPEPN HUE Tar Ttapomavw, pe Setypa 700
TodWV omo 3-12 eTwy, Ta otolar xouv TpayuatononBel o dSlaatnua amo 4 FSOUASWY €wq
Kol 2 €Twv. Tor TIEEPOUOTO OUTA QVOPEPOLV TN CUPPOAN TNG EVEPYNC EKUABNONG HOUCIKOU
0PYQVOL GTNV TIPOoOWPLVA XWPLKA avTAnWn, Kuplwg oTig NAKIEG 3-5 €TWV Kot OTAV TO HoONUOTa
elval atouka (Hallam, 2009).

BeBaa, UTIGPXOUV KOl €EDEVVEC TIOU Tl XTIOTEAECHATA TOUG ATV OTTOYONTEUTIKA KOl OEV
KoTapepay Vo amodetéouv TNV (NTouuEeVn BEATIWON OTIC XWPLKEC IKAVOTNTEG TWV HABNTWY HECH
amod TNV akPOXON TNG HOLOIKNG Tou Mozart (Chabris, 1999- Hetland, 2000a- Hallam, 2009), 6mtwc
Tou Dr Kenneth Steele 1o 1999 kot pag GAANG OPASAG EPELVNTWY TIOU TIPAYLATOTIONCE TIOPOUOLO
Telpapor o sl 3-4 eTwv. Tar Toudler VT xwplotnkov o 4 opASEC Kol Yl 8 Pnveg n pia
OGS OOXOANBNKE UE EKUAONON  EKTEAEONC TTANKTPOPOPOU UOUCIKOU 0pyAvou, n SeUTepn LE
Ho@nuoTor Tpoyoudloy, N TPITN HE HOOAUOTO NAEKTPOVIKWY UTIOAOYIOTWY KOl N TETPTN Oev
EAOBE KOVEVQ ETUTTAEOV PAONUO. MEeTA TOug 8 HNVEC HOVO Ta Taudld TTov AoV paBnuoTa
EKUAONONC HOUCIKOU 0PYGVOL TIAPOUCIaaV BEATIWON TN TTPOCWPLIVA XWPLKNA avTAnwn (spatial-
temporal reasoning) oKOUOr Ko PETA TN ANén Twv paBnuatwy (Steele, 1999- Hallam, 2009), aA &
Koplor oo TIq opadeg Sev opouciade KATOW cAAQY WG TIPOC TNV XWPLKN GITEKOVIOTIKNA
avtiAnwn (Chudler, 2007).

H epnuepida «Sunday Times» ge &pBpo Tng Touv dnuocteutnke To 2010 Tapouatadel Pl
OKOUX EPELVOL OXETIKA HE TNV aOENCN TNC XWPLKAG IKAvVOTNTOC O LoBNnTEC. H epsuva ouTh Twv
Susan Hallam kot Glenn Shellenberg mapouvoiadel pae onuavTIKA SlopopoToinan TPOC OAEC TIC
TIPONYOUMEVEG: HECO OTA  OEKOAETITOL aKoUoUaTar Ttou eAaav ot 8.000 poBntec 10-11 etwy,
OLUTIEPIANPONKE €KTOC QMO TNV LOUOLKN ToL Mozart, SNUOEIANG HOVCLKN KOL TIO GUYKEKPLUEVD
LIOUOLKI) TOU BPETAVIKOU OLUYKPOTNUXTOC «Blur». Tor Taudiar ou EAaBaV UEPOC OTO CUYKEKPLUEVO
Tlelpopa TTpayaToToinoaV SIAPOPA TECT XWPELIKNG MVNUNG Kol OTTWE ommodelXTNKE Ttapouciooav
KOAUTEPO OTTOTEAECUOTO OE QUTA ETIEITA OO OEKOAETITN OKPOXCN TNG HLOVTIKAC TOU SNUOPAOUG
OLYKPOTAPOTOC «Blur» Top& TNG LOLOIKAC Tou Mozart (Passmore, 2010).
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2.4 YuvaicOnua

O Spouog yx TNV 0pBOTEPN aVATTUEN Kol EKTIOMOELON TWV TIOUSIWY VIVETOL PECW TWV
EUXOPIOTWY EUTIELPIWV KOl TWV cuvaloBnuatwy. Elval amodedetypévo 0Tt Tar maudld BupovvTon
TIOAU KOAUTEPO KOl YLO LEYOAUTEPO SLXOTNUO YWWOELC KAl EVVOLEC Ol OTIOlEC Elval SLOTOTIOUEVEQ
e BeTikd ouvaocONuaTa. (XpuoooTtopov, 2005).

Mapep@epnc elvat kaw n amton Twv Hallam kot Schellenberg, Twv omolwv n €psuva OXETIKA
Le to Mozart effect exel mpoavapepBel. Yootnpldouv OTL Ol EYKEPOAIKEG SPACTNPLOTNTEG TWV
TIAUOLWV  EVIOXVOVTOL ETIELTOL OO TNV 0KPOOON TNG QyOTINHEVNG TOUC HOUCIKNG KOL QUTO EXEL
OTIOAUTN OXEON HE TO YEYOVOC OTL KOTA TN SIAPKELX TNC CUYKEKPLUEVNC OKPOXONE TIOPATNPELTAL
oENon oTa eTMESH APUTIVIONG KAl CUYKEVTPWONG Toug (Hallam & Creech, 2008 Hallam, 2009).

Anpoaotevpevo apBpo am’ Tov KaBnyntn UOUOIKNG PuxoAoylag Petr Janata oto Teplodiko
Science 10 2002 emBefouwvel OTL N POUOCLKN TIPOGYEL MEYOAUTEPN OUVOEON LETAED SeEloU Ko
QPLOTEPOV NULOPAPIOL TOU EYKEPGAOU KOl OVAUECO OTIC TIEPIOXEC TOU EVKEPOAOL TIOU
guBuvovTal Yl Ta cuvoucOnuoata (Shinn, 2007).

2.5 AtavonTikég Ikavotnteg — Agiktng Nonpoouovng

H povoikn ekmaddevon Twv TSIV EVIOXUEL TNV VONTIKA TOUG oVATTUEN OAAGL KO TIC
IKOVOTNTEG OKEWNC. MoPOAO TIOU QUTEG Ol EPEVVEC EXOLV OUPLOBNTNOEl, OE TTIOAG TTELPAUOTO
ATMOSEIKVVETOL OTL N HOUCIKA KAVEL TOUC avBpwToug €EUTIVOTEPOUC, QLEAVEL ToV SelKTN
vonuUoouvng Toug, BEATIWVEL TNV amtodoon Toug otar TeoT Se€lotNTwy (Elmore, 2004) kou owédvel
TNV TTOCOTNTA PALAC ouotag Tou eykepaiou (Evangeli, 2001+ Peretz, 2003- Winner, 2007). O Gardner
LE TNV Bewpla TOU Y TNV TTOAOTIAN VONUOCUVN OVOPEPEL OTL N UOUOLKN TIPAYUOTL GVOTTTUOCEL
TOOO TN HOUOIKN VONUOOoUvn 000 Kol TIC uTtoAouteg vonuoouvec (Gardner, 1993 Harvey,
1997-Xpuoootopou, 2006).

H ouddo Twv Rauscher & Shaw kot Twv CLVEPYQTWY TOUC UE TNV SNPOCIELON TNG EPELVAC
TOUC OXETIKA e TOo «Mozart effect» Ttapovaldlouvy Kol oVTOol TNV OTEVH OXECON TNG UOUCIKNG HE
K&moleg OPelg Tng evpuiog (Harvey, 1997).5to melpopa pe TIC 3 umto-ouadeg amd auvoro 36
POLTNTWV Kol T TPlor SIPOPETIKA NXNTIKA& epeBlopaTa TIou €AaBe n K&Be piar (Zovata Mozart,
KOOETO XOAGPWONG 1 omOAUTN OLWTIH) TIPWV TIPAYUOTOTION|O0LVV TECT UVAUNG HE oplBuovg, o
SelKTNG vonpoouVNG TWV POLTNTWVY TIoU aKovoay Mozart Bpebnke va elvan kKotd 8-9 povadeg
VPNAOTEPOC oMo TwV AWV SUo opadwy (ElImore, 2004+ Evayyeromtovov, 2007). To (dlo melpapa
OTaV TIPOYHOTOTIOINONKE 08 Toudla OXOAIKNG NAKIoG €delée OTL Ta ToudIr Elxav  oKOP
HEYOAUTEPN TIPO0SO amo Toug eVAAIKEC (EuaryyeAomtiouiov, 2007).

Y€ OEPA EAETWVY BACIOUEVWY OTN MOUOLKN eKTIAlSELON TIOU TIPOYUATOTIOINBNKE OO TOUC
Altenmdiller kaw Gruhn Tou 2000 omodeixBnke OTL N TaxVLTNTO SIWONONE HOVCIKG EKTTOUOEVEV WV
TSIV OVTIOTOLXOUOE 0T ToXLTNTA SlavoNang TodWY HEYOAUTEPNC NAKIaG KaTd SUO €N
(Gruhn, 2004).
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MeAéTec amodelkvuouy avénan Tou Selktn vonuoouvne kotd 10 €we ko 20 Babuoug oe
TSI TTPOOX OAIKNC NAKIG TToL AduBavay oBnuata Tpoyoudlow, Tar OTtolor OTaV ERTACAY OTNV
NAioe Twv 15 eTwv elxav Kata TToAV YnAoTepn BaBuoAoyla EvavTl Twv TIadLwY TTov eV elxav
AGBeL poBnuorta Tpayoudlou (Harvey, 1997).

Neotepn epsuva Tou E.Glenn Schellenberg avapepet emiong TNV GueECn OXE0N TNG HOUOLIKNG
ekTiatdeLONC o8 AL KAl VEOUC HE TNV awénan Tou SelkTn vonuoouvng (Schellenberg, 2006).

3. 2YTXPONH EPEYNA ZTHN ATTIKH

3.1 Ztoixeia tng Epeuvag

O OUVOAIKOC OPIBPOC TWV TIASLWVY TIOU CLHUETEXOV OTNV gpeuva ATay 379. O TEAKOG
aPBUOC TwV Tadlwy Twv oTtolwy ol etituxiec Anednkav vrtown Ntav 185, Ot nAkieq Twv
TIXUSIWY TIOU CUMPHETEXOV ATav omto 8 €TwV (Y ONUOTIKOU) ewe 11 eTwv (0T dnuOTIKoU). Ta
OXOAela oTa OTtola EYLVE N €peLVA NTAY N 2VyXPovn EAANvoayyAkh Aywyn (ISLWTIKO oX0AElo aTo
Mopouol ATTIKNG), TO 30 AnUOTIKO XxoAelo YoAapivag kot To ANUOTIKO 2x0Aslo AumeAakiwv
Cohopivag). Ot €6voTNTEC TwV TIAWdWY TIOL CUHPHETEXOY NTav N EAANVIKN, n AABowvikn, n
BouAydpikn kat n Povpavikn. H yAwaooo otnv omola eyve n €pguva NTav N EAANVIKA. H gpsuva
ENOBE XWPOL TIG TIPWIVEG WPEC KAl TILO OUYKEKPLUeva omto Tig 08.15 wc Tig 13.30. H Sidpkelax TnG
gpevvag NTov omd TNV 30n OkTwlplov 2009 €we v 30N Attpiatou 2010. O aplBUOC Twv TSIV
TNC OpAdAC POUCIKNG NTav 153 evw 0 aplBuog Twv Todlwy TNG OpAdaC eAeyxov Ntav 32. H
OHaOO EAEYXOL OUPLETEXE 0TNV Ol akpBwC SladKaaolor Pe TNV OUGOO UOVCIKAG AN Xwplg
aKPOOON OTA SLXPOPX OTASIA. Tar TTOUSIA TIOU CUPUETEX AV OTNV OPASN LOUCIKAC KOl OTNV O
EAEYXOU OeV elxav Kapla Stapopd petady Toud. dottovoav ota Slar oxoAelar kat elxav T (Bl
KOWWVIK& OTOolxElo. Tar OTOLYXELD TTOU TIPOEKUOY OTTO TNV OGO EAEYXOU XPNOLUOTIONBNKAV £TOL
WOTE VO PALPETOUHE OTIO TO ATTOTEAECUOTA TNG OPASACG MOUOIKAG TIC ETITUYXIEC TTOU UTtopEl va
elyav o oL TG OpAdAC LOUOIKAC AOYW aVATTTUENG TEXVIKWY OTTOUVNUOVEUONG,.

3.2. Neprypagn Atadikaciag Epeuvag yia tnv Opada Moucikng

H épeuva xwplotnke ce 4 otadla. Ta audl& €mpeme vao BuunBovy 12 povoneloug
PLBLOVC IOV TOVE BOBNKOV PUVNTIKA OTIO TOUC EPEVVNTEC KO VO TOUC KATAYPAWOLV avamoda,
SnAadn EeKvwvTag omd Tov 120 Kal TEAELWVOVTOCG oTov 1o. 2Tto 1o oTddlo ol pabnteg dgv
AKOLOOV KATTOLO €(G0C OVCIKOU OMOCTIACUATOC TPV TN CUUTIANPWON. 2TO 20 OTASLO Ol HOBNTEC
AKOUCOY TO TIPWTO UEPOC TNC COVATAC Yo SUO Tiava Tou Mozart KV, 448 mtplv Tn cupmAnpwaon.
270 30 OTASIO Ol POBNTEC GKOUOOV TO QYOTINUEVO SNUOPIAEC TPOyOoUSL TNG TAENG TPV TN
OUUTIANPWON. 2TO 40 OTASIO Ol HOBNTEG epaBay Kot Tpayoudnoav To Tpayoudt «KnToupoc» Tou
BoryyeAn Mepuovou TipLv TN CLUTIANPWON TNC €PELVAC, 2 KXBe aTddI0 SlvovTav aToug pabnTeg 12
KOUVOLUPYLOL 0pBUOL ETOL WOTE V& PNV KATAYPAPETAL N HOKPOTIPOBECUN VAN TOUC. TEAOC, Ot
apBuol dlvovtaw ommd TouC €peuvnTEC e OTOBEP TOXUTNTA, XWPIC TOVIOUO CUYKEKPIUEVWIV

APOUWV (TT.X. KOTO OPAOEC) KOl ETA TO TEAOC KABE akpOaanc (OTav LTINPXE).

He)MEC

Hellenic Journal of Music, E nd Cultw
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3.3 Meprypapn Aladikaoiag Epguvag yia tnv Opada EAéyxou

MopOpoLa e TNV OPASN LOVGIKNC XwPlg Koo ok pOoon UOVCIKNC.

3.4 Neprypaen Aladikaciag Avadei§ng Ayamnuévou Anpo@iloug Tpayoudiov Tagng

ZnTNONKe ammd TOUG HOONTEC VO YOXWPOUY T8 ASUKO XOPTL TO QyaTNUEVO TOUC TPOYOUS,
EMNVIKO 1 &vo. YOTepa amd TNV KOTaypoprn OAWV TwV TIPOTIUNCEWY TwV  HaBNTWY
avadelxOnkav Ta 5 ETIKPATESTEPA TPOYOUSIA. AUTA Ta TPOYOUdIX TeBNKaw O Pnpo@oplar og
K&Oe TAEN, €TOL WOTE VO ATTOPACIOTEL TO QyaTNUEVO TPayoLSL TNG TIAslOWN®LoG Twv poBNnTwv
K&Oe TaENC. Ta 5 EMKPATEOTEPX TPayoLdSIx NTav Tar €€ Tik Tok — Kei$ha, Bad Romance — Lady
Gaga, Hotel Room Service — Pitbull, This is our night — Y&kng PouBac kat Av Aoouv Bnooupog —
Mavvng MAoutapxoc.

TA=ZH TPATOYAI TAEH TPATI'OYAI

E1 AMIMEAAKION TIK TOK Al ZEA BAD ROMANCE

E2 AMIMEAAKIOQN HOTEL ROOM SERVICE =~ Al XEA BAD ROMANCE

2T1 AMINEAAKION  TIK TOK A2 XEA BAD ROMANCE
2T2 AMMNEAAKION  TIK TOK A2 XEA BAD ROMANCE
E1 3°° SnuoTtikoy BAD ROMANCE El XEA HOTEL ROOM SERVICE
E2 3°° nuoTtikoy BAD ROMANCE El XEA BAD ROMANCE

XT1 3°° SnuoTikoy HOTEL ROOM SERVICE  E2 XEA TIK TOK

XT2 3 Snpotikov TIK TOK E2 XEA TIK TOK

I XEA BAD ROMANCE XTI ZEA BAD ROMANCE

I XEA BAD ROMANCE XTI ZEA HOTEL ROOM SERVICE
M2 XEA BAD ROMANCE T2 ZEA BAD ROMANCE

M2 XEA BAD ROMANCE T2 ZEA BAD ROMANCE

TMivakac 1 Katoypa@ry TIPOTINTEWY LoBNnTwWY

3.5 AuokoAigg Tou AvTIpHETWTTIOTNKAV

Ot SUOKOALEC TIOU QVTIHETWTIOTNKAV ATV TTOAMECG. ApXIKE, TTOAOL poBnTeg Sev UTtOpecO
VO KOXTOWVONOOLV TNV KAXTELBUVON KATOYPOPNC TWV aPBUWY KOl KATEYPOPAV TOUG apIBUOVC e
TN OEP& TIOL TOUCG AKOUOQV. H CULHETOXN QUTWV TWV PaONTWV oKupwBnke. ETIMAEOY, KAaToLoL
HOONTEC SEV UTTOPETOY VO KOXTAVONToLY KaBoAou Tn Stadikaoia. AUTO elxe ooV AMOTEAEOUX 0T
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(PUANO TOUG VO YPAPOULV TtevTaNeLoVS aplBuoug K.o. Emtlong Adyw tng twong g yplmng mou
ToAUTIWPNOE Ta OXOAelax TNV TtEplodo TNC Epeuvag, SLEPoPOoL LOBNTEC EAELPaY OE EVa OO OAX T
0TGSO TNC €pevvaC. o va BewpnBoVV Ta AMMOTEAECUXTA TNC EPEVVAC CANBK, AVOYKACOTHKOLE VO
OKUPWOOUE TIG OUUHETOXEC OAWV OUTWV TWV HaBNnTwv. TEAOC, SIpopotl HaBnTeC TipoaTtdBnooy
VO TIOPOTUTINOOLY KOL VO KXTOYPXWOUV TOUC aplBUOUC VWPITEPO TOU ETUTPETITOV. 2€ OAEC QUTEC
TIC TIEQUTTWOELG, Ol CUULETOXEC TWV MOONTWY oKLUPWBNKAV.

3.6 Ap1Bpoi mou XpnoipomoiOnkav
Ot apBuot oL XPNCLUOTIOINBNKAV (PAVOVTOL OTOV TIVOKX 2 08 KABETEC OELPEC,
7.9 3 7 25

3 77 8 3 3

TMivakac 2: O apiGuol mou ypnaiuomnolriBnkav

3.7 OuAAadia mou Xpnotpomolidnkav

Tot UANGSLAL TIOL X PNOLOTIOWNBNKAY TIAPOLCIACOVTAL OTIC EIKOVEC 1-6. ITIC €lkOveC 1 Ko 2
eppovidovTat ot U0 TTAEVPEC TOL PUAAASIOL TTOL TTaPEAXBAV OAOL OL HOBNTEG EVW 0TI EIKOVEC 3-
6 TPOLOLACOVTAL KATIOLX TIOPASEY AT CUUTIANPWHEVWY (PUAAASIWVY OTIO TOUC HaBNTEC.
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EPEYNA YIIEYOYNOY KAOHTHTH EITQTH TEQPIIOY

QPA BYMIIAHPOSNH Y EPEN N A et e s s et coe docessi ot e vy

EPQTHZIH |
Axovoate kdroo eidog povoikhg onpepa 10 poi; (INAL OXI) o
EPQTHZH2 ~

Av val; ndoo hentd népoucav gmd TN OTIYLT TOU. CTUMOTICOTE VO OKODTE UTH. T
OB (A G OO e OB T BV s ccrn orisensinethtns Shsn o e sty s b amns nnoe cos b st
AZKHEH 1

®o axovoete 12 apduodg omd 1o 0 éwg 1o 9 amd 1o ddokuhd oug. Otav tekewdoel o
daokahoc oog fo cog KaTeLBOVEL TUPUKATO. AKODGTE TOV TPOCEKTIKG.

Ewxova 1

AXKHZH 2

Mmnopeite va BuunBeite kol va ypdyete toug 12 apbode mov akoloute and 1o ddokard
oog apyiCovrag and tov teEdevtaio kai TElEIdVOVTOG 6ToV TPDTO; Tupmhnpdote doovg
TEPLOGOTEPOVS aPtOLOVS propeite v BupnBeite. Av Sev eiote ciyovpor yio évav aplBud,
CUUTANPMOOTE TOV OTO OVTIoTOWO TeETphymvo, emewdn] cvvnbog sivar cwmatdg! Koin
emroyio!

Eikova 2

7oy Hohmelic
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AXKHEH 2

Muopeite v BopmBeite koL va ypdyete tovg 12 aptBpodg mov axovsate ard 10 ddoKkahd
oug apyiloviag and tov teAEVTOl0 Kot tedewdvovtag otov TphTo; Zupnknphote dcoug
nepiacotepoug aptlpovg pmopeite vo BupunOeite. Av dev elote oiyovpot yia Evav aptduo,
cupmhnpdote tov oo avtiotowyo tetphyovo, enedn cuviifog eival cwotdc! Kok
emtuyio!

P“Q

O
%

i AN PRV

S

Ewova 3

AYXKHEH 2

.Mnopsns vau Bopmeite xat va ypéyete tovg 12 aptBpodg wov OKOVGUTE and T0 dAGKUAS
cug apyiloviug amd tov TEAEVTRIO KAl TEAELOVOVTOG OTOV TPMTO; ZVPITANPDOTE 0Govg
nEPLOCOTEPOVG apidpovs propeite vo BupmBeite. Av Sev siote otyovpor yie Evav uplOpo,

CUNTANPOCTE TOV OTO avncmtxo teTpiyovo, enedh ocuviBog sival owotég! Kol
gmroyio! : g ey -

Eikdva 4
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b l\:‘inobsrcs va Gum]as ite KoL va ypc:.\pr-,u, Tovg 12 tpiljiong oL wKOVoUTE and 10 dhokadd
tf ““ﬂg up;(tf;nvmg and tov tEMEVTOi0 Kat tEAEtGvOVTaG 6ToV TPMT; LDPIANpOTTE 0GOUG
neprocétepovg apjods propeite va Bupmbeite. Av dev elote atyovpot yua Evav aplipo,
cupnhphote tov oto aviiotoyo tetphymvo, emedi ouvilBwg eivat amotog! Kuln
ercrroyio!

RO e

v
-
.__.____v}

L '
-
o

Eikova 5

AYKHXH 2

Mmopeite vo. BupnBeite kar va ypdyete toug 12 aptbpoidc Tov aKoHoate and To daoKalo
aag apyitoviag amd tov tekevtaio kat wlewdvoviag OTOV TPWTO; ZOPUAANPHCTE 6GOG
neplocoTepovg aptdpovs pmopeite va uunbeite. Av dev elote oiyovpot yio Evav apLOpo,
cupTAMpGGTE Tov oto avtioToyo tetphymvo, emedn cuvifag eivat cwotog! Kol
emroyie!

¥
7
H t

B 9, 5

RO O Y

Eikova 6

1d Cultypesss
£ ROy Dokmelio
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4. 2YMIMEPAZMATA

To oUVOAO TWV ETUTUXIWY TWV HaBNTWV owénonke Katd 4,78% 0To 20 OTASI0 TNC EPEVVOC
evw n oavénon auty oto 30 ko oto 4o otadlo Atav 31,93% kou 38,96% avtioTowo
JUUTIEPOOUOTIKY, KOTOANYOUUE OTL N HEYOAUTEPN aENON eu@avileTal 0TO 40 OTAOL0, OAAX
TIOPATNPOULE IO PEYXAN OTIOKALON OTO TIOOOOTO abENang Tou 20U aTadlou CUYKPLTIKA UE TO 30
KOl TO 40. JUPTEPAIVOLHE AOTOV OTL Ol N TEOCWAEWA HVAUN Y opBHoUE Twv poBnTwy
AELTOVPYNCE KOAUTEPO LETA TNV EKUAONTN TOL TPAXYOUSLOU.

1000 -/

7 7
500 -
0
Xwplg Me akpdaaon Me akpoaon | Me ekpuabnon
aKpoaon Mozart dnuodiolg tpayoudlou
Tpayoudlov
1o otadlo 20 otadlo 30 otadio 40 otadio
JUVOAO EMUTUXLWV HadnTtwv

Aicypapua 1.
40,00 -?
35,00 - /
30,00 - /
25,00 A /
20,00 A /
15,00 - /
10,00 - /
5,00 -
0,00
Me akpoaon Mozart Me akpoaon Me ekpabnon
Snuodilolg Tpayoudlou
tpayoudlou
20 otddlo 30 otddio 40 otadLo
MNocootd avgnong emttuxLwy

Aoy 2.
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To ayopla elxav pioe oTaBepr obENON TWV ETITUXLWY OTa 4 O0TAdIa TNE £peVVAC O avTiBean
LE Ta KOPITOlY, Tor oTolal elxav PEIWON TWV ETUTUXIWY UETA TNV aKPOKON TNG TOVATAC TOU
MOTOOPT OAAK TEQAOTIX AVENON LETA TO 30 Ko 40 OTASL0.

50,00 -/

40,00 -/

30,00 _/ 28,33
20,00 -/

10,00 -/ i

1,91
0,00
Ayopla | Kopitowa AyopLa Kopitowa Ayopla | Kopttowa
20 otadio - Me 30 otadio - Me 40 otadio - Me
akpoacn Mozart akpoaon dnuodlols | ekpuadnon tpayoudiov
tpayoudlou
Mooootd avénong emtuxlwy ava ¢pulo

Awcypayua 3.

O HECOC OPOC ETUTLX LWV TWV AYOPLWV ONnuelwae oTaBepd vodikr Ttopeia oTa 4 aTASI TNG
£peuvoC o€ avTiBeon pe Ta kopltala, OTou N avénar Tou 0To 30 Kal 40 OTASIO ATV TIOAU HEYAAN,
LE OTTOTEAEOUO VO EETIEPRTOLV TO HETO OPO TWV oyoPLWV 0TO 40 aTadlo.

7,00
6,16 6,34
6,00 6,53
4,80
5,00 I : >
4,00 4,54 4,63
3,00 == AyopLa
== Kopitola

2,00
1,00
0,00

1o otadilo 20 otadlo 30 otddlo 40 otddlo

ZUYKPLON LECOU OPOU ETUTUXLWV OLASAG LOUTLKNG ava ¢UAo

Awcypapua 4.

QETCy Dolmeyo
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H ouada ehéyxou mapouciaae TTwan oOTLG eTTLUXleg Tou 20U kot 4ov otadlouy, evw aTo 30
0TGSO N TTTWON TG £QPTaoE TO 7,69%.

0,00
20 otadlo 30 otadlo |

40 W&Lo

Mocootd avénong emtuxLwy opadag eAéyxou /),70
-2,00

-3,00 /

-4,00 350 /

-5,00 /

-6,00 /

-7,00 /

-8,00

-1,00

-7,69

-9,00

Awcypoua 5.

JTO AMOTEAEOUATO TNG EPEVVAC KPLBNKE OKOTILLO VO AGBOUHE LTIOWN TA ATIOTEAETHATA TNG
ouadag ereyxou. ETal, omo@aciotnke ommd TOUC EPEVVNTEC OTA TEAIKAX VOUUEPX TNC EPEVVOC VO
gUPAVICETOL N SLXPOPA AVAHET OTNV OPAOX HOUCIKAC KAl 0TNV Opada EAeyXOU. Me aquTOV TOV
TPOTIO Kplvouv Ol gpeuvnTEC OTL SeV AOUBAVETOL LTTOWN OTA TEAKKAX VOUPEPX N owENon TwV
ETUTUXIWY AOYW CLVNBELG, OTL SNAadN eTteldr) N Sladikaclor AToV YWwWoThH TTAEOV OTOUC LOBNTEC
0TO 20, 30 Kat 40 atadlo.

To TEAKO TTO00OTO oENONC TWV ETUTUXIWY NTav 8,28% yla To 20 atadlo, 39,62% yio To 30
otadio Kat 39,66% ylox To 4o atadio.

/ 3 3
40,00 - /
35,00 - /
30,00 - /
25,00 - /
20,00 - /
15,00 - /
10,00 -
5,00 -
0,00
20 otddlo - Me 30 otddlo - Me 40 otdblo - Me
akpoacn Mozart oKpoaon £KUaOnon
Snuodlolg tpayoudlol
tpayoudlou
TeAlko MOo00TO AUENCNG EMLTUXLWY

Awcypoua 6.

AETOy Oolmeld
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JTa ayoplar TIpaTNERBNKe OToBEP ovOdIKN TIOPElQ 0Tl TEAKA TIOCOOTA aENCNG TWV
ETUTLXLWV TIOU €PTOCTE OTO 40 OT&SI0 0TO 54,58%. AvTiBeta, oTar KOplTOlX TTaPATNPENONKE L
uelwon tne ta€NnC touv 20,31% 010 20 0TASI0, VW oVLENCN TIOPOVOIAOTNKE OTO TEAIKA TTOCOOTA
ETUTUXIWV KOTA 26,51% ko 16,80% oto 30 kat 40 oTadlo avtioTolxa.

60,00 7~ 54,58
48,33

50,00 Vv’

40,00 7 32,62

30,00 - 26,51

20,00 -

10,00 -

0,00
AVL’JPLU. Kup(tutu AVK:JPLU. KupiLULu.
-10,00 - , , , .
20 otadio - Me a 30 otddio - Me akpoaon 40 otadlo - Mg
120,00 _/ Mozart 031 Snpodlolg Tpayoudlol | ekpudadnon tpayoudlol
TENIKO TOOOOTO QUENONG EMTUXIWV Ova GUXO
-30,00 /
Awcypoyuar 7.

5. MOPIXMATA-ZYNOWH

Juvollovtag ETETa ammd TIC TIPOXVOPEPDEIOEC UEAETEC KATOANYOUUE OTO OTL PE TNV
EKHAONON TPAYOUSIOL KA TNV 0KPOACN SNHOPIAOUE TEYOUSIOU SNUIOVPYOVVTAL OTA TTAUSLX TNG
EUPVTEPNG TIEPIOXNC TNG TPWTEVOLOOC DETIKA CLVAIOONUATA HE OMMOTEAECUA TNV KOAUTEPN
Aertoupyla TG BpaxLTIPOBETHNG UVAUNG TOUG YL aplBUOUC.

JTa koplTolor eV SNUIOUPYOUVTAL BETIKG CLVOLTON AT LETA TNV 0KPOOON TOL £pyou K448
TOL MOTOOPT, EVW SNUOUPYOLVTAL IOIUTEPWC META TNV OKPOXTH SNUOMIAOVE TPOYOUSIOU OAAK
KO META TNV €KPGONON TpayoudLov.

Ta ayoplor ToPouolalovY UIKPH SLpopoTIoinan O OXECN ME Ta SIPOPETIKA OUOIKA
epeblopaTa Tou SEXOVTAL, AVTATIOKPIVOVTAL OUWC KOAUTEPO OE LOVOLKG €peBiouaTa, OTIWE N
EKHOONON TPayoudloL Kol N oKPOAan SNUOPIAOUE TPAYOUSIoU, EVW TIPOUOIACOLV  UIKPN
oLVALOBNUOTIKA SLPOPOTIOINCN TE OXEON LE TA SIPOPETIKA POVTIKA £pEBITUTO TIOV SEXOVTAL.

TEAOC, KATOANYOULE OTO OTL N NAKIA TWV TIAUSIWY AEITOUPYEL AVTIOTPOPWC CVEAOYL LE TN
BeTik& oLVAOBNUATIKY) AVTATIOKPLON O SLAPOPETIKA LOUTIK& epeBiouaTA.

oy Dohmelio
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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.
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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 Hartel'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
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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
'Kéchel 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 K.
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.

Keywords: Callas, Festival, Epidaurus, Opera, Norma, Medea, Minaotis, Bastias, Greek
National Opera, Chourmouzios, Greek National Theater

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, August 06,
p.2).

However, the first performance was canceled just an hour before. Rumors started spreading
around (EporouwBn n evapélg tou PeotPa, 1957, August 02, and H avafoArn evéapEewd tou
PeoTIiBAA ABnvwy, 1957, August 03, p.2). According to the media this cancellation was either due to
Callas’ illness (H avaBoAn evapéewc Tou PeaTioh ABnvwy, 1957, August 03, p.2)1 or because of the
police authorities having cancelled the concert in order to prevent public disorder (@eatpka véa, 1957,
August 02, p.2 and EpotouwBn n evopélc tou Peotifad, 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 (@esatpwkar Nea, 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” (EMEK) refused to attend the opening of the festival, expressing their discontent
(@eatpka Nea, 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 (Erionuwg avoxowvouTot 0Tt n K. KEAac Ba epgpoviadr) tn Aeutépa, 1957, August 03) was
actually less than the fticket 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.

' According to the doctor, Callas suffered from a slight inflammation of the trachea. But the newspaper Ta Nea (Qeatpiké
Neo, 1957, August 02, p.2) claims that the doctor said that she could sing.
’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 (H avoBoAr evapéewg tou PeoTIBOA
ABnvwy, 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” (@satpikd Nea, 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 (Qsatpika Néo, 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?

? For the first concert on 1 August the following program had been selected: three airs from the Verdi operas La Forza del
destino and 1/ Trovatore, Overture from the opera La Vestale by Spontini, one air from Wagner's 7ristan und Isolde, one air
from Lucia ai 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 vépres siciliennes, aria from La vestale, an air from Meyerbeer's Dinorah, Prelude and the Death
of Isolde from T7ristan 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 (To TPOYPXUUX TwV SUO CUVOVAIWY TNG KEAAAC,
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 K. Bastias4 took
charge of the administration of the Greek National Opera (EBvikn Aupikn 2knvn). 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 (@eatpika Nea, 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” (H
wn g oAewC, 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 (@eatpikar Nea, 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

* 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).

> On August 21, 24 and 28, 1960. Yannis Tsarouchis-scenery, Antonis Fokas -costumes, Michael Vourtsis- Chorus Conductor,
Tatiana Varouti-choreography.

® Until his arrival in Athens, rehearsals were taken over by Totis Karalivanos.

’ 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 (Qsatpika Néa, 1960, August 22, p.2).

® 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 (Katappoikrnv
Aopuyyitida utéatn n M. Kéhae, 1960, August 28,).

? 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» (@eatpikd Nea, 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 19577 Or did Bastias, by
this means, wanted the money to return to the institution?

3. MEDEA IN 1961"

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. Paxinoul4, 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: «/i@edar T MriSeiax aAd mpotiunoa tn Nopua STt sivan o bel canton.

' “the taming of the tiger...She will donate § 15,000 dollars at the Greek National Operd'.

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.

Y 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).

™ 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.

1 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 Rescignol17.

Callas arrived in Greece in Onassis’ yacht in order to start rehearsingl8. 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” (Ko®nuepwvry Cwn, 1961, August 06, p.2,
Oeatpika Nea, 1961, August 07, p.2 and H KoAag omoBewbn we «Mndetar, 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 (Qsatpika Nea, 1961, August 07,
p.2 and KaBnuepvr) Cwn, 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 (Ko®nuepivr Cwn),
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

' Minotis directed the same play starring Magda Olivero in 1967 in Dallas and in 1968 in Kansas.

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.

' 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 (Qsatpika Nea, 1960, August 02, p.2).

19 Reported 15,000 spectators (H K&Aag amoBewbn we «MAdetar, August 08, 1961, p.3, see also Bastias, 2005, p. 477).

? In 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.

I 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 (@eatpika Neo, 1961, May 16, Aoyol kow Avtidoyor, 1961, May 18 and
MvevpaTikn kot KoAAttexvikn kivnon, 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 (EBvikry Avpikr) Zknvh, 1961, July 30, p.2,
Oeatpka Nea, 1961, July 29, p.2 and H eAMnvikn Beatpikny oknvn, 1961, August 20, p.8). The press
wrote a lot about this rumor but Chourmouzios claimed that he had not been informed (Qsatpik
Neo, 1961, July 30, p.2). Also, he added that the National Theatre had no intention to stop its
collaboration with Minotis and Paxinou (@satpika Nea, 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 (Emutpomr Adeslag Acknosw( EmoayyeAuoTog
HBotowov). 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 (Tzekakis, 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 “povokn [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

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 E£rofilj 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 (Ko®nuepvr) Cwn 1961, August 24, p.2, Osatpikd Néa, 1961, August 24, p.2 and Osatpikn ZeAida, 1961, August
26,p.2)

ZEniSaupoc 1o Avtnxelo-to Oavpa, 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 [AUpa(],
cithara [kiB&pa] (a kind of lyre which differed as regards the speaker, the size and the sound), flute
[owAoc], trumpets [ooATyyec], cymbals [kUpBoda], shells [ootpaka], rattles [kpotoha], drums
[tupmtava] and tambourines [vtepla]. 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 Oesatpika Nea, 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, t0o!"25

“ He makes use of the Greek term «7eprrvds. Probably he means the comedies of Aristophanes, which were performed in
Epidaurus. It is worth noting that Minotis was a supporter of the tragedy.

2 Original text: «Tov emopevo Xpovo @aivetatl 0Tt Ba mal&el povo atnv Emidoupo 0 XoupuoLdlog Kat .... Ba ExpavioTovy
TIPAYHOTIKWCE Kot KAAAC Kot MoEvol kot MivwTAG. AAG poBoUpal Kol Ol BEXTEC>.
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However, while Bastias announced that Callas would perform also in 1962 in Epidaurus
(OploBeuTikn uttnPée €1¢ To BéaTpov TG Emdopou n Seutépa TMaPEOTAOLE TNE MNSela¢ e v KaAhac,
1961, August 15, p.7, Osatpika Neo, 1961, August 15, p.2 and KoBnuepwvry Zwn, 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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1. LANGUAGE, MUSIC, AND CULTURE: A UNIQUE RELATIONSHIP

All known human cultures exhibit two common practices: language and music (Williamson,
2009). This is significant — many concepts which may be taken for granted in one culture are entirely
absent in another. For example, among the Piraha tribe in the Brazilian Amazon, there are no creation
myths, no fixed terms for colours, nor are there linguistic mechanisms for counting.
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Nevertheless, the Piraha have language, and an abundance of music in the form of songs
(Patel, 2010). The universality of these two cultural phenomena has led to centuries of speculation as
to the interrelationship between language and music. The tradition of interpreting music in rhetorical
terms flourished during the Renaissance, when the renewed interest in the art of rhetoric led to the
publication of an estimated 2,000 books on the subject between 1400 and 1700 — many of these were
published in editions which numbered 250 to 1,000 copies (McCreless, 2007). In the 18th century,
instrumental works were not exclusively interpreted as auditory pleasantries — they were wordless
orations which consisted of carefully ordered sequences of thoughts (Bonds, 1991). Parallel studies of
music and linguistics have led many academics to wonder as to the true nature of the relationship
between the two. In order to best understand this connection, we must first understand the individual
communicative nature to both language and music.

When the human species evolved into being, we were equipped with several adaptations which
distinguish us from other primates and animals: bipedalism; the long, opposable thumb; and a vocal
tract, unigue to us, which enables us to speak and sing (Hodges, 1996). Language is much easier than
music to define and identify — as the principal form of human communication (Patel, 2010), it is
regarded as the most important human “invention,” although it was never actively invented
(Deutscher, 2005). As the human species differentiated itself from our primate cousins, language
developed with us. One of the great evolutionary mysteries is the source, origin, and purpose of
language. What we do know is this: without language, no aspect of human society would exist.
Furthermore, it appears that language is something which is specific to the human genome.!

Is there a deeper, communicative purpose to music? This is a question which remains
unresolved, and is the subject of considerable debate. Steven Pinker claims that music is merely
"auditory cheesecake,” without any adaptive function in human evolution. He argues that it emerged
by taking advantage of the systems used to create language, without serving any inherent
communicative need itself (Pinker, 1997). Charles Darwin, however, suggested that musical behaviours
may have developed in humans and other animals as part of the complex pressures of sexual
selection, and that music served as a sort of protolanguage (Darwin, 2009). Many contemporaries of
Pinker responded to his controversial dismissal of music, rising to its defence. lan Cross, Elizabeth
Tolbert, Nicholas Bannan, and Robin Dunbar are only a few of the academics who support the belief
that music played an integral role in the development of human culture, and go so far as to suggest
that the relationship between music and language is more intimate than may have been previously
believed (Mithen, 2006).

Surely, any communicative role that music might play in human socialization and interaction is
much more abstract than the spoken word — if indeed it is a language, then it is an inchoate one,
appealing to our pathos, first and foremost. Music is understood through the senses, not through

! See also: Cavalli-Sforza (1997), Fisher (2005), Takahashi et al. (2009).

He)MEC

Hellenic Journal of Music, Education and Cultuses 5™
EN\nviké Meptodiko yia tn Mouoikr, Tnv Ekmaidevon inﬁ%v o n@‘ué »




HeJMEC Vol. 3 | Applying the Theory of Linguistic Relativity to Music

logic. Indeed, the human brain does not interpret music as simple auditory phenomena, as it might
process random noise and aimless sound; rather, it is understood on an emotional level (Weinberger,
1998), indicating that music means something to the human brain.

Is this emotional response based on some common human value system, or is our
understanding of music — and music’s effect on us — the result of generations of cultural conditioning?
If the latter is the case, what values and cultural elements are preserved and transmitted through the
medium of music? Perhaps there is already a precedent to answer these and other such questions —
the hypothesis of linguistic relativity. In the course of the following paper, we will explore the
application of this theory to musical communication in the hopes of beginning to answer these
questions. We will begin by comparing and contrasting the cultural phenomena of language and
music, both on historical and biological levels, followed by an exploration into the theory of linguistic
relativity. Our paper will conclude with the application of this hypothesis to musicology, drawing
evidence from various musical practices in traditional cultures. By tracing the organic development of
folk music and culture, we will explore the relationship between music and language, and the
potential for an entirely new way of approaching musical communication.

2. LANGUAGE AND MUSIC: WHAT IT MEANS TO BE HUMAN

Before any attempt can be made at comparing language and music, we must first understand
these two characteristically human constructs. What is language? What is music? Neither question
produces simple answers. The definitions of language and music are diverse, ranging from the very
specific to the abstract. Both are highly complex sequences of discrete structures which unfold over
time, which are then interpreted by the brain as a communicative whole (Williamson, 2009). Aniruddh
Patel points out that both language and music consist of similar elements: rhythm, which he classifies
as patterns of timing, accents, and grouping; melody; and syntax, or the principles which guide the
construction of comprehensible sequences out of discrete elements. Furthermore, as Patel informs us,
both have an affective goal (Patel, 2010).

In spite of these similarities, language and music are very different both in their presentation, as
well as in their neurological pathways. Most significantly, language is a referential form of
communication while music is largely a-referential, characterized by a “floating intentionality” (Cross,
2001) that engages individual responses and interpretations which vary from listener to listener.

On a neurological level, it has been found that the two hemispheres of the brain both process
sound, but each selects a different variety of sound combinations. The right half of the brain, directed
and largely responsible for our emotions, interprets the world in terms of spatial relationships and
non-verbal communication. Here, concordant sounds are processed. The left half of the brain,
however, which processes input sequentially and is associated with the development of language,
processes primarily discordant sounds (Robertson, 2004). Although each governs very different

components of interpretation and cognition, it is evident that we require both halves of our brain to
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communicate most effectively. Without the emotional, musical right brain, a speaker cannot
understand nuances which underlie vocabulary. Paul Robertson provides an example of such a case.
A patient, who had had a large portion of his right hemisphere removed, was asked the question,
"How do you feel?” The patient’s response, literal in meaning and unmusical in tone, was: “With my
hands.” Alternatively, Robertson discusses an individual who, following a massive stroke which
damaged his left hemisphere, found himself without the ability to speak, read, or write. In spite of the
loss of his verbal self, this man was still able to communicate through music, composing and
improvising at the piano (Robertson, 2004). Clearly, in spite of several differences in formation and
function, language and music are connected and interrelated within the human communication
system. While the loss of one faculty does not necessarily affect the other, effective self-expression
often requires both.

Jean-Jacques Rousseau claimed that language was the first social institution,” without which
none of the later developments of human society could ever have occurred. Without language, there
would be no creation myths, no trade, no stories, no empires, no revolutions, no teaching or learning,
no questions or answers. Whether spoken or signed, language is the primary mode of
communication and interaction between individuals and societies. It is dynamic and reflexive, in a
constant state of evolution, so long as a language has native speakers (Bonvillain, 2003). There are
differing opinions on what a true definition of language is, but it is generally agreed upon that
language must have meaning; productivity,® or the ability to remix and reassemble a finite number of
discrete words to form endless new communication; and displacement, which is the ability to discuss
things or abstract ideas that are not present (Grandin, 2005).

The origin of language is still being discovered, and remains the source of considerable
consternation and debate in scholarly circles. Linguistics as a science blossomed in the 19th century,
although the origin of languages was a taboo subject. The Linguistic Society of Paris, founded in
1866, forbade any discussion of the origin of language, a prohibition which continued for nearly a
century (Mithen, 2006). Today, theories abound among linguists and anthropologists as to the origin
and purposes of language. One postulation asserts that the use of tools triggered brain development
in humans, which led to the necessary acquisition of language (Mithen, 2006).

Hauser, Chomsky, and Fitch discuss the evolution of language at some length, and they point
out three primary issues which plague this debate: first, the “shared versus unique” distinction in the
presence of communicative systems in non-human animals; second, whether language evolution was
gradual or saltational; and, third, whether language evolved out of extant animal communication
systems, or if aspects of language were exapted from a previous adaptive purpose, a perspective

? Jean-Jacques Rousseau, £ssay on the Origin of Languages which treats of Melody and Musical Imitation;: S.

* Hauser et al refers to this component as recursivity. Marc D. Hauser, Noam Chomsky, and W. Tecumseh Fitch,
The Faculty of Language: What Is It, Who Has it, and How Did It Evolve? Science, 298 5593 (22 November
2002): 1569.
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which the authors call the “continuity versus exaptation” issue (Hauser, Chomsky, & Fitch, 2002).
Hauser et al. divide the concept of language into two categories: FLB (the faculty of language in its
broadest sense), which includes a sensory-motor system and a conceptual-intentional system, as well
as the mechanisms necessary to combine a finite set of linguistic components into an infinite number
of utterances; and FLN, which includes only this final quality of recursivity, and is identified as a
uniguely human component of language.”

Noam Chomsky, a leader in the field of linguistics, is a champion of the innatist perspective for
first-language acquisition and the theory of the Universal Grammar. Children, he argues, do not
simply learn a language by repeating linguistic elements to which they are exposed, since adult
language is rife with false starts, incomplete sentences, grammatical flaws and errors. Chomsky
suggests that all humans are born with an innate predilection for language acquisition, which
manifested itself as a template which contains all the principles universal to human languages. This
biological construct is called the Universal Grammar, and is directly coded into the human genetic
sequence (Lightbown & Spada, 2006). The ease and natural tendency for human children to acquire
language, especially when compared to non-human primates and other animals, suggests that
language is a mechanism which evolved after humans diverged from a common ancestor some 6
million years ago (Hauser, Chomsky, & Fitch, 2002). Some scientists perceive language as the by-
product of distinct, hybrid regions of the brain evolving, such as Broca's area; others feel that
language is a more complex, but nevertheless analogous to the communication systems of other
primates, whose brains include homologous regions to Broca's and Wernicke's areas (Geary, 2005).

These two regions, Broca's and Wernicke's areas, are both found on the left hemisphere of the
brain. Broca's area was discovered in 1861 by Pierre Paul Broca during an autopsy of a patient named
Monsieur Leborgne, nicknamed “Tan” after the only syllable with which he could respond to a
question. Tan had lived without the ability to speak for 21 years. During the autopsy, Broca found that
a neurosyphilitic lesion had destroyed a part of Tan’s brain, now named after Broca himself. It is this
region of the brain that is associated with speech (Karpf, 2006), and, along with its right homologue, is
specialised to quickly and automatically parse syntax (Maess, Koelsch, Gunter, & Friederici, 2001). In
1873 Carl Wernicke, a German neuro-psychiatrist, made an analogous discovery with the brain of a
man whose faculties for speech and hearing were unaffected by a stroke, but who was nearly
incapable of processing and understanding anything said to him. Wernicke found a lesion on the

* This is a topic which is still hotly debated. Much research has been done in the communication systems of
non-human animals, including a very interesting study analyzing the distress calls of Gunnison’s prairie dogs
conducted by Con Slobodchikoff. The result of this study what that prairie dog colonies have communication
systems which consist of discrete elements including nouns, verbs, and adjectives. Temple Grandin discusses his
research in her book Animals in Transiation, for further reading into this study, see C. N. Slobodchikoff,
"Cognition and Communication in Prairie Dogs,” 7The Cognitive Animal: Empirical and Theoretical Perspectives
on Animal Cognition, Marc Bekoff, Colin Allen, and Gordon M. Burghardt, Eds. (Cambridge, MA: MIT Press,
2002): 257-264.
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brain near to the auditory centre of the brain, thus, leading him to conclude that this region of the
brain was responsible for processing speech comprehension (Karpf, 2006).

Here, in the brain, the most concrete connections between language and music are present.
Although the two are evidently not completely linked (as exhibited by the presence of musicality in an
aphasic individual, or of language in a person with amusia), these two processes certainly share many
neurological substrates and pathways. For instance, Maess et al. established that Broca's area
processes musical syntax in addition to linguistic syntax, implying that the brain understands music as
a relative of language (Maess, Koelsch, Gunter, & Friederici, 2001). The importance of this discovery is
strengthened by the fact that the subjects studied were all “non-musicians,” which is suggestive of an
implicit musicality in human cognition (Jenstschke, Koelsch, Sallat, & Friederici, 2008). Additionally,
children who struggle with linguistic syntax face similar challenges with understanding musical syntax.

What is music? This is a question which has proved over and over again to be incredibly difficult
to satisfactorily answer. The discovery of traditional music, as well as exploratory approaches to art
music throughout human culture have produced a wide variety of opinions as to what is, and what is
not, music. An oft-cited example of this difficulty is 4'33" (1952) by John Cage — can this piece, a study
in ambient sound and musical reticence, be considered music? Often music is broken down into its
requisite components. Hroar Klempe cites four necessary characteristics of music: sensuality, distinct
pitches combined with rhythmic structures, the subversion of clear meaning, and harmony (Klempe,
(2009). Aniruddh Patel points out the presence of rhythm, melody, syntax, and affect as key elements
of music, which are notable for having parallels in linguistic expression (Patel, 2010). Victoria
Williamson describes music at its most fundamental level as a collection of sounds produced by the
human voice or an instrument (Williamson, 2009). Bruno Nettl, one of the foremost figures in
ethnomusicology, defines music as "human sound communication outside the scope of language”
(Mithen, 2006). Finally, McDermott and Hauser identify music on three levels: as structured sounds
produced by humans either directly or through instrumental proxy, the sounds produced are often
made to convey emotions and enjoyment, and often (but not always) consist of a complex structure
(McDermott & Hauser, 2005).

As evidenced by the above attempts to define and explain music, this is a challenging concept
to pin down. For the purposes of this exploration, we will propose our own definition of music. First, it
is a structured entity balancing some proportion of intentional sound and intentional silence.” The
resulting sound is the product of a finite number of discrete elements that can be combined into a
potentially infinite number of permutations, of which the composer uses a select number to satisfy the
aesthetic goals of a piece. Furthermore, the produced sound uses both elements of rhythm, melody,

> The inclusion of intentional silence is of particular importance, as composed art music as well as folk music
often depends largely on the balancing powers of negative space provided by rests or silence. In the case of
John Cage's 433 the “composition” is entirely of negative space, and the projections of self which the audience
then produces.
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and harmony in proportions which vary from culture to culture®. The purpose of music is to
communicate some concept or ideal for which spoken language is inadequate, even if this may be
reduced to simply providing pleasure.

There are other questions to consider: at what point or points in human history did music begin
to emerge; where does it come from, from an evolutionary standpoint; and what purpose does it
serve? These questions have been receiving an increasing amount of attention over the past several
years, and the proposed theories and hypotheses have been met with an unsurprising amount of
debate. On one end of the continuum, Steven Pinker dismisses music as “auditory cheesecake,”
claiming that it arose by taking advantage of structural processes used in language production, but
serving no other evolutionary purpose (Pinker, 1997). Such an opinion is supported by the
observation that unlike other human functions and activities such as eating, sleeping, talking, and sex,
music production yields no obvious benefits (McDermott & Hauser, 2005).

There is evidence both for and against Pinker’s "“music as cheesecake” theory. In many respects,
music appears maladaptive to early Homo sapiens. Musical practice requires a large amount of
energy, and would potentially attract predators or enemies while simply providing entertainment
Fitch, 2006) — a generally useless development for a species which was still eking out an existence
against all the odds in a harsh environment, battling starvation, the elements, and predators. While
the shared mechanisms of musical ability and language support Pinker, there is evidence provided by
current research that music does not rely exclusively on structures dedicated to language. These
separate structures have been demonstrated by aphasic patients who have musical skills left intact, or
conversely, in individuals with amusia who are able to communicate through spoken language,
proving that language and music are at least partially independent (Fedorenko, Patel, Casasanto,
Winawer, & Gibson, 2009).

Music has been suggested to be a biological adaptation which functions in a variety of arenas.
It may be associated with courtship and sexual selection (McDermott & Hauser, 2005), or with social
cohesion (Hodges, 1996) within cooperative groups such as religious networks, prehistoric tribes, or
warriors.” Lullabies, which are extremely common (McDermott & Hauser, 2005), aid considerably in
the mother-infant bond, and would play a large role in language acquisition for babies. Children
attain linguistic faculties by interacting with this communicative system — however, not all cultures use
the “motherese” speak so common in North American homes. Among the Kaluli and Inuit peoples, for
example, adults do not converse with young children (Lightbown, & Spada, 2006). As a result, children
would first be exposed to their mother tongue through lullabies, which would train the infant ear to

® Although melody and harmonic elements are most important in the Western music as a whole, McDermott
and Hauser point out that these elements are of much less significance in other world musics. In their place,
rhythm is the primary method of musical expression. (McDermott and Hauser, “The Origins of Music: Innateness,
Uniqueness, and Evolution,”: 32.)

7 See also: Cross (2001), Huron (2001), Merker (2001).
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the prosody of their language. As children in such cultures begin to babble and talk, they would begin
to interact with other siblings and peers, only entering the social and linguistic realm of adults as they
reached maturity.

A number of theories and hypotheses have been put forward regarding musical development
in the human species, particularly with regard to its relationship to language. Charles Darwin
postulated that, before the onset of either music or language in their modern incarnations, humans
communicated via a system which exhibited characteristics of both. From this primitive system, he
suggested, music and language emerged as separate entities.®

Steven Brown, a musicologist, made a similar proposal in 2000, naming this protolanguage
"musilanguage” (Brown, 2001). According to Brown, musilanguage exhibited the shared features of
language and music, including phrase units and formations, as well as functional purposes on both a
phonological level and a meaningful one. Musilanguage, Brown suggests, evolved out of the
vocalizations of primates which he names ‘“referential emotive vocalization,” or REV; these
vocalizations were calls, not songs, which communicated emotive responses to environmental stimuli,
and are exemplified by the alarm call system of the African vervet monkey (Brown, 2001).

Steven Mithen proposed another model for the development of language and music, which he
called "Hmmmmm” communication, an acronym for a communication system that was: "Holistic,
manipulative, multi-modal, musical, and mimetic in character” (Mithen, 2006). Again, this model
proposes a sort of musical protolanguage from which capacities for both language and music
evolved.’

Instrumental music, as an element of human culture, is estimated to be at least 36,000 years
old, due to the discovery of ancient bone flutes; however, it is likely that instrumental music is much
older than this — possibly 4,000 years older. The existence of contemporary instruments, primarily
percussion instruments, which are made out of perishable materials, suggests that their primitive
ancestors were similarly susceptive to the environment, easily destroyed by the elements or unable to
withstand the ensuing millennia (Fitch, 2006). There is tantalizing speculation that music — instrumental
music — is even older than this: an artifact supposed to be a Neanderthal flute which was radiocarbon
dated to 43,100 £700 years old was discovered in Slovenia in 1997. The presence of two clearly
preserved holes led its discoverers to conclude that the artifact, made out of a bear’s bone, was a
flute. The instrument was damaged by a carnivore’s chewing at some point, however, which may have
been the cause of three other holes on the object; this damage has resulted in considerable
scepticism on the function of the object. In the case that this item was used for musical purposes,
however, it would suggest that music was utilized even before humans or Neanderthals had fully
developed spoken language (Fitch, 2006), as well as evolutionary divergence between these two

8 Charles Darwin, The descent of man and selection in relation to sex. (London, UK: John Murray). Cited in W.
Tecumseh Fitch, “The biology and evolution of music: A comparative perspective,” 198
? See also: Livingstone (1973), Marler (2000), Merker (2001), Merker (2002), Richman (1993).
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hominid species, supporting the notion that music and language evolved out of a proto-
communicative system that was founded upon the homologous elements which form the backbone
of these two unique modes of expression.

Peter Fletcher sums up the relationship between these two essentially human characteristics by
stating: “Language is seen as a cognitive mode, its capacity deep in the mind, while music is not
essentially cognitive, and extends beyond mind, beyond the body” (Fletcher, 2001). Although the
origins of language and music remain largely theoretical at this juncture, it is clear that there is a
connection between the two. The likelihood that both of these faculties are functionally related, and
may have developed out of a common ancestor is strongly supported both by characteristics of the
two systems and shared pathways in the brain. A number of studies suggest that, although language
and music are produced independently of one another, the syntactic structures of both are processed
together (Fedorenko, et al, 2009). The correlation between the two opens the possibility that
language and music may be of similar value in understanding the worldview and experience of a
culture.

3. LINGUISTIC RELATIVITY: LANGUAGE AND CULTURE AFFECT ONE
ANOTHER

In the middle of the 20th century, a number of linguists observed a unique relationship
between language and culture. Linguistic anthropology in American scholarship was part of a “four
fields” approach, where anthropology as a whole was approached holistically — as a discipline, it
incorporated a study of the physical (or biological), linguistic (or philological), cultural, and
archaeological records. The study of language itself was championed by Franz Boas (1858-1942), who
is largely credited with founding the American field of anthropology (Duranti, 1997). Boas was among
the first to recognise the unique role language played in indigenous cultures. As an educator, he
trained his students to develop grammars and dictionaries of traditional languages based on culturally
significant texts (Mithun, 2004).

Having studied the Eskimos and Kwakiutl Indians, two Native American tribes located on the
Northwest Coast, Boas came to conclude that it was not only of theoretical interest, but practical and
necessary to study a culture’s language. Without an understanding of the linguistic expression of a
people, one would have an incomplete knowledge of the culture in which the language was spoken
(Duranti, 1997). Different languages, he found, would classify and explain the world and human
experience in culturally unique ways, a discovery that has been used to bolster the argument for
cultural relativism, which states that cultures ought to be understood on its own terms, as opposed to
being related to foreign cultures (Duranti, 1997). These contributions would be perpetuated by one of
Boas's students, Edward Sapir (1884-1939), whose further research would have profound
ramifications upon the field of linguistic anthropology.
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Sapir and his student, Benjamin Lee Whorf (1897-1941), were largely responsible for the early
development of linguistic anthropology in the early 20th century, focusing much of their study on the
languages and cultures of Native American tribes (Bonvillain, 2003). Their research led to the
formation of what is known today as the linguistic relativity principle.!’ Sapir claimed that human
experience was mediated through both language and culture: only items, events, and forces of
cultural significance would be labelled. Comparatively, once labelled, the identified element would
become culturally significant (Bonvillain, 2003). As such, language and culture were mutually reflective
and mutually generative, existing in a perpetual state of give-and-take between the two, each
mediated by the force of the other.

Language's cultural specificity is illustrated by Thomas Widlok, who pointed out the erroneous
approach to the languages of hunter-gatherer tribes in the African bush. The languages of the
various “Bushmen” were reduced into one lexicon, an act which Widlok claims “implicitly collapsed the
landscape and its people” (Widlok, 2008). George Orwell also noted the incredible power words have
over the thoughts of the speaker: in Nineteen Eighty-Four, Newspeak not only took away the
linguistic tools to dissent, but also the cognitive seeds of individuality.

Language and culture are in a constant state of ebb-and-flow. Culture, both the human
manifestation, as well as the natural environment in which a language is spoken, affects language.
Language use, in turn, clues in the human mind to important elements, influencing culture, and so on.
It is well-known that the human brain develops a sort of filter on stimuli — we can “tune out” sounds,
smells, or visuals which appear to be unimportant, freeing up our consciousness to focus on relevant
stimuli. Similarly, the linguistic component to our interaction with the world around us is selective for
elements of importance. The increased importance of various facets of a culture may be expressed in
a variety of ways, often with the most important factor being described with a greater variety of
nuanced terms.

What happens when music replaces language in this model? How do cultural norms and values
gravitate toward musical expression, and how is music moulded and modelled after the aesthetics
and beliefs of a people? Do scales and cadences vary from one culture to the next, in accordance to
inherent values? How do the interactions between musician and instrument, the relationship between
music-makers, or restrictions on who may or may not participate in musical expression reflect a
society? The relationship between music and psyche of the people who produce it would most likely
be clearest in traditional culture, and less so in the art music of society. This includes the art music of
the Western Classical tradition, as well as the art music of what are commonly referred to as “folk”
cultures. Art music, music which is produced for aesthetic pleasure and entertainment, is present in a
variety of cultures across the globe. As a genre, it has a tendency to be much more self-aware and

10 Also referred to as the Sapir-Whorf hypothesis, although the accuracy of this term has been contested.
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refined than music intended for communication. For this reason, we will focus our discussion in this
paper away from art music.

4. SINGING OUR WAY TO BECOMING HUMAN: HOW MUSIC AND
CULTURE EXPRESS ONE ANOTHER

Musical practice, especially in traditional cultures, has the power to encapsulate the values,
beliefs, and social structures which characterise a people. Music gives definition to the boundaries of
thought and values to the culture which has produced it. These cultures might be national or ethnic,
at other times based on the shared experience of gender, work, or any other common identity shared
by people. The Hungarian composer and scholar Béla Bartok (1881-1945) firmly believed that musical
expression was related to the location in which it was produced (Ramnarine, 2003). Even the most
cursory of glimpses into musical traditions from around the world reveals that the performance and
function of music in everyday life is rich with meaning, both implicit and explicit.

Often, music mimics the patterns and rhythms of the local language. In his lecture “The Music
of Language and the Language of Music,” Aniruddh Patel spoke of the relative lengths of vowels in
spoken French and English, and their parallels in French and English music. English language and
music was characterized by greater contrast in adjacent vowels or note values, while French was much
more evenly spaced out.11 The implications between music and language — and linguistic relativity —
reach far beyond this.

Obviously, one of the most immediately observable links in the relationship between the Sapir-
Whorf hypothesis and musical relativity would be in the analysis of song texts, as the topical material
of songs is often indicative of the value of various themes in a culture’s life. While some concepts are
more universal than others, as with love songs or laments, others are more culture-specific. Musical
relativity, however, extends far beyond song. Musical textures and preferred tonalities, for example,
are unique to various cultures and regions. The pentatonic scale and three-part polyphonic singing
are ancient musical approaches, and are widely used in the folk music of southern Albanians, Epirote
Greeks, and western Macedonians, among others (Rice, 2000).

Performance practice also indicates cultural values and experiences. Alan Lomax hypothesized
that specific song structures were indicative of social functions within a society. According to him, solo
song was expected to be found in centralized societies, and cultures with a simpler political structure
would have an abundance of leaderless performances; and cohesive societies would have unified
choirs, while the music in cultures which emphasized the individual would have diffuse choirs (Lomax,
1968). This particular perspective has been criticized for being overly simplistic, reducing the complex

" These findings were later replicated with a much larger sampling of French and English music in 2003 by
David Huron and Joy Ollen.
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nature of a society to a minimal rubric. Nevertheless, Lomax's suggestions are indicative of the
potential relationship between ensemble structures and various social norms.

Although this field is yet young, there are already tantalizing glimmers of research which
indicates that music is culturally relative — that the ways in which a people choose to or are able to
express themselves through song, dance, and instrumental music are reflective of the environment in
which they were created. Similarly, the notion that musical expression can in turn affect its creators
has begun to receive more attention. Issues of gender roles, age, social structure and stratification,
geography, lifestyles and professions, and natural resources are all expressed through the medium of
music.

5. AN ENCROACHING SILENCE: CONCLUSIONS AND IMPLICATIONS
FOR FURTHER RESEARCH

The purpose of our paper has been to lay the foundations for further research into the unique
relationship between music and culture. Through the course of this paper, we have endeavoured to
illustrate not only the connection between music and language, but the joint connection of these two
universal social constructs and the human cultures which produced them. We have seen how music,
like language, has the ability to reflect cultural norms and values, which brings one to the inevitable
question: so what?

What does this all mean? Is Steven Pinker right — is music just “auditory cheesecake” without
which the human species would be virtually unchanged? As is often the case, the answer is both yes
and no. Yes, music is a construct which is not essential to the survival of the human species — we
would be able to gather and hunt for food, find shelter, and procreate without it, much like other
species inhabiting out planet. However, these functions would likely be able to be carried out without
the benefit of language, and it is likely that the earliest ancestors of humans did exactly that. As
human beings, though, we would be radically different without music.

Language and music are essentially human, and research is beginning to suggest that one, if
not both, of these functions has a biological precedent. The two, however, manifest themselves in
culturally distinct ways, with prosodies and lexicons, grammars and syntaxes, which vary from one
group of people to the next.

We take pride in our ability to know things — we are, after all, Homo sapiens, the "knowing
man”. An understanding of musicality, while essential to many of the nuances to spoken language
which make human cultures possible, allows us to reach into a deeper, more emotional realm of
ourselves. Musical expression is beyond the explicit descriptions of self, and is grounded in a
subconscious understanding. Music, much like language, is one of those essential components of our
humanity.
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There is a need to understand who we are as individuals, as members of a culture, and as
members of this diverse and complex species. And yet, tragically, the rich and multifarious tradition of
music which permeates human cultures throughout the world is gravely endangered. With the loss of
indigenous languages and traditional musical styles, the cultures associated with them are dying out
as well, choked out of existence by an encroaching push for homogeneity.

For social, political, religious, or economic reasons, popular and commercial music is
supplanting the songs which have accompanied people of the world since time immemorial. Children
are learning languages of trade and mainstream society, vestiges of the havoc wreaked by European
colonial powers in previous centuries. As a result, children are not only unable to communicate with
older generations of their family, they are unable to understand the unique mindset associated with
traditional languages. Ancient knowledge and wisdom are ceasing to be passed along, elegant song
traditions and musical lore are fading away, and all that once was is being slowly forgotten.

Roughly every two weeks, one lonely light of consciousness, the last speaker of an indigenous
language, is extinguished. With that voice, an entire way of life vanishes. Over the course of just a few
decades, the number of languages spoken in our world has dropped precipitously — according to
some figures, from 6,000 to less than 3,000 (Davis, 2003). Once a language is no longer spoken by
native speakers it dies, and with it an entire culture, worldview, and way of life silently passes out of
existence. If the implied connections between language and music are considered, then it is safe to
conclude that the same fate threatens endangered music. The truth of disappearing music cannot be
denied, whether it is part of a larger ethnic culture, or part of a smaller subculture, such as those
associated with occupations.

Ted Gioia writes of the Gan people in Burkina Faso —in 1996, a sole surviving member of these
people was found to perform upon the shepherd’s side-blown bamboo flute. This performance was
among the last of its kind, and was luckily recorded — when he died the next year, this tradition died
with him, for neither the instrument nor the lifestyle it accompanied were passed on to later
generations (Gioia, 2006). This is increasingly the case — only the older generations know their
traditional songs, dances, instruments, and stories. The loss of these marks the loss of a way of life
and a perspective with which to comprehend, interact with, and contribute to the world.

Understanding the relationship between music and culture is more crucial now than ever before
— researchers can come to understand where a people had been, where they are now, and what the
future may hold for them. Not only does this provide insight into an individual culture, this knowledge
provides clues as to our own humanity, as we are all connected through evolution to a time when
early man was scraping out a meagre existence in a world which only remotely resembles that in
which we live today, before we had spread out of Africa to become the dominant animal on our tiny
planet.
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It is a matter of course that civilizations and cultures rise and fall, and that a culture which does
not adapt to the influence of the changing world will very likely perish. It is unreasonable to expect
that all human cultures remain and do not change through time. In an age where we are seeking out
our identity, however, it is useful to understand the social and cultural foundations for the worldview
of our global neighbours. Furthermore, in an attempt to better comprehend the values, perspectives,
and origins of our own cultures, it is worthwhile to know our own histories. The influence of various
cultures on present-day societies is present throughout the globe.

We must strive to understand the many manifestations of human culture and, perhaps more
importantly, take steps to preserve them for future generations to experience. Certainly, to forget
these songs and traditions is to lose a considerable amount of our humanness. When we begin to
explore what it truly means to be a human being, in a world where intelligence can be created
artificially and where craft is increasingly mechanized, it is all the more imperative that we hold on to a
knowledge of where we once were. It is possible that what distinguishes us from other living things is
not necessarily encoded within our DNA, and it is not what we have accomplished to date, but rather
how we reached this point and where we intend to go. Studying the linguistic and musical traditions
of contemporaneous and historical cultures sheds light upon the former part of this question; what we
do with this knowledge determines the latter.
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