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» » » Editorial

Welcome to the latest issue of the Hellenic Journal of Music, Education and Culture. This issue opens
with a stimulating and thoughtful article by Dylan van der Schyff who reviews and contrasts a wide
range of literatures concerning whether or not music should be considered as an essential and long-
standing component of the human condition. The review provides the reader with contrasting
perspectives on the origins of music and also suggests how these might be reconciled through a more
nuanced and integrated perspective. With new and sometimes controversial research data emerging all
the time on the possible benefits of engaging in music, this review provides a timely insight into some
of the main protagonists and their theoretical positions.

The second article in this issue is by Robert Reigle who provides an overview of the history of
recorded Kurdish music over the past century, beginning with the first recording in 1902. He argues
persuasively of the musical, cultural and political importance of such media-based research study, not
least to ensure that we capture essential features of our global musical heritage before they disappear
and are forgotten. In this instance, the music relates to an example of a group of peoples whose
ethnicity transcends simple geo-political borders. The article is an important reminder of the possible
transitory nature of musical practices within communities who are relatively disempowered and whose
access to music of personal choice is restricted. But it is equally a reminder of the power of music and
media in capturing, shaping, nurturing and celebrating personal and social identity.

In the third and final article, Elissavet Perakaki, reports on an evaluation of a novel programme
that was designed to engage adolescent pupils in Greek traditional music. The three-month
programme provided examples of different aspects of traditional music and encouraged active music
making as well as the development of propositional knowledge about the music. The emergent data
suggest that an appropriate programme of music education can initiate changes in adolescent
perceptions and that these are sustained over time. Although relatively small scale in design, the
research squarely faces the challenge of how to enable young people who may have relatively fixed
ideas to broaden their musical experiences. It addresses a common challenge for secondary school
music education and also provides a useful framework for others who wish to gauge the impact of their
teaching on this particular age group.

The fourth text of this issue is a book review by Kostas Chardas on Anastasia Siopsi's book on
music that has been used in the modern representations of ancient theatre plays. Chardas discusses all
the relevant topics that occur from Siopsi's book focusing on all those qualities that add to the
knowledge about ancient Greek theatre. As he pinpoints, this is a book that came in order to cover an
area that was underrepresented in the modern cultural studies in Greece.

The editors commend the work of the authors and the content of this volume to the interested
reader. The topics that are addressed are both particular and generic, and transcend their particular
research locations and contexts to provide insights that can inform both music education and cultural
policy and practice.
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ABSTRACT | The origin of human musicality is often discussed within a dichotomous nature-or-
culture framework. While most non-adaptationist views maintain this either/or perspective, recent
developments in neuroscience and evolutionary theory are opening up ‘dual inheritance’ models of
music’s origins. Many recent theories posit a shared evolutionary origin for music and language; and
some have suggested that music played a crucial role in the emergence of the human mind and
‘cultural cognition’. Indeed, growing evidence for music's deep roots in the most primordial areas of
the brain — and of its effects on the plasticity of the neocortex — support strong connections
between the emotional communications of animals, musicality in human ontogenesis, and the wide

variety of musical activities we learn and participate in as the cultural creatures we are.

Keywords: music and evolution, music and evolutionary psychology, nature-culture,
music and the brain, ‘musilanguage’

1. INTRODUCTION

The discussion over the origins of human musicality is surely one of the most complex and
polarized in all of contemporary musicology. For some, music is central to the development of human
consciousness; it has primordial roots in the communication of emotional states of being, a necessity
we share with many other animals. For others, music is a human invention whose relationship to our
survival is not well defined, and whose origin is best understood as a result of cultural forces acting on
pre-existing cognitive adaptations. In what follows, I review some of the key arguments on both sides
of this debate. In the process [ suggest that much disagreement arises due to differing conceptions of
how the human mind evolved and functions; and because of discrepancies in how the word music is
understood. I conclude by considering how advances in evolutionary theory and neuroscience may
allow us to move beyond dichotomous ‘either/or’ (e.g. nature-or-culture) frameworks and embrace
more integrated bio-cultural conceptions of music’s origins.
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2. ‘MUSILANGUAGE’ AND ARGUMENTS FOR MUSIC-AS-
ADAPTATION

The idea of music as a biological adaptation begins with Darwin (1871) when he suggested that
the origin of music was tied to sexual selection (see Miller, 2000) with analogous evolutionary roots in
other species; and that this early form of affective communication led to the evolution of language.
While many subsequent theorists have claimed that the reverse is true — that music emerged from
language and culture — others have followed Darwin’'s lead by developing models of a musical
protolanguage or ‘musilanguage’ (Brown, 2000; Marler, 2000; Merker, 2000; Mithen, 2005; Livingstone,
1973; see also Fitch, 2000).

In connection with this, a number of researchers have done comparative studies of music-like
behavior in animals; and it has been observed that many animal communication systems do bear
striking similarities to human music making — terms of both innate and learned behaviors (see Wallin,
Merker & Brown, 2000). Most of these behaviors are generally understood as analogous to human
music making (e.g. bird and whale song), however it has been suggested that potential homologues
may exist in activities such as bimanual great ape drumming (see Fitch, 2006).

Despite this, some have suggested that music-like behavior in animals may not have much direct
relevance to human music making after all (McDermott & Hauser 2005; Patel, 2008). It is argued that in
comparison to the wide range of contexts in which human music occurs, animal song is limited to
territory defense and mate attraction. It is also suggested that while human music is “characteristically
produced for pure enjoyment,” animal song has a solely communicative function (Hauser &
McDermott, 2003; Pinker, 1997); and that where human music making is egalitarian the production of
animal song is a predominantly male behavior.

But some of these arguments may be problematic as it has been shown that animal song does
occur outside of such limited contexts; and that in some species females sing as much as males — with
males and females of some bird and primate species engaging in duets (Geissmann, 2000; Langmore,
1998; 2000; Riebel, 2003). Furthermore, human music making is often limited to certain cultural or
environmental contexts and is sometimes dominated by either males or females (Titon et al., 1984; see
also Lomax, 1977). 1t is also clear that humans communicate all kinds of meanings through music and
engage in music making for more than purely hedonistic reasons (Blacking, 1973); and it is not at all
certain that animals do not derive some form of pleasure from their ‘musical” activities. It may also be
argued that contextual and other types of limitations do not necessarily disqualify certain behaviors
from being considered musical; nor is it necessary that a “shared adaptive context should be a pre-
requisite of biological analogy” (Fitch, 2006, p. 184; see also Tinbergen, 1963).

This notwithstanding, it seems to be generally agreed that comparative studies may allow us to
better understand “general constraints on the evolution of complex signalling systems, and specific
aspects of musical form that may result from constraints imposed by the vertebrate nervous system by
producing and processing such complex signals” (Fitch, 2006, p. 185; see also Whaling, 2000). Fitch
concludes that thanks to comparative studies of music-like behavior in animals, we now have,

.. abundant evidence that music-like communication systems can evolve relatively
easily (at least three times among birds and three times in mammals), while a complex
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communication system with the ability to communicate arbitrary meanings has evolved
only once, in humans. This makes a hypothesis in which complex signals (“song")
evolved first, and that meanings were added to these signals later quite parsimonious
from a comparative viewpoint.” (Fitch, 2006; see also Hauser et al., 2002; Marler, 2000;
Wray, 2002).

Indeed, this insight offers some support to the ‘musilanguage’ theory, where music and language
evolved as two specializations from a common proto-musical ancestor — an early communicative
system that formed the basis of the “dual acoustic nature” of music and language: “sound as emotive
meaning and sound as referential meaning” (Brown, 2000). Mithen (2005) develops the theory further,
arguing that musilanguage was holistic, multi-modal, manipulative, musical and mimetic (Hmmmmm’);
and he suggests it is precisely the kind of multi-modal systems of signalling (movement, gesture and
sound) that we find in non-human primates that points to musilanguage’s deep roots in our pre-
human ancestors. Mithen discusses a suite of adaptations — Theory of Mind, encephalization,
bipedalism, anatomical developments for complex vocalization — that he claims emerged in association
with "Hmmmmm’ communication well before the split between the European and African homo
lineages (with Homo ergaster c. 2,000,000 BP). However, he suggests the emergence of the
"cognitively-fluid mentality” of the Homo sapien mind made possible the kind of abstract, cross modal
and metaphorical thinking associated with language, technology, art, music and culture we find in
modern humans (i.e. thinking that goes “beyond modularity”, see Karmiloff-Smith, 1992; see also
Mithen, 1996). Thus Mithen hypothesizes that the early holistic form of musilanguage was “segmented”
by the Homo sapien mind (c. 200,000 BP) resulting in a compositional communication system that
became increasingly specialized for the communication of semantic and propositional information
(language). However, the emotional core of 'Hmmmmm' communication remains in music and dance;
it has developed in manifold ways through culture and its long association with language.

It has been argued that the emergence of musilanguage was due to selective pressures for,
among other things, enhanced communication associated with foraging (later hunting and gathering),
mate competition, increased periods of child rearing, and group activity (cooperation & socialization).
And it is often suggested that musical behavior contributed to the development of “shared
intentionality” and Theory of Mind (ToM) in modern humans, which in turn permitted the rapid
development of cultural evolution and the emergence of modern human cognition (Tomasello, 1999).

Support for musilanguage is drawn from the archaeological record, comparative studies with
primates and other animals (Wallin, Merker & Brown, 2000), as well as from studies of socialization and
human ontogenesis. These last two areas are perhaps most often cited in connection with the possible
adaptive functions of music. Indeed, although ethnomusicology struggles with the idea of universals
(Nettl, 2000) it has shown us that music arises in “social situations that are emotionally motivated —
situations that are the product of both subjective and inter-subjective processes of meaning formation”
(Tolbert, 2001, p. 85; see also Blacking, 1973; DeNora 2000; 2011; Nettl, 1983; 2000). It follows that
music should have played an important role in regulating social cohesion in our ancestors, perhaps
through the creation of shared mood states that strengthened bonds between individuals. Dunbar
(1993; 1996, 2003) suggests that because collective music making causes endorphin release in the
brain it may have mimicked the effects of primate grooming thereby permitting “grooming at a

distance” — this would have allowed for the communication of social information over larger distances
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resulting in the formation of larger groups, increased foraging (children could be soothed at a distance;
Balter, 2004, Falk, 2000; 2004), and the development of language.

In connection with this, some have discussed music's adaptive function in terms of the
considerable survival challenges associated with the long altricial stage in human ontogenesis (e.g.
Cross, 2003; see also Joffe, 1997). Researchers have demonstrated the universal and seemingly intuitive
way parents create both stimulating and soothing musical environments for infants through prosodic
speech, lullabies and the like (Dissanayake, 2000; Falk, 2004; Fernald, 1992;Trehub, 2000; Papousek H.,
1996; Papousek M., 1996; Trehub & Trainor, 1998). Others have considered the adaptive benefits of
music’s ability to soothe crying infants in the course of our evolutionary history (Falk, 2004; Mithen,
2005). And Trehub (2003) discusses music’s role in strengthening the bond between mother and infant
with clear adaptive implications.

Additionally, the idea that music is derived from language may be weakened by research where
infants have shown a clear preference for maternal song over speech (Trehub & Nakata, 2001;
Shenfield et al., 2003). These studies support claims that musical perception and communication
emerge very early in human ontogenesis (unlike other cultural universals such as fire making; cf. Patel,
2008; 2010). Cross writes, “music is a cognitive capacity arising from an infant's propensities to search
for ‘relevance in’, and mastery over, itself and its world ... particularly [in] the interactions with the
primary caregiver” (1999; see also M. Papousek, 1996). Similarly, Trevarthen (1998; 1999; 2002) argues
that humans possess an in-born “communicative musicality” that is related to the necessity for
embodied intersubjectivity in highly social beings such as ourselves — it is mediated more by imitation
and co-ordination of movement with others than solely through faculties associated with language.

This capacity for multi-modal communication of embodied individual and social states has
prompted the suggestion that music is a necessary “correlate” to the structure of the human mind
(Cross, 1999; Tolbert 2001). This view sees musicality as central in the emergence of human cognitive
fluidity — placing a special emphasis on how music facilitates ‘representational redescription’, which is
thought to allow for the development of abstract, amodal thought and with it the increased ability to
recognize others as intentional agents (i.e. ToM; see Karmiloff-Smith, 1992; Tomasello, 1999). Cross
suggests that because of its “multiple potential meanings” music affords a means by which social
activity may be explored in a “risk free” environment; its “transposable aboutness” (2001), or “floating
intentionality” (1999), is employed in infancy and childhood to explore, create meaning, and develop
competencies between different domains of embodied experience; music is a “play-space” for
developing cognitive flexibility and social understanding.

By this view, music facilitates “the development of individual minds and [affords] structures for
their interactions in society” (1999). Thus, Cross hypothesizes that musicality was crucial in “precipitating
the emergence of the cognitive and social flexibility that marks the appearance of modern Homo
sapiens sapiens—it is an “evolutionary engine” he claims, without which “it could be that we would
never have become humans” (2001).

3. NONADAPTATIONIST PROPOSALS

Musilanguage and the positions that support it are highly persuasive. Nevertheless, many have

suggested that claims for music-specific adaptations are premature (Huron, 2001; Justus & Hutsler,
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2005; McDermott & Hauser, 2005). It has been argued that although music can be linked to mental
processes that have clear adaptive value for survival — e.g. language, auditory scene analysis, habitat
selection, emotion, and motor control — music is merely parasitic on these domains and has no
adaptive value of its own. Pinker (1997) has gone so far as to claim that music is a human “invention”
designed to “tickle” biologically functional aspects of human experience; that it is a pleasure technology
or “auditory cheesecake.”

This hedonistic-parasitic view emerges from a trend in evolutionary psychology that attempts to
explain the diversity of human thought and culture in terms of the evolution of a large array of late-
emerging cognitive modules, each adapted to serve a specific function (e.g. Chomsky, 1975; 1980;
Tooby & Cosmides, 1989; 1992; Pinker, 1997; cf. Fodor, 1983; 2001). For example, Sperber (1996)
argues that the “proper domain” of information a given cognitive module is adapted to process may
become replaced by other features of the environment that satisfy the given module’s “input
conditions.” This results in what he calls the "actual domain” of the module. By this view "cultural
transmission causes, in the actual domain of any cognitive module, a proliferation of parasitic
information that mimics the module's proper domain” (Ibid., p. 141). Thus music is said to constitute
such parasitic information to a hypothetical module that evolved in the course of early hominid
communication in order to process “complex sound patterns discernable by pitch variation and
rhythm” (Ibid., p. 142). The proper adaptive domain of this proposed module became empty over time,
but because stimulation of the module provides pleasure to humans it was used to process and
produce other sounds which lead to the creation of a new cultural domain — namely music — which,
according to Sperber, “is parasitic on a cognitive module the proper domain of which pre-existed music
and had nothing to do with it" (Ibid, p. 142; c.f. Cross, 1999).

This “massively modular” view of mind contrasts with the more fluid notion of human cognition
discussed above; it has also been criticized as overly reductive and deterministic (e.g. Fodor, 2001).
Moreover, it has been suggested that there may not have been sufficient evolutionary time for such a
diverse range of proposed cognitive domains to have developed via natural selection (Tomasello,
1999). Thus the emergence of Theory of Mind (ToM) in humans — supported by the discovery of mirror
neurons and understood as a single cognitive adaptation that permits recognition of the cognitive-
emotional states of conspecifics — has been suggested as a more parsimonious solution (Livingstone &
Thompson, 2009).

It is argued that as ToM allowed a more compact suite of domain specific and general cognitive
abilities to function in consort it permitted the development of complex cultural artifacts and behaviors
including forms of affective communication that rely “on a variety of cross-domain, multimodal
channels of expression” (Livingstone & Thompson 2009, p. 86; see also Tomasello et al.,, 2005). This has
lead to non-adapationist accounts that consider music and other “affective engagement measures”
(such as dance) as cultural products of ToM. And indeed, because music takes on such diverse modes
of expression, it is thought that Theory of Mind may offer a promising way of understanding music, as
it emerges “at the cultural level, including its use in symbolic rituals, in identity of self and ethnicity, and
its continuous growth in complexity and diversity” (Livingstone & Thompson, 2009, p. 100).

Whilst this view reverses the evolutionary relationship between music and ToM considered above

in the context of ‘musilanguage’, it also has a good deal in common with the general music-as-
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adaptation position when it asserts music’s relevance to human wellbeing — how it affords us a means
of affective engagement that promotes empathy and social cohesion.

Although non-adaptationist in his outlook, Patel (2008; 2010) also considers the beneficial effects
of music, albeit from a more explicitly biological perspective. Patel examines the principle adaptationist
arguments in detail (Patel, 2008); and while he never denies the bio-cultural benefits associated with
music, he questions whether they amount to sufficient evidence to accept music as a product of natural
selection (i.e. to reject the "null hypothesis” that music has not been “a direct target” of natural selection
(Ibid., p. 356). He claims that while music is an undeniably universal human activity, this is no reason to
assume that it has been naturally selected — other universal and uniquely human activities, such as fire
making, are clearly learned through culture (cf. above). He also points out that although selective
musical deficits due to brain damage (e.g. "acquired selective amusia”; see Peretz, 1993) suggest
specialized cortical areas for music, such modules may be explained in terms of development (e.g.
"progressive modularization”; Karmiloff-Smith, 1992) and are thus “largely irrelevant to evolutionary
arguments” (Patel, 2008, p. 357). Patel (2010) further suggests that musical processes such as the
perception of tonality may emerge from mechanisms selected for language processing “... because
tonality, like linguistic syntax, deals in abstract categories that are processed in terms of hierarchical
structures”; and that “musical beat perception and synchronization” is a “byproduct” of brain structures
associated with complex vocal learning—an evolutionary “trait shared by humans and only a few other
groups of mammals and birds” (Ibid.; see also Patel et al., 2005; Patel 2006; Patel et al., 2009). These
and other arguments lead Patel to conclude that music is best understood as an invention.

However, Patel's notion of music as invention is of a very different order than the hedonistic-
parasitic model discussed earlier. He demonstrates how musical activity results in long lasting changes
to brain structures and functions — largely, he suggests, through neuroendocrine effects and
mechanisms of brain plasticity (Patel, 2010). In brief, Patel argues that although music is not an
adaptation, it is not biologically useless either, as Pinker (1997) would have us believe. Rather, music is a
biologically powerful “transformative technology of the mind” that physically shapes the brain in ways
that afford all manner of physical, cognitive and social benefits to those who participate in it.

Patel responds to claims that language may also be a cultural invention — perhaps the product of
naturally selected cognitive learning abilities such as ToM — with “10 lines of evidence” that point to “a
direct role for natural selection in the evolution of language” (Patel, 2008, p. 359). Interestingly, he
suggests that a number of these attributes — infant babbling, the anatomy of the human vocal tract and
the fixation of the FOXP2 gene — “could all reflect adaptations... that originally supported both
language and vocal music” (2008, p. 371-372). However, Patel claims that the rate of learning musical
structure is slower than it is for language; that humans are “far more uniform in their linguistic abilities
than in their musical abilities”; and that there is no visible biological cost associated with the failure to
develop musical abilities or as a result of musical deficits, such as tone or rhythmic deafness.

However, it may be argued that some of these observations reflect notions of musical acquisition
associated with Western post-industrial society. Indeed, musical structure (e.g. tonal harmony) is largely
a product of culture — more research is needed in other cultures where musical activity is a larger part
of everyday life, and where the acquisition of musical skills appears to occur much more rapidly. Also, it

should be noted that in modern Western society it is thankfully much easier for people with a wide
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range of physical and cognitive deficits to flourish. In this environment musical deficits are far less
relevant to survival and go almost completely unnoticed. Patel does not speculate on the impact of
such deficits for people in prehistoric times or in other cultural contexts.

Patel also argues, as I mentioned above, that many of the core ‘musical’ perception skills that
infants (and some animals) appear to be born with — “discrimination skills for frequency, pitch, timbre,
and durational patterning” — are explicable by other adaptive traits such as language or general
auditory processing mechanisms. In short, Patel is looking for “dispositions or innate learning
preferences that are specific to music” (2008, p. 377; italics original). But this raises the difficult question
of what is meant by the word music. In contrast to the categorical, rarified, and often reified notions in
the West (DeNora, 2000; 2011; Small, 1999), ‘'music’ may have more far-reaching and cross-modal
implications for other peoples of the world (as it may have had for our prehistoric ancestors, see
Blacking, 1973; Mithen, 2005; Nettl, 1983; 2000). Again, cultural bias may influence interpretations. And
finally, although it may not be possible to demonstrate the existence of brain structures adapted
specifically and only for music (cf. Peretz, 2006), if the musilanguage theory is in any way correct, we
would expect common cognitive roots for language and music. Indeed, depending on how broadly we
are willing understand the word music, something like this appears to be what we find.

4. CONCLUSION: LOOKING BEYOND DICHOTOMIES

The musilanguage approach is attractive because it posits a shared origin for what we refer to as
music and language, while also allowing for their differences to develop via subsequent biological and
cultural evolution. This view may find support in ‘dual inheritance’ theories of human cognition
(Richerson & Boyd, 2005; Tomasello, 1999) — where the question of whether either biology or culture
should account for deeply social and universal human activities that require complex cognitive
processing is replaced by a perspective that integrates the two. By this view the notion that music must
be either an adaptation or a cultural invention effectively becomes a non-starter.

Furthermore, a growing number of theories are emerging that challenge the current orthodoxies
in evolutionary psychology and these will most certainly change the way that we frame questions about
the origins of music. Darwin himself did not believe adaptation through natural selection should be the
sole mechanism of evolution; and a large number of compelling critiques of the so-called ‘adaptationist
orthodoxy’ have emerged in recent decades (e.g. Fodor & Piattelli-Palmarini, 2010; Gould & Lewontin,
1979; Lewontin, 1983; Varela, Thompson & Rosch, 1993). There is also growing neurobiological
evidence that complex human behaviors, such as those involved with social cognition, depend as much
on development and environment as on innate dispositions — the plasticity of the human neocortex
and the formation of cognitive structures through experience and epigenetic effects are emphasized
over a large suite of genetically determined modules (Doidge, 2007; Karmiloff-Smith, 1992; Lickliter &
Honeycutt, 2003; Sur & Leamey, 2001; see also Fodor, 2001).

Indeed, as Panskepp (2009) suggests, it is possible that the human neocortex contains no
evolutionary determined modules for either music or language; that the origins of musicality are largely
sub-cortical; and that the emergence of “emotional proto-musical communications” may have led to
the development of both music and propositional language. Thus it may be that the ancient emotional

core of the limbic system provides “the actual instinctual energetic engines that still motivate our music-
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making, and continue to be the tap-roots that allow the rich foliage of cultural invention that is modern
music to assume the impact it does on our minds” (Ibid., p. 237). This notion of musicality as rooted
deep in the primordial areas of the brain implies strong connections between the emotional
communications of animals, human infant musicality, and the manifold musical activities we engage in
as the cultural creatures we are.

As new views of evolution and the human mind continue to emerge the debate over the origins
and meaning of human musicality may move beyond orthodox adaptationist and strict modular
frameworks, perhaps trading oppositional nature-or-culture, adaptation-or-nonadaptation dichotomies
for more nuanced and integrated views. And while it is almost certain that a definitive account of the
origin of human musicality will remain elusive, investigating the subject affords us a deeper
appreciation of the bio-cultural meanings of music and, in tumn, what it is to be human. This project
seems all the more relevant in the current global cultural climate where music is increasingly
understood as a pleasure product mass produced for financial gain; and where it is regularly consumed
apart from the social contexts in which it was created. We can only hope that research in this area
continues so that we may better understand this remarkable phenomenon that so seamlessly integrates
the most complex aspects of culture with our most primordial being.
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in 1902. Political events demarcate the remaining periods, embracing the founding of the Turkish
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restrictions on broadcasting.  The recordings discussed here include those recorded in,
manufactured in, or imported to Turkey, both legally and illegally. In addition to the legal
environment, the evolution of sound recording and distribution technology also shaped access to
and use of Kurdish musics. It is hoped that further research be undertaken urgently, before the
remaining sound recordings of the 20th century disappear, and the people who understand their

history leave us.
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The purpose of this article is to delineate periods in the complex history of Kurdish music
recordings in Turkey. As in every society, the forms of mediation — the types of commodification —
shaped the distribution, use, and impact of music, one of society’s most powerful forces. For Kurdish -
language speakers in Turkey, however, language restrictions led to an extraordinary gap in the
recording of everyday music practice. This article should also call attention to important lacunae in the
literature, including a rigorous discography, and documentation of performers and performance
practices.

1.DEFINING TERMS

The term “Kurdish” first of all stems from a group of four closely related languages (and many
dialects). £thnologue describes Sorani (“Central Kurdish”) as having 3,500,000 speakers in Irag and a
similar number in Iran; Kurmanji ("Northern Kurdish”) with 15,000,000 in Turkey, 2,800,000 in Iraqg,
1,000,000 in Syria, and 350,000 in Iran; "Southern Kurdish” (no alternative names are given) with
3,000,000 in Iran; and “Laki” with 1,000,000 in Iran (Lewis, et al., 2013).
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Ethnicity, of course, is a complex and contentious subject that is not simply coterminous with
language. In Ethnic Groups in the Republic of Turkey, Peter Andrews (2002) points out that Kurdish
people identify themselves in terms of both linguistic and religious heritage. Many other factors shape
identity as well (Sheyholislami, 2011, p. 47-77). People may identify themselves with Kurdish culture
through either bloodline or social relationship (for a view of genetic history, see Nasidze et al., 2005). A
case in point is the large Zaza population of Turkey, estimated at 3-4 million speakers. The Zazaki and
Kurdish languages are classified as “Iranian/Northwestern” (a group of 54 languages, consisting of nine
subgroups), but Northern and Southern Zazaki are part of the “Zaza-Gorani” subgroup, not the
“Kurdish” subgroup (Lewis, et al., 2013). Nonetheless, many Zazaki speakers identify themselves as
Kurdish (Gratien, 2011).

Despite the problematic nature of mapping ethnicity to language, and in order to remain
focused on music recordings within the scope of a short paper, I focus mainly on music sung in Kurdish
languages, while acknowledging that there is also a large body of recordings sung in Turkish, made by
Kurdish musicians. Furthermore, the main religious groups with which Kurds in Turkey identify, namely
Sunni, Alevi, EZidi (Yezidi), Zoroastrian, and Christian, each have their own musical repertoires.

[ use the term “Kurdish music” to designate music identified as Kurdish by the person who
performs it.  Kurdish traditional music has unique qualities in terms of scales, melodies, forms,
ornamentation, types of vibrato, texts, and the use of timbre. To a large extent, especially until very
recently, singers have performed such music in Kurdish or Zazaki languages. They may not have
Kurdish ancestry, as in the case of one of the most famous singers of Kurdish music, Karapeté Xaco, an
Armenian from Batman Province, adopted by Kurds after his parents were killed in 1915 (Kevirbiri,
2005, p. 69).

The singer Ahmet Kaya, born of a Kurdish father and Turkish mother, became one of Turkey's
most popular artists through his performances in Turkish (Gratien, in Kuruoglu 2013: 47:03). On
February 10, 1999, during the Association of Tabloid Press Journalists Award Ceremony, when he
announced that he wanted to make a video clip of a song in Kurdish, however, he was "nearly lynched”
(Kuruoglu, 2013: 45:50). This event illustrates both the profound antagonism towards Kurdish identity,
and the complexities involved when conceptualizing musics spanning multiple identities (see Hough,
2010; Koskoff, 2001). Some people, then, may think of Ahmet Kaya's music as Kurdish because of his
ancestry and desire to sing in Kurdish, despite his use of Turkish language and the absence of Kurdish
music traits.

Dengbé, literally “voice telling,” is the term for the traditional Kurmanji troubador, and indicates
both the singer and the genre. It constitutes the outstanding repository both of the extraordinarily
wide range of vocal techniques, and of the most important historical and aesthetic representations of
Kurmanji culture (Cakir, 2010). The meaning of the term has changed in recent decades, depending
both on the familiarity with Kurdish culture and on the evolution of performance practice. Traditionally
performed unaccompanied, dengbé/ now often perform with baglama, electronic drone, or
instrumental ensemble. In Istanbul, where Kurmanji is less common than in the southeast, some people
use the term dengbéj loosely, to describe any music that they feel has a sonic characteristic of
traditional singing.
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The main genres of Kurdish music recordings in Turkey are popular, folk, and religious. The
boundaries between these genres are fuzzy. Popular styles include amplified folk music, rock, and hip-
hop; folk music includes the unaccompanied dengbéj singing, govend dance music, kilam or stran folk
songs, /awje folk songs about divine love, /orik lullabies, and forms specific to a particular locale;
religious genres include Kurdish songs from Sunni, Alevi, EZidi (Yezidi), Zoroastrian, and Christian
traditions.

Due to the complexities people employ when categorizing musics, it is apt to exclude from this
paper music that reflects the general use of Kurdish influences by non-Kurdish people, as well as some
music with specific Kurdish references, such as Kurdi makam (Bashir, 1998; for discussion of makam-s in
the Neo-Byzantine Octoechos, see Chrysanthos of Madytos' Mega Theoretikon of 1832).

By “Turkey,” I mean the geographic area of the Turkish Republic. The recordings discussed are of
three types:

1. Recordings recorded in Turkey
2. Recordings manufactured and sold in Turkey
3. Recordings brought to Turkey legally or illegally.

The first two types are easier to document than the third. The difficulty of quantifying the use of
illegal recordings is obvious, and legal recordings may enter Turkey in very small quantities, such as
commercial recordings on foreign labels (Folkways, Melodiya, OCORA, Wergo, etc.).

2.PERIODS OF KURDISH MUSIC RECORDINGS IN TURKEY

The history of Kurdish music recordings in Turkey can be divided into seven periods, demarcated
by political events that shaped access to existing audio technologies:

1. 1902-1923 Ottoman Empire. Cylinders; 78-rpm records recorded in Turkey.

2. 1923-1960 Early Republic. Language proscribed; 78s imported or smuggled into Turkey.

3. 1960-1971 Military Coup, May 27, 1960. A few 45-rpm records allowed.

4. 1971-1980 Military Coup, March 12, 1971. Cassettes become important, though illegal.

5. 1980-1991 Military Coup, September 12, 1980. Intensified language ban; cassettes continue.
6. 1991-2001 Law 2932 repealed. Birth of the Kurdish recording industry in Turkey.

7. 2001-present Easing of Restrictions. Full-time Kurdish television broadcasting allowed;
Internet.

The approximate dates of when a new medium became dominant for Kurdish music in Turkey
may be summarized as follows: 1902, cylinder; 1915, 78 rpm; 1961, 45 rpm; 1975, cassette; 2006,
compact disc (WAV and MP3 formats); 2010, Internet. This chronology is limited to sound objects, and
does not take into account radio and television broadcasts, as reliable audience statistics are
unavailable.
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3.PERIOD 1: 1902-1923. OTTOMAN EMPIRE

Scientific interest led to the first recordings of Kurdish musics, made on wax cylinders.
Archaeologist and anthropologist Felix von Luschan travelled to an excavation in Zencirli (“Sendschirli”)
near Gaziantep, where on March 1, 1902 he recorded five Kurdish songs. The singers were Ali from
Diyarbekir, Jussuf Effendi (a Kurd from Zencirli), Ali from “Delistekanly,” and a Kurd from “Ham assly”
(two songs). Luschan also recorded Jussuf Efendi singing a Turkish song. (Ziegler, 2006, p. 552) The
Berlin Phonogramm Archiv, now part of the Staatliche Museen zu Berlin, holds these and other Kurdish
recordings.

In her note accompanying the compact disc publication of the lament from “Delistekanly,”
ethnomusicologist Ursula Reinhard identifies seven music qualities evident in the song: “recitative sung
on just one note, sustained notes of up to eight seconds in length provide contrast, the singer closes
phrases with a sobbing sound, different kinds of trills, pulsation on one note, pendulum movements
that occur within the interval of a second, the singer presses a quarter to a half-tone higher toward the
end of his singing” (Reinhard, 2000, p. 29).

Along with the Berlin Phonogramm Archiv, the Vienna Phonogramm Archiv collected many
important recordings. They hold a recording by a Syrian priest from Mardin, singing a Kurdish song.
Gustav Klameth recorded it on May 31, 1912.

In addition to cylinder recordings made by researchers, the pre-republic period saw the first
commercial records of Kurdish music in Turkey. The Blumenthal Record & Talking Machine Company
issued Orfeon Records from 1911 to 1924, when the company was sold to Columbia Records. Orfeon
manufactured their 78-rpm records in Ferikdy, Sisli, Istanbul. On the last page of the second edition of
their catalog, published before 1920, they listed eight Laz and seven Kurdish 78-rpm records. The
Kurdish records were performed by Hasan Efendi and Mehmed Efendi (French spellings: Hassan and
Mohammad Effendi) (Unlt, 2004, p. 179, 185, 190-192). I could not locate any of these recordings.
Jonathan Ward, a researcher on old recordings, estimates that only one or two copies of these
recordings might still exist, and that they are not in any archive known to him (personal communication
2013-09-16). I list the basic information about these important records here, in the hope that
researchers may find, identify, and share copies of them.

Catalogue No. | Title Avrtist Matrix No.
778 Diiz Tek / Oyun Havasi | Mehmet Efendi 13419
778 Kadin Havasi / Oyun I- | Mehmet Efendi 13420
779 Davul Havasi Mehmet Efendi 13421
779 Nare Havasi Mehmet Efendi 13422
780 Yorda Hati Hurla Baki | Hasan Efendi 13423
780 Halil Sarkisi Hasan Efendi 13424
781 Ramo Hasan Efendi 13425
781 Amaturam Hasan Efendi 13426
782 Lavik Hasan Efendi 13427
782 Lelei Hasan Efendi 13428
783 Kaval Sarkisi Mehmet Efendi 13429
783 Mehmet Sarkisi Mehmet Efendi 13430
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784 Lavo Mehmet Efendi 13431
784 Barfi¢ Bari Mehmet Efendi 13432

Table 1.
Orfeon Kurdish Recordings (Unli, 2004: Tas Plak Katalogu)

4.PERIOD 2: 1923-1960. EARLY REPUBLIC: A LEGACY LOST

The founding of the Turkish Republic brought with it the beginning of the profound suppression
of Kurdish languages spanning three generations, from 1923 to 1991. The nature and degree of
suppression varied depending on the political climate and the location within Turkey (Ucarlar, 2009;
Yildiz, 2008, 78-89). The early years were especially silent musically, with very little access to published
recordings and radio broadcasts. The Orfeon discs of the 1910s were the only Kurdish records
published in Turkey until the 1960s, and even those would have been inaccessible except to a tiny
handful of the wealthy.

Record companies in other countries, however, published a number of Kurdish 78s. Beginning
around 1929, some eight record companies issued a few dozen 78-rpm records of Kurdish music in
Iran and Irag (they manufactured some of the discs in India, Pakistan, and the United Kingdom!)
(Mansour n.d.). In the absence of affordable and practical recording devices during this period,
imported 78s constituted the only access to transportable Kurdish sound recordings. A number of
these recordings have been reissued on compact disc. KOM Muzik, a record company in Istanbul, has
made a substantial effort to make some of these recordings available, including music recorded in Iraq
by Kawis Axa, Mihemed Arif Cizrawi, and Meyrem Xan.

Columbia Records marketed the first long-playing records (LPs) in the United States during
1948. This new format quickly became the primary medium for commercial sound recordings and
continued to do so in the United States until around 1990, with other countries switching to compact
discs slightly later. Although the Turkish record industry produced many LPs, it did not make any
Kurdish albums, as far as I know. Thus, the primary medium for the dispersion of music was denied to
Kurdish speakers in Turkey for another two generations. Of course, Kurdish speakers who sang in
Turkish and did not use Kurdish symbols flourished and fully participated in the commercial recording
industry of Turkey.

Iragi and Iranian radio stations began broadcasting Kurdish programs during this period (Greve,
2006, p. 254), but it may have been Radio Yerevan's weekly programs of Kurdish music, starting around
1955, that had the greatest impact in Turkey (Akboga, 2012; Greve 2006, p. 254-255; Hongur, 2013 ).
Archival recordings from Radio Yerevan and Iragi radio continue their importance through their issue
on cassette and compact disc in Turkey by KOM Muzik, Silvana Mdzik Uretim, etc. Among the Radio
Yerevan issues is a remarkable performance wherein Mirazé Egit sings a clear two-note melody in
overtones above a sustained pitch (Egit, 2001).
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Figure 1.
Compact disc cover, Kilamén Yérévané: Emé Gozé. This album includes Mirazé Egit's overtone singing
in "Were Yo Yo." Recorded 1963, Radio Yerevan. Istanbul: KOM Muzik Yapim. 2001.

5.PERIOD 3: 1960-1971. MILITARY COUP, MAY 27, 1960. 45-RPM
RECORDS

The Radio Corporation of America was the first to sell 45-rpm records, in the United States in
1949. Kurdish 45s were made in Turkey starting in the 1960s. In 2011, the Foundation for Kurdish
Library and Museum in Stockholm displayed 25 Kurdish 45s, in conjunction with their "Memorial Day
for the Kurdish Mega Singer Mariam Khan” (Candan, n.d.). The director stated in his press release that
the 45s date from 1961 to 1971 (Candan, n.d.). Those recordings are by Grabete Haco, Ayse San,
Mihemed Arif Cizrevi, Huseyin Tutal, Zdlfikar Yumruk, Ali Cizreli, Fikri Kaya, Kadir Badikanlioglu, and
Mahmut Kizil (I use the Turkish spellings, as they appeared on the records). Other artists who made
45s included Bozan Ahmet, Ahmet Akdogan, Hasan Cizrevi, Kadir Gedikanlioglu, Nusret Gulsoy,
Gulizhar Han, Cemil Horo, Stkri Izol, Murtvet Kekili, Kemal Orkin, Musa Pervani, Nuri Polat, Mehmet
Solmaz, Ferdane Sengul, Ramazan Senses, and Hasan Temel. Although most of the record companies
were in Istanbul, some 45s are from Izmir. The German company Turkofon also made some Kurdish
45s, by Ayse San and Sivasl Mahmut Gulgicek. Some of the names of the companies survived into the
21st century, such as Coskun and Silvana. The Ses Plak that issued 45s through the mid 70s, however,
is a different company than the one with the same name founded in 1986 (see below).

Contrary to the date of 1961 given by Mr. Candan, Mahmut Kizil (MehmUd Qizil) said that he
made the first Kurdish 45 in 1965, with the song “Lori Lori Cembeli” (AKnews, 2010). Acknowledging
the importance of Mahmut's work, Kurdish academicians invited him to sing at the opening of the
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Kurdology Conference at Hakkari University in May 2011 (Kurij, n.d.). Some of Mahmut Kizil's 45s were
reissued by Asanlar Muzik Yapim in Diyarbekir, on a compact disc titled Kocero /Ibo Begé.
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Figure 2.

45-rpm record of Mahmut Kizil, “Kocero.”

6.PERIOD 4: 1971-1980. MILITARY COUP, MARCH 12, 1971.
CASSETTE TAPES

Military coups shape political climates, thus two of them delimit this period. Technologically,
the advances in the 1970s enabled the switch from impractical and expensive vinyl, to portable,
recordable, and inexpensive tape, which was to remain the predominant sound medium until the
middle of the first decade of the 21°* century. The mass production of blank cassette tapes (“Compact
Cassettes”) began in Germany in 1964, and the introduction of prerecorded cassettes followed in 1965.
In Turkey, however, Kurdish music cassettes did not become widely available until the mid-1970s
(Kuruoglu, 2013), the same time that inexpensive, semi-portable cassette recorders became available
(the fully portable SONY Walkman was not introduced until 1979).

In contrast to the relatively benign and controllable 45-rpm records, which must be recorded in
studios and manufactured in factories, cassettes constituted a brand new type of threat in the making.
Anybody could now record any live performance, or make one’s own copy of an existing tape, thus
multiplying exponentially the transportability of the recorded sound object. Furthermore, the cost of
sound recordings was drastically lowered. With access to an inexpensive tape recorder, one could
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make one’s own recording without the enormous cost of hiring a studio and manufacturing a minimum
quantity of records; a blank cassette may cost about the same as a 45-rpm record. Likewise, the cost
of cassette copies of commercial records may be substantially lower than the records themselves, as
the typical length of a blank cassette is 60 or 90 minutes—enough to hold approximately ten 45-rpm
singles.

This newly available technology made it possible for Sivan Perwer (born 1955) to make his
music available as cassette-albums, beginning in 1975 with Govenda Azadixwazan [Dance of the
Freedom Lovers]. No Kurdish language Long Playing records were ever made in Turkey, and Sivan’s
albums mark a dramatic change in the nature of Kurdish music media: the move from the 45-rpm
single containing two songs lasting around 10 minutes to albums containing sequenced collections of
songs lasting up to 45 minutes.

SIVAN PERWER
"Kega Kurda"

|

Figure 3.
Cassette cover, Sivan Perwer, Keca Kurda, a compilation album. The song “Keca Kurda” was first
released on Sivan's fifth aloum, K7 Ne £m [Who Are We?] in 1979.

Language suppression continued during this period. Nizamettin Ari¢, a Kurdish singer and film
director from Agri, was arrested in 1979 for singing in Kurdish. Rather than serving a 5-15 year prison
sentence, he moved to Berlin as a political refugee (Avci, 2012).

During the 1970s, the Turkish radio and television corporation (Turkiye Radyo ve Televizyon)
wanted to compete with Kurdish broadcasts from other countries, so from their stations in Diyarbakir
and Erzurum they broadcasted Kurdish folk songs, whose Kurdish lyrics had been replaced with new
lyrics in Turkish, written by Kurdish musicians (Gindogar, 2005, p. 34).
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7.PERIOD 5: 1980-1991. MILITARY COUP, SEPTEMBER 12, 1980.
SEVERE REPRESSION

One of the periods of severest repression was during the 1980s, after the coup. The founder of
the Ses Recording Company, Ethem Guner, described the atmosphere in vivid terms:

Kurdish albums would be listened [to] secretly in the year of 1988 when many people were
subject to torture for listening to these albums. In that process, firstly arms and secondly Kurdish
albums would be seized in case of a police search. Most of the people would bury or destroy the
albums they had. I think these albums were considered as arms at those times!  Most of the artists
escaped abroad in that process, while others did nothing. (Génencay, 2012)

Listeners had to take a risk when listening to Kurdish musics. The legal system continued to
provide a number of mechanisms to suppress spoken, written, and sung Kurdish language, and added
new ones. In 1983, Law No. 2932 on “The Use of Languages Other than Turkish” was implemented
(Efe, 2012, p. 21). It had a powerful effect in suppressing both language and music, until its repeal in
February 1991.

A number of businessmen founded record companies during this period, aiming some or all of
their productions towards Kurdish listeners, even though both Kurdish language and Kurdish
iconography were strictly prohibited. Stleyman Nadir Ataman established Ataman Plak in Diyarbekir in
1983, changing its name to Umut Plak in 1994. As of 2009, he had released 250 albums (Mu-Yap
2009). Ethem Guner founded another important company, Ses Records, in 1986 (Gdnencay, 2012) or
1987 (Ses Plak, n.d.). In 1988, in order to publish an album with one song sung in Kurdish, he gave
only the Turkish translation of the song's lyrics to the Ministry of Culture, which must approve all
publications. When Turkish officials realized that Besir Kaya sang “Xezal Xezal” [Gazelle Gazelle] in
Kurdish, they recalled the cassette within one week of its release. The government then sued Ethem at
the High Criminal Court, for producing an album in “an unknown language” (Génencay, 2012).
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Three albums by Besir Kaya showing the change in freedom of using Kurdish language.
Guiliizarnm from 1989 has no Kurdish iconography, and the Turkish spelling of Kaya's home city is used
rather than the Kurdish ("Diyarbakir” rather than “Diyarbekir”). A year later, Derman Kalmaai shows the
artist wearing clothing associated with southeastern Turkey, but no Kurdish words.  Welatermin/Sare
Sare from 1993 shows Kaya in full Kurdish traditional dress and the use of Kurmanji for the album and
song titles.

A year later, in 1989, Rahmi Saltuk was able to publish a cassette of Kurdish folk songs entitled
Hoy Nare, and it too was immediately confiscated. Saltuk Plak reissued the album on compact disc in
2009 (Esen Shop, n.d.). It appears that the licensing board granted permission for Diyar Mdzik Yapim
to issue another Kurdish album, Dersim Muhabbeti 1 in 1990, but prevented its publication until 1996.
The author is in possession of two cassettes of this album that are identical except for their license
numbers, one from 1990 and the other from 1996 (Celik, 1996).

The military government persecuted many Kurdish musicians during this period. They also
persecuted supporters of Kurdish rights. One of the first was Turkish composer, lyricist, and human
rights activist Sanar Yurdatapan, who was exiled from 1980 to 1992 (Yurdatapan, n.d.). His wife, Melike
Demirag, sang an album of his songs that the American company Folkways Records published in 1982,
called Songs of Freedom from Turkey: Behind the Iron Bars.

Exiled Kurdish musicians produced major works in their adopted countries, which continued to
impact listeners in Turkey via illegal cassettes and broadcasts. Sivan Perwer made eight albums during
this period, including Agirr from 1982. That album includes the remarkable song “Yar Merhaba,” where
he creates a beautiful aesthetic tension by starting verses on successively higher pitches, recalling the
rising tone in the 1902 cylinder recording that Ursula Reinhard described.

Ciwan Haco was born in Syria in 1957. His family had moved from the Mardin region of Turkey
to a town near Qamishlo, just across the border in Syria, due to repression following the Sheikh Said
Rebellion of 1925 (Haco, 2013). Along with Sivan, Ciwan Haco's recordings enjoyed enthusiastic
reception in Turkey, where they were published by Ses Plak. Ciwan went further towards incorporating

1

Eurogenetic and Amerigenetic elements in his music, including jazz (I use the suffix "-genetic” to
indicate origins; I coined the term “Eurogenetic” in 2012 for a doctoral exam I administered in order to
move away from the inaccurate appellation “Western”). During this period, Ciwan recorded six albums

in Germany and Norway, which Ses Plak described as “Pop-Folk” or “Pop-Jazz.”

8.PERIOD 6: 1991-2001. LAW 2932 REPEALED. BIRTH OF THE
KURDISH RECORDING INDUSTRY IN TURKEY

The repeal of Law 2932 in February 1991 set the stage for radical changes in the production
and dissemination of Kurdish musics in Turkey. Now that Kurdish languages were legal, according to
the law at least, musicians could perform and record songs in Kurmanji and Zazaki. Although many
restrictions remained (discussed in Efe, 2012), the continuous publication of Kurdish language cassettes
and literature commenced in 1991.

At first several of the existing cassette companies issued a few Kurdish recordings, but faced

with difficulties, the task soon fell to companies that focused on Kurdish productions (Kuruoglu, 2013).
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Companies established in the previous period now had the freedom to produce Kurdish language
albums. Among the most important of these are Umut Plak (1983), Ses Plak (established circa 1986),
and Diyar Muzik Yapim/Ozdiyar Muzik (1987).

In 1991, Hasan Saltik founded Kalan Muzik Yapim. His company has become the standard-
bearer for the widest variety of musics from Turkey ever published, with some 600 titles. In the face of
lingering repression (Hobbs, 2010), Hasan released Kurdish recordings according to a schedule that
charts dates that are more realistic than the laws concerning freedom of speech would suggest. During
1992-2000, he included individual tracks of Kurdish music, and starting in 2001, began releasing full
albums of Kurdish songs. Chronologically, Kalan released the following Kurdish recordings:

1992. Grup Yorum's seventh cassette, Cesaret. The group performs their protest songs in
Turkish, except for the last track, which consists of two Kurdish songs joined together, “Reso,” and “Kece
Kurdan” [Kurdish Girl]. (The latter was composed by Sivan Perwer, and recorded on his fifth aloum, K7
Ne Em? [Who Are We?] (1979).)

1996. Mazlum Cimen's original motion picture soundtrack to Mem d Zin.

1997. Kardes Turkuler. Kardes Tdrkdler. Turkish, Kurmanji, Zazaki, Gorani, Armenian, Georgian,
and Laz songs.

1999. Kardes Turkuler. Dogu. Turkish and Kurdish songs.

Since 1991, businessmen in Istanbul have established a number of new companies focusing on
Kurdish music, including Aydin Muzik (300 albums as of 2009), KOM Mduzik (199), Medya Muzik (98),
and Silvana Muzik (100) (Md-Yap. 2009). Record companies in Diyarbekir include Asanlar Muzik and
Seyme Muzik.

As noted earlier, the Turkish Radio and Television Corporation (TRT) had been broadcasting
Kurdish melodies with Turkish lyrics, provided “by TRT officials, musicians, and collectors” (Aksoy, 2008).
In 2000, KOM Muzik (the record label of the Mesopotamian Cultural Center) published Sahiva Stranan-
1, the first of three albums of Kurdish songs that are commonly known in their Turkish versions (see
Figure 5). Most of the songs on that album appear in Hidir Celik's anthology of Kurdish songs, which
he transcribed from albums produced by the Mesopotamian Cultural Center (Celik, 2005).

The introduction of lossy compression formats such as MP3, along with increasing access to
broadcasts via radio, television, and the Internet, characterize this period. In 1997, the number of
personal computers in Turkey reached 1,300,000 (Trading Economics, n.d.), allowing for rapid adoption
of the newly available MP3 format, using Winamp's free software. Portable MP3 players were
introduced in 1998, and the iPod on October 23, 2001.
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Navé bi kurdi Navé bi tirki Herém it xwedi Cavkani

Ez kevok im Hele yar zalim yar Botan Hesen Cizrawi

Niiré Cay icinde adalar Amed-Serhed Heci Xetip

Rindiké Kara iizim hebbesi Colemérg NCM Arsiv

Ximximé Agn dagindan ugtum  Serhed-Séwrek Lerzan Jandil

Zerya min Uzun uzun kamislar ~ Ruha-Behdinan  Erdevan Zaxoyi
Ninno Karanfil deste gider Serhed Zadina Sakir

Nazé Nazey nazey Amed-Behdinan  Erdevan Zaxoyi

Cané cané Caney caney Delil Doxan Sivan Perwer
Nabikeve Bu tepe kumlu tepe Erzirom Dengbéj Kazo

Yara min Cumbullu Soran Nasir Rezazi

Seyran mangi  Aglama yar aglama Soran Evdilmelik $éxbekir
Lo berde Makaram san baglar ~ Amed Sivan-Gulistan Perwer
Lé xanim Le hamm Se’id Hemo Ozan Siyar

Déresoré Daglar duman oldu Serhed Zadina Sakir

Ax wey lo Yaylamin soguk suyu  Serhed Ozan Xanemir

Lorke lorke Diyarbakir giizel baglar Amed Hiséné Omeri-Miradko

Figure 5.
Liner note to Sahiya Stranan-1. The Kurdish and Turkish titles are given, along with the regions from

which the songs came, and the source of the performance on which this new recording is based.

9.PERIOD 7: 2001-PRESENT. EASING RESTRICTIONS. FROM
SOUND OBJECT TO INTERNET AND BROADCAST

Amendments to the Turkish constitution eased language restrictions in 2001, and Law No. 4771
allowed Kurdish radio and television broadcasting, in 2002 (Hongur, 2013, p. 46). Record companies in
Turkey have reissued some of the recordings from the Radio Yerevan archives on cassette compact
disc. More than ten Kurdish satellite TV stations have been founded, including MED-TV, the first to
broadcast, in 1995 (Sheyholislami, 2011, p. 5).

From 2001 onwards, Kalan Muzik included Kurdish music in its productions every year. While
the first Kalan releases containing Kurdish music featured protest and brotherhood songs, the new
millennium saw an expansion across a wide range of genres, including popular, folk, village, and
minority religions (Ezidi and Christian), as well as full albums in Zazaki language. The following Kalan
albums introduced new genres, or broke new ground as productions by a company that issues both
Turkish and Kurdish music:

2001. Burhan Berken. Ba. Kurdish pop music.
2002. $éxo. Dengé Axé. Kurdish folk music.
2003. Mikhail Aslan. Kilite Kou - Daglarin Anahtar — The Key of the Mountains. Zazaki.
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2004. Eyhok: Traditional Music of Hakkar. Ethnomusicological recording with 164-page booklet
in Turkish, Kurmaniji, and English. This album marked an important breakthrough, addressing members
of the two largest languages spoken in Turkey together with the international community, and placing
a high value on Kurdish rural music (Reigle, 2011).

2009. (Vezidiler: Ezidi Religious Music, Folk Music. With 248-page booklet in Turkish, English,
and Kurmanji.

2013. Saban Ok. Kilamén Kurdén Mesihi-Kirt Hristivan Ezgiler-Anthology of Kurdish Hymns.
Christian hymns in Kurmanji. With 28-page booklet in Kurmaniji, Turkish, and English.

Saban Ok §

Figure 6.
Album cover of Anthology of Kurdish Hymns, a compact disc of Kurdish (Kurmanji) Christian hymns,
released in 2013 by Kalan Muzik.

A European Union grant resulted in the publication of a book and compact disc of dengbé/
from Diyarbekir, Antolojiya Dengbéjan (Dizgin et al, 2007). In 2006, Remzi Maral produced a
cassette-only release by Dengbéj Kerem on his Gunes Film Klip ve Muzik label, from Mus.

With the growing availability of compressed audio formats such as MP3 (facilitated by
economic growth from the early years of the 21% century), and the advent of YouTube in 2005, the
mediums of music listening in Turkey have been shifting away from music objects such as discs and
cassettes. Sales of cassettes, formerly the primary music medium (compact disc sales did not surpass
cassettes until 2006, far later than in Europe and the United States), plummeted from 28 million in 2004
to 2 million in 2008 (MU-Yap, 2009). Video Compact Discs enjoyed a short life span in Turkey, reaching
their peak in 2006, and fizzling out in 2009. The new media consist of sounds stored on the Internet
and accessed through media libraries such as YouTube, Internet and mobile phone retailers, iTunes,
Spotify, websites, and personal blogs; or broadcast through television, radio, or live-streaming Internet.
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The Turkish music consortium MU-Yap joined YouTube on February 13, 2007; as of December 4, 2013,
it had 2,252,575 subscribers and 4,213,169,174 views (YouTube, 2013). Despite the government's
blocking of YouTube during 2007-2011, as of 2010 the site remained the eighth most visited site in
Turkey (Freedom House 2012: 8). Everyone with access to the Internet becomes a potential distributor
of recordings stored on the Internet, by further disseminating them through social media such as
Facebook, Wikipedia, Vimeo, SoundCloud, etc. MU-Yap had launched their Digital Archive Distribution
System in 2004, and by 2009 offered 100,000 tracks (MU-Yap, 2009). TTNET, Turkey's largest Internet
service provider, gives its subscribers access to several libraries, including those of MU-Yap's members.
Recently, the move away from desktop and laptop computers has intensified, with consumer
preference shifting towards more portable electronic devices, such as tablet computers and Internet-
capable phones (Arthur 2013). Despite the move to computer and broadcast media, record
companies in Turkey continue to produce compact discs of Kurdish musics.

To date, perhaps some 4,000 Kurdish albums have been available in Turkey, including many
from Iran, Irag, and Syria. In 2011, an anonymous author contributed the first part of a Kurdish
discography to Haber Diyarbakir, listing 1,606 Kurdish albums whose artists’ names begin with the
letters A to Ke (Haber Diyarbakir, 2011). Most listeners, of course, likely have access to only a fraction
of those recordings at present, but evolving digital technology and delivery structures may permit
near-complete access in the future.

Although Turkish citizens have had satellite access to Kurdish television channels since 1995, the
government only legalized full-time television broadcasting in Kurdish languages as of January 1, 2009,
when it launched TRT-6, Turkiye Radyo ve Televizyon Kurumu's [Turkish Radio and Television
Corporation] channel six. Though the overwhelming majority of the programming is in Kurmaniji, TRT-6
broadcasts a daily, 25-minute news program in Zazaki and a similar one in Sorani. TRT appears to aim
the latter program towards viewers in Iran and Irag, as there does not seem to be a substantial
population of Sorani speakers in Turkey. Daily broadcasts by TRT-6 begin at 5:58 with the Turkish
national anthem, “Istiklal Marsi” [Independence Anthem]. The station plays music clips four to six times
per day, in segments lasting 5 to 43 minutes, called Saeta Muziké [Music Time]. There is a folk music
program called Cepik. On Wednesdays at 20:15 and 00:35 (Thursday), they broadcast “Dengbéj,” an
80-minute program wherein a host presents four aengbéj singers. In the studio hang portraits of six
well-loved Kurdish dengbéj Sakiro, Meyram Xan, Karapete Xaco, Mihemed Arif Cizrawi, Eyse San, and
Seroyé Biro. Their website describes the program as follows: “Dengbéji (Dengbé/ tradition) is the
origin of Kurdish history and culture. Dengbéjiincludes destanbéji (epic telling), ¢irokbéji (story telling),
dirokzani (narrative historiography), helbestvani (poetry), stranbéji (song singing), and kilambéji (ballad

singing).”

10.SUMMARY: A TIME-LINE OF KURDISH RECORDING MEDIA AND

LANGUAGE USE
YEAR- MEDIA LANGUAGE USE COMMENT
APPROX.
1902 cylinder archives
1919 78 rpm Orfeon
1923 restricted
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1955 radio broadcasts Armenian radio

1961 45 rpm no LPs

1975 cassette illegal

1980 heavily restricted recordings hidden

1991 Law 2932 repealed Kalan founded

1992 compact disc cassettes still primary

1993 video compact disc

1995 Satellite television Kurdish illegal

1997 MP3 Internet and disc

1997 smartphone Ericsson-Penelope

1998 Internet radio (ITU Radyosu)

1998 MP3 portable players

1999 real-time push-email BlackBerry

2002 radio broadcasts greater freedom Kurdish stations

2005 Internet video YouTube

2006 Internet television streaming; archives

2006 Social network Facebook, Sept. 26

2006 CDs outsold cassettes

2009 television broadcasts greater freedom full-time television

2010 tablet computers Apple iPad, April 3"

2013 Music streaming Spotify, Sept. 24
Table 2.

A time-line of Kurdish recording media and language use

Technology shapes the evolution, performance, and distribution of Kurdish music, as it does all
musics. Due to the extraordinary censorship of Kurdish languages, however, the recording history of
Kurds in Turkey has a tremendous gap: except for the first and last decades of the 20" century, the
normal recording media were not available for recordings of indigenous-language music. This forced
listeners to find alternative media, a task that was not possible for many people during much of the
century. Perhaps the most remarkable lacuna is the complete absence of Kurdish language long-
playing records produced in Turkey. In order to gain deeper understanding of the history of Kurdish
recordings in Turkey, the next phase of scholarship will require the production of a thorough
discography. Delineating recorded repertoires should provide exactitude for an exploration of the
impact that censorship had on the transmission of Kurdish music traditions. This project becomes more
urgent as the few remaining products and producers of Kurdish musics in the 20" century slip away.
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ABSTRACT | Nowadays, Greek traditional music does not play such an integral role in our society
as it did years ago. As a result, its members and consequently pupils in primary and secondary
schools do not realize its significance. Specifically, Greek traditional rhythms and dances have been
traveling since antiquity, and have influenced contemporary and modern music. The present study
reported here of classroom teacher research is a qualitative one. It aims to identify to what extent a
12 -lesson music course based on Greek traditional music can (trans)form adolescents’ dispositions
about this genre of music. Research data was gathered from the diaries of a teacher and four
external observers. Information from recordings and questionnaires (pre-test, post-test and follow-
up study) was collected as well. The data analysis indicates that a number of the pupils not only
changed their views on Greek traditional music by the end of the course, but they also kept the
same opinion after a period of time. Interestingly, even pupils who still had a negative view toward

this genre of music, appreciated it and understood how it is important for Greek society and culture.

Keywords: Greek fraditional music, teacher classroom research, pupils’ dispositions,
secondary education, music learning, music lesson

1. INTRODUCTION

The paper presents a qualitative case study of research in secondary education, which aims to
explore the influence of a music course on pupils’” views of Greek traditional music. Research data was
gathered from the diaries of teacher and four external observers. Information from recordings and
questionnaires (pre-test, post-test and follow-up study) was collected as well. The data analysis

! This paper has been partly presented as a poster under the title “Teenagers’ dispositions towards Greek
Traditional Music: A teacher classroom research” and as a part of the Symposioum “The New Music Curriculum in
Greece: Classroom application” (Session Organizer: Sm. Chrysostomou) under the title “A traditional music trip in
Greece” at the 30" ISME Conference in Thessaloniki.
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indicates that a part of the pupils not only changed their views on Greek traditional music, at the end of
the lessons, but also they kept this view after a period of time. Interestingly, pupils, who still had a
negative view on this genre of music, were able to elaborate their opinions showing their appreciation
of Greek traditional music.

2. A REALIZATION IN MUSIC CLASSROOM

One day a music teacher announced to the pupils that a three-month-course, dealing with Greek
traditional music would take place. Judging from their facial expression, the majority of them were
disappointed: "Does any pupil, modem pupil, really care about a kind of music to which only older
people listen?” The teacher did not blame them. Instead, their reaction was taken into consideration in
an attempt to find the perfect balance between curricula aims and activities, and between the students’
handbook and pupils’ interests. The overall intention was to change their pupils” views and for them to
adopt a positive disposition towards this kind of music, involving them in music action. Consequently,
the following research emerged as a need!

3. LITERATURE REVIEW

Although Greek traditional music plays a fundamental role in the continuity of Greek cultural and
musical heritage, much current research in Greece and Cyprus highlights that pupils in their last grades
of primary and secondary schools are not acquainted with such music and they do not prefer listening
to it (Argyriou, 2011; Ekonomidou - Stavrou, 2007; Papapanagiotou, 2006; Perakaki, 2006; Stavrou,
2006).

Doubtful adolescents, although different groups in different societies, tend to identify themselves
with particular kinds of music (Elliot, 1995) and adopt its symbolical uses for themselves
(Papapanagiotou, 2004). They seem to use their musical identity in order to either understand
themselves and others, or to form their personality and personal identity (Harter, 1999, in
Papapanagiotou 2004). Peer group pressure, television, radio and the internet strongly influence their
cultural and musical preferences (Cremades et al., 2010). Simultaneously, they have the tendency to

"present their degree of maturity and their independence towards their parents, to
differ from other adolescents at the same age, and to underline the group to which
they belong and their conformity to group values” (Papapanagiotou, 2004, p. 35).

That is the main reason why adolescents are attracted to various genres of music that address
their age group (such as pop, rock, and hip hop). The implication for education is that they do not
enter the music class without a formed opinion of music (Regelski, 1981), a situation which the music
teacher should take into account.

Both family and peer pressure influence pupils’ preferences, as from early childhood children
listen to music that their social environment makes available and, according to these encounters, they
form to some extent their preferences. As Stavrou (2006) concluded, and Teklos (2011) referring to Fry
and Fry (1997) implied,

"family and friends are essential for shaping the attitude of young pupils, and the form

that attitudes take is largely dependent upon the environment in which pupils grow up
and the treatments they receive both at home and in school” (2011, p. 225).
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Additionally, Teklos specifies that “if family and peer support is directly linked to the pupils’
attitudes towards music, it is also indirectly linked to their involvement or participation in the subject”
(ibid). During puberty, the balance between family and friends leans towards the friends’ perspective.
Adolescents are reported to have a strong need to belong, which they express by following and being
influenced by their peers (Papapanagiotou, 2004). Furthermore, pupils and young people generally
have strong stereotypes about fans of specific types of music and “these stereotypes are associated
with a suite of traits, which could, in turn, influence individuals' stated musical preferences” (Rentfrow et
al, 2011, p. 1141).

According to main objectives of the Greek National Curriculum? in Junior High School and in the
framework of the development of music awareness and the understanding of tradition, idioms and
musical styles from the variety of cultures, times and places, pupils should learn about the components
of Greek traditional music in order for a relationship between pupils and music to develop. The
fulfilment of this objective involves not only the cultivation of the cognitive and the psychomotor
domains, but also the creation of rational, and not subjective, attitudes — dispositions (affective
domain).

Regelski (1981) in “Teaching general music: Action learning for middle and secondary schools”
defines attitude as

“the set of predispositions to respond in a particular way toward some particular class
stimuli (in our case, musical stimuli); attitudes are “predispositions to respond in a
particular way toward a specified class of objects” (i.e., the musical "objects” of music
education). Thus, music education must concern itself most assuredly with instruction
that results in some degree of positive or favorable “predispositions to respond in a
particular way” to music” (Regelski, 1981, p. 273).
Although international literature in the field of music education is rich and descriptive about
pupils’ musical preferences in primary and secondary education in many countries all over the world, it

is limited in the field that explores the influence of education in the formation of musical preferences.

Current research has shown the impact of teaching music on (trans)forming pupils" views and
dispositions.

N=1061 General Public School and 120 students from a Musical School in Greece participated in
a research project aimed to scrutinize musical preferences of participants and the relationship between
musical preferences and training (Papapanagiotou, 2006). Statistical analyses in the study indicated a
strong relationship among preferences, age and musical training. It was found that children respond
more favourably to all styles of music than older students. Adolescents showed a strong preference
towards the musical styles of their peers. Musical knowledge of an instrument of either “classical”
tradition or "Greek traditional” was found to influence positively the musical preferences of both genres
of music (Papapanagiotou, 2006).

Dinopoulos” (2010) quasi-experimental research project took place in Greece with the
participation of 41 pupils in primary education (3rd and 4th Grade) and sought to attract pupils interest
and to change their minds about music generally (and Greek traditional music specifically) by using

? Official Gazette Fascicle: [PEK] 304-B'/13-03-2003.
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New Technologies in his teaching. In a pre-test questionnaire, 83% of pupils of both grades answered
that they slightly liked Greek traditional music. His intervention included the production and the
application of an experimental programme, which was implemented twice a week for approximately 3
months. By the end, many pupils had changed their minds and 77.5% declared that they were fond of
Greek traditional music. In addition, they were positively influenced by music and especially by Greek
traditional music in the cognitive, affective and psychomotor domains.

The strong influence of educational practice on a music lesson based on cultivating thinking skills
is reported in Perakaki's case study research (2006). 54 students in their middle teens in Junior High
School attended a course on Greek traditional music. Among the aims of the course was the formation
of pupils’ justified opinions about Greek traditional music, either positive or negative. After the
intervention, pupils reported that they had learned about this genre of music and 43% gave a justified
positive answer in the post-test (compared to 15% in pre-test) and 33% responded in a justified
negative way (4% in pre-test). Simultaneously, in the post-test, 30% of the pupils declared that they
often listened to Greek traditional music positively and 41% sometimes did. Furthermore, it was
demonstrated that it was essential for pupils learn about Greek traditional music and for other musical
genres less familiar to them.

This assumption is also implied by case study research in which 100 pupils in their early teens
participated (Green, 2007). The researcher tried to identify why so many pupils forcefully expressed
antipathy towards classical music and how their opinions related to their personal experiences and
identities as music-listeners and music makers. Pupils performed short classical music pieces through an
informal learning style. In this research, Green demonstrated that teenagers are often unfamiliar with
classical music and that this leads them to

"a negative, dulled response, since the listener will be unable to detect patterning,
similarity, difference or other relationships between the musical sounds, both within one
piece of music and between pieces” (Green, 2007, p. 236).

At the end of the intervention, a large number of participants said that although they hated
classical music prior to the intervention, their views had changed to some extent as the task developed
(Green, 2007).

Consequently, the inference is that music teachers must plan their work so that they will know
what behavioural changes should occur, both immediately and in the longer term, as a result of a
particular course or lesson (Bessom et al, 1981). Furthermore, music educators have been
demonstrated to be capable of changing their opinions (Brewer et al., 2011) in order to be more aware
and open-minded to a wide range of music.

In such contexts, the music teacher has to find an attractive teaching procedure in order to keep
the pupils’ interest, provoke their prejudices and expand and perhaps transform pupils’ views, especially
in secondary education where pupils have already formed musical and cultural attitudes. Practically, this
infers that the music teacher has to put themselves in the pupils’ shoes in order to understand their
needs and to plan an appropriate lesson, as teaching music to adolescents requires great intuition and
patience (Kenneth, 1996). The teacher must also know what music materials and experiences can be
used to elicit these changes in music preferences (Bessom et al., 1980).
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Cremades et al. (2010) concluded that a music lesson, which includes all musical and cultural
styles that exist in the world, can motivate and draw the students to music as a school subject. In the
teaching procedure, a criterion for selecting a music piece can be, for example, a well-known classical
music piece, in order to motivate pupils to come in contact with other less known classical music pieces.

Furthermore, De Vries (2010) revealed in his research that when pupils are integrated actively in
music lesson planning, particularly in terms of repertoire selection (songs to sing, songs to dance, music
to be learnt and performed), they are likely to participate more positively and with enthusiasm and
greater interest.

The connection between pupils’ success in music activities and positive attitudes about the music
lesson and the scheduled topic is strong. Regelski (1981) describes this connection as follows:
“failure motivates only pupils who already has both a positive attitude and goals that
urge him on in the face of what he considers to be only a temporary setback...But for
the student whose initial attitude is negative, doubting, or at best neutral, feelings of
success are especially important in inspiring the positive feelings that motivate positive
attitudes” (1981, p. 275).
Regelski states that pupils can adopt a positive view, respecting the traditional music of their
country. They will understand the continuity of its rhythms and enjoy listening to these and dancing
traditional songs.

In actuality, can a music course in secondary education alter pupils’ views on a genre of music,
such as Greek traditional music?

4. METHODS

The research method was qualitative in approach and adopted an action research perspective in
which the teacher and researcher were the same person. This kind of investigation is designed to allow
teachers to reflect and intervene more consciously in the teaching procedure, and to (re)assess pupils’
behaviours and reactions during each lesson in order to achieve its goals effectively (Cohen et al., 2007;
Hopkins, 2003).

The research aims of this project were to:
1. Identify pupils’ opinions on Greek traditional music;

2. Examine if pupils changed their mind about Greek traditional music after attending a
specially designed music course;

3. Scrutinize to what extent pupils changed their minds about Greek traditional music after
attending such a music course;

4. Verify if pupils were able to express more objectively their opinion about this music; and

5. Record their disposition about Greek traditional music ten months after attending the
original music course.

The music course took place in a state Junior High School in Greece (in an urban area) and n=42,
13-14 year old pupils, who were divided into two different groups, participated. They attended a 12-
hour music lesson course that took place once a week (i.e, an hour a week from September -
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December 2010), following the recommended curriculum of the Faculty of Music. Prior to the research,
pupils” knowledge of Greek traditional music was limited. In primary school, they had just sung a few
traditional songs, and they remembered only the titles and some musical phrases.

Data collection

Before the course, a questionnaire was distributed to all pupils (pre-test) containing 5 multiple-
choice questions and 1 open-ended question. The same questionnaire was also distributed at the end
of the course (post-test) and again after ten months (October 2011) as follow-up research. The results
of the questionnaires were analyzed in a quantitative and qualitative way, using Content Analysis tools.
The researcher announced to pupils that their answers would be confidential and that no classmates or
teacher(s) could learn how they had responded. Much previous research agrees that teenagers are
often strongly influenced by their classmates’ preferences, thus underlining a potential discrepancy
between what pupils think of their classmates’ preferences and what type of music their classmates
listen to (Finnas, 1989 and Tarrant et al., 2001, cited in Papapanagiotou, 2009). Thus, the importance of
this confidentiality clarification seemed to encourage pupils to express their opinion truly and freely
during the completion of the questionnaire. Questions focused not only on the pupils’ expression of
their opinion, but also on outlining any family and close environment music preferences.

The questions were about:
e Family and friends music preferences;
e Their choice of listening to Greek traditional music;
e The amount of CDs held in Greek traditional music;
e Participation in Greek dancing lessons; and

e Free expression of their opinion about Greek traditional music (Open Question).

Teacher's actions before the lesson

The teacher planned the lessons, setting goals in accordance with the recommended instructions
for teaching music in junior high school and pupils" handbooks and workbook activities. The lesson was
enriched with appropriate educational materials (videos, photos, musical extracts etc.) and the teacher
tried to combine all the above with pupils” interests and competences.

Teacher’s actions during the lesson (participation observation)

The teacher implemented the planned activities, assessing the whole procedure during and at
the end of the lesson. Activities were transformed/adapted when needed.

Teacher's action at the end of the lesson

Immediately after the end of each lesson, the teacher completed a diary, focusing on:

1. The achievement of lesson goals;
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2. The pupils' participation in activities;
3. Their reaction to activities (if they liked the activities or not); and
4. Any evidence of a creative and co-operative classroom atmosphere.

Two pre-service music teachers for each group attended the lessons as external observers,
writing their own diaries and focusing on the points mentioned above.

5. IMPLEMENTED ACTIVITIES

The activities that took place were based on official recommendations, on the student's
handbook and on activities selected by the music teacher. Pupils’ preferences were also taken into
consideration. The teaching material was enriched by songs and musical pieces from the students’
environment.

Specifically, by the end of the course, the intentions were that pupils would have:
e Participated actively in creative activities;
e Co-operated with each other;
e Listened to, played percussion and sung Greek traditional rhythms and songs;
e Understood the continuity of traditional rhythms throughout the years;
e Recognized these rhythms in modern songs;
e Enjoyed the music lessons.

Lessons focused on creative activities, such as listening to music, composing and singing,
following the thematic elements of:

e Greek traditional musical instruments;
e Greek traditional rhythms (5/8, 7/8, 9/8);

e The influence of the above rhythms on Greek contemporary music and other kinds of
music.

In the new handbooks for the Music Faculty (edited 2009), a short chapter is dedicated to Greek
traditional music. The contents of the student’s book and workbook include:

e Musical rhythms in Greece (5/8, 7/8, 9/8);

e Traditional music / songs heard in islands and mainland (e.g. musical features in Thrace,
Macedonia, Crete etc);

e Traditional musical instruments and comparisons between similar instruments;
e Instrumental combinations, orchestras (=zygies, kompanies).

The suggested outcomes were written down in the teacher’'s book and referred mainly to the
cognitive domain:
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Pupils would:
e Come in contact with Greek traditional music and instruments;
e Understand and recognize traditional rhythms;

e Understand what isokratis means (Dimitrakopoulou et al., 2009).

The teaching material was enriched with various different music activities, such as the following:

(i) The use of CD-Rom material from the Music Library of Greece “Lilian Voudouri" on Greek
Traditional Music

This multimedia CD-Rom contains: a) photos and short music examples of the majority of Greek
Traditional Instruments in Hornbostel and Sachs categories and their basic combinations; b) short music
examples from all over Greece, according to fundamental characteristics of each place (using a map);
and ¢) an index. The presentation was based on pupils’ interests, previous knowledge and their family
birthplace. Pupils carefully watched the instruments and focused on those which interested them,
listened to music related to their origin, identified instruments and distinguished one from the other.
Activities were implemented in groups of 3-4. The "Music Library of Greece “Lilian Voudouri” provides
this CD-Rom without charge to all schools.

(i) Rhythms: playing with instruments and improvising verses

Pupils played in percussions 5/8, 7/8 and 9/8 in order to understand the grouping of these
rhythms and afterwards to be able to follow these music patterns; they improvised lyrics (each syllable
to each beat). They performed their rhythmic composition in groups and, then, every group self-
evaluated its performance and the whole class assessed it, as well.

(i) How Greek traditional songs are interrelated with classical works from 20th century
composers and modern songs

In order for pupils to realize the role and the influence of a Greek traditional instrument (e.g.
klarino) in different genres of music, the music teacher selected three typical musical examples: one
from Greek traditional music, a classical music work composed from Yannis Konstadinidis (a Greek
composer in 20th century by the Greek National School), and one from rock music.

Pupils completed a worksheet about similarities and differences of these types of music and they
realized to what extent a traditional instrument influences, enriches and transforms these types of
music.

(iv) Traditional dances

Music, words (logos) and movement have been a part of Greek traditional music since ancient
times. In order for all pupils to participate actively and to understand this connection, a “feast” took
place in the classroom. Pupils were split up into two groups: the first danced and sang and the second
one performed and sang a song simultaneously. The music teacher actively participated with either one
group or the other.
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(v) Reference to important singers and ethnomusicologists, who recorded and saved traditional
songs (e.g. Simon Karas and Domna Samiou).

The continuity of Greek traditional music, as traditional music all over the world, is based on oral
tradition and improvisation. The role of scientists, such as musicologists, ethnomusicologists and
researchers, who recorded and ‘saved’ this music is crucial. Simon Karas (1905-1999) and Domna
Samiou (1928-2012) were two of the most important persons who collected, recorded and performed
music from a new constructive society, which was basically formed in capital cities.

(vi) Listening exercises and crosswords from the students’ workbook

In students” workbooks there are plenty of crosswords and listening exercises. These are mostly
connected with musical rhythms and Greek traditional instruments.

Although all lessons were audio recorded, video recording was officially forbidden.

6. FINDINGS

The data collection was based on questionnaires and the diaries of both teacher and external
observers. Their analysis is mostly quantitative.

i.  External observation diaries on pupil participation

The external observers had to answer the following questions, either as closed or open in design.
This differentiation was not planned from the beginning of the research, but after the first observation,
they were asked to elaborate on their stated opinions in order to describe pupils’ participation better.

Question 1: Were there problems during the lessons?
Question 2: Was the pupils’ participation active?
Question 3: Was the pupils’ participation enthusiastic, positive, neutral, hesitant or negative?

According to the external observers’ diaries, all the implemented activities attracted pupils and
motivated them. They were well scheduled by the teacher and appropriately paced to pupils' interests.
Sometimes, pupils had expressed their prejudices at the beginning of the lesson and they participated
hesitantly. Gradually, after finding the activities interesting, they took part more actively.

"The classroom atmosphere was negative today. Pupils refused to participate actively.
Although the music teacher tried to present the Greek traditional instruments in an
interactive framework, pupils refused to take part in the lesson. It was obvious that they
felt bored. This atmosphere changed when the teacher asked about the music of their
place of origin. At the same time, he presented the map of Greece on the interactive
board and they listened to music of their origins. Suddenly, their attitude changed as
like they recalled memories and events, which they had participated in feasts or
because they had just heard of this genre of music”.

From external observer's diary (October 2010)

"It is so impressive that pupils express their opinions and prejudices freely. They did not
hesitate to express comments, such as: “This is interesting only for my grandma, who
lives in the village”, or "I refuse to listen to this kind of music”. However, after a few
minutes, everything changed. It seems that they forgot everything and participated
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actively. They may have been influenced by their classmates. During the music lesson
they changed their minds or they just found the activity interesting”.

From external observer's diary (November 2010)

These delineations confirm Regelski's comment about the connection between positive attitudes
towards music and motivation and success in musical activities (Regelski, 1981).

ii.  Pre-test, post-test and follow-up questionnaires

The social and family backgrounds play an integral role in pupils’ opinions about several topics,
and in this case, music preferences.

On Graph 1, it can be noticed that the answers of the majority of pupils (15 pupils) implied in the
pre-test that their family/friends rarely preferred to listen to Greek traditional music and 10 pupils
reported that this was the case sometimes. On the other hand, in the post-test and follow-up
approximately half of the pupils changed their mind and answered that they sometimes prefer this
genre of music (20 pupils in the post-test and 22 pupils in the follow-up). We should be very careful in
interpreting this difference, as teenagers may have preconceived ideas about this type of music in the
pre-test and they may have avoided mentioning their preference about a kind of music to which they
are not so familiar with. Comparing the results of the post-test and follow-up, we can assume that
these slight differences describe an almost real profile of their family/friends’” music preferences. Their
environment sometimes listens to Greek traditional music, maybe even occasionally.

Question 1: Do your family or/and friends prefer listening to Greek traditional music?

25,00
20,00
15,00
M pre-test
ost-test
10,00 up
m follow-up

5,00

0,00 -

Never Rarely Sometimes  Often Very often

Graph 1

Although members of the participant adolescents’ social environment were reported as
sometimes listening to Greek traditional music according to the previous question, teenagers initially
avoided listening to it and preferred other kinds of music. In the pre-test, 16 pupils never elected to
listen to traditional music and 13 rarely did. These numbers changed in the post-test and surprisingly
changed in the follow-up. N=26 pupils, more than half, were not so negative after the programme
about this genre of music (Graph 2).
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Question 2: Do you prefer listening to Greek traditional music?

30

25

20

M pre-test
15

M post-test

10 m follow-up

Never Rarely Sometimes  Often Very often

Graph 2

As Greek traditional music played a fundamental role in our society in the past, there are many
adults who prefer listening to this type of music and buy or collect CDs with traditional music of their
origins. As mentioned earlier, teenagers are likely to be more or less influenced by their close
environment. The answer to this question underlines to what extent they have realized or not that
people of their environment own CDs of this type of music. It can be noticed that in the pre-test 12
pupils mentioned that there were none in their homes, a number which reduced in the post-test and
the follow-up. It seems obvious that the quantity of compact discs did not increase suddenly, but
perhaps that adolescents may have started searching for them (Graph 3).

Question 3: Have you,/or your family got Greek traditional music CDs?

20
18
16
14
12 A
10 ~

M pre-test

M post -test

m follow-up

O N OB O 0
|

None A few Several Many

Graph 3

Music — lyrics — and movement as a unity constitutes Greek traditional music. The provision of
Greek traditional dance lessons allows an opportunity for participants to come into contact with
rhythms, music and customs of Greece and (it was hoped) to develop a more positively objective
opinion and attitude towards this type of music. Overall, just a few pupils had attended Greek
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traditional dance lessons, which were provided in school at the end of their regular school lessons.
Lessons were officially organized by the Municipality and participation was free. According to Graph 4
below, the majority of pupils had never attended dance lessons (23 pupils) and just a few of them had
attended in the past (15 pupils). Follow-up research showed that, in the following school year,
approximately 10 pupils were interested in taking dance lessons (Graph 4).

Question 4: Have you ever attended Greek traditional dance lessons?

25
20 A
15 A M pre-test
10 - M post-test
m follow-up
5 -
0 -
Never Years ago Recently
Graph 4

Especially in the summer, in and out of the towns, traditional feasts take place with the
participation of people of all ages. People dance and sing altogether during these feasts and have fun.
As Graph 5 shows, in the pre-test 14 teenagers disliked this kind of participation and events, but they
changed their minds in the post-test and the follow-up, as they partly enjoyed their participation in
these feasts.

Question 5: Have you ever been to Greek traditional feasts?

25
20
15
M pre-test
10 W post-test
m follow-up
5
0]
Hate Dislike Partly like Like Like very
much
Graph 5

Question 6 "What is your opinion on Greek traditional music? (Elucidate your opinion fluently)”,
was designed as an open question aimed to urge pupils freely to express their opinion about Greek
traditional music. Answers in the pre-test showed that pupils had a preconception towards this type of
music, as 20 of them, approximately half, responded totally negatively. After intervention, it would seem
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that pupils realized the connection between Greek traditional music and Greek cultural heritage,
understanding its importance for Greek society. This is clearly underlined, when 20 pupils, the same
number as before, adopted a justified positive response at the end of the research. The number of
these answers changed slightly in follow-up (22 pupils). Comparing the justified negative responses in
the three questionnaires, we can notice that some pupils are still negative towards this type of music,
but, simultaneously, they have formed their opinion and they are ready to elaborate on it. As a result,
the number of unjustified positive responses diminished (Graph 6).

25
20
15
M pre-test
10 M post-test
m follow-up

Totally Justified  Unjustified Justified  Indifferent
Negative Negative Positive Positive
Response  Response  Response  Response

Graph 6
jii. ~ Pupils’ opinions
In the open question, the sixth one, participants provided textual opinions. From the example
responses cited below, we notice the way Yorgos and Evangelia formed and changed their views
during the implementation from the pretest, to the post-test and the follow-up study.

"I dislike Greek traditional music. Nobody else listens to it."
(Yorgos, Pre-test)

"Greek traditional music is definitely an important part of our culture, even though it is
not my favorite kind of music. I prefer pop music.”
(Yorgos, Post-test)

"Although I dislike Greek traditional music, I believe that traditional music is significant
for each culture. It expresses the features of every society.”
(Yorgos, Follow-up)

"I dislike Greek traditional music, because it doesn’t address to my age group.”
(Evangelia, Pre-test)

"Greek traditional music has played an integral role in Greek music evolution.
Personally, I prefer listening to pop music, as I am more accustomed to it."
(Evangelia, Post-test)

"We should be very proud of our music, even if it is not our favorite.”
(Evangelia, Follow-up)
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7. CONCLUSION

The data analyses indicate that, although teenagers may come into the music class with a
negative attitude towards Greek traditional music, a positive experience on a music course opens the
possibility of a change of mind. It is perhaps likely that at the end of the series of lessons pupils might
have changed their mind towards this genre of music as they may have been influenced by their peers,
but it is really important to underline that they sustained the same opinion after a period of time. In
addition, pupils who still had a negative approach to this music genre nevertheless reported that they
appreciated it and understood its importance to our cultural heritage. Interestingly, they observed that
Greek traditional music plays an integral role in society and that it can also play the same role in their
life. Thus, they participated in Greek traditional dance lessons and they were not absolutely negative in
their opinion elucidation afterwards. They were able to respect Greek traditional music and form a
more rationale point of view, even if they had a negative emotional engagement with it. On the other
hand, we have to take into consideration that just one course is not enough to transform pupils’ views.
This may be the main reason why all pupils who were negative were not able to give a justified
response during the follow-up study.

Taking these conclusions into account, we have to find attractive ways to sustain this music topic
over time, in order that pupils do not to lose contact with this genre of music and learn more about it.

8. DISCUSSION

The potential power of a series of music lessons to transform pupils’ music preferences and
dispositions and teacher effectiveness is also exampled in Perakaki's (2006), Delsing et al. (2008),
Dinopoulos’s (2010) and Green's research (2007). They all agree that if music educators plan their
lessons based on music activities that can motivate students, such as using thinking skills, new
technologies and informal ways of learning, it is possible for pupils to respond positively and change
their dispositions towards a genre of music.

A music educator should remember that the way they present the type of music to their pupils is
crucial and plays a fundamental role in their preference cultivation, especially when they are not
acquainted with this genre of music (Papapanayiotou, 2009; Stavrou, 2006). It is really fundamental to
follow such a teaching approach, as we want “to make pupils more aware and open-minded, both in
relation to whatever music has already contributed to their identities and to a wider range of music
lying beyond” (Green, 2007, p. 243).

On the other hand, we have to take into consideration that students prefer the music lessons to
incorporate a genre of music which addresses their age and taste, such as modern music
(Ekonomidou-Stavrou, 2007).

A balance of both is presented as the best solution to this problem. According to the aims of
music and aesthetic education, pupils should understand the music of their environment both now and
later in life, acting without preconceived notions as far as possible. As a result, the presentation and
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contact with all genres of music will help them to encode their musical environment in the present and
the future. The music lesson can prove to be a catalyst “for broadening teenagers’ musical identities,
which are perhaps, not necessarily so imposed by the mass media, or so narrow as they might have
been at first” (Green, 2007, p. 243).

Furthermore, music education aims to broaden students' understanding and appreciation of
various styles of music and aiming to change students' attitudes (preferences) toward unfamiliar styles
of music, as a result of exposure and learning about new types of music (Hugh, 2000; Teo, 2003).

In a nutshell, musical preferences are differentiated during the course of life, as each personality
develops and changes (Papapanagiotou, 2009). Music is a great teaching tool with which music
educators can become effective (Brewer et al., 2011) and help pupils to overlap borders and obstacles.
Thus, they can broaden their musical minds and their perspectives, obtain positive dispositions towards
different musical genres and construct a life-long relationship between music and themselves.
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"Me tov XproTtou SoUAeWor apavTaoTor SNULOUPYIKA. Agv glvat SIKN pov SOUAELX oL MEpaec.
‘Ooo elvan SikA pou etvat kat Stk tou. Moatl, acdANAogpeBIlOpTTOV EVa TTPAYUX. AOUAEVE eKelvOC
TIGvw aTov Nxo. Ekawve pior evopxNoTtpwan Tou Adyou. MoAUTIUn. Aev EEpw W Ba TNV Eovakbvw
TIOTE. NoTl XOPOKTNPLOTIKA N AV TOU TN MEPO TIOL TTEBOVE O ElTTE: KA TP €0V Tl Bax Kawvelg"

Me ouTOV TOV OpECO Kol yAowupo Tpomo o Kapolog Kouv eflotopel kat aloloyel o€
vToKlhovTtep TnG ET1 Tn ouvepyaoia tou pe tov Mawvvn Xpnotou yx toug lMepoeg. O Kouv
TIEQLYPAPEL EK TWV €0W aUTO Tov N Avoaotacio Zwwpn, oto BBAlo To omolo mapouotaloupe,
oVOPEPEL WG plot oMo TIG EUTUXEOTEPEC OTyHeG avaPlwaong apxalov SPAUTOC TOV EKOOTO
QULWVO, 0KPLBWE AOYW TNG UTIOSELYUATIKNG LOOPPOTIAG TWV TEXVWY O piot TTpaaToon OTtov TO
opxalo SpaUa AVTILETWTIOTNKE LE ETUTLX (X WC OAKO £pYO TEXVNG,.

H emBoAr) Tou oknvoBeTn (KATL TIOU AElTEL OO TO OUYKEKPLUEVO QvEROOUO) Kol N
OUVOEOUEVN HE QUTH HOVOKPATOPlal TOU AOYOU QTOTEAOUV SUO oMo TIC SOTIOTWOELC TIOU
Slamepvouy To BIBA0 TNC Zlwwn. H ouyypapea HEAETA TIG TIPOUETPOUE QUTEC OTO TIAXICLO TNG


mailto:kchardas@auth.gr

YEVIKOTEPNC ALOBNTIKNG KA LOEOAOYIKNG TIPOTEYYIONG TIOV ETIXELPEL ylar TIC avaBlwaelg apxaiou
Spapatoc oty EANGSa. Me dAAa AOyLa, ouTO TTIoU KOBIoTOTOL COPES oo TNV apXn Touv BiBAlov
elval 0Tl 0 avoyvwaoTng Sev exel ava Xelpag plar ovaoKoTNon TNG MOUOIKNG Yo apxaio Spdua
otV EAAGSO - av Kal KAToyPAPETOL KO CUMUETEXEL OTNV QVOAUON EVOC TIOAU ONUAVTIKOG
opBPOC avoBlwoswy omod Tov 190 auwvor €we TG PEPEC HaG. AVTIBETO, ol TPOooeyyIgEl OTo
aveBaapa apxatou Spauatoc avTipeTwriidovtal, OTWEG elval PavePO Kol amO TOV EKTETAUEVO
oA akplBn TiTAo Tou BiBAlou, oTo TAalClo TNG SlEpeVNONG TOU OSIOAETTTOU SIGAGYOU TNG
VEOEAANVIKNG TOUTOTNTAG HE TNV EAMNVIKA opXoloTNTA. H  Ouyypopeag KOVeEL AOYO YL
'OTOKWALKOTIOINON' TWV OXECEWV aPXAOTNTOC Kal VeOTEPNG EAAGSOC LEdar amd TN UEAETN TOu
POAOU TNC UOVOIKNG OTIG 0VOBLLITELC oUTEG (0. 13).

Mo Vo ETTUXEL OVTOV TO OTOXO N 2PN XPNOLOTIOEL TPELC SIAUPOPETIKEG UEBOSOAOYIKEC
'VPOUES' Ylor Ta Tplor Keohaua Tou BIBAIoL. H amapaltntn ylo TNV €l0oywyr) TOU avoyVwaoTn OTO
Depa 'ypapuikn' lotoptkh aghynon (amo tov 190 awwva wg To 1940) Tou TpWToL KEPoAaiou
Slvel Tnv Beéon TNC 0Tn BeuaTikh TPOoeyylon Tou SeuTEPOU  KePaAatov, svw To BBAl0
OAOKANPWVETAL e TN oLlATNON TWV "EEXWPLOTWY TIEPITTWOEWV" TOV ANuTEN MNTPOTIOLAOL KAl
Tou lNéwvn Xprotou. Kat oTIC TPELC TTpoaeyyloelc n épeuva oTnpleTal 08 TTANBWPEA TIPWTOYEVWIV
Kot SeuTepOyeVWVY TINYWV. Ol TIPWTOVYEVEIC TINYEC TIEPAXUPBAVOUV KPLTIKEG, TIPOYPGUUOTO K.O.,
EVW Ol OEVUTEPOVEVEIC ETUKEVIPWVOVTAL OTNV  LTIAPXoUoX  BIBAloypapiar  (Vyxpovn Kol
TIOAXOTEPN) VI TNV avaBlwon Tou apxaiou SpduaTod. Mapd TNV SIXPOPETIKN LEPUOXNOT TOUG
O0TO TAQIOIO TWV TPWWV TIPOCEYYITEWY TIOU QVOPEPBNKAY, Ol TINYEC Kol 0Tl TPla KE@OAoux
apopolwvovTal o pior (wvtovn agrynan, TnE ool 0 KUpLOTEPOC TOXOC Elval N avadeLlEn Kal N
oul\TNON TWV AOBNTIKWY KAl LOE0AOYIKWY (NTNUATWY TIOL  ATITOVTOL TWV  SIPOPETIKWV
OLYXPOVWY TIPOCANPEWY TNG EAMNVIKAC QpXXOTNTAG,

To BIBAID KOAUTITEL EVar HEYOAO KEVO TWV TIOAITIOTIKWY OTIOLSWV Yo TN VeoTepn EAGSQ,
EVW, TOVTOX POV, OVTIKATOTITPILEL TO QUVEAVOUEVO EPELVNTIKO EVOLPEPOV VIO TNV KPLTIKI UEAETN
NG EMNVIKAG apXALOTNTOC KAl TN OXE0N TNC KE TNV avTIANWN TNC VEOEAANVIKNC TaUTOTNTOC.
Onwe avadeKVUEL N Zwgn, Pexpl kow Tn oekoeTiar Tou 1950 aKOun Kol Ol KPLTIKEC YLt TIG
TIOXPOOTATELC aPXaloL SPAUATOC QVAPEPOVTAV OTN HOUCLKA Kuplwg Pe B&on TO KPLTAPLO TOU
TIOOO TIETLXNHEVA UTTOPEL QLT VO LTINPEETNOEL Tov AOyo. H Kuplapxla ocuth) Tou Adyou
QVTAVOKAXTOL, TIOTEVW, KAl OTNV €PELVNTIKN Asupudplar ylor plor KPLTikn Bewpnon te Beong Tng
HOVOIKNG - &lel va onuelwBEl OTL, N HEXPL TIPOCPATA LOVOSIKN ONUOCLEVUEVN LEAETN UE OTOXO
ulo YEVIKOTEPN OMOTIHNON TNG HOVOLKAG VIO TIXPAOTATELC APX X0V SPAUTOC ETUKEVTPWVETAL 0TI
TIOPOOTACELC TNV ETO0MWPO Kot EXEL IOLAUTEPO ELCOYWYIKO XAPOKTNPA (YeYovog TIou oxeTideTal
KO UE TO OTL UTIOYPAPETOL OTIO BEXTPOAOYO).

MO CUYKEKPLEVD, N YPOUULKI opriynon TOU TPWTOU KEPOAXIOL SLOTPEXEL TNV TTPWTN
Teplodo MaPaaTATEWY apxaiou SPAUAToC (omo Tov 190 atwva ewg To 1940) Kat ETUKEVTPWVETOL
OTOV POAO TIC HOUOIKNG OTIC TIXPOOTACELC OVTEC. H Ziwn opxika xapakTnellel tnv avoBiwon
TOL oPXaloV SPAUATOC WC "Ua POPOVTIKNA XElpovopior kaBwg e€ldavikeVel TO apxalo TTapeABOV"
(0. 27), eV, OLYXPOVWC, VOSEIKVUETAL O EQVIKOC XPAKTNPOC TIOL OTIEKTNOE N YAWOOQ, O OTI0l0G
KoBOpLoe TNV TpwToKoBESPIa TNG O OXECN WE TN POVOLKNA. Evw, dnAadr), o Aoyog emauée tnv
ETTOXN OUTH "TOV ONUOVTIKOTEPO POAO OTN CUVELCPOPY, TN SLOPOPPWON KoL TNV ETIKUPWON

EBVIKWV IOEOAOYLWV", N HOUCIKA YVOTAV QVTIANTIT w¢ omapaitnTto peco Yuxaywylog (o. 31).
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Qaoto00, petd To 1890, OTIWE AVOAUEL N ZLWPn, N VIOBETNON YEPUOVIKWY cuoONTIKWY TIPOTUTIWV
QVTAVOKAXTOL TOOO OTNV eVOUVAUWON TOU POAOU TNC MOVCIKAG, 000 Kol oTnV (Slal TN HOUALK)
TIou Xpnowdomoleltat. 2to mAadolo ¢ "Etaiplag utep Sidaokonlog apxalwy SpoudTwy" Tou
Fewpylou MotpiwTn (TMou 1dpLBNke Tto 1895) Kot pe TN ouvepyaciar Twv cvvBeTwy Iwavvn O.
JokeAMoplon kot Mewpylou Moy Tikou avamTOOCETAL N TIPOTEYYLION OTO oPXaio SPAUN WE HOUTIKO
Spda. H ouyypapeac amoKOAUTITEL TIIC YEPUOVIK G TIPOTUTIA BplokovTat THow amod TIC IOEEC TWV
TIOPATTAVW, CUPPWVO JE TIG OTIOLEC N OVOLKN Bewpeltat "'n "Puxn' Kot &pa n TIo ONUOVTIKA TEXVN
OTNV TIAPAOTAON ToU apxaiou Spapuatoc, TipoadidovTtag, emiong, eval SISAKTIKO / ETULOPPWTIKO
pPOAO Ot auThV (0. 52). H xpron SnuoTikwy kot BulovTivioy HEAWSIWY OTIC TIOPOOTACELS OUTEC
eEKPPACEL TNV Sla 1beoloyikh apeTnpla, N oTolar AVTAVOKAGTAL 0TNV Bewpla TNC TIOAITIOUKNAG
OUVEXELOC TOU €0VOUC HECO OTOUC UWVEC. ‘OTwe avadeKVUETAL Kol 0To LTIoAoTo BiBAlo, n
Dewpla TNC OUVEXELDC TOU EAANVIKOU TIOAITIOMOU OO TNV OpXUOTNTX €WC TIG HEPEC HAG
Slapgaou Tou BulawvTiou Ttalpvel SIPOPETIKEC TUVBETIKEC LOVCLKEC EK(PAVTELG O OAN TN SIOEKELX
TOU EIKOOTOU KOl TOU EIKOCTOU TIPWTOU QULWVE, TIXPAUEVOVTOC, NON amd TNV €Moxr auTh, (owc,
TO TIO OTOBEPO onuelo SloOAOYoL TWV AVERNOUATWY opXaiou SPAUOTOC HE QVTIAAWELS TNG
VEOEAANVIKNG TOUTOTNTAG. 2TO TPWTO KEPOAQLO oulnTIEToL €TONC N OVTAVOKAQCN  TWV
TIPOBANUOTIOUWY TOL YAWOOkoU (NTAPATOC OTo avéRaoua apyxaiou Spauatoc. Omwe e
ofudepkela TapaTnEel N 2N, To IGEOAOYNUO TNG TIOAITIOUIKAC CUVEXELOCG IKAVOTIOLE(TOL KUplwC
LECW TNC MOUOIKNG amd To MoTpiwTn (0 omolog NTaV UTIEPLOXOG TNG KoBXpeLoOUoOC Kol
XPNOLLOTIOIOVOE TO TIPWTOTUTIO apXaio KEPEVO OTIC TPAOTAOELC TG Etauplag tov) kat tov
KUKAO TOU, Ko, TNV (Sla €TT0x T, atO TOUC SNUOTIKIOTEG MECW TNG YAWOOOC.

Eval €TOC-0pOCNUO YLl TNV TIPOTEYYLIAN TOU apXalou SPAUATOC TTOU OVOSEIKVUEL N priynaon
TOL TIPWTOL Kepohalov elval to 1927. Elvatl n xpovi&d Katé TNV OTola TIHPOVCIAOTNKE O
MpounBéag Asopwtng Tou AloxVAOU, O Youaolkh Tou KwvoTtavtivou Wéxou kat oknvoBeoto tng
EVag MoAuep-ZikeAavol Kot Tou [Mavoyiwtn Kohoyepikou, 0to TAadolo twv A’ AeA@KwV
Eoptwy, KaBwc Kot n EkABNn tou Evpumtidn o€ povotkn Tou AtuiAtou Piadn kot oknvobeoiar Tou
dwTtou MoAltn. H pouoikn tou Wayxou, LoVOPWVIKA Kal Ypoupevn o BulovTivh TIoPOONUOVTIKN
yloo To XOPIKG, omnxel T ommOWelC TNC ZIKEALWOU Tepl ayvoTNTaC Kol KaBapoTnTaC TOu
EMNVIKOU OTolXElou. H Ttpocggyylon ouTh OUOIOOTIKA ONUOTOSOTEL TO TEAOC TNG TAPEdOONC
YPOAPNC HOVCLKAG Yo apxato Spaua n omolar otnEllOTAV OTOUC OTTOKAELOTIKOUG SECUOUC TNC LE
™ BulavTivh HOUCIKN TIAPAS0aN Kol TO EAMNVIKO SNUOTIKO TPoyoudl. AVTIOET, N TIpooeyyLon TOU
Pladn eykawviadel pla vear emtoxn, NG OTolog Tar «BaCIKa XPOAKTNPLOTIKA Elval apevoC n xpnon
OLYXPOVWY EVPWTIOIKWY HOVOIKWY IOLWHATWY, QPETEPOL N TILO AEITOUPYIKI EVOWHATWON TNG
Tapadoong» (0. 82). To ouykekpluevo TuNnpa Tou BiAloy, kata to omolo n Zwwyn cudnTd TN
LOLCLKN Tou Waxou Kol YEVIKOTEQD TNV TPOCEYYION OTO opxalo Spapa oTo TAAUCLO Twv
Aehpikwv EopTtwv oe axean pe T AeA@ikn 160, Tiq Bewpleg TNG MAAUED VIO TOV TIPWTAYWVIOTIKO
POAO TOU XOPOU KL TNV QVAYKN QVTAVOKAGCNCG TNG TIOAITIOPLIKAC CUVEXELNG TOL EAANVIOUOU 0N
LOUCIKN KoL, TEAOC, TNV LTOSOXN TwV AEAPIKWY EOPTWV omoTeEAEl, KOT& Tn yvwun Tou
UTIOYPAPOVTOC, EVO OO TA TILO KATATOTIOTIKA KOl eVSLapEPOVTA ONpela Tou TIovAuoToc. Emtiong,
N 2wPn KAVEL ot T SlaopoTtiolinon Twv Bewptwv TNC MaAUEP HE TNV TIPOCEYYLON Tou Puadn
kot Tou [MoAltn otnv EkdBn, otnv omola n gpgacn Slvetal 0To ToPov av Kot ol Seopol e TNV

Tapadoon Tapapevouy oefactol. Q0TO00, OTIWC OMTOKOAUTITEL N CUYYPOPEXC, OTOV QVTIToda
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NG aLoBNTIKNG TIPOCEYYLONG TIOV (PEPVEL N MOUCIKA Tou Piadn (n omolal cuvavTaTal emiong otn
LOVCLKN Yl opxado Spoua KaTd ToV MECOTIOAEO amd OUVBETEC OTIWC 0 Maplog BapBoyAng, o
AnunTeENg MNTPOTIOVAOG, K.O.), KO TN BETIKNG LUTTOSOX NG TNG GO TN UOUCIKOKPLTIKN TNG ETTOXNAC,
BplokovTtat Ta ypamTd Tou cLVOETN MewpPYlou AQUTTEAET, O OTIOlOG BETEL TNV, OPKETA EWAN, EVVOLX
NG QVTIKELMEVIKOTNTAG OTNV TIPOCEYYION OTO TIOPEABOV WC KUPLO KPLTAPLO oEloAOYNoNS TG
LIOLGLKNC Ylor opXalo Spoa.

FEVIKOTEPD, Ol SIUPOPETIKEC TIPOCEYVYICELG OTN HOVCIKN apxaiov Spopuatoc omd EAANVEQ
OLVOETEG QVTIKOTOTITPICOLY  SIAPOPETIKEC TIPOCANWELS TNG €VVOlaG TNG EAANVIKOTNTACG. 2TO
Seutepo Keahawo Touv BIBAOU N ZwwPn BETEL TNV evvolar TNC EMNVIKOTNTOC OTO ETUKEVTPO,
e€eTAlOVTOC TNV EKPPOOT TNG TOCO LECO OO Tal aveRGOUaTa apxatov dSpapuatog pexpt to 1940
KO TNV KPLTIKA TOug LTtodox N (Ta oTtola NEN TIAPOVCIACTNKAY OTO TIPWTO KEPAAXIO) OCO Kol ATt
OUT& TIOL OXKOAOVBNTAV HEXPL TIG HEPEC HOC. H YPOUULIKT SlEPEVVNON TNC SIOPOPETIKNG EKPPOTNCG
NG EVVOLOC TNC TIoPad0oanc atnV opxn Tou KepaAatou Sivel TNV eukauplor OTOV avayvwoTn Vo
OAOKANPWAEL TNV EIKOVX TNG LOTOPIKNG SLACTACNC TOU BEUATOC, HE TNV 0VAPOPG OE CNUAVTIKOUG
OULVOETEC TIOU QOXOANBNKOV LE HOUOIKA Yl TIHPAOTACELC apXalou SpAUaToC, Omwe o Mikng
Oe0dwpikNe, 0 Mavog XatdldakIc, o Mavvng Xprnotou, o Oeodwpoc Avtwviou, K.o. Idlaltepa
SLPWTIOTIKN €lvat N ou{NTNON TWV TIPOCTEYYITEWY Tou Oe0dWPAKN Kot Tou XATSaKL. OETOVTAG
Eva €VPUTEPO TAGKOLO agloAoynong N ZwWn avadelkVUel TNV LOEOAOYIKN / ETIHOPPUITIKN
Siatoon mov Sivel 0 Oe0dWPAKNE TN UOUCLKN TOU yla apxato Spoual (OTIWC, (PUOLIKY, Kal O
LEYOAO LEPOC TNC UTTOAOLTING LOVCLKAC TOV) O avTISIOOTOAN HE TNV CLUXVA ATMOCTACLOTIOINUEVN
KO ELPWVIKA StéBean Tou XaTdl&AKL TTPOC TNV EANVIK oXaloTNT, N OTtolot AV TIKATOTITEIlETON
KO OTIG ETIAOYEG TOUC (TN 0Opr| TIPOTIUNGN TOL TIPWTOL Yyiar Tov Euptmidn kat Tou SeuTEPOU YL
TOoV AploTopavn).

EkTOC¢ amd 1o (ATNUOC TNG XPNoONG TNC ToPAdoong To LTIOAOTA  BELOTA  TTOU
QVOMTUOOOVTAL OTO KEVTIPIKO oUTO pEPOC Tou BIBAIoL elvat: n Béon TG HOUCIKAG Yo apxado
Spaua 0To SlToA0 AVTOAN-AVCN IOV XXPOKTNPEIEL €V YEVEL TNV avTIANWN Kot SLOOPPUICN TNG
VEOEAMNVIKNG TOUTOTNTOC, TO (NTNUA TNC LEPAEXNONC TwV TEXVWY OTO QVERCUa apxaiov
SPAUOTOC KOl O POAOC TOU OKNVOBETN, N OXEOn TOL QVERXOUATOC apXaiov SPAUATOC PE TO
LOVTEAO TNC OTIEPAC, KaXBWC Katl 0 SIGAOYOC N N avTIMOPABECN TWV TIPOTEYYICEWY 0TO apxalo
Spoua LETAEL EANGdaC kat Avong. ‘Ocov awpopa T Slaxelplon Tou apxatov EAANVIKOU KELWEVOL, N
Jlwwn TV €€eTAEL OO TNV TIAEUPA TNC KPLTIKNG, TWV CUVOETWY KOl TNG NYEUOVIKNG among Tou
EBvikou Oedarpou. H culAtnon auT KoBWC Ko oUTH TIOL VAT TUOCETOL 0T CUVEXELX KOl opOPX
NV €MPOAN TNC OKNVOBETIKNG amoWng Kot TNV SUOTILOTION OTO HOVTEAO TNC OTEPOC, LTIOYPOUULCEL
TOV ONUOVTIKO POAO TIOU £XEL TTalEEL N YAWOOO OTOV TIPOOSIOPLOHO TOU '€BVIKOV’ OTO VEOEAANVIKO
TIOALTIOPO ToviovTag, TAUTOXPOVE, TOV ONHOVTIKO €BVIKO TIOAITIOMIKO POAO TIou amtodoBnke og
SLXPOPEC (PACELC TNG VEOTEPNC EANGSOC aTnV Texvn Tou Beatpou (0 avTimopaBeon, T.X., HE TO
eldoc¢ e omEpaQ).

[Bladtepn avaopd oéidel oto TENPA Tou BBAOU TToU aPlEPWVETAL TNV avadipnon Twv
OANAETUOPATEWY EANGOOC Kot AVONC O OXEON WE TNV TTPOCANWN TNG EANVIKNG apXXOTNTOG. 2€
EVO OO TAL TIO 'duvaTa ' onuelor TNG HEAETNG, N ZIWWN OVACKOAEVEL TNV ETUPEON TWV LOEWV TOU
Baykvep, Tou Nitoe Kot OAWV FEPUOVWY PIAOCOPWY Ylat TNV €AANVIKT 0pXOUOTNTA OTOUC

EAANVEC SLaVOOUPEVOUC KOl KOAATEXVEC, KOBWC Kol TNV ouxvn SUoTIOTIo Ko KPLTIKA StaBeon
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TWV TEASLTAlWY TIPOCG aUTEC. Elvan Slaltepar evdlapepoy, TIOTEVW, TO TIWC N EAANVIKNA ekdOXN
TWV YEPHOVIKWY aloBNTIKWY TIPOTUTIWVY (UE ETUKEVTPO TNV evvola TNG €6VIKNAC "PuxNc) ylveTow n
B&on TNG KPLTIKAC 0TAONG TwV EAMAVWVY amevavTl oTnv TTpOcANYn TNG EAANVIKAC opXoOTNTOG
omo un EAANvec.

JTO TEAEUTOUO KEPOAXIO N CLYYPAPEDC OOXOAETAL PE TIG EEXWPLOTEIC TIEPUTTWOELS TOU
MnTpomovAou Kot Tou XpnoTou. H iAoy Twv U0 OUTWY CUVOETWY TIPOEPXETAL OO Pl
EUPOVA TIPOOTIAOEL AVASELENC TOU CNUAVTIKOU POAOL TIOU ETTAUEE N LOVCIKI OTO YEPUPWUX TOU
XWPOU Kol TOU XPOVOU OTA AVERBACUOTO apxaiou SpduaToc. ‘OTw XAPOKTNPIOTIKA QVOPEPEL N
Juwyn, "N HOLOIKN 'Ye@upwVEL TNV EANGSa e TN SUon Pe TPOTIOUE TIOV CUXVA TIPOTIOPEVOVTAL
TWV TILO TIOPASOCIOKWY KO 'TIPOCNAWUEVWV' OE EAANVIKOUE TPOTIOVE VASELENG TNC XPXOTNTAG
HEOWV, 16lwg owTwyv TNg oknvoBeatac” (0. 198).

To mapov BBAlo amotelel plar yevwwalar CLVEICPOPAE O EVA OUCLOOTIKA AYVWOTO OAAK
Wlaitepa evdlapepov medlo. H TTOAUTIPIOUOTIKT (I0TOPLKY, alaBnNTIK Kal [GE0AOYIKH) TTPOTEYYLION
TOU BEUOTOC AVOSEIKVUEL PE OTTO TPOTIO OUOIOOTIKA XOXPOKTNPLOTIKA TNG TPOoANYNG TG
VEOEAANVIKNC TOUTOTNTAC KA TO SIGAOYO TNG UE TO apxaio Spdua (Uiag eEoupeTIKA ETULOPATOTIKNG
YLot TOV SUTIKO TIOMTIONO OPNg TNG EAMNVIKAC 0pXXOTNTOG), OTIWC TNV TTIOAUTIOIKIAN EKPPOCN TNG
EVVOLACG TNC LOTOPIKNG KOl TIOAITIOULIKNG CUVEXELOG TOU eEAANVIoUOU. O offiaiotog Adyog TnG Ziwgn
KOQVEL TO TIOVNUA TNG TTPOORACIUO TOOO OTOV EIOIKO HEAETNTA KAl €0ELVNTH, OCO KAl OTOV QTTAO
ovoyvwoTn. Ta tedlar IEAMOVTIKNG €PELVOC TIOU ovolyovTal elval TTOAA. Tal VoAU TIKA EUPHUXTO
oTnV (Sla TN HOUOIKN ylor apxado Spdua, TIoV Elval EQPIKTA AOyw TOU TIOAVTIUOU OpXElou Tou
EOVIKOU QedTpov, UTTOPOUY VO ovaOEEOUY AETITOUEPELEG TOV TPOTIOU HE TOV OTIOlO N HOUOIKN
AELTOVPYNCE, TIOAEC (POPEC OUTOVOUQ, WG MHiar SLEE0S0C omd TIAYIWHEVEC amOWELS. TEAOC,
ONUOVTIKI TIPOC Wiat oKOWUN TIO OLVOALKT Bewpnaon Tou apxatov SPAUATOC WC OAMKOU €PYOoU
TEXVNC OTN OLYXPOVN HETOPOP& Tou Ba elval Kot n HEANOVTIKA AETITOUEPNC HEAETN TNG
OULVELOPOPAC TNC TEXVNG TOU XOPOU KAl TNG OAANAETIO OO TNC LE TN HOVOLKNA Kol TO AOYO.

JUUTIEPOOUOTIKY, TO BBAI0 TNC Ztwwn eTPefatwvel TN SUVOUN TNC MOVCLKNAG VO apnyeiTat
TIOMTIOUIKEG LOTOPLEC TIAPOAANACL E TOV AOYO Kal UTTOYPOULdEL TNV BepeALLON BEON TTOL KATEXEL
N MPOCANWN TNG EAANVIKAG apXolOTNTAC OTNV KOTOAVONOoN PBOCIKWY OYPEWY TNG VEOEAANVIKNG
TAVTOTNTOC,
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ISME 2014 World Conference

« Registration for the conference will open this week - watch the website for the link to the
registration site.

e ISME and the Porto Alegre COG are negotiating possible discounts on flights for delegates
to the conference - please check the website regularly for any updates on the availability of
discounts.

e The first round of decisions about performing groups has been made and successful groups
have received their invitations to perform. They are asked to confirm their attendance by
31 December 2013. In January 2014 there may be a second round of invitations if some of
the first round groups decline their invitation.

e The deadline for paper submissions has now closed and the review process has begun.
Members can expect to hear whether they are invited to present at the conference by 28
February 2014.

EMC call for contributions

ISME is a member of the International Music Council and, because of that, any ISME member in
Europe is entitled to answer the European Music Council's call for contributions to the Access to
Culture Platform Working Group on Education & learning publication. Information can be found
[here] and note the closing date of 15 December 2013 for short abstracts.

SEMPRE Conference on Music, Technology and Education: Critical Insights

3-4 April 2014, iMerc, Institute of Education, University of London

The submissions deadline is approaching, please visit the SEMPRE website for more information.

ISME World Conference Awards

This new initiative to support early career music educators and those in financial need will be
launched on the ISME website soon. The ISME World Conference Awards are intended to enable
music educators with demonstrated financial need to attend the ISME biennial World Conference
through meeting the registration costs and contributing towards the costs of travel and subsistence.
Awards are normally up to $3,000. Don't miss your chance to apply for support to attend the
Conference or to encourage an application from someone else who you know would benefit from
the opportunity to present or be a delegate at the conference.
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ISME membership January 2014 - December 2015

Members will be aware that membership runs for two years from January to December. Any
member who joins part way through a year receives copies of IIME and newsletters from the
beginning of that year in which they joined and all memberships end on the 31st December the
following year. So, anyone who paid their membership at any point during 2012 will receive a
reminder to renew their membership in January 2014. Their new membership will run from
January 2014 to December 2015. And remember that you must be a fully paid up member to
present at, perform at or attend the ISME 2014 conference.

Contacting ISME

A quick reminder of the e-mail addresses for contact with the ISME admin team:

e For policy, including executive, board, and standing committee issues (e.g. conferences,
sponsorship, partnerships, Commissions, Forum, SIGs, etc.) please contact the ISME
Secretary General at isme@isme.org

o For general enquiries please contact admin@isme.org

o For membership enquiries, please contact the membership secretary at
membership@isme.org

o For website related issues, please contact the webmaster at webmaster@isme.org

o For conference submissions, please contact submissions@isme.org
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Aims and Scope

The Hellenic Journal of Music, Education, and
Culture (HeJMEC) is a new international, on-line,
open-access, and peer reviewed journal devoted
to critical study and critical analysis of issues related
to the fields of Music, Education, and Culture.

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

Notes For Contributors

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

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

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

Images, graphics, and tables:

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

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

Copyright

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

Greek Association of
Teachers (GAPMET)

Website: www.primarymusic.gr
Contact: gr.primarymusic@gmail.com,
maria.argiriou@gmail.com

Primary Music Education
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