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» » » Editorial

It is a great pleasure to invite you to explore the richness of content within the latest

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

The opening article by Laia Viladot, Markus Cslovjecsek draws on the authors' work
within the team-based EU Comenius Project 'European Music Portfolio: A Creative Way into
Languages' (EMP-L). The project was completed in 2012 and has been subsequently extended
into an EC-funded music and mathematics programme (EMP-M) that is ongoing. The goal of
the EMP-L project was to integrate musical activities within foreign language education to
explore how teaching and learning in these two disciplinary areas could be mutually
supporting. The European team's research was designed to lead to a range of professional
development courses for teachers. The article reports on the course enactment in different
countries and the reactions of the teacher participants and is a positive addition to our
understanding of the challenges and potential successes involved in extending professional
development across subject domains. Arguably, neuroscience would suggest that the brain is
holistic in design rather than compartmentalised into school 'subject' areas and so any
pedagogical innovation which seeks to join up learners' experiences as reported is to be
welcomed.

The second article is by Panagiota Papageorgiou and Konstantina Koutrouba and
explores an ongoing and central issue in music education: Is it possible to draw on the musics
of other peoples in a way that is faithful to their roots whilst extending children's
understanding and musical expertise as non-native listeners? The authors review key sources
to address the nature of contested concepts in multicultural music teaching, such as how
teachers might make sense of 'world music' in primary school settings, and report on a recent
(2013) research-based survey of the views of Greek School Advisors. Central foci included
whether the socio-cultural contexts for music should be studied alongside the musical features,
at what age such teaching might begin, whether it was important for children to first learn their
'own' music, and the range and diversity of other musics that might be included in the
curriculum. The article raises highly topical issues, not least in a world in which diversity and
difference are used by some within contemporary society to signal negative perceptions of
‘otherness' and presents findings which touch on the lives of many teachers and researchers
globally.

The third article is by Rina Altaras and seeks to situate what is now a well-known piece of
music, Debussy's La Mer, in its original socio-historical-cultural context in order to explore and
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understand why it was seen as controversial when first performed in the early 1900s. The
article presents a fascinating insight into the prevailing musical expectations of the time,
explored through the lens of a leading music critic writing in a contemporary weekly music
magazine, Le Ménestrel. It is also a timely reminder of the nature and role of popular music
criticism in the perception of musical value.

The final article (in Greek) by Aggeliki Kordellou also has a musicological focus and is an
insightful examination of the relationships between different forms of music and language in
the works of the Greek composer Giorgos Koumendakis (b. 1959). Koumendakis's
compositions (instrumental, vocal, works for the theatre and operas) refer in various ways to —
mostly Greek- works of literature or poetry from antiquity to the twentieth century. The author
examines in sufficient depths all possible categories of music's relation to text in these works
and reaches substantial conclusions as to how a continuous dialogue between past and
present is succeeded; moreover, she demonstrates with clarity the main characteristics of the
composer's work: variety, plasticity, attendance to the detail, innovation and a wide range of
aesthetic choices and directions.

The final contribution in this issue is a report by Jane Harrison on a 2014 conference in
honour of the music scholar, Simon Frith, upon his retirement from academia. The conference

was titled Studying Music and it was held in April 9-12, 2014, at the University of Edinburgh,

College of Art.
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ABSTRACT | Integrated work on different parts of the curriculum is a major challenge for teachers
who have been trained within a system that views the different subjects in isolation. This article
describes the characteristics and criteria underlying the Continuous Professional Development
courses for European teachers (lasting 30 hours), designed within the framework of the European
Music Portfolio: A Creative Way into Languages Comenius Project in order to teach music and
foreign languages together. Specifically, these courses have been developed using the training
models applied in Switzerland and Catalonia (Spain) during 2011 and 2012. At the same time, the
results of some in-depth interviews (conducted with participants on a course) are presented, which
were intended to gain a deeper insight into the different ways teachers (from kindergarten to
secondary education) cope with the challenges of integrated music and language teaching. The
discussion highlights the usefulness of the feedback provided by the interviews as an inspiration for

new ideas to develop more effective and higher quality professional development.

Keywords: integration, music and language teaching, continuous professional
development.

Integration is a complex concept with distinct connotations and it has been defined from various
perspectives. In the educational curriculum, two main lines of thinking may be identified, which respond
to different questions. On the one hand there is an approach derived from reflection and philosophy,
based on the principles of Kant, with basic questions such as: “Why do we teach children? What is the
reason of teaching?”. On the other hand, the concept of integration can be treated from the standpoint
of experience, observation and analysis in schools, more closely linked to questions such as: “How do
we learn? What can be taught? How do we develop the schools and methods needed to support
teaching and learning?” This article focuses on this latter group.
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Generally, schools are geared to discipline-based programmes and therefore students often
accumulate fragmented knowledge unrelated to real-life concerns. For this reason, teachers are mostly
trained in specific subjects and interdisciplinary thinking is not developed in a systematic way (Bresler &
Thompson, 2002). There are authors who claim that it is the structure of schooling — the logic basic to
its organisation and design — that conditions thinking, actions, and methods, and that this is difficult to
change (Kunzli, in press). Nevertheless, there are more and more educational activities adopting an
integrated approach. As is well known, educational praxis is not independent of the philosophies
underlying teaching and learning, nor is it unaffected by social movements (Beane, 1997), and these
now advocate an increasingly holistic and competence-based type of education (Delors et al. 1996;
Morin, 1999), a type of education featuring sustainable development, which promotes and supports the
complexity of integrated learning (United Nations, 2005-2014).

The authors of this article are of the opinion that an integrated approach promotes holistic
education and cognitive gain (in the sense of Boix Mansilla, 2005), and we also agree with Barret
(2001:27) when she suggests that a “deep understanding often depends upon the interactions and
intersections between the disciplines”. However, the literature on the subject does not always mention
“interactions and intersections between the disciplines” but instead describes other approaches to the
concept of integration. For example, Burton (2001) defines three levels of curriculum integration, which
range from the simplest to the most complex and challenging (in terms of classroom and school
organisation). These are: thematic integration, knowledge integration and learner-initiated integration.
Russell-Bowie presents another point of view in his proposal for three models of integration: “service
connections (one subject servicing learning in another subject), symmetric correlations (two subjects
using the same material to achieve their own outcomes) and syntegration, a created word which
indicates that subjects are working together synergistically to explore a theme, concept or focus
question while achieving their own subject-specific outcomes as well as generic outcomes” (Russell-
Bowie, 2009:5). Then again, Beane (1997) takes a completely different stance, with no connection to
traditional discipline-based approaches. This author considers that genuine integration takes place in
educational programmes when a problem based on life experiences is used as a starting point, relying
on situations that break down the boundaries between the different disciplines.

1. ARTS (AND MUSIC) IN AN INTEGRATED CURRICULUM

There are not many studies that discuss the integration of music exclusively; in general more has
been written about the integration of the arts. This is due to the fact that in the majority of curriculums
music is part of art education, despite its specificity.

The work done by Bresler (1995) can be considered pioneering in the sense that it describes
types of integration of the arts (including music) through the analysis of classroom practice in different
schools, not as an ideal construct. Her contribution is summarized by the following integration styles:
subservient, co-equal and cognitive, affective and social. In the first, the subservient approach, the arts
serve the basic academic curriculum in its contents, pedagogies, and structures. The second, the co-
equal, cognitive style, brings in the arts as an equal partner, integrating the curriculum with arts-specific
content, skills, expressions, and modes of thinking. The third, affective integration emphasizes feelings
evoked by and attitudes towards art, as well as student-centred learning and initiative, and it

incorporates ideals of creativity and self-expression that teachers and principals acknowledge are not
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served by the academic curriculum. The fourth style emphasizes the social function of the school and
its role as a community. As can be seen, each of these “reflect some fundamental differences in
assumptions about the relationship of art and art instruction to larger curriculum and educational goals
emphasizing different roles of the arts in school [...]. These values and goals shape the organization of
learning resources and pedagogies” (Bresler, 1995:32).

As regards Bresler's subservient concept, Wiggins argues that it is not integration “"because one
discipline is considered much less important and is relegated to a subservient position” (Wiggins,
2001:42). He calls it: Level 1: teaching tool connections. This author concerns himself with defining the
boundaries between what integration is and what is not, as levels of “connections”. He suggests the
following five levels: 1. teaching tool connections; 2. topic connections 3. thematic or content
connection, 4. conceptual connections, and 5. process connections.

The last integration concept defined by Snyder in his continuum “connection, correlation and
integration”is very similar in meaning to the one described in Wiggins' last level (orocess connections).
In an /ntegrated unit a broad theme or concept is chosen which cuts across disciplines, so each
content area can explore the theme in a meaningful way. The integrity of each content area or
discipline is maintained. Application and synthesis of ideas from one discipline to another is
encouraged, leading students to develop deeper understanding and critical thinking by comparing and
contrasting ideas (Snyder, 2001). On the other hand Krug & Cohen-Evron (2000) defend three
categories of a different nature that do not constitute a continuum. They propose integration as “a new
thing”, planning strategies and sharing concepts.

Lastly, a very recent chapter by Zulauf (in press) has proved very useful, which analyzes the
literature on arts integration and provides a well structured overview. She groups the majority of
authors who have written about this subject into three “families of experts”. While the “families” share
some conceptual bases, the understanding of the issues sets them apart from each other.

2. MUSIC AND LANGUAGE LEARNING: EDUCATIONAL MEETING
POINTS

Apart from the relationships known to exist at a neurological level between language and music
(Patel 2008), these two fields of knowledge have a great deal in common. There are elements basic to
every language and its effective use for communication, such as its melody and prosody (Font &
Cantero, 2008), as well as other similar elements and structures shared by music and language (see
Ludke & Weinmann 2012:30). Consequently, the development of listening and auditory discrimination
skills and the memorization and mimetic reproduction of sounds and melodies are essential to both
fields of learning. In fact, a direct relationship between musical and linguistic aptitudes has been
identified (Gilleece 2006).

We would like to draw attention to the vision of integrated teaching of music and language in
the classroom expressed in the paper Rhyming the Rhythm and Measuring the Metre: Pooling Music
and Language in the Classroom (Casals & Viladot, in press), where inspiring and practical proposals for
such integration are presented. To quote:
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"According to the Common European Framework of Reference for Languages:
Learning, Teaching, Assessment (Council of Europe, 2001), when individuals are both
linguistically and audio-visually competent, they are able to cope with everyday life
thanks to their correct interpretation of contextual messages and their ability to
communicate not only through the linguistic code but also through multimodal forms
of expression — body language and codes from other disciplines such as the arts. The
union of music —as the expression of an intrinsically artistic discipline- and language —as
the expression of linguistic communication—, both with great interactive potential, may
result in the acquisition of the ability to cope in a wider range of cultural and
interactional contexts than those that emerge in a traditional foreign language class.
Furthermore, they facilitate a dialogic complementarity between the discovery of other
traditions and cultures and the learning of other languages apart from those
established by the curriculum. Thus, language and music become tools not only for
learning, construction and communication of knowledge, but also for artistic creation,
assimilation and orientation of one's actions in different contexts” (Casals & Viladot, in
press).
We also think that music has a great deal of potential, through an integrated approach and from
a broad perspective, to help teachers develop attitudes and ways of understanding both teaching as a

whole and single learning processes, which complements the ideas expressed above.

3. INTEGRATION IN CONTINUOUS PROFESSIONAL DEVELOPMENT

Several authors suggest a clear need to provide more creative initial teacher training (for
example see Sawer, 2004). This view needs further assessment, but what is known for sure is that in-
service teachers — those who already have experience in coping with the everyday classroom — prove
to be more creative when working with interdisciplinary material than students in their final year of
teacher training (Casals & Viladot, 2010). Notwithstanding this link between teaching experience and
creativity, we believe that continuous teacher training must contemplate and provide tools to boost
teachers’ creativity.

Other issues considered key to quality lifelong training are those described in the literature by
several authors as "effective” (Lipowsky, 2004; Reusser, 2011; Reusser & Tremp, 2008; Timperly, 2008).
They can be summed up as the following qualities and factors (adapted from Marjanen & Cslovjecsek,
2014):

« focusing on teaching in relation to the school context

* connecting to the classroom situation and the teaching experience of the CPD participants
« clear aims and defined methodological-pedagogical focus

« focusing on the curricular, subject content and the current experience of CPD participants
« focusing on pupils’ learning issues and the understanding of content-specific processes

* co-constructive and dialogue-based framework and methods

* transfer-orientation in design, ideally a combination of phases of input, training, transfer,
realization, reflection and assessment

* creating motivation for co-operation, collaboration and dissemination within and beyond the
school

Hellenic Journal of Music,
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« offering the option of support services

« creating motivation for deep reflection on teacher’s professional habits and pupils’ learning
processes

Furthermore, according to Marjanen & Cslovjecsek (2014) teachers’ professional development
must be supported by a rich professional culture. They also defend that transversal learning in
integrated teaching methodology effects the reconstruction of comprehension.

Lastly, drawing an analogy with Kampilis (2010, in Kampilis et al. 2011) when he states that
“creative thinking” can be taught, in our opinion “integration” is a creative activity that can also be
taught and learnt. We think it important to follow the recommendations of Craft (2003) and
decentralise control in the areas of pedagogy, curriculum, content and teaching strategies, and treat
teachers as artists rather than technicians. Tied in with the idea of boosting teachers’ creativity, we also
consider that CPD courses should promote what Bresler defines as the educational entrepreneur
(Bresler, 2011:11), because CPD provides a space for active and collaborative learning among
professionals and this makes it possible to bring into play — additionally — the entrepreneurship skills
that are so important today.

Having presented an overview of some of the work related to arts integration and explained the
ideas behind our thinking on the integration of music and language, the following questions come to
mind as trainers: How can we foster teachers’ creativity and entrepreneurship through a continuous
professional development course? What are the challenges of integrating music and language teaching
from the teacher’s point of view?

In order to answer these questions, we present, on the one hand, the characteristics and criteria
used in the design of a thirty-hour CPD course that offered training in integrated work on music and
foreign language for teachers from different educational levels and, on the other hand, a small
qualitative study exploring participants’ opinions and thoughts on the integration of the two disciplines
in the classroom. These two parts of the study (Section I and II) are complementary. They required
combined analysis to extract some conclusions and help the authors find ways of improving training in
integration.

4. SECTION I: DO YOU SPEAK... MUSIC? THE EMP-L CONTINUOUS
PROFESSIONAL DEVELOPMENT COURSE

Within the framework of the EU Comenius Project “European Music Portfolio: A Creative way into
Languages” (EMP-L), a consortium of partners from universities, schools and school authorities — with
experts on languages and music from initial and continuous teacher education, and including generalist
as well as specialist teachers — worked together from 2009 to 2012. The goal of the project was to
integrate musical activities in foreign language education and to ascertain how the teaching and
learning of the two subjects can provide mutual support and motivation (EU Comenius Life Long
Learning Programme LLP No. 502895). The main products developed through this international
collaboration were:

« a teacher’s handbook explaining the theoretical framework

« hands-on classroom activities

Hellenic Journal of Music,
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* a pupil's portfolio
« a framework for planning continuing professional development (CPD) courses

CPD programmes were organised in the countries of the project partners as five-day (thirty-
hour) courses funded by the European Union. In lectures and workshops international and local trainers
and experts presented, explored and discussed the EMP-L materials with European in-service teachers
(from the pre-school, primary, secondary, vocational, adult and special needs sectors). The goal of the
courses was to encourage teachers to work more creatively while integrating language and music
learning in their classrooms.

Below, we will refer specifically to the four Do you speak...music? CPD courses organised in 2011
and 2012 in Switzerland and Catalonia (Spain). Owing to the affinity existing between organizers and
trainers in the two countries (in terms of concepts and teaching practices) all these courses shared the
aspects detailed below and their development was quite similar. In this sense, and to facilitate the
discourse, they will be treated as though they were a single course.

In general terms, experiential and creative teaching and learning were fostered by:

» exploring, sharing and reflecting on activities (movement, rhythms, rapping, poems, rhymes,
melodies, songs, playing instruments) that can be used in language and music education

* learning about the theoretical background and philosophy of integrated language and music
teaching and learning

+ developing, enriching and empowering the participants’ music and language teaching skills and
personal competences (holistic learning approaches and skills development)

« instruction in the use of the EMP webpage (activities, pupil’s portfolio, teacher's handbook,
exchange functions)

» sharing ideas for teacher-initiated courses at the participants’ schools and national CPD courses

» providing the opportunity for teachers from different countries to learn about other European
cultures

The idea of providing practical hands-on learning experiences was explicitly intended to avoid
repetitive recipes and, instead, to involve teachers and encourage input through critical reflection and
by pooling ideas, as propounded by Schén (1983). To this end, participants were asked before the
course to study some of the activities available on the website (www.emportfolio.eu), to apply them in

the classroom and record new ideas, variations and follow-ups, as well explaining their own music-
language activities, students’ results, challenges, solutions and ideas that could be shared on the
courses. Different types of sessions were organised to achieve these goals, structured into five
categories with much common ground:

1) The first category comprised sessions that expressed the organizers' deep conviction that a
good relationship and informal contact between participants and trainers is crucial to the success of a
language and music course, i.e. an atmosphere of trust and friendship as the vital basis for taking risks
during presentations and discussions, sharing undeveloped ideas and thinking at the edge. Joint music-
making during activities and shared presentations also generated an atmosphere where it was possible
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to speak in languages other than English as well as discussing the challenges of classroom
management. Other factors important to this first level were good food and accommodation, working
areas and places to relax, achieved by organising the following kinds of activities:

* breaking the ice and getting to know each other

* sightseeing excursions, social gatherings, concerts and informal exchange

2) The second category consisted of sessions dealing with basic disciplinary knowledge and skills
and subject-specific teaching approaches and specific methods. These sessions were intended to
present the actual state of the art in the field of language and music education in an easy and

understandable way to teachers not trained or not feeling confident in one subject area or the other. In
this respect, the course focussed on the following:

« introduction to activities aimed at language and music teaching and learning

* how to teach and develop language skills

* how to teach and develop musical skills

* how to frame learning processes within the possibilities of both disciplines

3) In the third type of sessions the practice and theory of integrated music and language
teaching was presented and discussed. Here, as in the other categories, practical activities and simple
materials provided a basis for reflection and theoretical input. The use of so-called core activities

drawing on very basic, simple and easy-to-adapt ideas enabled participants to contribute ideas for
optional procedures, subsequent steps and further learning. The following aspects were contemplated:

* best practise examples; examples of intercultural learning

« introduction of a ‘grid" as a structuring and planning tool

« introduction to the teacher’s handbook and theoretical framework

* introduction and discussion of the pupil's music portfolio

4) In the fourth category the participants were invited to be creative and develop their own
examples of integrated activities, explain them to the other participants and share ideas for optional
procedures, adaptations and further learning. These sessions also focussed on developing an attitude
of openness and curiosity towards learners’ ideas and discovering the enjoyment that comes with the

challenge of creative teaching and risk-taking while following up childrens’ ideas and proposals. The
following activities were developed to this end:

* creating their own activities and presenting them to the other participants on the CPD course
« identifying individual possibilities of working with materials
+ adapting materials to their own classes and school situations

5) Lastly, in the fifth set of sessions participants were encouraged to further collaborate within
their schools and regions, to share ideas for integrated music and language teaching with their
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colleagues and to further develop a vision of education that contemplates teachers as learners too, and
students as collaborators who generate questions, procedures and insights.

« introduction and use of the e-learning platform and possibilities for exchange between both
participants and classrooms

« discussion of ideas on how to motivate teachers to initiate courses at the participants’ schools
and national CPD courses

Follow-up activities consisted of further contact with other teachers and their classes as well as
communication on an e-learning platform and in the social media.

All the courses were evaluated by both the organizers and the European Union. There is also
ongoing research in the field of integrated music and language education in CPD and initial teacher
training.

5. SECTION IIl: TEACHERS’ VOICES

Following the evaluation made by the European Commission at the CPD EMP-2012 held in
Schiers (Switzerland), which provided general feedback to the organizers, we conducted in-depth
interviews' about interdisciplinarity with five participants (European teachers) to gain a deeper insight
into the different ways in which teachers deal with the challenges of integrated music and language
teaching. As well as exploring their opinions on integration (results pending publication), we asked
them about their expectations, perceptions and needs in the area of integrated music and language
teaching in order to obtain ideas to foster more effective and higher-quality professional development.

The five participants (four women and one man) came from different European countries. Three
were music teachers and two were language teachers. Two of the three music teachers worked at
primary schools and the other at a secondary school. One of the language teachers worked at a
combined primary/secondary school, and the other at a pre-school.

Each interview was treated as a case study, using a bottom-up analytical process based on
emergent data and with no pre-established categories (Strauss & Corbin, 1990). It should be pointed
out that although the interviews were carried out in English — because this is the lingua franca of the
CPD — it is not the mother tongue of any of the participants.

The analytical process involved several steps and procedures. The first step was to highlight each
participant’s most significant ideas on interdisciplinarity. Second, a concept map of the discourse was
drawn up to link each participant's opinions. This step was followed by the conceptualization of each
opinion. At this point of the analysis, a list of all the concepts identified in the interviews was made. It is
important to point out that some concepts emerged in all the interviews and some were the fruit of
isolated and idiosyncratic insights expressed by the different participants. Following this process of
conceptualization the concepts were arranged hierarchically in order to group them into a reduced list
of categories. The reasoning behind this step was to find out which concepts were most repeated and
appeared in every interview and which concepts were less relevant in each interview. An observer

' The interviews were conducted by Dagmar Widorski, Chair for Education Theories and Interdisciplinary
Teaching, University of Applied Sciences and arts North-western Switzerland.
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external to the research reviewed this process and helped the researchers to reach a consensus on the
formulation and identification of the following five categories:

1. Teacher's educational approach

For these teachers, education is the process that results from the interaction of both the teacher
and students in a classroom, where the teacher has the role of guiding the students. In this process, the
teacher brings the world to the student as it is, i.e. in a way adjusted to the students' natural holistic
way of learning. Tanja (a preschool teacher) says: "You have to show things to children. You see this is a
tree, try to sense the tree, try to explain what colour it is.”

2 Teacher's attitude

It is important that teachers are open to both their own reality and the specific conditions of the
class in order to relate to their students as individuals with their own interests and particularities. As
Oana (primary school second language teacher) points out: “It's very important to have conversations,
to be open to ideas, to share ideas.”

3. Methodology

The methodology takes a critical approach to the traditional curriculum and language textbooks
in the sense that these teachers, with the aim of raising motivation in the classroom and improving
interaction between themselves and the students, adapt the methodology to their own teaching
preferences and interests and also to the students' motivations and spontaneous suggestions, instead
of implementing it as an instruction manual. More specifically, they use music as a strategy to introduce
and work on language content. As Silvia (@ secondary school music teacher) admits: “We have a
textbook; sometimes [ use it all the time, sometimes I use it a little bit and I add my own material.” Anna
adds: "I can assure you that if you give pupils the opportunity they come up with all sorts of things.”

4. Requirements and Need's

In order to promote projects for content integration in the classroom, centers need to allocate
time slots to teachers inside their school timetables, where they can work together, discuss and plan
projects. As Tanja (a pre-school teacher) points out: “You have to be able to work in a group. It's better
because there are more ideas.”

5. Teacher's conception of music

Music is regarded as an essential tool for social interaction between the teacher and students in
the classroom. It is understood as the vehicle for sharing, expressing and offering. Anna (primary school
music and English teacher): “It's so many things. It's communication, feelings, being free. It's sharing
and doing something together. And it's also a way to express oneself and give.”

In addition, the teachers cited four factors linked to their expectations of being able to implement
integrated teaching of music and a (foreign) language after received training in EMP-L CPD. These
were: content learning; methodologies in the class; pupils’ behaviour, and the teacher’s own wellbeing.

As can be seen, their expectations are linked to the hope that using an integrated teaching
approach promotes music and language learning, and also to the implementation of new
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methodologies to achieve this goal. Regarding pupils’ conduct, teachers expect higher participation,
motivation, awareness and engagement in their classes when working through integrated music and
language. All this would benefit their own wellbeing, as well as the fact of having fun and working with
two subjects appreciated by the interviewed teachers. These results concur with different models
included in the work of Richter (1999) where he explains perspectives for understanding music
education: from the standpoint of content, behaviour, or as an impulse to solve key problems. The
integrated teaching approach can also be viewed from the standpoint of relaxation, enjoyment and
involvement in a cultural activity.

Regarding the difficulties perceived by teachers when putting into practice the integrated
teaching of music and a (foreign) language after receiving training through the EMP-L CPD, teachers
specified the following constraints: those dependent on the teacher (intrinsic/personal) and non-
dependent (extrinsic/environmental) ones.

On the one hand the teachers mention self-imposed constraints. These refer to intrinsic personal
issues related, for example, to musical practice, attitudes, language, and what they know or feel capable
of doing. On the other hand, there are also extrinsic or environmental factors such as the structure of
schooling, the pressure of the curriculum, and the degree of acceptance by other teachers or parents,
which may limit the interest in integrated work and its implementation. Although the constraints
described by the teachers may seem contradictory, they sometimes exist simultaneously.

6. DISCUSSION

We have described the characteristics of a continuous professional development course and
collected together the participants’ opinions. Thus, this paper presents a real experience that evolved
over a period of two years and which constitutes a contribution to the literature on music and language
integration in the field of in-service teacher training. As explained in Section 1, the courses lasted thirty
hours and the teachers took part in practical activities to encourage them to work more creatively while
integrating language and music learning. Despite the time constraints associated with this type of
course, we want to highlight the efforts made by the training team to balance the content and offer a
wide range of activities.

This proposal for CPD includes virtually all the “recommendations” listed by Marjanen &
Cslovjecsek (2014.) In relation to the strategy of “transfer-orientation in design, ideally a combination of
phases of input, training, transfer, realization, reflection and assessment”, we attempted to promote it
through the “introduction and use of the e-learning platform and possibilities for exchange between
both participants and classrooms” (fifth set of sessions, Section 1), which was successful in some cases
involving an exchange of experiences between teachers and students from different countries and joint
classroom activities. The difficulty of real and effective follow-up when the participants come from all
over Europe should be kept in mind. However, given the importance of transfer and assessment to
ensure on-going training, we plan — in future CPD courses — to design and incorporate more effective
strategies to support the teachers, once back at their schools, despite the difficulties posed by the
physical and cultural divide.

On the other hand, it should be pointed out that the course Do you speak... music? offers

original approaches for effective training as yet not discussed in the literature: a) approaches intended
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to develop a good working atmosphere and build up trust among participants and trainers (see the
strategies listed in the first category in Section 1); b) approaches seeking training continuity, whether by
adapting materials and knowledge to the reality of the classroom or disseminating it to other
colleagues (see the strategies outlined in the fifth categories, Section 1).

Thanks to the opinions offered by some teachers, we have been able to identify which factors
and challenges of music integration they consider most important. This is essential information in the
sense that it provides a deeper insight into both their understanding of integration as the framework
supporting their teaching and their expectations and the constraints affecting its implementation in the
classroom. They seem to think music integration is a useful tool for encouraging language learning. In
their own words, “(integration) is the natural way children learn”, “(music) makes for a good
atmosphere” and “builds a good relationship”, and “singing and moving is fun”. These opinions express
what teachers assimilated during the thirty-hour CPD course in accordance with their own
understanding and experience, and generically indicate an understanding of music as either a teaching
tool (Wiggins, 2001), a subservient type in an integration framework (Bresler, 1995) or as service
connections (Russell-Bowie, 2009). On the other hand, other approaches to integration, by way of
thematic, content-driven, conceptual or procedural stratagems, receive much less attention. When
planning future courses we intend to take advantage of these considerations in order to provide
teachers with a more explicit theoretical framework.

The course Do you speak... music? provides what is known as a Transformative Practice Zone
(TPZ) (Bresler, 2003), i.e. spaces of exchange and collaborative dialogue. From the standpoint of the
successful functioning of the course, we wish to highlight that trainers must concern themselves with
other teachers and ways of thinking in the context of international CPD. Apart from personal
enrichment, learning from abroad (favoured by exchange) may help to spread different approaches
and develop tools and strategies to cope with new teaching challenges. At the same time, it is
important to be willing to change old attitudes, adopt new ideas, and take risks if necessary. All this
contributes to fostering teachers’ creativity and entrepreneurship. On the other hand, the difficulties
entailed by the situation of some teachers working in isolation must also be taken into account when it
comes to setting up new TPZs with colleagues in their schools or educational settings. In this respect,
teachers from the same centres should be encouraged to attend the course.
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ABSTRACT | this study explores the views of Greek School Advisors for Music Education on specific
issues concerning the teaching of multicultural music in elementary school. The study seeks answers
to what, when, and how to teach, focusing especially on contrasting approaches, implementation
considerations, and dilemmas posed to the music teacher. The data were mainly collected through
semi-structured interviews and classified into categories using content analysis. The results indicate
that world musics should be taught from an early age alongside Greek music, which, however, will
occupy the central place in the program. The instruction should involve students actively and also
include appropriate non-musical information linking the music with its sociocultural context. The
musical selections should, as a starting point, take into consideration the diverse backgrounds of the
class, but ultimately they should go beyond them, expanding the students’ experiences and

Keywords: multicultural music, multicultural music curriculum, elementary music

education, implementation issues, teaching approaches.

1. INTRODUCTION

Globalization, the vast increase in intercultural communication and interaction, and the cultural

diversity in today's classrooms create a demand for a new orientation in education and the

implementation of school programs that will adopt global perspectives and promote intercultural

understanding and respect.
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Reflecting this need, a great number of music scholars have highlighted the increasing
significance of multicultural music education and provided various rationales — musical, social,
educational, demographic, and more — for the inclusion of world musics in the school music curriculum
(Anderson & Campbell, 1996; Dodds, 1983; Fung, 1995; Glidden, 1990; Kraus, 1967; Miralis, 2009;
Reimer, 1993). Over the past decades multicultural music education has grown in importance, and
many music educators have suggested approaches or provided guidelines for structuring and
presenting a multicultural music program in the classroom (Anderson & Campbell, 1996, Gamble,
1983; Goodkin, 1994; Jorgensen, 1998). Despite all these suggestions, many implementation issues
remain unclear and often disputed among scholars, posing dilemmas to music teachers, who are
largely left to devise their own ways of teaching multicultural music (Klinger, 1996; Weidknecht,
2011:18).

One such dilemma that teachers have to address is whether they should include in their
instruction the examination of the music's sociocultural context. This issue is highly debated among
scholars and practically relates to the purpose of multicultural music education: Should world musics be
studied for their aesthetic value and beauty, or for the cultural information they can reveal? Some
scholars claim that the gain from every music study lies in music itself, and that everything else
surrounding the music is less important (Campbell, 1995:46, 2004:215-216; Reimer, 1972:30; Rideout,
2005:40). Thus, they advocate an aesthetic approach to world music instruction, namely an approach
that focuses on the study of the musical elements of the diverse musical genres and aims at improving
students’ musical knowledge and skills. On the other hand, several others understand music as culture
and support the sociocultural approach, which studies world musics in conjunction with their
sociocultural and historical background, and centers on the understanding of how music is shaped
within its context, on the meanings it has for its creators and listeners, and on the ways it reflects their
ideas and lifestyles (Campbell, 2004:215-218; Chen-Hafteck, 2007:337-338; Rideout, 2005:40). These
scholars argue that such an approach adds depth to the understanding and appreciation of the music
itself, while also helping students to explore the many cultures of the world and their diversity
(Campbell, 2004:216-218; Dunbar-Hall, 2005; Nettl, 1992; Wa Mukuna, 1997; Walker, 1996).

Another consideration for music teachers is when to start teaching world musics. At what age
should students be brought into contact with the diverse musics of the world? Further, should they first
master their own musical culture, before they move on to others? As to the first question, some music
educators suggest that children should be exposed to world musics as early as possible, since an early
exposure will familiarize them with the sound of these musics and prevent the development of negative
attitudes towards foreign musical genres (Anderson, 1983; Campbell, 1995:41; Dekaney &
Cunningham, 2009:50). The opposite view is advocated by Smith (1983:31), who argues that, because
the understanding of a foreign culture is a difficult issue, multicultural music education is not
appropriate for very young children and should begin only when students are mature enough to
handle it. Scholars’ opinions diverge on the second question too. According to Miller (in- Campbell,
1994:20), teachers should introduce students to world musics from the very beginning and in parallel
with the teaching of their familiar musical tradition, so that no one music becomes the standard by
which all others will be measured. By contrast, Glidden (1990:8-11) and Smith (1983:31) suggest that
the teaching of students’ own musical culture should precede the multicultural instruction, claiming that

He)]MEC

Hellenic Journal of Music, Educ.
EMAnvikd Nepiodikg yia ) Mouvgikr, v Exnoibew




HeJMEC Vol. 5 I Teaching multicultural music in elementary school: Issues about what, when, and how to teach

if students have acquired some basic musical skills in the context of their own tradition, they will more
readily understand the musics of other, less familiar cultures.

Teachers must also make decisions about the breadth of the multicultural music program and
the depth of the study. Should students study many musical cultures, or fewer but in greater depth?
Elliott (1990:164) maintains that only a curriculum that allows students to explore a wide range of
diverse musical cultures, comparing and contrasting concepts and practices, will give them the
opportunity to understand and profit from the multiple ways people throughout the world experience
music. Androutsos (1998:158) also advocates the several-cultures approach but on the basis that an in-
depth presentation of fewer musical cultures requires more specialized knowledge on the part of the
teacher. On the other hand, Campbell (2002:31), Miller (in Campbell, 1994:23), and Yung (in Campbell,
1995:41) deplore a hasty and superficial tour of many musical cultures and argue that a study of fewer
cultures in greater depth will be of more value to the students.

Another concern is the content of the program. Which musical cultures should be studied?
Scholars’ views vary on this issue too. Fung (1995:39) and Miralis (2009:103) suggest that the teaching
of world musics should start with the musical cultures that are related to the cultural and ethnic
composition of the class or exist in the local community. Huang (1997:29-30) recommends the study of
non-Western musical genres that are in some way connected with the musics that are being taught in
the standard curriculum. Some other scholars highlight the synthesis of Western and non-Western
elements in the work of several composers and musicians of the 20th and 21st century, as also in many
contemporary musical genres such as pop, rock, or avant-garde jazz, and say that these musics can
provide an appropriate platform for the multicultural journey in the classroom (O'Brien, 1980:42;
Seeger, 1992:28-29; Walker, 1996:12-13).

Music teachers are also uncertain about the extent of world music instruction in the curriculum.
What percentage of the total teaching time should be allocated to foreign musics and what to the
national or the Western musical culture? Although several scholars claim that there is time in the
curriculum to both preserve Western art music and integrate other musical genres of the world
(Campbell, 1992:40-41; Glidden, 1990; Huang, 1997:33; O'Brien, 1980), they rarely provide more
detailed instructions. In fact, only Glidden (1990) suggests a specific art education program that
combines multicultural and Western content and could be used as a balanced teaching plan through
the various school grades.

Lastly, teachers who are willing to integrate world musics in their classes are often unaware of
effective teaching techniques and activities through which they can do so. While it is true that
numerous music educators, such as Anderson and Campbell (1996), Goodkin (1994), and Shehan
(1988), have provided guidelines and ideas for the teaching of multicultural music in the classroom,
these suggestions are not always easily applicable or effective in every country’s educational setting.

In Greece today, despite the new educational needs created by globalization and the growing
cultural diversity in Greek society and schools, the implementation of multicultural perspectives in music
education is practically non-existent, while the content of school music programs remains largely
limited to Greek art and Western classical music. But even when teachers are aware of the benefits of
multicultural music education and willing to include world musics in their programs, they have to find
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their own answers to many application issues, such as the aforementioned, all the more so because
there is an almost total lack of related research in the Greek context.

With all the above in mind, this study examines the views of Greek School Advisors for Music
Education on specific issues regarding the teaching of world musics in elementary school. The study
focuses on contrasting approaches, implementation considerations, and dilemmas posed to the music
teacher, aiming to provide suggestions that could facilitate the structuring and application of a
multicultural music program. Moreover, it intends to add to the existing international bibliography
examining approaches and strategies for teaching multicultural music in elementary school.

The study draws on the data of a broader research conducted in Greece in 2013, which aimed at
investigating the Music Advisors' views on various issues concerning the implementation of a
multicultural perspective in Greek elementary music education. The findings that will be examined in
the current paper address the following research questions:

1. Should the teaching of world musics in elementary school include a parallel study of the
music’s sociocultural context?

2. At what age should children be brought into contact with world musics, and should they first
master their own musical culture?

3. What should be the content, breadth, and depth of world music instruction, and what
percentage of the total curriculum should such instruction occupy?

4. What teaching approaches and activities are the most appropriate for integrating world
musics in the elementary music class?

In the context of this article, the terms multicultural music, musics of the world, world music(s),
and world musical cultures are used interchangeably to denote the musics of the diverse cultures of
the world, while the term multicultural music education refers to the use and teaching of these musics
in music education.

2. METHOD

2.1. Participants

The 15 School Advisors for Music Education who are responsible for all educational regions in
Greece were invited to participate in the study; ten responded positively (response rate 67%). The
research sample was representative of the entire Greek territory, thus improving the generalizability of
the results.

Music Advisors are music educators who are selected every four years and are responsible for
specific educational regions. The main criteria for their appointment are their professional qualifications
and significant teaching experience, as also their university studies, research projects, and publications.
Their role is to provide music teachers with pedagogic and scientific guidance, support their every-day
teaching needs, and organize training courses for them, as also to encourage all research in the field of
education and promote the advancement of new, effective teaching methods.
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Music Advisors were deemed the most appropriate population for this research on the grounds
that they are highly qualified music educators and also fully knowledgeable about the actual needs and
limitations of music education in Greek public schools.

2.2. Data collection and analysis

A qualitative approach was selected for the research. Specifically, semi-structured interviews were
employed as the main data collection method, in order to allow for an in-depth examination of the
participants’ views and obtain rich information (Cohen, Manion, & Morrison, 2007:361). To add
consistency, an interview guide was used in the interviewing sessions. This guide was also transformed
into an open-ended questionnaire and mailed to three Advisors who were unable to attend a live
interview. However, in order to preserve the qualitative nature of the research, after the initial collection
of the questionnaires, the researcher communicated with these three Advisors repeatedly, asking them
to elaborate or clarify some of their statements, until the information collected was sufficient and
unambiguous.

A similar procedure was followed in the case of the interviewees. That is, after the transcription of
the interviews, the texts were sent back to the respective Advisors, so that they could verify them and
make any changes they deemed necessary. Where clarification was needed, additional questions were
included in the texts. This practice, whereby the participants themselves are invited to confirm the data,
is called member-checking and considered as contributing to the trustworthiness and credibility of the
research (Seidman, 2006:98).

All data were analysed using content analysis, a common method for analysing qualitative data,
by which “the many words of texts are classified into much fewer content categories” (Weber, 1990:15).
In the present study, the unit of analysis used was the theme (Cohen et al., 2007:477-478). Hence, the
data were thoroughly studied until specific thematic patterns of meaning were identified (Patton,
2002:453-454). These themes were next classified into categories, some of which were designed in
advance and, where necessary, modified to fit the data, while others were constructed during the
analysis process.

3. RESULTS AND DISCUSSION

3.1. Should world musics be studied in conjunction with their cultural
context?

Should the teaching of world musics in elementary school focus exclusively on the study of the
music (aesthetic approach), or should it include a parallel study of the social, cultural, and historical
context in which the music is created and experienced (sociocultural approach)? According to the data,
all but one Music Advisors tended to the view that, to a smaller or larger extent, a parallel examination
of contextual issues surrounding the music is recommended, mainly for two reasons:

The first is that music does not exist in itself, but rather is inextricably linked to the sociocultural
and historical conditions that surround it, and is always a reflection of such conditions. These
surroundings determine not only the particular features of music but also its functions and meanings
for each human group. It is therefore essential that the teacher attempt to present music in the class as
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a natural part of its broader context, by using appropriate material (e.g., projects, visual aids, new
media) and providing background information about society, history, religion, art, everyday life, and so
forth.

The second reason for studying the music along with its context is that the sociocultural
information and the "stories" behind the music arouse the interest of the students and help them to
better understand an unfamiliar musical style, to perceive its role in each culture, and to connect
emotionally with the individuals who create it. Moreover, a study of the context enhances students'
knowledge about other cultures and can contribute to the development of intercultural relations within
school society.

Two Advisors recommended a scaled approach, which will proceed in parallel with the students’
age, knowledge level, and maturity. Specifically, they said that at preschool and first elementary grades
the teacher must use an aesthetic approach, presenting the music alone with very little (or no)
background information. In the following years he/she can gradually increase such input, in line with
the child's age and ability to process additional data and make comparisons. Two other participants
stated that both approaches (aesthetic and sociocultural) are important, and that the teacher can focus
on either at different times, depending on the educational goals.

In any case, all the above Advisors agreed that examining the context does not undermine
interest in the music itself - which remains the core of the lesson - nor downgrades music as an art; on
the contrary, integrated into its real environment, music becomes more appreciated.

Some participants stressed that foreign musics and cultures must not be approached through a
“folkloric” viewpoint, as if they were something strange and exotic, to avoid reproducing stereotypes
and bias. They also said that information about society and culture must not be presented in the form
of dry encyclopaedic facts. Such information must be interesting, educationally useful, and connected
with real life, and students must explore it through active and creative channels.

Only one Advisor took a definite position in favor of the aesthetic approach. This participant
maintained that the teaching of multicultural music in elementary school should aim exclusively at
providing a broad range of aural stimuli to the students. In his view, a cultural study can follow later, in
high school.

In summary, the prevailing view among the Advisors was that although the music itself should be
kept at the center of the study, a parallel examination of the sociocultural context is necessary, in order
for the music to be placed in its natural setting and be better understood by the students. This view is
entirely consistent with that of several music educators and scholars (Bieber, 1999:38; Campbell,
2004:216-217; Dunbar-Hall, 2005; Fung, 1995:39; Smith, 1983:31;, Wa Mukuna, 1997), who say that the
aesthetic and the sociocultural study are not mutually exclusive and suggest that the teachers use a
combined and balanced approach in order to meet both learning goals for their students. The need for
a study that will include the parallel exploration of contextual issues is also confirmed by research
findings (Abril, 2006; Chen-Hafteck, 2007; Edwards, 1998), which demonstrate that a combination of
the two approaches allows students to yield the most positive effects of multicultural music education.
It is noteworthy, though, that for the participants in this study there are certain essential conditions that

must be met when studying the musics' context: (a) the non-musical information provided to the
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students must be relevant, educationally useful, and appropriate to their age-based abilities; and (b)
the approaches used for the exploration of contextual issues must involve students in experiential and
creative ways, and also show respect for the different cultures.

3.2. When should the teaching of world musics begin?

What is the most appropriate age for children to be introduced to world musics? Seven out of 10
Advisors expressed the view that exposure to the diverse musics of the world should start very early: in
the first elementary grades or even at preschool. Some of the participants supported their position by
saying that, when at early age, children are remarkably receptive to every kind of music, even to
strange and unfamiliar ones, since they have not yet developed stereotypical views about which musics
are "good” and which not. This receptiveness seems though to wane markedly when they reach
adolescence. Therefore, if children do not become familiar with a foreign musical culture at an early
age, it will be harder for them to accept it later. These views are in keeping with those of many music
educators (Anderson, 1983; Campbell, 1995:41, 2002:31; Dekaney & Cunningham, 2009:50), and also
supported by research (Brittin, 2000; LeBlanc, Sims, Siivola, & Obert, 1996), which indicates that,
indeed, younger children seem to be more "open-eared” and tolerant towards various music forms,
and that this tolerance declines in adolescence.

Some of these Advisors further specified that the very young children (at preschool and in the
first grades) should be brought into contact with world musics exclusively through aesthetic and
experiential approaches, for example by improvising, mimicking, playing, or moving to the different
musics. Such contact may also be used by the teacher to instill into young children ideas of equality,
multicultural harmony, and peaceful coexistence of all people.

On the other hand, three Advisors said that no concrete rules as to the proper age should be set,
arguing that the experiential nature of the music class poses no age limitations; therefore, the world
musics can be taught and learned at any and all ages.

3.3. Should students first learn their own musical culture?

Should students first master their own musical culture, before they move on to others? This
question provided quite consistent responses among the participants: Eight out of 10 tended to the
view that children can be introduced to world musics from the very beginning, without it being
necessary for the teaching of their familiar musical culture to precede. Some provided the argument
that, by definition, people always have listening experience of their own musical culture from a very
early age. As a result, when entering school, a child with a normal degree of socialization already
knows some things about its own music. Therefore, the teacher can take advantage of young children'’s
openness to different styles and easily teach world musics from the start. Similar views are expressed by
Nettl (1992:5-6) and Miller (in Campbell, 1994:20), with the latter stressing that if the teaching starts
with Western music, children will never get to know the other musical genres of the world in an
unbiased way.

At the other end of the spectrum lie the views of two participants, who believed that students
should first acquire some knowledge of their own musical tradition and then proceed to others, on the
grounds that it is reasonable for a child to start learning about what is familiar and natural to it, and
then move on to explore more distant fields. An instruction that starts with the children’s own musical
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culture is also advocated by Glidden (1990:8-11) and Smith (1983:31), who nevertheless provide a
different rationale: They argue that one will more readily understand and appreciate a foreign music if
one has first studied one’s own musical culture and understood its rules, elements, and structures.

Lastly, some Advisors from the first group noted that, since every class is different from any
other, the teacher may each time make different decisions about when and how the teaching of world
musics should begin.

3.4. Should the study involve many musical cultures or focus on just a few?

In a multicultural program, should students be brought into contact with a broad spectrum of
musical cultures or study fewer but in greater depth? On this issue, the participants’ opinions rather
varied, not pointing clearly in any certain direction.

More specifically, half answered that the teacher is the one who must decide how many cultures
should be studied, taking into account the particularities of each class (e.g., the interests and the
capabilities of the specific students), the learning objectives, the time available, and his/her own
knowledge and skills in the area of multicultural music.

Other participants recommended the teaching of a moderate number of musical cultures as
more fitting for elementary school, adding though that the study of each need not be in much depth.
Some argued that a large number of different musical genres could be confusing for children at this
age. An Advisor suggested that the teacher should present two or three musical cultures, without going
into much depth, and then occasionally add a few songs from other cultures, so that students get a
general idea from them too. Another suggestion was that teachers begin with presenting a small
number of musical cultures in the first grades, and in the following years they gradually add some
more, increasingly distant in terms of aesthetic characteristics and geography.

Two Advisors offered a contrasting view, by advocating the study of a broad spectrum of musical
cultures as the most appropriate for elementary school; again, the study need not be in great depth.
One Advisor explained her opinion, by saying that elementary ages are ideal for giving children many
stimuli, and that the teacher can then familiarize them with many different musical genres. Such
familiarization will help students become multi-musical, namely acquire the ability to understand,
evaluate, and perform several different types of music.

It is interesting to note that, despite their differing opinions, none of the respondents
recommended an extensive, in-depth study of musical cultures, mainly taking into account the young
age of the children and the lack of available time. This point is quite significant, since it may encourage
music teachers who, having no specialized knowledge of world musics, prefer to avoid this field
altogether.

3.5. Which musical cultures should be taught?

With what criteria or reasoning should the teacher select which musical cultures to include in a
multicultural program? Responding to this question, most participants agreed that, when selecting the
content of such a program, a factor that must always be taken into account is the cultural composition
of the class. According to this viewpoint, the teacher must include in the program musics from the
countries that the foreign students represent, in order to come closer to them, help them feel
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accepted, and give them an opportunity to be taught - or sometimes be initiated into - musical genres
of their place of origin. One Advisor even recommended that the musics presented in the classroom
should reflect the cultural origin of all students, whether from foreign countries or from particular
regions of Greece. Similar views have been frequently recorded in the literature; many scholars
consider it logical for the multicultural instruction to start with musical cultures related to the ethnic and
cultural composition of the class, then proceed to musics existing within the local community, and lastly
extend to more distant world cultures (Fung, 1995:39; Miralis, 2009:103; Sakellaridis, 2008:89).

Some Advisors suggested that in selecting musical cultures teachers should also take into
account whether they have the knowledge required to teach them correctly, and whether they can find
appropriate and sufficient teaching material. Another view was that teachers should choose musical
genres that they are personally fond of, so that they can convey their enthusiasm to the students. By
contrast, two participants disagreed entirely with this latter suggestion, arguing that the teacher must
always function on the basis of the students’ needs, not on that of his/her own preferences.

According to another participant, the musical cultures can be selected and studied through a
geographical approach, whereby the teacher will first present geographically proximate musical
cultures and gradually move to more distant ones.

Lastly, one Advisor argued that all musical cultures of the world without exception are welcomed
and can be utilized in such a program, since the point is to help students accept them all as equally
important and valid.

3.6. What percentage of the program should foreign musical cultures
occupy?

What percentage of the total curriculum should be allocated to foreign musical cultures? Should
Greek and Western music occupy - or retain - the central place? Faced with this question, eight out of
10 Advisors either clearly stated or indirectly indicated their wish for Greek music to have the dominant
position in the curriculum. Only two Advisors advocated an equal presentation of all world musics.

More specifically, four participants were of the opinion that Greek music should hold the central
place in the program, taking up half or more of the total teaching time (some suggested 50-60%), with
the rest being allocated to the other musics of the world. It is noteworthy that all four did not consider
that Western art music should have a more important position in relation to other world musics, but
that it should share equally with them the remaining part of the program.

By contrast, another four participants stated that the Western musical tradition should also have
an important role in the program, second to Greek music or even sharing with it top priority. These
Advisors also differed from the first group in that they allocated a rather low percentage (25% or less)
to foreign, that is non-Greek and non-Western, musical cultures. Three, however, added that the
proportion of foreign musics might be higher when there are foreign students in the classroom.

These findings are not really surprising. Previous research indicates that most music teachers
consider the teaching of the musical culture of their own country as their top priority, while many
attach great significance to Western classical music too (Green, 2002; Legette, 2003). The data provided
by the second group of Advisors, in particular, seem to confirm the conclusion reached by Legette
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(2003), that “some music educators may view multicultural music education as an add-on component
rather than a basic part of the curriculum” (p. 57).

Only two Advisors expressed the opinion that it is not necessary for Greek (or any other) music to
occupy a prominent place in the curriculum, and stated that all musical cultures can be utilized equally,
in terms of the time we allocate to them. Every musical genre is music, argued one of these Advisors,
adding that the teacher’s role is to open for his/her students as many doors of musical expression as
possible and show them many different roads, so that they can later choose their own.

In addition to the aforementioned views, two Advisors stressed that, irrespective of any general
rules, the proportions of the various musics in the curriculum must not be inflexible, but that the
teacher must adapt them depending on the specific class, the circumstances, and the educational
needs of that living organism we call school.

3.7. Instructional approaches and activities for the integration of world
musics in the curriculum

The Advisors indicated several teaching approaches and activities through which music teachers
can integrate world musics in the elementary music curriculum. Many recommended the use of a video
as a very good way for the first presentation of a musical culture in the classroom, on the grounds that
visual material reveals aspects of the music's context (place, people, costumes, instruments, etc.), which
capture the students’ interest and help them better understand the various musical cultures and their
creators.

Students can also experience the musics of the world through singing songs, listening to
recordings, or attending live performances (e.g., by members of the community or by the students
themselves), through a study of the various types of musical instruments found worldwide, as well as
through movement activities such as dance or moving to music. A suggestion concerning singing was
the teaching of songs that represent different world cultures but have the same function or subject
(e.g., about childhood, nature, freedom). As for listening, it was stressed that for this to be effective and
interesting, it must not be passive; students must participate actively, for example by accompanying
rhythmically or melodically the piece they listen to.

World musics can also be taught through interdisciplinary approaches in collaboration with the
classroom teacher or with teachers of other art classes. In this case, students will study the music of a
people, while also learning about its history, geography, literature, or its other artistic expressions. In an
even broader approach, music may be examined in tandem with many aspects of the specific culture,
namely as part of a holistic cultural study. Cooperative learning activities can also be used, whereby the
students will work together in teams to prepare and present a project of their own, inspired by the
music of a specific culture.

Some Advisors suggested organising events that would utilize world musics and showcase the
multicultural society of the school. Such happenings help foreign students feel welcomed and can
facilitate their integration into the school community.

Lastly, several Advisors mentioned that it is better to apply a combination of approaches rather
than only one, and emphasized that in order for the multicultural music instruction to have a real,
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quality impact, the activities and approaches used must involve the students actively and allow them to
obtain first-hand experience of world musics.

3.8. Recommendations for the introduction of unfamiliar musics

Unfamiliar musical styles from some distant cultures cannot always be readily appreciated by the
students. However, all Advisors agreed that it is up to the teacher to identify suitable techniques and
make appropriate musical selections, in order to familiarize children with these “strange” musics and
avert potential negative reactions.

To this end, the Advisors recommended that teachers wishing to apply a multicultural program
should begin with musics that are easy and familiar to the students, and gradually move towards more
difficult and alien ones. In particular, they suggested that the initial musical pieces should contain
relatively simple and familiar melodic and rhythmic patterns, so that the children can easily sing or play
them on the classroom instruments. It would also be advisable to ensure that these initial selections are
relevant to the sociocultural and musical experiences and preferences of the students. Such choices can
be pieces from neighbouring or related musical cultures (e.g., the Balkans or the Mediterranean), songs
from various cultures having the same subject matter or function (e.g., about nature, work, marriage,
religion), or even “world pop” songs, that children generally enjoy and which often incorporate
elements from the traditional musics of the various peoples. After these first steps and by applying
appropriate teaching strategies, for example inviting the students to compare and identify similarities
and differences between different musics, teachers can gradually lead their classes to less familiar
musical styles.

Many of these recommendations are also present in the literature. Shehan (1986:161) for
example, recommends the use of simple folk songs featuring a repetition of melodic and rhythmic
patterns as a very good way to introduce young children to a foreign musical culture, while stressing
the importance of active participation through singing and instrument performance. Also, Demorest
and Schultz (2004:310), having researched children’s preference for different versions of world musics,
conclude that world pop music, with its blending of Western and non-Western musical elements, can
provide an appropriate starting point for the exploration of musics from unfamiliar cultures in the
classroom.

The participants cited some more simple techniques for the introduction of foreign musics. They
said that an attractive presentation of the novel musical culture supported by visual aids (e.g., a video),
a classroom discussion in advance that will arouse interest about this new music, or an activity in which
the children will be prompted to intervene creatively in the music, for example change the words of the
“strange” song, improvise through movement, or invent facial expressions, can help shape a more
positive attitude towards unfamiliar genres.

Some Advisors made the important point that teachers should try to learn about their students'
experiences and preferences, and be aware of their capabilities and cultural background, in order to
make the correct musical selections each time. Two participants also mentioned that if the students are
strongly negative towards a particular music, the teacher should not persist, but rather try to find other
musical examples, which will arouse their interest. By contrast, some other respondents were confident

that no issues of negative reaction to new musics are likely to occur at elementary school, since at these

He)]MEC

Hellenic Journal of Music, Edu
EMnvikd Nepiodike yia tn Mougikn, Ty




HeJMEC Vol. 5 I Teaching multicultural music in elementary school: Issues about what, when, and how to teach

ages what is familiar and what is not has yet to be determined; what is more, young students often find
the strange sounds of remote musical cultures interesting and intriguing, and have no difficulty in
accepting them.

It is very significant that almost all participants stressed that although the selections of music
should at first take into account the children's experiences and backgrounds, ultimately they should go
beyond them, introducing students to new and different musical styles and cultures. This point was
deemed a decisive and crucial one by these Advisors, who argued that an essential precondition for the
success of a multicultural program is that this should not stay limited to the students’, the teacher’s, or
the system’s framework. Such programs must transcend the children's experience, take them further,
and broaden their aesthetic and creative horizons.

4. CONCLUSION

Engagement with the diverse musics of the world has been widely acknowledged as promoting
intercultural understanding and also improving students’ musical knowledge and skills (Anderson &
Campbell, 1996; Fung, 1995). As multiculturalism in school classrooms becomes increasingly evident
and intercultural contact grows rapidly, many music teachers worldwide are attracted by the idea of
including world musics in their teaching programs. Yet, the fact that several implementation issues of
multicultural music education remain ambiguous or disputed in the literature compels these teachers to
invent their own isolated teaching ways, or discourages them entirely. This problem is even more
marked in Greece, a country in which multicultural music education is an unexplored area, and the
relevant research is extremely limited. In the light of all the above, this study explored the views of
Greek School Advisors for Music Education on specific issues concerning the teaching of multicultural
music in elementary school.

The findings indicate that the teaching of world musics should begin at an early age and run in
parallel with the teaching of Greek music, which, however, will occupy the central place in the program.
The instruction should also include non-musical information linking the music with its sociocultural and
historical context, provided that such information is relevant, educationally useful, and according to the
students’ age-based abilities. The approaches used for the study must involve students in active and
creative ways and, at the same time, respect and showcase the value of each culture. Students might
be brought into a first contact with a musical culture through a video and then explore it through
singing, listening, movement, and other musical or interdisciplinary activities. The musical selections
should, as a starting point, take into consideration the diverse backgrounds and capabilities of the class,
but ultimately they should go beyond them, introducing students to new musics and experiences and
showing them new paths of aesthetic pleasure and creation.

Certain limitations should be acknowledged in the study. Firstly, the participants constituted two-
thirds of all Music Advisors, and so conveyed the experience connected with the same proportion of
Greek schools and music teachers. Secondly, the participants’ views mainly referred to the Greek
educational system and its sociocultural context; therefore, the outcome should not be generalized in
other educational and cultural contexts without caution. Despite these limitations, the findings of the
study provide some basic guidelines and ideas for the infusion of world musics into elementary music

education. Clearly, additional research is needed to throw more light on how to structure effective
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multicultural music programs and to remove dilemmas concerning their application, thus facilitating the
work of music teachers who wish to include world musics in their teaching.

That is not to say that teachers should be left alone to search out, interpret, and apply in their
classrooms the findings of such research. Rather, the findings should be used by those who design
school curricula for the development of model programs, which will specify what should be taught, and
when and how it should be taught, and also include the appropriate teaching materials. Such
structured programs will help teachers become much more confident in teaching multicultural music
and allow students to reap the full benefits of this kind of education.

Moreover, the results of this study show that, irrespective of any guidelines, several crucial
decisions in the course of the implementation of a multicultural music program are necessarily left to
the judgment of the teacher. It follows that an essential precondition for the success of such a program
is that music teachers have acquired appropriate knowledge and skills in the area of world musics
through pre-service or in-service training. As Jorgensen (1998:80) points out, only when teachers
thoroughly know their subject, can they teach it well.

The integration of world musics in the music class seems to be a pressing global challenge for
the 21st century, “a century certain to be filled with complex cultural choices and increasing
international and intercultural interdependence” (Anderson & Campbell, 1996, p. x). Although this study
dealt with only some of the issues concerning the teaching of multicultural music in elementary school,
it is hoped that music educators in Greece and elsewhere will find it useful and motivating for their
practice and research. Future studies should continue to seek ways through which music teachers will
help their students experience and welcome the wealth and beauty of the different musics and cultures
of our world.
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ABSTRACT | Migrants have formed and enriched the social and economic fabric of Australia. Greek
migration to Australia began early in the nineteenth century but remained limited until the 1950s
when over 160,000 Greeks arrived. Currently the estimated Greek community exceeds 600,000
people, nearly half of who live in Melbourne, Victoria. Greek culture makes a significant contribution
to Australian community life. Given this strong Greek presence in the Australian community,
particularly since the mid-twentieth century, it is insightful to explore how Greek songs and their
cultural context are presented to children in Australian schools. These offerings reflect Australia’s
changing understandings of migration. Through the Greek songs offered to children in Australian
schools it is possible to trace our changing understandings of linguistic and cultural diversity. As an
example, this article traces the inclusion of Psaropoula in materials used in Australian schools. In the
twenty-first century Australia aspires to support the different cultural identity of all its citizens —
school music mirrors these aims and tells us much about what we want our future citizens and

community to be.

Keywords: multiculturalism; cultural and linguistic diversity; Australian school songs;
Psaropoula; Greek-Australian culture and heritage.

1. INTRODUCTION

Australia is a nation formed by ongoing waves of migration with a current population speaking
more than 260 languages, identifying more than 270 ancestries, and as of February 2011, 43 per cent
of the population was born overseas or had at least one parent born overseas (Department of
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Immigration and Citizenship, 2011; Marsh, 2012). Migrants have always enriched the social and
economic fabric of Australia, which now comprises many different cultures, faiths, ethnicities and
languages (Southcott & Joseph, 2013). Australia has a strong Greek heritage and a thriving Greek
community. Currently in Australia the estimated Greek community exceeds 600,000 people, nearly half
of who live in Melbourne, Victoria. This city is often described as having the largest Greek population in
the world after Athens and Thessaloniki, and is an important overseas centre of Hellenism (Department
of Foreign Affairs and Trade [DFAT], Australian Government, 2013).

Currently Australia aspires to cultural inclusivity which is a relatively recent idea, given that
multiculturalism was only adopted in the early 1970s. Prior to this there had been first a mono-cultural
assimilationism that was followed by an integrationist approach that celebrated some cultural
differences, resonating with the increasing waves of migration from countries other than the United
Kingdom after World War II. Changing societal understandings of national identity can be seen in the
materials offered to children in schools. Given the strong Greek presence in the Australian community,
particularly since the mid-twentieth century, it is insightful to explore how Greek songs and their
cultural context are presented to children in Australian schools as this shows how one very significant
cultural group is understood by the wider society and reflects Australia’s changing understandings of
cultural and linguistic diversity. Initially culturally dominated by its British heritage Australia saw itself as
a privileged dominion of the British empire in which migrants were expected to assimilate into the
dominant culture. During this time, materials offered to children did not include authentic Greek songs.
With the waves of migrants in the 1950s and early 1960s, materials for school children were designed
to inculcate an empathetic understanding of the other. At this time, various song collections included
Greek songs but these were generally presented in a western musical guise — English lyrics and rhythms
fitted into regular patterns with accompanying guitar chords. In the early 1970s Australia declared itself
multicultural. Different community groups were encouraged to maintain and celebrate their language
and culture.

This was reflected in the songs for children such as the one chosen as the focus of this article
Psaropoula that was the first Greek song to appear in nationally distributed song books. Over several
decades Psaropoula was to appear in a number of collections of songs for children used in Australian
schools and through exploring the ways in which this song was presented it is possible to trace our
changing understandings of cultural diversity. In the twenty-first century Australia aspires to support the
different cultural identities of all its citizens — school music mirrors these aims and tells us much about
what we want our future citizens and community to be.

2. HISTORICAL OVERVIEW

Throughout the nineteenth century and the first half of the twentieth century songs sung in
Australian school remained mono-cultural with most migrants coming to Australia from the United
Kingdom. There were action songs for performance at school concerts that purportedly represented
other cultures and times but these were unrelated to other musics or to their authentic cultural
contexts. For example the Grecian Girls Action Song for School Concerts (Hutchens & Foxwell, 1893)
was performed repeatedly at school concerts in Australia such as those in 1910 at Prahran State School

in urban Melbourne and at St. Augustine’s School in rural Victoria (Wodonga and Towong Sentinel,
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1910; Malvern Standara, 1910). This song was performed by girls in flowing white dresses, hair
arranged in classical style, with cymbals in hand, which were to be clashed occasionally. The simple
tonal melody was in G major and had words that described the “classic shores of Ancient Greece” and
spoke of beauty, freedom and heroic endeavor (Hutchens & Foxwell:3). The actions included bending,
turning and extending first one hand and then the other. Such pieces were common in school concerts
in the first decades of the twentieth century.

In the 1940s and 1950s it was assumed that migrants who were not British would speak English
and "adopt Australian practices and become indistinguishable from the Australian-born population as
quickly as possible” (Koleth, 2010:2). Such assimilationist understandings encouraged social conformity
and sought to minimize difference (Lemmer & Squelch, 1993). Educational practices reflected this
approach. Given that the majority of Greek-Australians live in Melbourne, examples for this article are
located in this State. In 1960 the Victorian Education Department included a list of songs and their
sources for teachers in the revised Course of Study for Primary Schools (Education Department,
Victoria, 1960). In this list there were folk song collections such as the perennial Folk Songs of Many
Lands (Curwen, 1911) that included 72 songs with English words from culturally close countries such as
England, Scotland, Germany and France. None of the recommended songs collections included Greek
songs. An assimilationist position became less sustainable with the rapid increase in migration to
Australia following the end of the Second World War. There was an end to “a period of immigration
history where non-British new comers were expected to conform to Anglo-British ways of life” (Lam,
2013). New migrants were able to retain their traditions and culture while demonstrating a
“commitment to the basic institutions of Australian society” (Jones, 2000:175). After the Second World
War, there was a “massive influx of refugees from a wide range of European countries and by large
numbers of assisted and unassisted settlers from Germany, the Netherlands, Italy, Greece, Yugoslavia
and elsewhere (Jones, 2000:176). Gradually, the materials offered to Australian school children began
to reflect this changing social demographic as Australia adopted a more integrationist understanding
that reflected greater awareness of the challenges facing new migrants and the acceptance that it was
possible to be part of Australian society without completely losing their cultural and linguistic identities
(Koleth, 2010).

In 1973, Australia “declared itself to be multicultural” (Jones, 2000:177) and the then federal
Minister for Immigration, Mr. Al Grassby, announced that, "Australia was a mosaic of cultures” (Lack,
1999:442). Multiculturalism was understood as both a descriptor of ethnic diversity and a social ideal. In
Australia multiculturalism had “three main dimensions: cultural identity; social justice; and economic
efficiency” (Jones, 2000:177). The first two of these dimensions influenced school materials which
sought to express and share cultural and linguistic heritage and promote equality opportunity
regardless of ethnicity. As part of this social and political agenda migrant groups were encouraged to
form associations to maintain and promote their cultures and languages. Australians were encouraged
"to perceive multiculturalism as a ‘good thing’, a form of social enrichment that fosters balance,
tolerance and a sense of fairness” (Southcott & Lee, 2013). Over the years since its introduction in
Australia multiculturalism has supported a variety of goals, including the “pursuit of social justice, the
recognition of identities and appreciation of diversity, the integration of migrants, nation-building, and
attempts to achieve and maintain social cohesion” (Koleth). In contemporary Australia, multicultural
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citizenship is defined as “active participation in our multicultural society and respect for our similarities

and differences” and is intended to promote social cohesion (Department of Education and Early

Childhood Development, 2009:4).

A significant agent for enacting a multicultural agenda is education, specifically in schools where
the ideal is the presentation of culturally and linguistically authentic materials such as songs with words
in original language and presented with contextualizing cultural materials. Initially as will be seen,
materials for children did not reflect such understandings, possibly in recognition of the limited skills of
generalist teachers in music and in languages other than English. Since the introduction of
multiculturalism there has been a gradual change in how songs are presented. This can be seen in the
materials used in Australian schools of which the longest sequence of which is that prepared by the
Australian Broadcasting Commission (ABC) to support national and state radio school broadcasts that
were accompanied by notes for teachers and booklets for children. The ABC had been established in
1932 (Kent, 1983) and since the 1950s it produced national radio programs for primary schools
(Southcott & Lee, 2013).

3. GREEKS IN AUSTRALIA

The Greek diaspora began in antiquity and has continued to the present (Emery, 2002). Greek
migration to Australia began early in the nineteenth century. By Federation in 1901, 878 people born in
Greece were resident in Australia. During the first half of the twentieth century Greek migration to
Australia was limited. Following World War II and during the subsequent civil war in Greece, large
numbers of Greeks migrated to Australia during the 1950s and 1960s. Community groups, churches,
welfare agencies, Greek language newspapers, and schools gradually developed. Greek migration to
Australia has declined slightly but the 2011 Census recorded 99,937 Greece-born living in Australia and
378,300 Australians claimed Greek ancestry and continue to celebrate their Greek heritage. Greek
culture makes a significant contribution to many areas of Australian community life. The Greek
population is concentrated in Victoria (42.8 per cent) and New South Wales (33.5 per cent), particularly
in the greater metropolitan areas of Melbourne and Sydney. Melbourne is a Sister City to Thessaloniki
(DFAT, Australian Government, 2013).

4. GREEK SONGS AND CULTURE OFFERED TO AUSTRALIAN
SCHOOL CHILDREN

With the waves of migrants in the 1950s and early 1960s, materials for school children were
designed to introduce an empathetic understanding of the other. In 1964 the ABC Broadcasts to
schools (Victoria Junior Primary) introduced as part of a series of Social Studies lessons for Grade 3
children (approximately 8 years old) entitled "Our friends in other lands” introduced "Dimitrios of
Greece” a boy living on Mykonos who is a ‘real boy" with whom Australian children could identify. The
booklet for teachers explained and instructed:

There are many islands in the seas around the coast of Greece. Have a look at them on

the map [italics in original]. Dimitrios is a Greek boy, living on Mykonos Island in the
Aegean Sea. He has to work hard, but has plenty of time to play. With his friends, he
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explores the ruins of a once-magnificent city, and goes to a festival by moonlight. He
hunts for treasure, risking disaster at sea (ABC, 1964:37).

This brief introduction to the program is accompanied by an artist's sketch of the town of
Mykonos with a large windmill with canvas sails in the foreground. It is to this mill that Dimitrios is sent
by his mother with bags of grain for grinding. There is an inset image of Dimitrios blowing a conch shell
to call to his friend Costa “before the mysterious voyage to Dragonisi — island of caves”. A third image
shows Dimitrios bearing a shield fighting an ancient Greek hero with a sword. These images evoke a
distant land with mythic heroes in a way intended to engage listening Australian children. Dimitrios is at
once exotic and very ordinary, living in a distant land but having adventures to which all children might
aspire. There are no further instructions for the teachers (ABC:37). Such moves to introduce different
cultures to children via social studies materials highlighted different customs whilst attempting to
engage an empathetic response in the listening children.

One song has been selected as the focus of this article. The first Greek song to appear in the ABC
school broadcast materials was Psaropoulain 1981 and it re-appeared in 1998. These two appearances
encapsulate the changes in how music of other cultures was presented to children. Although the first
appearance of Psaropoula was not until 1981, the song had long been known outside Greece but has
had a somewhat checkered history of linguistic modifications and the provision of culturally
contextualizing information. Chronicling these iterations of the song provides insight into societal
understandings of changing music, culture and language and reflect broader societal positions of
assimilation, integration and eventual cultural inclusivity.

As Geoffrey Brace pointed out in his introduction to “Psaropoula (Greece)” song number 14 in his
collection of 35 Songs from 35 Countries (Brace, 1972, no. 14), this was "A fairly modern song from a
country where popular music and folk music are still very much the same thing”. The song Psaropoula
was composed by Dimitris (Mitsos) Gogos (1903-1985) (also known as Bayianderas) to lyrics by his wife
Despina Arabatzolglou (Dimitris Gogos, 2014; TPOIZHNIA, 2014). The song first appeared on a record
Kapnergatries (a compound word meaning women tobacco workers) that was released in 1937. This
and other songs became immediately very popular (Watts, 1988; Petropoulos, 1992). Gogos was a
talented singer, songwriter and performer of rebetika, Greek urban folk songs that are similar in
significance to the blues (United States of America), tango (Argentina), and fados (Portugal) (Emery,
2002). Rebetika are Greek songs associated with “an urban low-life milieu frequented by rebetes, or
manges, streetwise characters of shady repute” (Holst-Warhaft, 2007). Regardless of its origins,
Psaropoula remains a popular ‘folk’ song and is frequently identified in this way. It should be noted that
all the published song collections used in this discussion were known, used and/or cited in Australia.
There may be other collections that include Psaropoula but only those that are relevant are included
here.

In 1960 ‘Ksékina Mia Psarapoula’ [sic] was included in a collection of £ast West Songs (1960)
compiled for the International Voluntary Work Camps, an outreach youth section of the United Nations
Educational, Scientific and Cultural Organization (UNESCO). The songs chosen reflected the intention of
the volunteer work camps movement that was formed after World War I in a spirit of reconciliation
(Canadian Alliance for Development Initiatives and Projects, 2014). In £ast West Songs 'Psarapoula’ [sic]
is presented in G major, in 2/4, to be sung Allegretto, was attributed to the singing of Ted Alevisos
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(1926-2009), and included only the first verse in both Greek and English underneath the melody.
Presumably the compiler of the songs transcribed the song from a recording or a live performance.
Greek-American Alevizos collected Greek folk songs and performed them both in America and in
Greece. He issued two recordings of Greek folk songs (Songs of Greece, 1960, Greek Folksongs 1961)
and with his wife published a large collection of well-annotated songs which included ‘A Fishing Boat’
also titled "Wapomovra' in a section entitled ‘Island Songs’ (Alevizos & Alevizos, 1968). "Waporovia A
Fishing Boat' was introduced with a description:

Across the Aegean one may see small fishing fleets leaving their harbors at dusk and

returning at dawn with their catch. The psarapoula [siq (psari=fish, poula=feminine

diminutive) is the mother boat of each fleet and can be seen towing smaller craft

behind it. At night, these small craft are strung out across the water, and their lights

sparkle on the sea. However, it seems that the fishermen in this song are going off on a

longer journey (Alevizos & Alevizos, 1968:34).

The song is written in G Major, in 2/4 and to be sung "With spirit" and the text is given under the
melody in both Greek letters and transliterated Romanized Greek. Underneath the songs, both versions
of the text are included and a third English language translation is added. Unlike the recordings
available, the song is notated with a quaver upbeat. The song is accompanied by a pen and ink sketch
of a boat in harbour with sailors mending nets in preparation for their voyage.

In 1972 in 35 Songs from 35 Countries Geoffrey Brace presented ‘Psarapoula’ [sic] in G Major, in
2/4, with the instruction to perform it ‘Fast’. Beneath the 16 bar melody were the words in both Greek
and English and a second verse was added below in both languages. In a concluding note to teachers
Brace demonstrated understanding of engaging with music from different cultures by stating that for

Languages using other alphabets (Russian, Greek, etc.) have been transliterated as
accurately as possible ... these are easier to deal with as many pronunciation problems
have been dealt with in transliteration. I would stress the desirability of finding some
way of coping with even the less familiar languages. The English version will always
detract something from the song’s nature. (Brace, 1972, final page)

After the first six bars the remainder of the song was to be sung twice (framed by repeat signs). A
descant was added of suspended notes above the moving melody with the occasional inclusion of
parallel thirds in bars 13 and 15. Quite a different version of ‘Sponge Fishing" was included in UNICEF
Book of Children’s Songs in1970. There were no Greek words, only English ones prepared for ‘English-
reading children by Rosamond V.P. Kaufman and Joan Gilbert van Poznak' with ‘Musical arrangements
by Denes Agay’ (Kaufman, Kaufman, & Poznak, 1970, title page). All the songs were in English with only
a few keeping their non-English title (Arirang, Suriram, Abena, and Dipidd). The songs were arranged
to "complement each other, according to the feeling of each, rather than by the country from which
each comes” (Kaufman, Kaufman & Poznak, verso). Each song was accompanied by a photograph
taken by the compiler. The song ‘Sponge Fishing' is presented with a piano accompaniment and the
melody is included in the right hand. The arranger of the music Denes Agay explained that many of the
songs originate in “musical cultures far removed from Western traditions ... the piano arrangements we
devised to try to preserve and convey the native charm and originality” (Kaufman, et al.:8). For most of
the song the melody is the lower of the two voices that move in parallel thirds, reflecting the singing on
recordings. The upper voice is a form of descant. The song has been moved to F Major, in cut common
time, did not include a repeated section, and was to be sung 'moderately’ (Kaufman, Kaufman, &
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Poznak:56). Accompanying the song is a photograph of a fisherman in Ceylon on the shore, holding

nets with a gull hovering above his head and the sea receding into the distance (Kaufman, Kaufman, &

Poznak:57). The matching of music and photograph was thematic and empathetic not geographic.

Fast West Songs (1960) is the source of ‘Ksekina mia psaropoula’ [no accents used] in a collection
of multicultural resources prepared for primary school generalist teachers in Melbourne, Australia by
local authors Elizabeth Honey, Anna Piatkowska and Deborah Brown entitled Festivals. ldeas from
Around the World (Honey, Piatkowska, & Brown, 1988). This collection offered cultural information and
teaching ideas about twelve cultures strongly represented in the Victorian community at that time. This
was a boon for local teachers usually faced with using materials prepared overseas that dealt with
cultures not well-represented in Australia or seeking their own resources from diverse materials. The
book offered a calendar of possible festivals and the twelve pages concerning the Greeks were linked
to 25 March, Independence Day and Day of the Annunciation. The section included (as was done for all
cultures) a map, timeline, black and white illustrations, some historical background and information
about contemporary culture such as religion, language, food (recipes for salata and spanakopita), art
and craft, theatre, national costume, and music and dance (Honey, Piatkowska, & Brown:33-44). Of
music it was asserted that ‘The Greeks love singing and dancing. At weddings, festivals and on holidays
they will dance with great gusto at home, in the town square or in the taverns’ (Honey, Piatkowska, &
Brown:42). Dances were named (¢samikos, kalamianos, zeimbekikos and khasapikos), recording artists
cited (Nana Mouskouri and Mikis Theodorakis), and teachers were encouraged to contact a member of
the local Greek community teach a Greek dance. On the last page dedicated to the Greeks was the
music and lyrics (in both Greek and English) for Ksekina mia psaropoula. Only the first verse of the song
was included and there is an accompanying illustration of small boats in a harbor waiting to leave from
a coastal village with houses built up the surrounding hill surmounted by a church.

At the same time as the locally produced Festivals. Ideas from Around the World (Honey,
Piatkowska, & Brown, 1988) some international publications of songs and cultural material designed for
use by teachers were used in Australian schools (author's collection). In Creating Music Around the
World Paul Sturman (1988) introduced music and cultural contexts from nine countries (Israel, Japan,
Africa, and so forth). In this collection Greece was allocated six pages that began with a very brief
introduction to Greece that quickly spoke about Greek pride in their music. Throughout the section are
activities for children. This text focuses on music so Sturman begins by discussing aspects of Greek
music that can be explored by listening. He mentions ‘demotika which is defined as ‘traditional Greek
music’, names instruments such as the klarino and /lyra, refers to popular music styles (/aka or
bouzouki), and makes particular reference to famous bouzouki music from films including Zorba the
Greek. The next activity ask children to create a soundscape about the legend of Athens, next is Singing
and finally some compositional ideas (Sturman, 1988:28-33). In Singing there is one song ‘Ksekina Mia
Psaropoula’ which is a “song about sponge fishing” but there is no mention of the boats specifically but
"Sponge fishermen sail to nearby waters where the water is so clear that they can see the sponges on
the sea-bed. Some sponges are exported to other countries abroad, but they are in greatest demand
in Athens” (Sturman, 1988:32). The song is accompanied by a photograph of a man reading a
newspaper while sitting at his street vendor's stand, piled high with sponges. The song is presented in
G Major, in 2/4, to be performed ‘Flowing and bright’ and the second section, although not repeated,
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is in parallel thirds throughout (Sturman, 1988:32). This is almost exactly the same as in £ast West

Songs (1960) although the source is not mentioned either with the song or in the Acknowledgements.

The words are only in English and these have been modified slightly (‘Many sponges we'll be bringing’

has become ‘Lots of sponges we will be bringing’).

The first inclusion of Psaropoula in the Australian Broadcasting Commission (ABC) annual song
collection for schools appeared in 1981 in Lets all sing! The exact title of the song collections varied but
the format was the same. Until the late 1980s there was a weekly broadcast in which the songs were
presented and children could listen and sing along (author’s recollection). The annual song collections
always contained about sixty songs although this has recently been reduced. At its peak in the 1970s,
800,000 copies of the Sing/ book were distributed to virtually every primary school student in Australia
(Sing! Online, 2011). The influence of these books has been pervasive in Australia since the inception of
the radio broadcasts and the songs included tell much about contemporary cultural understandings
and how this might be transmitted to children. In 1981 ‘Psaropoula’ was presented as a melody with
English words with Geoffrey Brace recognized as the translator (ABC, 1981:36). The Acknowledgements
(inside back cover) includes ‘Psaropoula Translated by Geoffrey Brace, from T7hirty-five Songs From
Thirty-Five Countries, published Cambridge University Press, copyright holders’. The melody has been
simplified with no addition of the descant part. There is no indication of the repeated section (bars 7-
16). The words have been changed. They appear to be an amalgam of the lyrics by Brace (1972), those
from E£ast West Songs (1960) and somewhere else. The ABC song text for verse 1 is:

See the bright boat sails away now, Out from the shore, out from the shore,

See the bright boat sails away now,

Out from Idhra, the tiny island,

And it's sailing out for sponges,

Along the shore, along the shore.

Lines 1 and 3 are from Brace, Line 2 is from £ast West Songs. Underneath the song are two
further verses, first in English, then in Greek. The English second line is nothing like that in Brace (1972)
and this is also the case for Greek words that are identified as an original version of 7 Psaropoula. There
is a brief pronunciation guide entitled ‘How to sing it in Greek' that identifies ten sounds such as ‘/as in
heat (short) and 'a as in yo (ABC, 1981:36). There is also a cartoon-like illustration by Allan Stomann*
of four fishermen on a little boat sailing across the blue sea, one standing and one holding the tiller.

In 1998 "Psaropoula (A Fishing Boat)' reappeared in the ABC 7he Sing Book (ABC, 1998:74-75).
This time the melody was presented with only the Greek words beneath. The melody is in G Major, in
2/4, with the both bars 1-4 and bars 5-16 repeated, and is (apart from the addition of two repeat signs)
the same as in Lets all sing! (ABC, 1981) but now the copyright is ascribed to the ABC. Presumably
because their earlier use of the song had only ascribed translation to Brace it was assumed that the
melody was not his work. The Greek words have been adapted to a more modern spelling of the Greek
in English script. On the facing page all three verses are given alternately first in Greek and then in
English.

! Stomann is an Australian cartoonist and illustrator who provided the art-work for all of the editions of the ABC
children’s songbooks from 1976-1986 with the exception of 1982.
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A comparison of all the versions of Psaropoula that appear to have been included in music
materials available in Australian schools are derived from two sources. Table 1 shows the first four bars
of every version. Most present the song in G major and in 2/4 time. The most obvious variation is the
inclusion or not or a rest at the beginning of bars 1 and 3. This is seen in the versions of the song from
1960, 1970, and 1988 (twice). The other songs begin firmly on the first beat. This suggests two sources
for the melody, probably depending on the original recording (on the beat) or the transcription of the
melody in 1960 (off the beat). This may be due to differences between performers or whether the song
was intended for singing and/or dancing. Denise Kafkalakis pointed out that some dances required an
upbeat. The other most obvious variation occurs with the use of accidentals in the second bar. The
earliest notated version found (1960) includes a raised and flattened second. This occurs in some
version, but not in others. Interestingly the ABC singing books do not include accidentals at all —
possibly these were deemed too complex for generalist Australian primary teachers. Also, it is
interesting to note the change in the lyrics. There appears to be some license in the Australian
transliterations that give the little ship ‘brave young divers’, but all seem to agree that the boat is ‘out
from the shore’. It is pleasing to note that the final version (1998) only includes the lyrics in Greek,
reflecting a changing understanding of what teachers and children could embrace.

1960 Ksékina Mia Psaropoula from £ast West Songs
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1988 Ksekina Mia Psaropoula from Festival Ideas from Around the World (Australia)
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Table 1: Versions of Psaropoula available in Australian schools (first four bars only)

5. DISCUSSION

From tracing in some detail the history in print of this one short song, it is possible to identify the
changing cultural understandings held by the society in which this song was included in the music
presented to children. Initially in the 1960s the song was included in folk music collections intended for
community singing outside formal educational programs. Reflecting folk musicians’ interest in authentic
performance, the lyrics were presented both in Greek and English. There is no evidence that this song
was sung by children in Australian schools at this time, although it was performed by Greek-Australian

migrants in informal community music making. Denise Kafkalakis recalled vividly that:

as a [Greek-Australian] child and teenager in the 1960’'s and early 1970's I grew up
going to many gatherings that included family, friends and frequent new comers [to
Australia]. Some of these gatherings were for special occasions and others ... [were] just
for the sake of getting together. My favourite occasions were the home parties and
picnics ... with bulging picnic baskets filled with delicious home cooked meals, sweets,
homemade wine, and the boots containing picnic blankets, tablecloths, plates, glasses,
cutlery, draught boards, footballs, soccer balls and frisbees. The children would play for
hours, the mothers would fuss over the food ensuring that everyone was eating and
drinking. The men would mostly sit in the shade and talk politics, tell stories of their
homeland, and play draughts. Our most valuable asset at any event and what was the
most fun and memorable was our musically untrained voices participating in the sing-
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alongs. They were the one activity that brought everyone together. When it came to
singing there was no need for musical instruments or trained singers to stay in tune.
Singing was all about the sense of community and merriment that connected us ... One
of the most popular songs was Psaropoula. Everyone knew the words and most of us
would join in the singing. It was such a happy song with a joyful tune. When Psaropoula
was sung at more formal events we would dance the kalamatiano dance with more
excitement as well as sing. Like many Greek men my father's hobby was fishing in Port
Phillip Bay who built his first and second boat, so Psaropoula was and is more
meaningful to me for this reason. The difference is that Psaropoula would go to sea for
sponges; my father would fish for snapper and whiting. (Private communication
21.07.14, used with permission)

With the shift to a multicultural understanding in Australia in the 1970s materials gradually
became available for use in schools. Some music educators sought out different musics for inclusion in
their classrooms. One musician, teacher and ethnomusicologist, Peter Dunbar-Hall remembered
including Psaropoula in his music teaching at both secondary and tertiary education institutions at this
time. He recalled:

From 1974 to 1981 I taught at Enmore Boys High School (during this time it went co-ed
and became Enmore High School). The school population was about 50% Greek — in
those days, Enmore (near Newtown [a suburb of Sydney]) was a Greek enclave, with
Greek shops, newspapers, churches, clubs, etc. Many parents of the pupils did not
speak English - they didn't need to. I always tried to match my teaching content to
some sort of relevance, so used lots of music from the backgrounds of my pupils ... I
had a copy of the blue and white Greek folk song book with the windmill on the cover
[Alevizos & Alevizos, 1968]. 1 have no idea where I got it - in those days [ was a real
bower bird, so must have picked it up somewhere - maybe Folkways Records where
they sold recordings and books, music, etc. Anyway, [ used the song in many classes
during my time at the school, I can't think why I chose it over others in the book —
maybe the simple chord pattern that adapted easily to tuned percussion, guitars, etc, in
the classroom. I used to teach the song, work up classroom arrangements for the
abilities of students and whatever instruments we could use, then add a dance to it —
the Hassapiko, which has a six beat foot pattern, this would go ‘against’ the steady
foursquare rhythm of the song creating a sort of cross-rhythm feel that gave the song
and dance a sense of tension. When I moved to lecturing, the song came with me, and
was used many times to demonstrate what could be done with a simple song in a
classroom. I can still sing it in Greek (the pronunciation came from pupils at Enmore). At
that time I also studied, and used recordings of, rembetik songs (from various LPs and
Gail Holst's 'Road to Rembetika’), and together with performances of Psaropoula,
rembetik music made a nice Greek music package which was always popular with
students — I also had LPs of bouzouki groups which I also used. Again, rembetik songs
came with me into lecturing, but by then on CDs — Sotiria Bellou, Rosza Askenazi, etc,
remain among my most loved performers to this day (Private communication 22.07.12,
used with permission).

Teachers of such skill were uncommon but this vivid account hopefully reflects the changing
understandings about how music from other cultures could be included in school programs.

Unfortunately, such teachers as Dunbar-Hall were rare and it was only in secondary schools that
music specialists could be found. Music in state-supported primary schools was taught by generalist
teachers and materials prepared for them reflected their comparative lack of musical expertise.
Although there were simplified and Anglicized song collections such as the UNICEF Book of Children’s
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Songs available (Kaufman, Kaufman, & Poznak, 1970), the first Greek song, Psaropoula, did not appear

in the ABC materials for school broadcasts until 1981 and in this iteration (ascribed to Geoffrey Brace as

translator) the lyrics were only in English. This would have made it more attainable by generalist

primary teachers encouraging children to sing along with the radio broadcasts (Kent, 1983).

Over the next two decades in Australia increasing attempts were made to provide primary
teachers with more authentic and culturally framed materials (Honey, Piatkowska, & Brown, 1988)
which was in line with the wider societal understanding of multiculturalism and the desire to attain
cultural inclusivity. By its second appearance in the ABC music materials, Psaropoula had changed. The
words under the melody were only in Greek and there was accompanying cultural information that
would assist teachers. Although Psaropoula had come a long way, it still had a ways to go. Now with
materials available via You Tube and the internet, it is possible for general primary teachers to find very
early and later versions of the song. For example there are clips of Theodore Alevizos singing Xjpna
Agapi Mou (=UTva ayamin pov) and Yerrakina (Tepoxiva) from the 1960s and numerous renditions of
Ksekina mia psaropoula (zekva piat WapotoLA) by artists over several decades. It is even possible to
hear the original version of the song. Psaropoula has also been a constant part of Greek-Australian
community music making. Denise Kafkalakis described how informal music making, including the
singing of songs such as Psaropoula, remains an important part of Greek-Australian life. She described
that,

these traditions have gone from my parents’ generation to mine, and now to
my daughters. Even though my parents were immigrants in the 1950's and I am
first generation Australian and my daughters are second generation Australian
the sense of community, gatherings, parties, music and sing-alongs remain a
part of our culture ... The warmth and merriment that singing brings to a
community is very special and binding that helps the memories to live on from
generation to generation. One song that will never fade away from any sing-
along or event is Psaropoula. This song lives on in our multicultural circles and
will be a popular song for a long time to come (Private communication
21.07.14, used with permission).

With a little research and consultation with Greek-Australians, teachers can obtain a wealth of
information about this and other songs, Greek dancing and cultural context. Such information can
support a respectful approach to performing musics of other cultures in schools. Many music educators
seek to incorporate multicultural music in their teaching to broaden horizons, encourage social
engagement, add variety to music making, and reflect the complex societies that surround schooling.
Multicultural music making can develop both musical and cultural awareness but should be
approached with care. If songs are presented out of their cultural context, they lose meaning and can
become stereotypical portrayals of the ‘other’. With support by culture bearers either in person and/or
via the wealth of materials now available, it is possible for teachers to become familiar with the essential
elements of other musical styles and the distinctive components of music performance. Thus teachers
can feel more confident in presenting authentic songs and dances from other cultures. Psaropoula is an
ideal song f or teachers to use as a starting point in presenting multicultural (in this case Greek) music
to their students — the various arrangements of the music have not changed markedly from the original

(apart from the inclusion of an occasional upbeat) and, with increased authenticity, the words are
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latterly given in Greek with no alternative English text. This is a song both within the capabilities of most
teachers but in the hands of a skilled music educator, with the potential to be so much more.
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ABSTRACT Debussy composed La Mer, in the summer of 1905. It was performed for the
first time the same year in Paris. The reception of the public and the critics was biased.
The critique, written by Amédée Boutarel, in Le Ménestrel, France’s longest running
music journal (1833-1940), dismisses La Mer very openly. La Mer wasn’t reproduced in
Paris till 1908 and then was a success. The most intriguing part of this success was the
review of Amédée Boutarel again in Le Ménestrel, this time still with some reservation
but clearly more appreciative and treating the performance as it were a premiere.
This paper presents possible reasons for the shift in Amédée Boutarel’s perception and
thus the standpoint of the magazine from a Bourdieuian point of view. According to
Bourdieu not only the artists (writers, composers) and performers, but also the agents
(publishers, critics, journals) contribute directly to the production of the field of art,
which has its own dynamics. For that purpose the magazine’s marketing & sales
strategy is analysed by taking its content, visual design, and writers, specifically
Boutarel, into account.

Keywords: Debussy, La Mer, field of cultural production, Bourdieu, reception history.

La Mer was composed in the summer of 1905 and was performed for the first time in October
15" 1905 by the Orchestre Lamoureux under the direction of Camille Chevillard. A second
performance was given by the same orchestra and conductor a week later. These performances were
for Debussy far from satisfactory. The orchestra couldn't play this piece in three parts, called by the
composer trofs ésquisses symphoniques (three symphonic sketches), properly due, according to
Debussy and others, to his incompetency in contemporary music [Trezise, $:1994]. The reception of the
public and the critics was biased. Pierre Lalo, who was the son of Eduard Lalo, rather open to novelties,
an admirer of Debussy in general and writing in the daily newspaper Le Temps®, reviews the piece not

! All translations are of my own unless noted otherwise
? Classified by Jann Pasler in “Pelléas and Power” as a “moderate, most respected, republican bourgeoisie and
anti-wagnerian” journal
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very negatively, yet in an ambiguous way, mentioning that this piece is not necessarily Debussy’s best,
but still very pleasant [Le Temps, October 24" 1905, p. 5]. :

Mr. Debussy is not at all concerned with composing well done “homeworks”. The
inaccuracies of development and logic existing in his earlier works, which we didn't take
into account at all, become visible here since the sensation doesn't support and
animate this music, it seems fragmented and arbitrary ... in order to make myself better
understood, I exaggerate and I magnify arbitrarily these slight errors of Mr. Debussy's
new piece, you'll enjoy an extreme pleasure while listening to it ..°

On the other hand the critique written by Amedée Boutarel, in the weekly music magazine Le
Ménestrelin the issue of October 15", 1905 dismisses La Mervery openly:

It [La Mer] has a prestigious instrumentation, but does it have the sincere expression of
natural emotions? I wouldn't dare to approve ...The simplicity which can be admired in
L'Aprés-midi d'un faune and la Demoiselle elue can't be found here. "Are you
enthusiastic about Debussy’s work?” a friend asked me, “I am thinking about ...in order
to know!” Alas, there you are with this sort of work...*

La Mer wasn't reproduced in Paris till 1908. In January 12", 1908 it was performed under the
baton of Debussy as a preparation for the London premier in February which he was going to conduct
as well, and it was surprisingly a success. The most intriguing part of this success was the review of
Amédée Boutarel, again in Le Ménestre/ (January 21%, 1908), this time still with some reservation but
clearly more appreciative and treating the performance as it were a premiere, while if we might say,
"forgetting” completely his review of October 22", 1905:

The three pieces which constitute these “symphonic sketches”: “De I'aube a midi sur la
mer, Jeux des vagues, Dialogue du vent et de la mer”, portray one by one the
shimmering shivers of the water under the changing light of the morning, the rocking
and caressing rhythm of the waves, the wave which dissipates on the sand ... The
discreet manner with which the artist has presented us his work does not allow us to
make a critique of principles, one always has the right to try new ways... This first
audition of La Mer, conducted by the master, though it is not without a focused
conception resulting from hard work, is certainly not less beautiful nor interesting. The
audience showered the composer with ovations...

As Bourdieu states in his book “The Field of Cultural Production” not only the artists (writers,
composers) and performers, but also the agents, such as publishers, critics, galleries, magazines,

? " Et ce n'est point |'affaire de M. Debussy de composer de bons devoirs. Le défaut de développement

et de logique qui existait dans ses ouvrages précédents, et auquel on ne prenait point garde, devient ici visible
des que la sensationmne soutient et n'anime plus cette musique, elle apparait fragmentée et arbitraire; ... me faire
mieux entendre, j'exagére ici et je grossis a plaisir les défauts tres légers de I'oeuvre nouvelle de M. Debussy vous
goUterez encore en l'entendant un plaisir extréme..."

“__Clest d'une instrumentation prestigieuse, mais est-ce 1 I'expression sincére de sentiments naturels? Je
n'oserais l'affirmer. ... La simplicité que I'on peut admirer dans I'Apres-midi d'un faune et dans la Damoiselle élue
ne se retrouve plus ici. «Etes-vous enthousiaste de I'oeuvre de Debussy? » me disait un confrére : « Je réfléchis...
pour savoir! » Hélas! on en est la avec des ouvrages de ce genre...”
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contribute directly to the production of the work of art. They create upon the consumer a certain
perception of the work of art, which aligns with their socio-economical and political standpoint.

This paper will present possible reasons for the shift in Amedée Boutarel's perception, taking into
account the socio-political & economical standpoint of the magazine's Le Ménestre/ and Boutarel’s
educational background and his socio-political standpoint.

1. AN EXAMINATION OF LE MENESTREL

Taking the above mentioned Bourdieuian view into account, basically any magazine can be
assessed through an analysis of its content, writers, language, front cover and sales & promotion
activities. All these elements provide indicative evidences about the target audience, the socio-political
standpoint of the magazine and eventually the possible change in those within a time frame.

Outlook, content, language: Le Ménestre/ was a weekly music magazine, published between the
years 1833-1940 by Heugel. Initially it had a popular outlook and language rather than a musical,
analytical one and was aimed at music lovers. As mentioned before Le Ménestre/ was a both musically
and politically conservative, anti-Wagnerian journal. It contained since its start-up in 1833 biographical
articles about renowned and approved composers, reviews of operas. It started to review the Sunday
concerts as of 1885 as well. The latters had more emphasis as of 1886. The two main critics of the
Sunday Concerts were Henri Barbedette and Amédée Boutarel, both of them rather well educated
music listeners than music experts. Though the content didn't change drastically, the outlook, the front
covers, and thus the image of the journal gradually changed, as Example 1 shows:
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A position change towards a more serious, purely music journal can be observed, which avoided
for instance the “sweet pictures” of angels. The logo, which basically consists of a font, became more
legible, clearly perceivable and serious, due to the spacing between the letters and disappearance of
shady blocks. Furthermore the subtitle which gives the content of the magazine at first sight did not
only change from being a journal of "music & theater & literature & fashion”, to a journal of “music &
theater”, but this change is even more emphasized with the visual change in the logo. The names of
the contributors weren't mentioned at all at the beginning, whereas they are clearly promoted in the
1864 issue beneath the name of the magazine and its subtitle, which certainly strengthens the re-
positioning of the magazine.

Sales & Promotion: Le Ménestre/s advertisement and promotion strategy also changed within a
time period of 20 years (1830's-1850's)) When we compare the ads on the back cover of issues from
the 1830's we can see ads for lace and furniture along with ads for tuning and instruments for sale,
which stopped completely as of October 1850 (see Ex.2a,b). Instead, besides sales ads, there were ads
of scores, which were mainly published by Heugel. This in turn did not only give a more serious image
of a magazine focused on music, but also promoted the publishing business of Heugel. On the other
hand these ads give an indication about the target audience of the magazine, which seems to be
conservative, bourgeois, and middle class. There also seems to be a special emphasis on women
consumers.
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Heugel was also specialized in sheet music publishing for music amateurs. It promoted its
composers through the distribution of romances in Le Ménestrel. The score subscription was very
popular and it was also a good way to provide extra revenue to the magazine. The content and
number of these romances to be distributed also changed over time. As Cheng states in his article
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"Hearts for Sale”, in March 1840 Le Meénestre/ made a decision for “quality control” over the music to
be distributed and the editor of the magazine discussed the issue as follows:

..For a long time, Le Ménestre/ has promised noteworthy improvements in the
music that it offers. . . . We believe to have finally resolved this problem [of
publishing too many romances] by the new system of publication that we are
adopting from this day forward, a system that will permit us consistently to offer
our subscribers compositions of the first order, and at the same time, to open
up a greater domain for our musical critiques. As of today, Le Ménestre/ will
appear each Sunday with four large pages of text. Every two weeks, it will
publish one new romance by MM. Meyerbeer, Donizetti, Halévy, Adam,
Ambroise Thomas, Clapisson, Grisar, Masini, Amédée de Beauplan, d’Adhémar,
de Flotow, Mlle Puget, etc.”

Le Meénestrel changed its appearance, its sales strategy and accordingly its content in order to be
perceived as a pure, serious music journal. According to Bourdieu's theory of the “Field of Cultural
Production” art is situated at the dominant pole (positive pole) of the class relation field. On the other
hand it is related to the power field (economical, political) on the negative pole, which in turn is on the
positive pole of the class relation field (Figure 3).

+
Class Position

Power

Art

Figure 3: "Heteronomous Principle of Hierarchization

This "heteronomous principle of hierarchization” applied to the changes Heugel made in Le
Meénestre], enables the assumption that he attempted to corner a certain demographic segment of the
bourgeoisie, namely the upper strata, who wanted to move to the dominant class. Nevertheless as
Harrison states in her dissertation, Le Ménestre/ still remained conservative in content throughout the
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years and was against Debussy till after WWI [p. 244]. Even for the premiere of Pelléas, about which the
positive and negative reviews were equally distributed, Pougin wrote in the May 4", 1902 issue an
extensively negative review. So was La Mer, premiered in 1905 in a Sunday concert by the Orchestre
Lamoureux, rejected by Amédée Boutarel, as well.

2. WHO WAS AMEDEE BOUTAREL?

When we explore Amédée Boutarel's output we can see that he was rather a literary man and a
very good translator from German to French, since he translated a great deal of German lieds, such as
Schubert's, Brahms', Schumann'’s, and choral symphonic works such as Schumann’s Faustszenen into
French. The only book he wrote about music is called “L'oeuvre symphonique de Franz Liszt et
I'esthétique modern” (The symphonic work of Franz Liszt and the modern aesthetic) published again by
Heugel in 1886 and is 61 pages long. His first article appearing in Le Meénestre/ was “La musique
expressive étudiée dans I'oeuvre de Berlioz” (Study of expressive music in the work of Berlioz) in three
successive parts. He didn't write his first review before 1886. Till then he wrote articles from time to time
about well accepted composers. He started to have a periodic appearance, as of 1900. We can assume
from these facts that it took him some time to grow up from a literary person to a musical person. He
basically reviewed only Sunday concerts of L'Orchestre Lamoureux and L'Orchestre de Colonne. When
we compare the language of his reviews with the ones of Arthur Pougin’s, he seems to be still far being
of a musically well educated person. In order to make a comparison in their styles and backgrounds,
below a quotation from Pougin’s one and half page review of Pelléas et Mélissande, appeared in Le
Ménestrel on May 4", 1902:

..Mr. Debussy is late, like many of his young colleagues. They think and say that they
are in advance of their time and they are not aware that time goes by and they are the
ones who are late. They are not aware that the public is there to listen a music which
doesn't exist: that it is tired of this heavy and continuous declamation without either air
or light, which doesn't possess not even a single plot of real chant; that it has enough
unbearable chromaticism so that all sense of tonality and melody disappear; that it
needs to hear some phrases ... which move in a logical and rational manner and don't
go from modulation to modulation in order to end up in another modulation. ...
Rhythm, chant, tonality three things unknown to Mr. Debussy. ... what a lovely sequence
of perfect chords in direct movement, with fifths and octaves following each other.
What a collection of dissonances, sevenths or ninths, moving up with energy, even with
disjoint intervals. ... I do understand the darings, the infringement of the rules when they
are justified for a reason.  But does it really make sense to learn the grammar of one’s
art ... and hurt free of charge the language you've been thought to speak? No, I will
never agree with the anarchists of music...”

> .. il est en retard, M. Debussy, comme beaucoup de ses jeunes confréres. Eux et lui se croient et se disent en
avance sur leur temps, et ils ne s'apergoivent pas que le temps marche et que maintenant ils sont en retard. Ils ne
s'apercoivent pas que le public est las a la fin d'entendre de la musique qui n'en est pas : qu'il est fatigue de cette
déclamation lourde et continuelle, sans air ni lumiere, dans laquelle il ne trouve pas une parcelle de chant
véritable; qu'il a assez de ce chromatisme insupportable grace auquel le sens de la tonalité disparait comme le
sens mélodique ; ... qui se déroulent d'une fagon logique et rationnelle, et qui ne passent pas de modulation en
modulation pour aboutir encore a une modulation .... Le rythme, le chant, la tonalité, voila trois choses inconnues
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For instance, as he cites the basic “deadly sins” of counterpoint —parallel fifths and octaves- and
names them as the “language you have been thought to speak’, it is clear that he not only masters
counterpoint and harmony, but also wants these rules to be respected. On the other hand he really
takes the time to look into the score, and makes an effort to understand the music, even though it
doesn't seem to be very helpful. These are certainly facts that don't apply to Boutarel’s reviews as it can
be observed on p.3 in the reviews of La Mer or below in the review of D'Indy’s first symphony. Aside of
the musical language when we look into Boutarel's reviews of premieres, for instance d'Indy’s first
symphony in 1904 (Le Ménestre/ 1904/03/06) it can be also observed that he is not really enthusiastic
about novelties.

.. when such a wise, conscious master, skillful in the technical secrets as Mr. Vincent
d'Indy comes into question, [ think that I have to ignore my preferences in order to
acquire completely the composer’s point of view. Nevertheless I would suggest ... that
Mr. d'Indy ... and sometimes César Franck has a defect, even psychological abnormality.
How come such sincere artists give up on the beauty of simplicity, on the noble and
harmonious order which constitute the work of art of the greatest geniuses ...°

Though he describes d'Indy and Franck as geniuses of the French composers, he can't approve
the lack of “clarity” and “simplicity”: the two most important characteristics of the good old French
school. For him the novelty lies in the melody and apparently he can't see further than this. Taking
these two standpoints into consideration we can assume that Boutarel is a romantic and conventional
person, who doesn't possess a very profound musical background.

When we compare Boutarel's positioning in this review with the first review of La Merin 1905, his
dismissal can be comprehensible. He is looking for melody, clarity and simplicity and La Mer certainly
doesn't possess none of these classical French school elements.

Another question which arises, concerns his “freedom” of speech and of subject choices about
which he was going to write. Was he commissioned to write these articles? How was the decision
making system functioning especially regarding contemporary pieces to be reviewed? How far was
Heugel influential, if at all? Who was saying the last word? As it can be seen from different covers of
other contemporary journals (Figures 4 and 5), main collaborators are listed on the cover page.

a M. Debussy .... Quelles adorables suites d'accords parfaits marchant par mouvement direct, avec les quintes et
les octaves qui s'ensuivent! Quelle collection de dissonances, septiemes ou neuviemes, montant avec énergie,
méme par intervalles disjoints! Je comprends les audaces, je comprends la violation des regles lorsqu'elles sont
motivées, justifiées par une raison quelconque, parle désuet la recherche d'un effet particulier. Mais, franchement,
est-ce bien la peine d'apprendre la grammaire ... et de blesser gratuitement la langue qu'on vous a enseigné a
parler? Non, décidément, je ne serai jamais d'accord avec ces anarchistes de la musique. Je crains bien que le
public soit de mon avis. ..."

®» .Quand il s'agit d'un maitre aussi érudit, aussi consciencieux, aussi habile dans les secrets de la technique que
M. Vincent d'Indy, je crois devoir faire abstraction de mes préférences pour me placer entierement aupoint de
vue de l'auteur. Je remarquerai toutefois, ... que M. d'Indy a, ... un défaut que j'ai signalé parfois chez César
Franck et qui me surprend toujours énormément, parce qu'il constitue,a mon sens, une anomalie psychologique.
Comment se fait-il que des artistes aussi incontestablement sincéres ... renoncent quelquefois a la belle simplicité,
a l'ordonnance noble et harmonieuse qui constitue I'oeuvre d'art chez les plus grands genies...”
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Figure 4: La Renaissance Musicale

1/1/1882 cover page Figure 5: La Revue Musicale, 1843 cover page

Interestingly, when Le Meénestre/ used to mention its collaborators on its cover, Boutarel's name
never appeared whereas Pougin's always did. As quoted above on pages 8-9 Pougin had definitely a
music theory background, which certainly distinguished him from Boutarel and allowed him to appear
on the cover page. Again his review of Pélléas, which is certainly harsher than any of Boutarel's
Debussy reviews indicates that he doesn't approve of contemporary music.

3. CONCLUSION

According to Brian Hart, Debussy's compositional language changed fundamentally with La Mer
in 1905.

[ am not sure if this fundamental change affected Boutarel's critique of the piece since he doesn't
mention it in either of his reviews. As he makes basically very subjective, simple comments by taking his
personal emotional perceptions into account, without mentioning the musical reasons for these such as
harmony, use of unusual chords, intervals or/and any contrapuntal “unorthodoxies”.

On the other hand Debussy wrote La Merin the summer of his separation with his wife Lilly due
to his love affair with Emma Bardac. According to Trezise after Lilly tried to commit suicide the affair
became public and was certainly not well received. Nevertheless the creation of La Merwas also related
to this event since it was composed during Debussy's summer vacation with Emma Bardac. Even
though Boutarel doesn’t make neither any allusions to this event nor there is anything in his language
to suggest this sexual undertone, as a conservative magazine Le Ménestre/ might have deprecated this
situation through rejecting the piece that year.

When La Merwas performed in 1908 for the first time in three years, Debussy’s personal life was
in shadows again. As to Debussy pieces around 1908, Le Ménestre/ and Boutarel were certainly very
fond of Pelleas et Mélisande (premiered in 1902) and Prélude a 'apres-midi d'un faune (premiered in
1894) as anybody else in the community. They were being performed regularly not only in major
concerts but also in Sunday concerts (Colonne, Lamoureux, etc), which were reviewed regularly by Le
Meénestrel This increased exposure of debussyist music helped the public to digest this new musical

technique and to enjoy it. As Harrison states in her dissertation as well, the influence of these concerts
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on the public was also linked to the publishing market since it created a certain demand [p. 249]. As an
agent in the field of cultural production, Le Ménestre/ made, as we have seen, changes in its outlook
and content to keep up the balance of heteronomous hierarchization. One of Heugel's editorial tactics
to keep up the balance was to review Sunday concerts in general favorably and if not completely, and
to have “national rising stars” praised. So it was time for Le Meénestre] to praise Debussy as well, who
attended his “climax” around 1908. Heugel used this tactic not only in the case of Debussy but in the
case of other national and international contemporary composers such as Korsakov, Richard Strauss (Le
Ménestre] December 9" 16" 1911) as well. Nevertheless he had these favorable reviews written by the
"minor” critics of the magazine such as Boutarel and Jemain. These critics didn't have a musical
background and weren't considered as “contributors” to the magazine, since they were not appearing
on the first page. So Heugel was killing two birds with one stone: He still had novelties in his magazine,
but not with an important emphasis, which would have been the case if Pougin had reviewed them. I
think that it wouldn't be wrong to assume that Pougin with his solid music theory background could
have forgotten La Mer if he listened to it once. On the other hand this seems to be the case with
Boutarel, who was favorable about it after three years as if the piece was performed and reviewed by
him for the first time, which in turn served Heugel's tactical purposes.
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MEPINHWH | To mopdv apBpo €€eTalel TIC SIOUPOPETIKEC HOPMPEC TNG OXEONC AOYOUL Kal
LOUOIKNG OTIWC QUTEC AVAOEIKVVOVTAL HEOX OmO TIC ouvBeoelc Tou [wpyou KoupevTdkn
(1959). Baon TN POOeyYIONG QUTNC ATTOTEAOVV TO £pYX TOL TIOU OXETI(OVTAl GUETT ) EUUETT
UE KEHEVA TNC EAMNVIKAC YPOUHATEQC OTIO TNV apXXOTNTA PEXPL TOV EIKOOTO QULWVAL. 2KOTIOG
TOL APBPOU Elval TTAPOUCIACTEL N TIOKIAGL TWV CUVOECEWY AOYOUL KOl LOVGIKAG, N TIANBwpa
TWV OULVOETIKWY TIPAKTIKWY, N OVVOECN TOUC HE TO TIOPEABOV OAAK Kol n Tapouacioon

KOUWVOTOUWY XEIPLOUWY OXL HOVO O OTL opOPA TN HOVOLKT CAAX Kall TO AOYO.

AEECEIC-KAEISIO: ANOYOC (Kal) yovaoikn, MNwpyoc KOLPEVTAKNG, EAANVIKN YOAUUATEIQ, pwVvN

MARBog epywv Tou Nwpyou Koupevtakn (e@eéng MK), oKOpa Kot O0WV EVTAOTOVTAL OTNV
KoTnyopla TG Aeyouevng amoAUTNG HMOUCIKNG, E€XEL WG ONUEID avaPOoPAC Ve AOYOTEXVIKO N
TIOINTIKO Kelpevo. Ta kelpeva Tou aglomolel, pe evav 18ladTepo KGBe Pop& TPOTIO O CLVOETNC,
elval ypoppeva we ettt To TAEloToV TNV EAANVIKT YAWOOQ, amd EAANVEG AOYOTEXVEG 1) TIOINTEC KL
TIPOEPXOVTAL KOTA KUPLO AOYO OO TNV OPXAUOEAANVIKN KOl TNV VEWTEPN EAANVIKI YPOUUOTE L.
EEoupeTelq amoTEAOVV AOyoTEXVAUOTA TNG EEVOyAwaong Tedoypaplag, Omwe o Apdkoulac Tou
Mmpo 2TOkep (1847-1912), mapapublor Twv adeA@wv Tkpwu (I 1785, B.1786-1859,1863) kat Tou
Tlov Mméptlep (1926)', To StAynuat 70 NuELOAGYIO VOC TPEAOU VELOU TOL TEIMWVA GLYYPOPEX

"Névw oto dpdrouAa Bactotnke n opwvupn cuvOeon tou K. (1997). To épyo H doulta Twv aSEApwV kol
(1996, o ypopn) xwplleTaw ge TEVTE PEPN: «H KOKKIvookou(taor, «H povoayikn Két kat o Mp-Mog
yatovoupne», «O BoupaaToc BIOMOTAC», «[oplvTte Kat MNoplvykels, «H wpala Kolwpevn». ATt Tn cuAoyn
Keeping a rendez-vous tou T(ov MTiepTlep avTANBNKE To ToPaUUBL «Miax Apkoudor, BA. BiBAoypapia A.,
Kordellou, (2014). Transforming... the fairytale... To Sujynua Tou TavidaKL UTTAPEE N aPOopUn YL TN ouvBean 7o
lookpdrnua evoc toeloU yépou (2010-11) yior pmaytdy ko KiB&pa. 2tor EevoyAwaoa €pya Tou Ba
HTIOPOVUOONV VO EXOUV QOKATEL ETILPPON 1 VO OTIOTEAECOUV QUPOPUN YLt CUVBECN CUYKOTOAEYOVTAL Kol T
HETAPPOOUEVO BeaTplkd €pya ylor Ta omola o K. éypape pouolkn Twv MoAepou, Koupterey, Tyey,
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TCouvitolpo Tavilakl (1886-1965), KoBwC Kol OpLoPEVO BPNOKEUTIKA Kelgeval TNC SUTIKAC
ekkAnolog kot Tou LVSAIoUOY, YUpPW OTO TA OTIol SIPBPWVOVTOL PWVNTIKEC KL OPYOXVIKEC
ouvBeoelc. Tnv emidpaan ™G apxalag eANVIKAG Sloavonong Tiévw OTO €pyo Tou, IBITEPA 0T
VEQVIKA I TX TIPWTA £PYA LAPTUPOUV TA TIOWLOTO TNE ZATPOVE, T OTIOIX GUVAVTALE OTO £PYO
Fowce Aaiuwy oo ewvh kot duo tiiava (1991), amoomdopota and apxateq Tpaywdlec, (EAvn,
Bakyeg, Iplyeveia v Taupoig Kot v AuAidr tou Eupmtidn, Avtiyovn Tou Z0@OKAY), OTiwC O TITAOG
«AVWAOAUEE Kot KatNOe BapPopa PEAN poyeLoLOO» TOU /]pWiTou KoUuapTETOU EYYOPSWV
OQVEIOUEVOC OO TNV ptyeveia v Taupolg Tou Eupmtidn, 1 omo apxada (PIAOCOPIK& Keleva OTIwG
T0 Zuumnooto Tou NMA&Twva TIov aglomolovvTtal atnv Arroudkpuvan I (1976) ylo @wvr) Kot TiavVo
Kol oTov Jwkpdtn oty AGriva (2001) ylor KpouoTd, OAAX KOl OTiXOlL amd T OUNPEIKA TN TIOU
EVOWHOTWVOVTAL OTO AUTIPETO TNC Omepag Eooetar rjuap...(1986, 1995). H ouyxpovn Opwg
AoyoTexvia kat Tolnon exel agnoel emiong SuvaT& TO OTlypo TnG OTO €pyo Tou: To
LuBlotopnuata Tou Nikou Koalovtlakn (1883-1957) Ba ammoteAéoouy Baciko €peblopa yla TN
Snuoupylar Tou CLUEPWVIKOY Amor Fati (2007), n Toinon tov Nwpyou Zeepn (1900-1971) Ba
Ta€dePel peow Tou kou Jtpatr Colacoivou pe TIC VOTEC Tou KOUUEVTAKN OTNV OUWVULLN
ouvBean, TonpoTa Tou lavvn Kovtou (1943-2015) avixvelovTal OTO VEQVIKO £py0 ATmOmeion
urtvou (1979) kot tou Taoou Tohatn (1937) ota Tpayoudla Baoidsio twv mouAdv kal [latola
(1987). 2tixot Twv mointwv Oducoesar EAVTN (1911-1996) wkow Avdpear KaABou (1792-1869)
EVETIVEUOOV £pYQ OTIWC N Medwdia Ipawounyavnc vy cavroupt (2006) Kal TO UAKPOTIVOO
OLULQPWVIKO €pyo @UAlov Atiuntov (1990). Y& UKPOTEPO BoBUO, N AGIKA Kol EKKANOLOOTIKN
TIaPGSo0N amNXelTal PE pLa SIBECN aVOVEWONG HETO OO EPYX OTIWIC N IPLYEVEIX TTO YEQPUOL TNG
Aptacg (1995) -ouvBeon Boaolopevn OtV yWwaoTr TapoAoyn kot apxator Tpaywdia (lpiyeveiar sv
AUAIS)- PE TNV EUUEDN QVAPOPA O HOVTIVAOEC O OPKETA QIO TA TILO TIPOOPATA EPYO KATC
ouoAoyiar Tov OLVBETN (TLX. OTO Amor Fat), UE QVPOPEC O TIOPASOCLOKA TPayoudla (pll{Tiko
otn MeAwdia yoapounyavrc via uapiurta golo (2005), tpayoudla Tng Mikpac Aclag ato Point of
no return, SeVTEPO KOLOPTETO gyXOpdwv (2010) Kat Pe TNV MEAOTIOINON EKKANCLOOTIKWY HEAWV
otn Missa Harmoniae Verbi (/\sttovpyia ¢ Apoviag tou Aoyou, 1998).

Eotw o ypriyopn avayvwaon Twy epywv Tou KOUPEVTOKN OTMOSEKVUEL OTL TOCGO O
XELPLOUOC TOU KEWWEVOU OO0 KL N OXECN UETOEY KEWWEVOU KAl LOVOIKAC VIOBETEL TIOIKIAEC HOPPEC
elTe TPOKEITOL VIO PWVNTIKN ETE YA OPYOVIKA HOVCIKNA. Mot TtpwTn Ta§lvopnon ouTAC TG
ol opopplag Ba umopovos var Boaolotel oTov  SloXwPLopo Tov  TIPoTelvel O EABeTOC
yAwacooloyog André Wyss, SnAadr), oe Kelpeva ue duson (directe) 1y uuson (indirecte) oxeon e ™
LOVLOLKN. Oswpeltal duean oupewva pe Tov Wyss (Wyss, 1999, aeA. 2) oTtawv:

«TIOVTPEVEL TO PG KAl TN HOVOIKH XWPIC Vo EMavVaSIAmPoy LA TEVETOL OUTE TOV KaXBOPLoUO
TOU YPOTITOU KO TOU HOUCIKOU AOYOU, OUTE TWV OUCLOOTIKWY TOUG Slapopwv (....). Eppean,
KATTIOLEC (POPEC MOKPLVI, KATIOLEG (POPEC XPNENUEVN HECX OTA EPYO- TIAVTOTE TO CLUYXPOVO-

OTav apveltal T ovvopa TIou  Slaxwpldouv To K&Be €ldo¢ (YAWOO, HOUOIKA) N
TIPOCTIOLE(TOL OTL TOl HETOKIVEL.

KoABivo, Toexow, (MiocdvBpwrrog, H kouvnusvn axladid, Evta IkaurAep, Evac Bacihid¢ mou akovesl, Tpeic
AOEPPEC).
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Q¢ Auean, v TOPASELYUQ, VOOUUE TNV TIERITITWON TOU AWUTIPETOV UIOG OTIEPAC, KAl WG
EUMEDN, TNV QVOQPOPGE-TIOPOTIOUTI) O VAl KEIUEVO 1] TNV AELTOLPYIA EVOC KEWWEVOU WC TINYN
EUTIVELONC, XWPIC oUTO OPWC v Elval TIapoV 0TNV TIPTITOVPA. [Mépar omd qUTH TN YEVIKN
SLGKPpLON TIPETIEL VO ANPBel LTTOWN OTL 08 KABE £pY0, O XELPIOUOC TOU KEWWEVOU COE OXECN HE TN
LOVLCIKN amouTel pla BaBUTEPN TIPOCEYYION WOTE Vo YIVEL KATavoNTOC, a@oU OTtwC Ba SoULE,
KOOE €pyo BeTel KAl aKOAOUBEL ElOIKG KPLTN Pl KABOPLOWOU GUTAC TNG OXEONC. 2€ OTL AUPOPA T
EPYQX UE E€UUEDN OXEON TIOETAL TO EPWTNUA KXTA TIOCO TO TTapa-Keiusvo (paratexte) pmopel va
ETMNPEACEL TN HOVOLKN YPOPr), TN POPUA, TO OTUA 1 HE «TTOL HEOX SIATUTIWVETAL TO VONUO TOU
Kelevou» (Wyss, 1999, geA. 2). To kelyevo omoTeAel o0 oLTH TNV TEPITTWON COPWC evar £€w-
LOLCIKO €pEBIOP, Elval OUWE GUOLPO TNG HOUOIKAG oVVOeoNG ATO TNV TIASUPA TWV EPYWV e
QUEDN OXEDN EVEIPETAL EPWITNUA OXETIKA HE TN SLXTHPNON TOL «VONUATOC TOU KEUEVOU CAAX KOl
TIC SLVATOTNTEC TNC HOVOLKAC VO (PEPEL VONUOX KOl OXETIKA LE TO TIWC TO Kelpevo Ba eTOLCLWOEL
08  OPYOWIKO UEPOC TnG ouvBeong Omwg mopatneel o TGAOG  HOUCIKOAOYOG KO
OTPOLKTOLPOALOTAC TotnTAC Nicolas Ruwet n (S)apBpwan TNC HOUCIKNG KAl TNG YAWOOXC UTTOPET
Vo KlvnBel amd «tn oUykAlon otn avTiBeon, mepvwvTag amo kKoaBe eldoug SlapopoTioinang,
OUUBATATNTOC, CLPTANPWHOTIKOTNTAC» (Locatelli, 2001, oeh 102). Ot pop@EC TIoL TapvoLY Ta
Kelpeva ota pyar Tou KOuPEVTAKN lval TTOIKIAES: UTTOPEL VO TTPOKELTAL VLot OTIAEC CUANOBEC, AEEELC
N (PPAOELC HEUOVIWUEVEC, OTTOOTIOUOT 1 Xwplor OAOKANPQL 2TIG OEASEC IOV akoAoLBoUY Bax yivel
ULO TIPOOTIOBPELX VO TIAPOVCLOTTOUV Ol SLPOPETIKOL TUTIOL a€loTIoiNONG TWV KEWMEVWY KOl TWV
OXECEWV HETOEV HOUOIKNAG KO KEWHEVOD, EEKIVWVTOC OTIO TIC OLUVOECELC TIOU QVOTTTUCO0UY UL
Oox€an Tnyala, avopopdc f mapd-Keysvou (paratexte) LE TIOINTIKGA KOl AOYOTEXVIKA EPYX LE
XPOVOAOVYIKI CElPQ, €V OKOAOLBOUV 000t OVOTITUOCOLV UEDN OXECN AOYOU - UOUOCIKAC OF
ToEvounan Le Baon To €60C TNC OxEaNg oVTAG.

1. EMMEZH 2XExXH

To 1981 o K. ypl@el TN POVCIKN Yyt TNV TOPAOTACN TNG Iplyevelag v Taupolg oTnv
Enidaupo ce oknvoBeolar Odvou Kwtoomoulou (1911-1993). Alyo opyoTepa Ko KOATOTILV
avaBeong Tou IvoTtitouTou lkadte ABNVWVY akoAoLBEl n cVVBECN TOU TIPWTOL TOU KOUPTETOU
(1981), og £V JEPOC, HE TPLUEPR SOUA KOL LOVOIKF YAWOOX ETNPEXCUEVN omtd TNV avant-garde’, To
omolo aplepwvetal otov Mavvn I Momoiwdavvou (1915-2000). To KOUKPTETO, av Kot SV AVTAEL
QUTOUOIO UAIKO OO TN OKNVIKA HOVOWKN —le €€alpeon ToV Tupnval TOu- CUUPWVO UE TOV
OLVOETN, Pepel WC TITAO eva aTixo Tou Euptmtidn amod TNV opwvupn Teoywdla: «AVWAOALEE Kal
Kotnde BapPopa peAn payevovaar. O TITAOC auToc, €ldog povakoU mapa-kelusvou (paratexte
musical), oTtwg To ovouddel n Frangoise Escal, aviypaTikog ko SuovonToc Yot TTOAAOUC, OTIWG Ol
apXooeAANVIKoL T{TAOL €pywv Tou Idvvn ZevaKn, Kal HE TN AOYOTEXVIKN TOU QVOQOPX
«QVTIKATOTITPI(EL TNV 0UPEVN €EXTOUIKELON TWV CLVBETIKWY CUOTNUATWY KAl TWV OeudTwy

? «L'articulation de la musique et du langage ... peut aller de la convergence & la contradiction, en passant par
toutes sortes de décalages, de compatibilités, de complémentarités.», (Locatelli, 2001, oeA 102).

? Mpuwtn ektéheon otic 11/11/1982 oto votitouto MKalTe.
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LOUCIKOU OTOXOOHOU TWV TEASLTOMWY SeKEeTIOV» (Bosseur, 2011, oeh. 119)*. H peTopopd Tou
T{TAou SnAwvVEL TNV VTTIOPEN EVOC aoBNTIKOU (NTAPKTOC TIOL YONTEVEL TOV CLUVOETN : TNV avTiBeon
«BopBopdTNTOC» Kal «TIOATIOHOU» TIOU N (PPACN KATOOEIKVUEL PE TIG AEEEIC paveUoudar Kal
Laofopa paAn (o 16 IOV EVUTIAPXEL KAL 0TNV Tpaywdlal a@oy N «TTOAMTIOUEVN» [(pLyEvelx
KOTOIKEL TIAgoV 0t xwpa «BapBapwv» katd Euputidn). Onwc mapatneel o Meelberg (Klein, 2013,
OeA. 273) «XPNOOTIOIWVTOC Sla@wviec, BopUuBOUC, PWVNTIKEC KOl OPYQVIKEC KATOXPNTELS, N
AYPLOUCG, TOPOYUEVOUC PUBUOUC, QLT N HOUOIKN (N OTOVIKN) utopel var BswpnBel Bloun (n
BdpBopn) elte yiorl avomoplotd T BloudtnTa, £ite emMeldh emevepyel Blowa oTov oKpoath»”. IT0
KOUOPTETO AVWACAUEE.. TOOO N TTOAUTIAOKOTNTO TOU HUOUGCIKOU LVAIKOU 000 Kol N SUOKOAX wC
TIPOC TNV €KTEAEDN (XOPAKTNPLOTIKA TNG HOVCLKAC TIPWTOTIOPIOG) £PXOVTAL QVTILETWTIO HE ULX
TIPOOTIAOEL CUVAVTNONG HE TO «TIOAITIOUEVO» TIXPEABOV (OTO EVOIAUETO TUNHX TOU KOUXPTETOU)
SNAWVOVTOC ELOTOXX TO PeyeBog TN avTtiBeonc.

Onwe 0To MPWTO KOUAPTETO, OTIOU Ol OTixoL Tou Eupltidn xpPNooTIolVVTOL WC TITAOC, UE
aVGAOYO TPOTIO Ol aTiXol Tou K&ABOL TIOPELTPPEOLY GTOV TITAO TOU CULIPWVIKOU £pyou  @Uullov
Atluntov (1990)°. H aTpown Tou TouoToc Touv AvSpéa KEABOL /100 10 Igpd Ndxo «OAN av TIC
amoBavn... KUTIAPIOCTOU» OMOTEAECE TNV TINYN EUTIVELONG YO TO TIOAUTIAOKO GUTO CUM(PUIVIKO
£pYO TIPOOPLLOHEVO «ylat OEKO SIPOPETIKA CUVOAX TWV OTIOIWY TO GBPOIOUN LOOSUVOHEL E L
OULQPWVIKN 0pXNOTPO» (ONUElwon OTnV TPTITOUPX). H eTiAoyn Tou Ttonpatog oxeTideton Befoia
LE TO YEYOVOC OTL HE TO €PYO OUTO O OULVOETNG OCUMHETEIXE OTO SLyWVIOUO CUVBEONC
OUHQPWVIKOU €pYyou [E Bepa TNV €BVIK ToAlyyeveaior Tov ottolo dlopydvwae To MVEUUOTIKO
Kévtpo Tou Afpou ABnvaiwy.’

ExovTtag oto evepynTtikO TOoL OGN Suo KoVToEpTar Yl Tdvo, o K. ypdpel To Tpito
KOVTOEPTO YLot TGO Kot £yxopda (1999)° pe titho Hugpoldyiov eyxAsiauou (Diary of confinement)
Tou BoolleTal 0TO NUEPOAOYIO EVOC OVWVULHOU  COPAVTAEN, OUYXPOVOU E€YKAEIOTOU  TNG
HEYOAOUTIOANG. To €pyo SnuoolelTnke oto /[Mavddiov (1997)° we «pial HoVaSIKA  ISIWTIKNA
LOPTUPIO TWV KAPWY HOC» TIou Hag «odnyel oto BaBuTepo l80TIOIO YWWPLOUX TNG CUYXPOVNG
WOIWTIKOTNTOC : TOV ATPOCWTIO OPUHATIKO TNG XXPOKTNPO» (OXOAL0 TOL ekOOTN, agA. 78). TMepa

“ «.. refléte l'individualisation accrue des systémes de composition et des thémes de réflexion musicale ces

dernieres décennies.», (BOSSEUR, ogA.119).

> «By making use of dissonance, noise, vocal and instrumental abuses, or wild, agitated rhythms, this music can be
considered violent, because it represents violence or because it actually acts violently on the listener.» (Klein,
2013, osA. 273).

® Mot éval AGOLTO, SUO THKKOAQ, Tplor GPTIOE, SUO KAXPIVETA O Olb, éval KAXPIVETO LMo oe otb, Suo
POYKOTQ, EVO KOVTPO (POYKOTO, Tplol KOPVA O (PO, TECTEPELC TPOUTIETEC, TPt TPOUTIOVIY, X TOUUTIQ,
TUAVO, TECOEPELC TIEPKOOLOVIOTEC, €lkoal e@TA PBlOAY, EvTekar PBLOAEC, O¢kat BLOAOVTOEAAD, OKTW
KOVTPOUTIAOOL.

" Me To £pyo auTo o K. amoomd to Sevtepo BpaReio Tou Slaywviouoy (Sev 68nke TpwTo. To SevTepPo
Bpafelo TO HOIPAOTNKE [E TOV CUVBETN MiXAAN TpauAo).

¢ MpwTn KTEAEDN KOTA TIC The Hellenic concert series amd To BT Scottish Ensemble otic 17 Touviou 1999 oto
Aovbivo, e Tnv uttoaThplén tov Michael Marks Charitable Trust

 Téuoc 3T, op. 25, ABnva, Iovviog 1997.
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OTO TO OUYXPOVO TOU PAVUHE, OPWC, 6ot UTIOPOUCE €VAOYX KOWVEIG VO UTIOBETEL OTL O CLVBETNC
YONTEVTNKE OO TIG HOVOIKEC YVWOELC KOl ETUAOYEC TOU CUYYPOPEDR, O OTlolog Sev elval omA&
LOVCIKOPIAOG, OAAG YVWOTNG HE EKAETITUOUEVA KOLTPLX. KAQOIKG Kal POUOVTIKA €pya (TWV
MoToapT, MTMEeTORey, 20UV KTA.), W¢ Tl TO TIAEIOTOV, TOU KPATOUV CUVTPOPIA OTIC SUOKOAEQ
WPEC TNG HOVAEIAC KOl Ol OKPOKTELG TIEPLYPAPOVTAL WC HMUOTOYWYIX Kal WG EKTEAEON LEPOV
TEAETOUPYIKOU.

TO KOVTOEPTO QVTAVOKAX TIC WUXOAOYIKEG LETATITWOELC TOU EYKAELOTOU OTX TPIX HEPN TOU
oo T oTolt TO TPWTO XAPOKTNEIETAL amO £Va HOKPU HOVOAOYO TOU TIAWOU HE HIKPN
OUUMETOXN OTO T £yxopdo— Selyar TG HOVOXIKAG Cwng Tou. AKoAOUBEl To SeUTEPO, YPNYyoPo,
(wnpod Kat BacllOpeVo aToV TIOPAOOCIOKO TIOVTIOKO X0PO TE(P)PQ, WC EVOELEN KOWWVIKOTNTOC
KO TILO QVEUEANC UTIaPENG IOV SLlaPaiveTal OTO PECO TIEPITIOU Tou Nuepoloyiov. To TplTo pepog
ETIOVOUPEPEL IO TILO  HOVOXIKA OTHOOPXIPO TIOU LUTTOSNAWVEL TNV €K VEOL OITOUOVWON TOU
ouyypopea. O OUVBETNG QVOPEPEL OXETIKA © «Bat TIOPATNPENCETE OTL TO €PYO TEAEWWVEL XWpPIC
EVTUTIWOLOOUOUE, O€ OVALIOVH), OTIWC PUOCEL OE HOVOXIKOUE aVBPWTIOUE» (ELOOYWYIKO CNUEIWUA
oT1o €pyo, apxelo MK). Ol pOHAVTIKEC QVOPOPEC TNG CUVOETIKNG YPOPNG CUVOEOVTAL UE TIC
LIOUOIKEC QVAPOPEC TOU NUEPOAOYIOU, TIC OTIOlEC O OUVBETNG EXEL TIPOOEKTIKA ONUELWOTEL
(IOLOXELPEC ONUELWOELS, apxelo TK). H emava@opd TUNUATWY ovap@BoAX £XEL TIC BAOELC TNG OTNV
EMOVOANYN  TNG HLOTaYyWYlOG TNC oKPOAONC KoL TWV  POUOVTIKWY  OVOPOPWY  OTIWG
TIaPOLOLAOVTAL OTO NHEPOAOYLO Kol uTtopel va BewpnBel OTL Asttoupyel we Yuyoloyiko uovtad
kot Almén ko Hatten'® (Klein, 2013, ge). 66).

M 1dladtepn TepimTwaon cuvBeang OTIoL TO Kelpevo oXeTI(ETO TOOO EUUEC OTO KOl AUETN
LE TN UOULCKN amoTelel O Jwkpdtne omnv ABrva oe nuepounvial TTou ouyxpovideTal e TO
oAuepat. Mpokeltal ylo por oVvBeon Tou 2001 BAGLOpEVN OTO OHWVLHO Tolnua Tou Odvou
JtaBomovAou (1963) ylor TEVTE EKTEAEOTEC KPOUOTWV (TTOU AEITOUPYOUV KOl WG KOLWWTETO
(PWVWV) O€ €EL LEPN, HE QPOPUN TOV EOPTACUO TwV 2400 xpovwy omo To BAVaTo Tou PIAOCOPOL.
O 2TaB0ToOVAOC TIEPLYPAPEL e TUYXPOVN SIASPOUN TOL JWKPATN aTNV ABrVa TIOU EKTEVETAL
amo v Mvoka (EuTvnua) Tpog TV lepd OSO-NekpoTtawelo (TeAoc) peow Tov Onaeiou, TG oS0V
ABNnvac, TG Ayopag (Xwpog Slohoylopov) kat TG TAatelog Opovolag. O ToiNTNG EVOWHOTWVEL
ETTLONC UIKPO OMOOTIOOUX OO TO Juurooto Tou MNMAGTwva (arod 215e kat 216b), o1tou o AAKIBLESNC
TIAEKEL TO EYKWHLO TOU JWKPATN, TO Oomolo ko perotoleltar amd tov Koupevtakn ota Suo
TeEAsLTAlQ PEPN TOV €pYOU. H HOUOIKH OTQ TECOEPQ TIPWTAL UEPN AELTOVPVEL TTPOYPAUUOTIKA KO,

1% «Psychological montage articulates disruptions or overlaps in the stream of consciousness, either of the present
or of memory/reminiscence. Consider for example, Ravel's polytonal recall of dance motives near the end of his
Valses nobles et sentimentales, or Ives's quotational collages — also enacting spatial and actorial roles — in works
such as "Puntnam’s Camp” from Three places in New Englandb, BA. BiBMoypapior Almén, Hatten (2013), ogA. 66.
To YuXOAOYIKO LOVTAL SIPBPUIVEL SIOKOTIEG 1 UTEPPATELC OTO PEVUA TNE CLVEIONONC €iTE TOU TTAPOVTOC
elte ™C pvAUNg/avauvnong. AC AGBOUME WC TIOPASELYUA TNV TIOAVTOVIKY OVAKANGN TWV XOPEUTIKWY
HOTIBWY Tou PaBEA KOVTA OTO TEAOC TWV FUVEVIV KOl TUVAITENUATIKWIV XOPLWV TOU I T TIOPOTTEUTITIKA
KOMA&C Tou AB¢ -Ttou emiong UTTOSNAWVOUY XWPEOTOEIKES KOl SPAUATIKEC TIOPAUETPOUG- OE EPYat OTIWC TO
«Puntnam’s Camp» amo Ti¢ 7pei¢ TorroBsaisc otn Nea Ayylia.

1 ANNER av eKTEAEITO oruEepa 0 TITAOC Ba ATty O Swkpdtne otnv Abriva otic x/x/2014.

EMAnvikd Nepiodind yia Tn Mougixr, Ty
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LE OUVOETIKA OlKOVOpIot Kot AITOTNTO OXEOOV UWVILOALOTIKE, TIEPLYPAXPEL TO OSOLTIOPIKO TOU
OAYQPKOUG ZWKPATN PECXK OO TNV KOBNUEPLV ATHOOPAIPN TOU LOTOPIKOU KEVTPOU, EVW TO
TIOINMOC GO YEANETOI OVAESO OTO OUGOIKA PEPN™. H EVOPXATTOWON HE XPAON BUTPEPWVWY,
ELAOPWVWY, YAWOTIOWY, TPLPIXTPWY KAl water gong eTUTPETIEL OXL HOVO NXNTIKEG ULLNTELG OAAK
KOl TIANBOC HOUOIKWY  HETAPOPWY TIOU KIVOUVTOL O €UPU  (PACUO EKTEWOUEVO amd TNV
avBpwWTIVN WVN (CLVOESEUEVN CUUBOAIKG [E TO BUTIPAPWVO) OTN (PUON, 0TNV OEXXIOTIPETIELX
OAA& Kal 0oTn Boun Tou aBNVAIKOU KevTpou. H Opoppn TEPITAGVNCON ANYEL UE T AOYLO TOU
ANKIBLEGN (MPWTN wvn) OTO TEEUTITO PEPOC «eyw &g TOOTOV HOVOoV alaxVvoual ... TAC TWAC TAC
UTIO TWV TTIOAWV» Ta oTtolot HOALG TTIOU avodUOVTOL HETX QO TOUE WIBVPOUC TWV TECTUPWY
PWVWV 08 GAOYEC CUAGBEC (T TTO TIA T, TOU TIX T TL) EKPEPOPEVEC TIAVW OTOV (810 TOVO, OE Ula
TIPOOTIABELX (OWC aVATIAACNC TNG ATUOOPALPAC Tou cuutioctiou. Onwg Tapatnpel o Wyss (Wyss,
1999, ceA. 161), «n WoAuwdlor elval Wor TTPOKTIKY TOCO SNUOPIAAG OTNV OLKOUUEVN KOl TOCO
LOKPOXPOVI WOTE VO OPKEL Yl var SNAWCEL TNV ouolwdn oUVOEDN HETOEL OPAOG Ko
TPOYOUdIOV, EVA EVOLAPESO OTUA TTIOL CUUPWVA UE TO Zav-ZoK Povow poac Buullel OTL «kamoTe

B H ouvouoBnuotikh pdpTion Tou AAKIBLESH GAAWOTE

oA Kot TpayoLuSt ATay TO (SL0 TTIPAYUOX
«kopSla NGOG Ko SAKPUAL EKXEETOL VTIO TWV AOYWY TWV TOUTOU» QTIOKTA KABOAIKN SlaToon
KoBWC uTtoypoupideTol amod TN HOVOPWVIKN CUAAGBIKN TIOXPEUROCN KOl TWV TIEVTE (PWVWV TIOU

ETTOVOAQUBGVOUY T AOYL VTG TTPLY BuBLOTOVV 0TN Slvn TWV KPOUTTWV.

To ouvolo tou gpyou Tou Nikou Kadowvtldkn oA Kat ot omoelg tou v Tn (wr) Ba
OMOTEMECOLV BOOIKS £PEBIOUA VLo TN SNILOLPYIC TOL CUHPWVIKOY Amor Fati (2007)*, pe Tpiuepn
doun, Vol amod TA TO aUolod0&a £pYa TOU CUVOETN TIOL B UTTOPOVOE VO XXPAKTNPLOTEL WC O
TIPOOWTIKOC TOU UWVOC TIpoc TN Cwr. Omwce mapatnpet o TK® n méva tou Kalowtldkn
QUPLOBNTABNKE CUXVA OAAG KO EYKWULAOTNKE PE (A0 omtd AOYOTEXVIKOUC KUKAOUC TNG EAAGSOC
KO TOU €EWTEPIKOV. ANCUOVABNKE, 0AA& ovaKoAVEBNKe ek vEou. O GUVBETNG, eTTavaTPOCEYVICEL
Tov KalowTtlAkn TWV VEQVIKWY TOU XPOVWV (UE Qpopurn TNV omovoun otov (dlo tou BpaBeiou
«Nikou Kalovtlakn» oto HpdkAslo tng Kpntng otig 29 NoeguBplov 1995) kol ETOVEKTIUG TOV
TIAOUTO TWV 8wV Kol Toug opldovteg TG koopoBewplag Tou (BA. el0aywylKO onuelwpa NG
ekdoonq). MopdAAnAa, evatepvilopevog Tig amopelc tou Tpfv TNoaop (1931), emoveéetadel TO
(PLAOCOPIKO TIEPLEXOUEVO TNG ONULOVPYLOC TOU CUYYPAPENX KOL TO CUVOWIZEL TN PPAEACN : «VX UNV
aPNOoW ToV XAPo TIMOTA VA Lo TIAPEL —OVOX G Alya KOKOAO» (omd TNV Avawopd atov [Kpeko).
To Amor Fati Suwg e€UUVEL TaUTOXPOVOL KOL TNV KPNTIKA HOVCLKN Kal (UAn, aloTIolwVTag TNV

¥ MNpwtn ektéheon otnv ABAva, Apxaia Ayopd, 13 IouAiou 2001, pe To oUVOAO SeioTpov LTS TN StevBuvorn
Tou MiATou Aoyladn.

B«... comme la psalmodie sont des pratiques si largement répandues sur le globe, et qui le sont depuis si
longtemps que elles suffisent a manifester le lien d’essence qui unit parole parlée et parole chantée ;... C'est que,
dirait Jean-Jacques Rousseau, “parler et chanter étaient autrefois la méme chose”». BA. BiBAoypapior Wyss, 1999
(ogA. 161).

" Mpwtn ektéAeon oTic 25-10-2007, kotdt Tor 42% ANpATPLY, CLUVOLAL aPLEpwWHA 0To Niko Kalowtldkn, 0To
Méyapo Moualkng Oeaoohovikng Kpatikr) opxhotpa Osoooiovikng SlevBuvon MUpwv MixanAidng.
Ek&60nke amo Kévtpo EAANVIKAC Moualkrg og ouvepyaoia pe v Kpatikn Opxnotpa @eooaiovikng, 2010,

ISMN: 979-0-9016000-2-7.
B ThAepwVIKY OLUVEVTEVEN TNC UTTOPAVOPEVNC HE Tov K., 8/9/2014.
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TEXVIKN TWV KOVTUALWY, TIC HOVTIVAOEG, T NXOXPWHATH TWV TIHPASOCIOKWY TIVELCTWY KAl TNG

AUPOC KO AVTIKOBIOTWVTAG TNV avBPWTILVN (PUVA HE KEAXNSAPOTO TIOVALWY, TO OTIOlal LOVVTOL

LE HEYOAN THOTOTNTO TAX TIVEVOTA TNG 0PXNOTPOC,

21N StdipKela TNC Tepacpevng SekaeTiag o K. ouVBETEL Lo Oelpdt KLPIWE OPYAVIKWV EPYLIV
YLt GO0 OpYaVa 1) GUVOAX LOUOIKAG SWHATIOU TIOU AELTOVPYOUV WC ETILATOAEC TTPOC SIAUPOPOUC
ATMOSEKTEC, LUTIO TO YEVIKO TITAO Typewriter Tunes (MeAwdisc pagounyxavriq). 2T 14 Aekepfplov
2005 ohokAnpwvetal N MeAwdia Ioapounyavric yvia uoplura aolo (Typewriter Tune for marimba
solo, Muppixloq). 2to akdAoLBo pP{TIKo TPoyoLSL BploKeTal N opOPUn Y& TNV ETILOTOAN TIPOG «TO
OVELPO TNG AKUHOVTNC AlvNG» TIOVW OTO pUBUO TNG O5(P)POC:

Eyw TooL VOXTEC TTIOPTIATW, KO TOOL UYEC KOLOUUAL
KLEXW TOL AOTPO CUVTPOPLA KOL TO PEYYAPL (PIAO

KO TOX TIOUALX oU KEAGNSOUV KO T TIOVALK LIOU Aéve
KOWUNOoOoL €0V TIOU £ty pUTTVALC.

Alyoug prveg apyotepa (12-02-06) o K. ouvBetel tn Typewriter Tune for santouri solo
(MeAdwdia Ipagounyavne yia oolo oavtoupl) Pe LTIOTITAO «Kapolhapag» vy cimbalum Kot
apépwon atnv Ayyedlva®. O ayépoc Twy oTixwy Tou EAUTN omd T ToINTIKA cuANoyR  A&ov
0T €lval O TIOPOANTITNG, OAAK KO EUTIVEUOTNC TNG MeAwdiac yia oavroupt:

«AMNOL TIPLV OKOVOW QyEPOL N LOUCLK)

TIOU KLVOUOO OE EXYVAVTO VO Byw

(LLov amtépavTn KOKKIVN GO avERoIVa

LE TN TPV You afrjvovToac Tnv lotoplo)»

H MeAwdia Ipagounyavric yia Acpta ypapuevn Tov IovAlo tou 1dlou £toug (05-07-06), sivon
APLEPWHEVN TTN MApBa MowpoelSh (for Martha) Tiou TNV €PUAVEVCE GTNV TIPWTN TNG ekTéheon.
AUTI) N LOUCIKN ETILIOTOAN €XEL WG ATOSEKTN TO OKOTASL, OXL WE PUCIKO PAVOUEVO, OAAX LIE UL
KOG CLUPOAIKN, NBIKN N TIVEULOTIKA SIAOTOoN OTIWC SlapalveTol omd To Xwplo Tou Kot
MotBalov ¢' 22-23  «& ouv TO (uWE TO EV 001 OKOTOG E0TI, TO OKOTOC TTOJOV,» TO OTIOlO ETINPENOE
TNV oLVBeon. Av Kat Ba Tav SuVaTo Vo LTIOTEDEL OTL 0 OTIXOC AUTOC ATOTEAETE EUTIVELON YLO TN
MeAwdia yiar Acpta, n SITUTIWAON TOU WC Mt TIPOOWTIKT, PNTOPLKN €pWTNON KPUREL PHGAAOV
evav TIPORANUOTIoNO TIou Bupldel adp& TNV avaAoyn epwTnon Touv Beethoven «Muss es sein® aTo
KOUOPTETO eyX0pdwv op. 135. H MeAdwdiar mov PBooileton 01O puBUO TOU KOPOWOUA KOl TOU
OUYKOBIOTOU  EVOWMUOTWVEL Kal &va  SeVTEPO  OTLXOUPYNUX TOU OLVOETn TO omolo o

' Mpokettat yia v Ayyedivae TKETOERR, EpUNVEVTOLO OTNV TIPWTN eKTéAeDN, oTic 5 louAiou 2010 otnv
nop&ataan Unknown dialects: 8 ovoikec SiaAééeic Tou PeaTiBEGA ABnvwy kot Emidopou, ato Tdpuua
Mux&Ang Kokoytavvng amd to DissonArt Ensemble.

Y sty Sl mapdotaon (BA. uttoonueiwon 17) madxtnke kaw n MedwSiar yoagounyavic yia Adgta yio
TPWTN (POPAL.
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0PYQVOTIAUKTNG TPOYOLSE CLVOSEVOVTOC TO OPXIKA HE TN AXPTO KOl OPYOTERX LE PUOULKN

UTIOKPOLAN XTUTIWVTOC TO EUAO TOU op\/c'xvou.18

H Aaikr) povoo Eavofplokel TN TWNTKA TnG oto Point of No Return, yia KOUOPTETO
evxOopSwy (2010) To omolo avéBeoe oto cuvBétn To Kronos Quartet'®. To SelTepo KOLKPTETO
eyxopdwv Tou K. Boolletar oe Suo Tpoyoudlal (ZEWMEKIKO Kol APOVEC), TIOU TPAYOLSOUTE N
Mopika Momaykika: Mavakt pou, pavakt pouv —mapadocloko lwviag (BA. (1))- kou Zuupvaiiko
Mwvopes (BA. (2))-Ttapadoolakd 2UPVNC. ATIOSEKTNG UTNC TG MeAwdiag Ipagounxavng @UOIKA n
Mopika Momaykiko Tou pe TNV aVUTIEPPANTN PWVNTIKA TNG IKAVOTNTO XAPLOE X OEETTEPOTTN
epunvela (point of no return) og VT T TPAYOLSIX CUUPUWVA LE TO CLUVOETN. MOAOVOTL N oLVBEDN
TIOPAUEVEL KaBap& 0pYOaVIKNA, N ammodoon TwV AOYWV Kal N UEAOTIONCN TOuC ommOTEAEL KOUBIKO
OnuElo TOL KOLOPTETOU:

1) MavaKt Hou, JavVOKL JOU KOl TNG KApSLAC LEPAKL OV,
€Kl TTOU TTAC VAL 'PXOUOLVA KL G NV ENUEPWVOLIOLVAL.

2) AV U ayomag KL Elv OVELPO, TIOTE VA NV EUTIVIOW,
LEC TN YAUKLA TN xapowyn Bgg pov oc EePuxnow.

OAOKANPWVOVTOC TN OUVTOUN OUTH OVOOKOTINON TWV €PYWV UE EUUECN OXEON TIPOC TN
LLOVOLKT), BEWPOUUE OKOTIHO VO VOPEPOULE €V CUVTOMIO ULO OELPAX EAMNVIKWY BEATPIKWVY £QYWV,
TIC TIOPAOTACELG TWV OTolwY 0 CUVBETNG €TeEVOUOE LOVOLKA Kot atyoupar allel var ueAeTnBoUV
EEXWPLOTA WG OKNVIKA HOVOIKA. TPOKETAl Y TG TIHPOOTAOEL TWV oPXalwy TEOYWOLWY
Ipiysveia ev Tavpoic (EBViko Ocatpo, Emudavpla, 1981), Hicktoa (Ocatpo Texvng Kapoiou Kouy,
Erdovpla, 1984), /mrdlutoc (EBvikd Ofoatpo, Emidavpla, 1989), Flsvn (@cotpo tou NoTOU,
Eridapla, 1996) ko H lpiysveiar otn ywpa twv Tavpwyv, (Q€atpo 2pevdovn, 1998) Tou Euputtidn,
KOL TWV VEWTEPWV BEATPIKWY EPYWV 70 OVELLO TOoU OKidyTpou Tou Euyéviou TpBld, (Ocatpo
Aypwiou, 1986), @tepa StpovBokaurilou A. Itdikovu, (Ocatpo odov KepaAinviog, 1993-4),
Xpuvoduvya Tou X. Xplotoon (Etatpeior Bedtpou AmAoug Epwe, 1994), H Apxr ¢ Zwri¢ tou A.
AnunTtpladn (@catpo Tou Notou, 1995).

JTIC eTIOHEVEC OEASEC aKOAOUBOUV Tal £pYO TIOL QVOATTTUCCO0UY AHECN OXECN HE AOYOTEXVIKO
f TIOINTIKO AOYO Kol To OTtolo TAEVOPOUVTAL UE KPLTAPLO TO l60C TNG Oxe0NG OVTAC OTIWG OVTO
XapoKkTnpiletal omd Tov Ruwet (GUYKALON, cupBotoTnTa, avTiBeon Ko AOTEC SIPOPOTIOITELG,
Locatelli, 2001, geA. 102) kot omd tn SGkplon «0 OTL aop& TNV €TAoyn 1 TN SpBpwon Twv
KEWWEVWV» TIOV TIPOTElVEL O Jean-Yves Bosseur pe B&an Toug TPOTIOUE TOU AELTOUPYIKOU HUEAOUC,
onwc Touc kaBopilel o Jean-Yves Hameline (Bosseur, 2011, o). 26):

e TIPOCOPUOYH, (CUAAABIKOG AOYOC TOTIOBETNEVOC KATW IO (PLIVNTIKT HEAWSIY)
e aVATTUEN (VEa oVVBEON pe BAon Eva TTPOTUTIO)

e TIAPEUPOAT (ELOOYWYN ULOC CEKOVEVTOOC OE EVO GUVOAO)

¥ To ¢pyo elval eumvevopévo omd vuxTepVo poyadi TS lepdc OS0U, OTOU N EKTENEDN EVOC TOIPTETEAOU
HETETPEWE EXPVIKA TNV BOKXIKNA ATUOCMOPN OF LUOTOyWYIL
¥ Mpuwtn ektéheon otic 20 OkTwPpiou 2008, 0To Béatpo MoMGC omd To Kronos Quartet.




HeJMEC Vol. 5 | Ané tov M&twva otov Momodiopéyn.... H eAAVIKA ypauuateio aTo £pyo Tou
Mwpyou Koupevtaxn

o mAauclwaon (MPeA0USLO 1) PIVAAE, YOt TO KOUUATL TTIou Bat XpnoluoTtoinBel we TpOTIoC)

e TIPOCBONKN (ELOAYETAL PO aVEEAPTNTN OUVOEDN) KO

e QUTIKOTAOTOON (TUAK TOL £pYOU avTiKaBloToTon amd £var GAho)

Yapwe ata épya Tou K. oupBaivel var e@apuodlovtol TEPIOTOTEPEC ATIO IO TIPOKTIKEC
XEPLOUOU TOU KEWEVOU KOl CUVOEDNC TOU HE TN MOUOIKN (TL.X. ONUEla e CUYKALON Kal onuela pe
SLPOPOTIOINTELC). Mo PeYAVTEPN SIELKOALVAN TOU QVAYVWOTN N TaEVOUNCN Toug YlveTol e
Baon TNV BLUTEPOTNTA TNG TEXVIKNG. Oplopeveg oLVBETELC TTaPouCIAOuV (BLUTEPOTNTEC TIOU
eumodidovy TNV KaTnyoplotolinan Toug He BAoN T QVWTEPW KPLTNPLL = Yot oVTO TO AOYO
TIapovolalovTaL ETONG O€ EEXWPLOTH EVOTNTOL

2. AMEXZH 2XEXH
ZULTIANOWLATIKOTN T

H ouvBeon tou Zrpatr Oalaooivol orov katw koouo (1982-83) (Stratis Thalassinos in the
underworld) Baolopevn oto meld Tolnpal Tou Nwpyou 2e@epn o ko¢ 2Tpatns Oalaooivog
TTEPLYDAPEL VAV AvEDWTTO TIPOEKVIPE O TN CUVEPYOOIt TOU CLVBETN HE TOV XOPOYPAPO KOl
TOTE KOATEXVIKO SleuBuvtr) Tou KOBE Daniel Lommel (1943)?'. O Jrpatric Oalacowéc siva
OUCLOOTIKA o cuTORLOYpaPlor TOL TIOINTY, Mt HETABOON OO TIG HVAPEC TNG TTASIKNG NAKIOG
TPOC TNV eVNAKKIWGN Kal TNV wplhovaon, U KAGKOUHEVN TIOPE(X TIOU ETIAVEPXETAL £TTlONG O€
TIOAAG €pya TOU KOUPEVTAKN OTIWG OTO I00K0A T £VOG tedriAika (2009) kaw oto Amor Fati. O T K.
ETUAEYEL VO UEAOTIOINCEL EKTOC OTO TUNUO TNC €loaywyne (Mo T €xel ouTOC O GvBPWTIOC...
OAAGCED) Kol xwpla TTou avAkouy gg SIOOXIKG OTAdI TN HETABOONC TIPOC TNV evnAKiwon :
Modl (OTav apxloo Vor HEYOAWVW... YIOTL XAUOYEAXTE; TIYE O VOu( OaC... Ttaudle;), Eenog (Ae
povtalopovva €ToL.. 0Tn BéAacoa. Tn vuxTta... var dokpulel), MaAkapt (ToTteg elda yia Tpwn
LOUL (POPA... OTWXN AGOTIN), (OQuUNBNKO TN OTIOCHEVN OTOUVA... TN VIPETIOHOUVA.) Kol AvSpaq
(Mo éAeyav... TN oTaxTN. Bprikape Tn oTdy ... Timota. Al va (hoet Kavelc... adlapopo.).

%0 «L'attitude des compositeurs, en ce qui concerne le choix ou I'articulation des textes, pourrait s'apparenter au
principe des tropes dans le chant liturgique tels que les définit Jean-Yves Hameline :

- adaptation (paroles syllabiques placées sous une mélodie vocalisée),

- développement (composition nouvelle a partir d'un modéle),

- interpolation (séquence intercalée dans un ensemble),

- encadrement (prélude ou postlude pour la piéce a troper),

- complément (une piéce indépendante insérée),

- substitution (une partie de la piece est substituée par une autre).», (Bosseur, 2011, geA. 26)

L H yeveoloupydc (80 ATV VoL YPAPEL LOUGIKT VI X0PO BoOlopévn OTNv TIoinNon Tou SE@EPN Kot apopn
OTAONKE O €0PTOOUOC HIOC ETETEIOV TOU Jeepn To 1983, To €pyo oAoKANpWONKe Kal TapadoBnke aTo
KOBE, 6uwg Sev MOpOUCIAOTNKE TIOTE WG OKNVIKT LOVGLKN AOYW TIapaiTnong TOU KOAAITEXVIKOU SIELBUVTH.
Baoel mpoypoudTwy tou A" kat I poypauuoatoc Tng EPT (Apxeio TK), o Zrpatic petadobnke otnv
eKTIOUT «Mouaikol eEWaTeq evOg adpatou Bidoou» aTiq 11 Aekeufpiou 1984, Ita mMAGIOLr TNG TIOXPAYWYNC
TOU 2TEPQaVOL BaaAelédn 1983-4 «EvTtexvn eAANVIKI LOVGIKA» LETAOOBNKOY O TPELC CUVEXELEC EPYOL TOU

Koupevtakn peTadl Twy omolwv Kat o Z1patric (25/10, 1/11 ko 8/11).
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H Soun Tou TouaToc, Xwplg ETTAVOAWELS LETPLIKEC ) OTPOPIKEC, ETILTPETIEL EAcLBEPI OTNV
LOVCIKN €TTEVEUON TOU, OPWE O CUVOBETNC PPEOVTICEL N HOUCIKT aVAYVWON VO AVOOEIKVUEL XANOTE
LE NTILO Kal OANOTE PE SPAUATIKO TPOTIO TA VONUOTA TOU KEWWEVOL. 1SlalTeEpa XOpAKTNPLOTIKO
elval To mopadelyua Twv TeEAeLTAlWY OTiXWV OTIOL 0 ayWVAC TNE ETRIWONG «UTIOTOXTAKALE. ..,
QYOTTAOOE. .., EYKXTOAEIPOLE...,» LTIOYPOUUICETAL OO TNV YPHyopn, avIoVOA -UIKPOXPWHOTIKN-
ayxwdn Kivnon g Qwvng TOU KOATOANYEL OE KOATIOVTA -OAO KOl HEYOAUTEPO- OLOOTAUATX
OKOAOUBOUVPEV OO TIOVCELG KaBwWC SnAwveTal N amotuxla : «Bpnkape Tn ataytn». O oeBacuog
EVTOUTOLG OTNV EKPOPAE TOU TIOINTIKOU AOYoUL Sev TIEPLOPICEL T EKPPOTTIKA HETA. Tpoyoudy,
amayyeala, Sprechgesang, YKAOOQVTL, HETOTEOT) TNG QPWVAC OMO TIPAYHATIKA O WEeUTIKN
((POATOETO), EKPOPA HE TTASIOKO AVOLYHO TWV XENWY, SEEIOTEXVIKA HEAOUOTO OE UEUOVWHEVEQ
OUANQBEC, OLUXVEC EVOAAQYEC PUBUIKWY HOTRWY Kol SUVALLIKWY, TOAAVTELAN TNG PWVNG O
TETAPTO TOU TOVOU, SLadOXIKH oAAayr) Nxelou «@wvr Aapuyylkn (0To B&Bog Tou Aaov) 1 OTOoV
oupaviaKo», PWVNA TIOL ByalVEL UE TNV EKTTVON, XPNON oKpalwy PelOTPWY «KATW OO TNV EKTOON
NG PWVNG» CUVBETOUV LA TIOAETO (PLIVNTIKWY QTTOXPUWOEWY TIOU OTIOSEIKVUEL TNV YVWOn TOU
aVOPWTILVOU HOLOLKOU Opy&avou Ot BaBoc. Meoa amd Toug amAOUC KOl €V UEPEL QVEEEAEYKTOUC
NXOLC TNC avVBPWTILVNG PWVNC (El0TTVON - eKTTVON, BpuxnBuol, pwvr Tov Byaivel Pe TNV ekTvon,
ELOTIVOEC, EKTIVOEC QMO TN HUTN KO TO OTOUX TOUTOXPOVO) SNAWVETAL KAT& TNV GTOWN HOC X
Toon va omodobel puwvnTika n ypaen (vocalization tng moinong kata Locatelli, 2001, oeA. 96-99)
KO Lo TIpooTtaBela var S0BEl olipkal Ko 00T GTOUG NXOUE TIOU N TTolinan HECW TNG oVAyVWONG
Sev UTopel va eK@PATeL. ANWATE, N XPNon TANBWPOE GWVNTIKWY XPWHATWY TIoU Ttpoadidouv
OTIC AEEEIC eval IOLUTEPO XOPOKTPA CUVASEL KO LE TIC OMOWELC TOU TIOINTA: «ZEPOUHE TIWC,
aveEXPTNTA OO TO XOVTPO VONUK TNG, KGO Ae€n £XEL yla TOV KOs aivBpWwTIO VAl XPWHQ, VX
B&pog, pia yevon 1Stadtepn.» (Mwpyoc e@épnc).”

Ouweg, n epunvelar Tou ToNPOTOC omod Tov KoupevTdkn &ev elval omA&  UOULCLKN:
TIEPAOUPBAVEL KOl BeaTplka OTOLXEl, HOLGlEL var oknvoBeTel. To uepoc Tou coAoTar (PEPEL EVOEEELQ
TIOU  ONAWVOLV  EVTOVEC QUOBNUOTIKEC KOTOOTAOELS OTWC | «OyavoKTInan», «mobog ue
QYOVOKTNGN», «HE QYXOC», «HE QyXOC KOl AOXTOPa», «Ue TIOvo». Ou evdeléelq auteg Selyvouv
KoBapd OTL yla TOV oLVOETN SeV OPKEL N LOUCIKI EKPOPAL KO UTIOYPOUIION TWV AeEEwy, TWV
PPATEWY, TWV VONUATWY, OTIOUTETAL VO (POVEL KOL N CLVOLTONUATIKN POPTION TOU QVOyVWaOTN-
LOLCIKOU, N oTtolot AaBAVEL BEXTPIKO-OVOTIOPIOTATIKO XOPOKTAPa. H T&on auTr) Tou CcuvBETN
OUVOVTA Yot OAAN ot opdt Ta LOEWdN TOL TIoINTA Kot SelXVEL var Spal YLl GAAN X (POP&
OLUTIANPWUOTIKA WC TIPOC TNV TIOINTIKN Snuoupylar : «AKOUN TEPLOCOTEPO, EEPOLLE TIWC N
KLOPOPLOL TWV AeEEWV, O EUTIOTIOMOC TOUC OO CUVALOBNUATA, EVAL TO ONUOVTIKOTEPO WEPOC TNG
AElTOUpYlaG IOV SNAWVOLLE UE TNV KOWI EKPPOCN «YAWOOIKN avadnuoupylor  (Mwpyog
Se@épnc).”

AvtiBson

TeAelwe SLPOPETIKNA €lval N Oxeon AOYou Kol HOVCIKNG otnv Arroucdkpuvon Il rj i tov
Eowta (1976-77) yx BopUtovo-o@nyntn, QAXOLTO Kot SUO TUAVX TIOU ETUAEXTNKE YOt VX

22 hito/www. fryktories. gr/sites/frvktories.qr/files/book/ch41.pdf(18/5/2013)

o
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EKTIPOCWTNCEL TN WP pag oto Olebveg PAua ovvBetwy g UNESCO To 1979, kat elvat
aplepwiévn oto Niko Mopoykdkn (1929-2013)%" To Kefuevo Tou XpNnoOTorONKe avTARBNKe
amo TO Jyurtdoio Tou MAATWVA Kol €xel wWC Poolkd Béua Tou Tov €pwTa. H emiAoyn Tou
OUYKEKPIUEVOU  (PLAOCOPIKOU  KEWMEVOU  Yia val €TevOLBsel poualkd amoTeAel o diadovoa
TIEPITTWON, APOU N LoP@H Tou Adyou Sev Tipoatdladel os peAottolinan. To €pyo xwplleton oe Seka
LEPN (EVOTNTEC O-L WE ETTOVAANWUN TOU O IOV APLBLEITAL WC K). 2T HOVA UTIAPXEL HOVO OPYOVIKO
LEPOC, evw aTa (UYA KOl PUVNTIKO 1 HOVO (PUVNTIKO (OTO -N- HOVO (PWVNTIKO KAl OTO UTIOAOLTT
LEIKTE).

To Keluevo —0g HETAPPOCN OTN VEOEAANVIKI YAWOOO- LETAHOPPUVETAL HETO OTIO ULl OELP
SLPOPETIKWY TEXVIKWV: OPLOUEVEC (POPEC TO KEUEVO TIOXPOUCIACETAL ATMOCTIOUATIKY, XANOTE LE
TIPOaBNKN EEVWWV GAOYWV CUAACBWV. X TIOHPEASELYUO OTTIO TNV EKTN EVOTNTA TOV JUUTTOTIOU OTIOU
oudnTelTal N KOTaywyn Kot ol omapxec Tou Epwtog, Tar Aoyl tou Paidpou «AvtiBeTwg o
Holobog Agel OTL KOTd TTPWTOV LTHPEE TO XAKOC KL VOTEPO N TIAXTUOTNEN M, TO cLWVIa OTEPED
BABPOo OAWV... KL 0 Epwtag», TapoualadovTol we €ENG:

Xa ocn ¢ eaEpwtoc O € o¢ Epoa o mMmc E p Ol

H mapoucia tTou a@nynth amo TNV AN TIAeupa SV TIPETIEL VA UaC 0ONYNCEL oTNV
AavBoopevn eVTUTIWON OTL TTPOKELTAL VIOt OTIAN GVOYVWAON TOU KEEVOU UE OUVOSEIX OPYAVWIV.
Juvexelg odAayeg SUVOULKNG, TIPOROAN TNG ELCTIVONG KO EKTIVONG, «UOXLPLor (OmOTOopN Ttoaon),
AOEUYKOC, OYKOHOXNTY, SlVOUV X VEX SLOTOON OTO KEHEVO, HIlot BEATPLKT UTIOOTOON TIOAU TIEPX
amO TNV EKPOPA TOL AOYoU. A¢ onuelwBel emtiong amd Vv €Bdoun evoTnTa TOU JUurrodiou n
LETATPOTIN TWV AOYWV «0 AXIAAEOC NTAV EPOOTNG TOU MATPOKAOU» UE 0VaaTPOPH CUANXBWV Kalt
OUVTUNON AEEEWV HE TIOPOAELPN TWV PWVNEVTWY W ENC :

AU X o XU As ag koho TIKA MaTtpo  okAog EpwTog

AKOLOU KOl OTOV TO KE(UEVO TIOPOUCIACETAL WG EXEL, Ol EVOANYEC TPOYOLSIOU Kal
ATOYYEADG, Ol PETOTOTILOPEVOL TOVIOUOL KOl N OLOKEKOUMEVN ypa®n TwV As€ewv  (Xwplg
KATOANEELC), N EKPOPA PUWVNUATWY (OO CUMPWVA N (PWVNEVTA) Kol N cAAXyn TnG embouchure,
LETALOPPWVOLY TO (PINOCOPIKO AOYO O HOUCIKO Kot Slvouv TNV eviuTwaon OTL TO €V AOyW
Kelpevo omoTeAel POAAOV  aopun Tapa €TKeVTPO TG oLuvBeong. H atovikn  yAwoox
UTIOYPOUULCEL TO OKATGANTITO TOUL £PWTOC, TN Slvn Kat TN cVUyXuon Tou TIABOUC, VW T KAXTTEP
KO TOU PEOVTO TUAMOTO TWV THOVWV «ETIREROLWIVOLV» Ta AOYL TOU opnynTh.

Juupatotnta (mpooapuoyr)

MpocavatoMopevn aTnV avadEEn TwWY VONUATWY TOU YypoarTou AOyou elvou n ouvBeon
TPOyoLSIWY OTIWG 0 KUKAOC Ardmeipa Yrrvou (20/10/79) ylo 0OTIPAVO KOl OPXNOTPX Kol T
Tpayoudla Bagidsio twv movAwdv kat [latoie. O KUKAOC TwV TPUWV TPAYOLSIWY «ATIOTIELPO
Yrivour, «O pitog t™ng Apddvng» Kol «OOAapog eVTIOTIKAC Bepameiog» Boolotnkow o€
OOUPEOALOTIKA TToNUaTa Tou Favvn Kovtou. Tar duo oo Tpayovdia (Bagisio Twv mouvAdv ko

“ AvéBeon e EPT-3° MpOypoupe;, XOPoypoprRonKe ek TWY VOTEPWY. H HETAPOOON TIOU XONOLUOTIONONKE
EYWVE KOTOTIV TIPOCOWTIKAC ETUAOYAC TOU OLVOETN PEOX Ao SIAPOPEC TINYEC (TNAEPWVIKT CUVEVTELEN UE
Tov OLVOETN, 8/9/2014).
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[dTpi) yior VPLPWVO, HECOPWVO Kol KAXPIVETO, BLOAL BLOAOVTOEAD, KOVTPOUTIACO KO TOEUTIOAO

XPOVOAOYOUVTOL YUpw OTa 1987 ko ommoTEAOUV UEAOTIOINTELC TWV SUO OUWVUHWY TIOINUATWY

Tou Taoou FoaaTn.

H ouvBeon Epwe Aaiuwvy yior Suo Tiava Katl KovTpa-tevopo (1991), aplepwpevn atov Apn
XPLOTOPEAN, oV Kall PE TIAATWVIKO TITAO (SAvELD amd To Juurroaio), BacloTnKe 08 AMOOTIAOUATA
UUVWY TNE Xampoug (Q8H otnv AvakTopia, AptyvwTa).” SnUatoSOTNos TNV TPWTn omd TIC &L
OUVOAIKGL OUVEPYOOLEC TOU OLVBETN HE TNV XOPeLTkr Oudda Eddwpouc Tou Anunten
Mamoiwavvou (A.M.) 0To TPWTO PEPOC TN ToPAoTaoNS Peyyapiar e TTAo «Zampw» (1992) kat
€xel nxoypapnBel.?® To £pyo SlopBpwveTal oe Tpla emtimeSat Tar SUO TPWTA SICPOPPOVHEVOL QIO
Ta Suo THAVA- CLUROAICOLY TOV EPWTA Ko TOV Saluova, evw eva TPITo emimedo TOAU TIO
OUSETEPO, SIUOPPWVETAL OTO TN QWVH, TIOU WC EKPPOON TOu AVBPWTIOL €PXETAL O€
QVTIOLOTOAN LE TN SUYKPoLaN Twv Suo THEVWV (Epwg kot Aadpwv). H @uvnTiKn ypouun pe AT&
PUBUIKG OXNUATA, CUANOBIKA €KQOPA TOU HEAOUG —HE EAGXIOTEG €EXPETEL HEAOUATWV- Kal
UKPEC HEAWSIKEC TIOPOAAXYVEG OTIC ETIOVOAXUBAVOUEVEC (PPATELC SIATNPEL EVOV OPXAUOTIPETN
XOPOKTAPAL.

Onwcg otnv meplmtwon Touv Fpwta Aaiuova, OTIOU TO KEUEVO UEAOTIOLETAL OTNV XPXAiKNA
YAWOOX TNC YPOUPNE TOU, KL OTNV TEPITTTWON VTN TNG oTtepac tou K. (Exouv mponynBel ot
KaBnueptvéc autokToviss k.a)?’ yio 0ompdvo, BopUTovo, avSpikh Xopwdia, KOUGPTETO eyXOPSWY
KOl TIVELOTWY, KPOUOTO KOL TILAWO O «ETUAOYN Kol ouvBeon» oTixwv Tou Taoou TaAdTn, ot
opnpikot otiyol omd TNy Awdda kow Ty OSUoooeia TiapadiSovtal owtovotol®. H émnepa Fooeta
Huap..., (0 Tithoc onuaivel Ba €pBel N pEPA TNG KOTAOTPOPNG WE TO (OPO TOU TIOAEHOU), UE
ETMEENYNUOTIKO UTIOTITAO «Uiunon TPGEEw O EMTA ETIELCOSIO £XEL YPAPEl SUO POPEC : TO 1986
ylo Vo oy Tel 0to HpdkAelo” kot o 1995 yia To peaTIBGA Tou Apyouc. To Bépa TN OTEepaC
OTPEPETOL YUPpW TNV TTwan Tng Tpoloag x&pn OTO TEXVAOUX Tou AOUpPElOL (TTITou Kol TNV

2 <Kot ToBAW Kot HAOHAL...06Aw, EpOC SNUTE W'... 0PTIETOV, TEBVAKNY 8'08OMWC BEAW, To Lot ‘Lo KopSiaw...
eTOOOEV...at O 'OPWC ...aypeL, TeBVAknv..., Jol x&plev 650G, .. TPOOWTW, Kot TToBNw..., Iuépw... BopnTtay,
HABe¢ ... mOBw). To épyo ntav avaBeon tng Conferenza Musicale Medliterranea, ota TAlCL TNC oTtolag Kal
TIAPOVCLAOTNKE OTO ManépLo, 23/5/1992(). ZwvTtavd nxoypapnonke oTic 26 Maiov 1993 ot Villa Mediciis,
Puwpn.

“Tiupyoc KoupevTtdkne _4 Epya yior Tov Apn XploTo@éNn, animation graphics: AAéEovSpoc WuxoUAng,
Yelplog, SMH:200022 2. O Slokog TEPIMLBAVEL KOl TX QVAEEPOLEVX ETIONG Epyal XiovavEowrnog, Epwe
Aociiuwv, Boryeg -Eloaywyr.

77 TIPOKELTOL VI TNV TIPWTN (0WC OTIEPA TOU OUVBETN XPOVONOYOUHEVN OTO 1980 Tiepimou. ALCTUXWC Sev
ATV SUVATO VA EXOUME TNV TTIAPTITOVPO OTIWE KAL Yot To Opatdplo FArrouct kot TIC OTepeC AuTokTovia I
ko 1T (1978-9), oe AumpeTo K. gg ypapikn mapTiToupa yia nBorold, 11 to§wtd eyxopda ad. lib.

2 BA. Eoostat Huap..., ek8. Mamoypnyoptou-Nakac, 1995.

# Mpepgpa katd T NoptA e Onepoc 0To Meydho Kdotpo, Knmobéoatpo Kalovtldkn, HpdkAeo, 24-
7/8/1986. 310 (eOTIBAA Apyoucg tapouaidatnke oTi 30 Iovviov 1995, (epnuepida EAcubepoturia, (OSnydQ),
Mopaokewr] 30 Iouviouv 1995, ceA. 25). H mpwtn ypown dev TepAOUBove XOPwWSIOKA LEPN, TX oTola

TPOaTEBNKAWV (Kelevo Kat péAoc) atn B ypapn.
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Puxpoupior Tou Oduooen, OTIWE OVTA TIXPOUCIACTNKOY MO Tov MeveAao kot Tnv EAevn otov

TnAgpoxo otn &' pawdia TG OdUoosag. ATIO TX ETTTA ETIELCOSIA TNG omepac®,

1) TMoAepoc kat Bavatog ato TAlov (Xopdg — OpxhoTpa- Aotdog)
2) Mpopntela ylo tnv rtwon tne Tpolag (EAévn-Xopdc)

3) Hopoppik tnc EAevng (Aotdog -Xopoc — OpxnoTpa)

4) O Bavartog Touv EkTopa (Aotdog -Xopog — OpxNoTpX)

5 O Aovpeloc (rtrtog (Xopoc -Aoldoc -EAevn)

6) H kataotpopn tng Tpolag (EAevn)

7) 'E€odoc. H avBpwttivn Molpa (Aotdoc-EAévn-Xopoc)

TO TIEVTE (TTPWTO €WC TETAPTO KAl EKTO) AVTAOUV TO TIEPLEXOUEVO TOUC €E0AOKANPOU o
™V Adda (papwdleg A', T', A, Z', H', X' ko Q), TO TtepmTo emeloddlo amod tnv Odvooeix (6, &),
EVW TO €BSoPo Kol ommd T SLO OUNPEIKA TN (Awdda T, P' kow Odvooesiar &'). H povaikn tou K.
ETUTPETIEL TNV KaBoPn, ofBlooTn EKPOP& TOU apXaikoU Adyou. H OTtEpal auTr) AVTAWVTOG «OTOLXEL
OTIEPOC UTTOPOK, TOUTIAG BIBGY, Sev ovadEIKVUEL TO (PUXOAOYIKO HEPOC, OTAK TO TIEPLYPAPEL LE TN
povolkn. Emeénywvtag Befata To AOYO, TOUC OUNPIKOUC OTixoug amd Tnv IAdda Kot TtV
O8&Vooelon !, AlyeC eEUPETELC TIOPOTNPEOVVTAL OTIC AETITEC THVEMEC HE TIC OTIoteC XpwHaTilel To
oLVALOBNUOTIKO BAPOC TwV AOYWV ToL BapUTovou Tou Sinyeltal To TANBOC TWV VEKPWV («UE
TIOVO», «EKTIVON», «ELOTIVON») N To Bavoto Tou Ektopa (OTplyyAd). AvTiOeta, TO (Ppevnpeq
mapoAnpnua Tng EAevng, n omolar kaBodnyoluevn omod  kamowov  dalpovar TpooTiofel  va
OTOKOAUEL 0TOUC Tpwec OTL ot Axauol kpuBovTal oTov AoUPELD (TTTO, OTO €KTO €METOALO,
OVOSEIKVUETAL IOLUTEPA TIOAUTIAOKO (PUWVNTIKA KO EKPPOOTIKA BETOVTOC TO AOyo Ot SeUTEPN
Lolpot.

H Avnydvn Ttou Zo@OKAN BPIOKETAL OTO KEVIPO TNG ouvBeong YwimoAiodmodig
(Ypsipolisapolis, 1988) yior pétCo-0ompdvo, avdpikh xopwdio kot Séka dpyova’? os €8l pépn
(Teooepat OPYOVIKA Kol SUO EWVNTIKG). H ovvBeon oauTr €mevduUCE POUCIKA TO TPITO PEPOC
«@Quolo» Tou pmnoaietov H Toidoyiar Tou HAou, Lo Ttopoywyn Tou EAANVIKOU XopodpauaTog TG
PoMoUc Mavou®. Eotidlovtac oto o Tou OSimodal o omolog UTIOKUTITEL PETH TNV
LEYOAELWON QVOLETPNON TOL PE TN 2plyyo 0Tn okAnpn Tou Molpa ylor var Bpel TEAKKG TV
peTaBavaTIar AUTpwon pécar amd T Buolar Tng AvTiyovng, n Xopoypawog Slvel pop@n oTo
UTTOAETO WE POUCOLKN, €KTOC Tou K, Twv Xdpn Bpdvtou (OTO TPWTO WEPOC ETOVOUACOUEVO
«MUB0oc») kat Mwpyouv Kovpoutov «Moipor. To TplTo PEPOC TOU UTTOAETOU SIPBPWVETAL HECK
amo €€l €MELTOSIY, KT Ta OTtola N AVTLyovn, a@ou oSnynoel TOV TIATEPA TNG «OTN SUOKOAN
TIOpElo» TOU KO TOV QIMOXOUPETICEL, ETUOTPEPEL OTO TIOAGTL TOU KpEovTal OTIOU £YKAELOTN UE TNV

B\, urtoonueiwaon 29.

L Mohog Aylowvidne, epnueptSa Tar Néa, Mavopaa, Iovvioc 1995.

32 (PAXOUTO, OUTIOE, TPOUTIETE, SUO TILAVA, TPl BIOAOVTIEAR, SUO KOVTPOUTIAOAL

¥ Mptn mopouctaon uddov tv Tpitn 6-9-1988 oto AUKABNTTO (ePnueptSa EAsuBspoturtia; SaBRoto 3
YemtepBpiov 1988, avuTOypaPO).
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lopnvn amoacilel va epopuooel Tov Belo VOUO €pXOUEVN QVTIETWTIN UE TNV KOOWLKN e€ouala
AkoAOUBEl N yvwaoTh evavTiwon kot Tou Alova TIpog Tov TATEPQ TOV, N KaTadikn TG AVTyovng
Kol 0 Bprvoc. 2TO TEAOC ETUKPOTEL O YWWOTOC COPOKAELOG VUVOG OTov pwTa «Epwe avikate
LG QV....0yPOVOHOLG aAQiC» OTLy. 781-785 (0TO H. TNG MOPTITOVUPAC) O PEAOTIOINON TOU CLVOETN.
EKTOC amo ouTtd To Xwplo, o K. pelomolel kat aTixoug omd TO TETAPTO E€MEWCOSIO, OTIOU N
Avtiyovn otov Ta@o Bpnvel v polpa TG povoroywvtoc (otlx. 806-815, oto A, Tng
TIOPTITOVPOC) : «OP&T ™ €U, () YAC TIOTPIG TIOMTAL,..., GAM T AYXEPOVTL VUUPELTW». Y€ UTOVC TOUC
oTixoug mpoBeAieTal n bea NG Woxupng ToAtelag (YWITTOALR) Tou KaTadikalel eva veo, aBwo
avBpWTIO Vo x&oel xwplg Aoyo T dwn Tou, Yeyovog TIoL aapel TTOAG oo TNV alyAn TG ev
AOYWw TIOALTELDC (ATTOALG), OTIWC SNAWVEL Kot O TITAOC TOU HOUCIKOU £PYOU.

A1apoporoiioeic

Eval oKOUO €pYO  EUTIVEUCHEVO OTIO TN WV TOU KOVTPA-TEVOPOU Apn XpLOTOPEAAN
amoterel O XwovavEowmog (1996) ya KOVTpa TeEVOPO, TGvo, Suo BloAk, BloAa kow dSuo
Blohovtogha. To €pyo ypa@PTNKE UWETG omod  TapayyeAlo Tou Opyoaviopoy  Qecoohovikn,
MoAToTik MpwTevouoa TnE Eupwtng 1997, o AumpéTo e EAevac Méyka oTar oy YA, O£pat
TOU ALUTIPETOU 0 XIOVAVBpWTIOC, (CUUBOAO TTPOPAVWE TOV EPHUEPOU CtVEPWTIOU) TIOL TTIOPEVETAL,
OANOTE [E YOopYyO, 0TaBepO pubud Kol GANOTE apyo N offeBato, OTIC AewPOPOLC TNC TIOANC
SNYoVHEVOC TNV loToplar ToV pedar amo €L SIPOPETIKA TaUTTAW. H HOUOIKH oVTAVOKAG GANOTE
TNV EVOWHATWAON TOU OTO AOTIKO TIEPIBAANOV Kot GAAOTE TN TIVEVHATIKI TOU (PUYN OTIO QUTO. 2XTO
TIPWTO HEPOC, TO TUAVO HOPTUPA TA BAUOTO TOU XIOVAVEPWTIOU TIOU TPAYOUSK O Lo ALTH,
eTavoAapBavOpEVN HEAWSIO «TNV YEWWA TWV TIPACBNTEWY ToU» -arabesques aTo TIAVO- TIAVW
O€ VO LWILOAIOTIKO, quasi (POUTOUPLOTIKO, HOUCIKO LTIORABPO. 2XTO SeUTEPO, N LEAWSIKT YOOULN
pe B&on TNg TNV opxikA HEAwSIa ekPpAlel Ua POUAVTIKA OVELPOTIOANCN («ayploAoVAOLSAL...
avBiCouv OTOV KOOUO»), TIOU KATAANYEL O ayXwon Hovax k) avalNTNon OTo apyd TPITO UEPOC.
JuvexlovTag avaAa@PEX OTIWE «TOl UIKPO TIOUALG TIOU OVELPEVETAL O TIAYWHUEVOC TIEQINYNTNC,
ELOQYETOU TO TETUPTO PEPOC YEUATO OO TIC EATHOEC KL TIC TIPOOSOKIEC TOU: «va EUTIVIOW EVOC
OANOC AvBpWTIOC». Me plal GUVTOUN TIEPUTAAVNON OE VUXTEPWVH OTHOOPAIPO CUVEISNTOTIOEL TN
HOVOELG TNG TTIOAUKOCUIOG «&yVWOTOL HETAED HOG» (ETTOMEVO TTAAVO) Vil Vo 08nyNnBel TEAKKK O€ piax
VEX «Baupdalar HEPO» TIOU TEAIKG TOV (PEPVEL OVTIMETWTIO HE TIC PVAMES OAAX KOl TNV oUTO-
ouveldnon («elpat 0 TAYoC») OTO EKTO TAUTIAW.

AvTikatdoraon

H Aoikfy mopddoon Twv ONUOTIKWY  TopoAoywyY  oAA& Kol n - apxalar Tpaywdia
ouVaVTIOVLVTOL TN oVVOEDN VI X0pd  H Ipiyéveiar oto lepupr e Aptag (1995)%. O piBoc TN
YUVaUKOCG TOU MpWTOUROTOPA CUVOEETAL LE QUTOV TNC IPLYEVEIRC PE OUVOETIKO (OTO TNV KON

* 0 Opyaviopoe Osoootovikn, MoATIoTIKA MpwTebouoa TS EuPLWTING 1997 AKVPWOE OUWC TNV EKTEAEDN
B H npepiépa iporypaTomoBnke otic 14 Amtpihiou 1995 0To Méyapo Mouotkic ABNVLY (Kot avdBeonc
Tou MMA). To €pyo TtpoopideTal ylax Suo Tdvo/sampled TIAVO, TPOUTIETO Kol UPIPUIVO Ko OPPAYLOE TN
Seutepn ouvepyaala pe v Oudda ESdpouc. Hyoypowntnke omod To Studio 19 (Mwpyog KoupevTtaknc.
Requiem yiax 10 TeEAo¢ ToU gpwTa, H lplysveiar oto vepupt e Aptac, Suo gpya via Tnv Qudda ESdpoug,
nxoypawnon Studio 19, O.E.S. 19-CD1, 1995).
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Lolpat Twv SUO ABWWV YUVALKWY TIOU BUCLAOTNKAY -XWPIG UTIATIOTNTO- YIX TO YEVIKOTEPO KOAO.
To AlumpeTo Slapoppuwbnke amd toug K. kat AT ye TPOTIO WOTE T SUO YUVAIKELX TIPOCWTIO VO
TowTilovtan 0 oVTO TG Ipryevelag. Xwpla omo Vv lpiyeveia ev Audldt tou Euputidn kat armod
SNUOTIKG Gaua 7o [epupt Tn¢ Aptag, Ue eme€epyacior i auTOUOLY, ELPUTEVOVTAL TO VX HECX OTO
OAO KOl OUPOTEPA OTO AUTIPETO. Me auTO TOV TPOTIO TIapouatalovTal, SlmAal amd Toug Suo
KTIOTEC TOU Ye@UPLOL TIou Ba yivouv ol BuolaoTEC, TO TIOUAL LE TNV avBpwTtvn A& (COTTPOVO)
TIOU TOUTOTIOIE(TAL PE TO TPOOWTIO TOL HavTn Kodxo kot TpoBAsmel T Molpa, Kot evag
OOATILYKTNC (TPOUTIETO) «Ulot ovapvnon omto o Telxn TS lepixolg Tov yKpeploTnKow omo eval
OGO . H ouyXWVELON TWV TIOPASOOEWY OTNPEIETOL APEVOC amd TN Sour TOu €pyou Ot
ETTA €MELCOSIA : (o) To TIOUAL pe TV avBpwTtiivn AoAL, (B) KTloo-yKpEUIOUD, EUTTVEVOUEVO aTTO
TO LUBo oTou 2Z{ouPovu, (V) ZKOTASL Kot Opop@LA. (8) Xopdg (opyoaviko), (€) O e@GATNC TNC
lpryevelag, (0T) To KLVAYL TOU AoV (0pyaviko), (O) Metpa n kKapdld (aplepwpevo ato Mavo
XoT(l&GKL) N oTolat ETUTPETEL TN UETEROON OO TOV VA HUBIKO TOTIO OTOV GAANO. APETEPOUL N
(PWVN TNG COTTPAVO KOAEITOU VO AOSWAOEL EKPPEATTIKA T AOYLO TwV SUO NEWIdWY, EKTOC OO TO
TIPWTO ETELTOSIO, OTIOV N TIXPOUCIA TOL TIOUALOV HE TNV METAPUOLKA IOIOTNTO ATOTUTIWVETAL OTN
LEAWOSIKNA YPOUUN HE TN xpNnon ovopotoroutag (KeAandnua) n omola TACUOLWVEL JEAWSIKA TLC
OTPOPEC TOU TPOyoudloy (MeC OTO HOKPWVO QWC..) WC TIPEAOUSLIO, IVTEPAOUSIO KO (PIVOAE
(mAauoiwan).

[TopefoArn : n uouatkh yAwaooo Tng Osovong

To KovToéonTo ¢ Oovong ylow VA Kol OpXAOTEX £yXOpSwVY?’ ammoTeAEl Evar OKOUOL EPYO
EUTIVEVOHEVO OO apXailor EAANVIKA TPaywdla Ko CUYKEKPLUEVA amtd TNV £A€vn Tov Eupurtidn. Eva
XPOVO VWPITEPX 0 OLVOETNG €lXe YPAWEL POUOIKA Y& To avéBaoua TG Tpaywdlag otnv
Entidowpo, omdTe n emidpoon tou Euplmidelov Kelwevou Tapepeve CWVTOV OTN UVAUN Tou. To
Kovtoepto ¢ GOovong -Top& TOV TIOPEOTAQVNTIKO UTIOTITAO  (KOVTCEPTO VA WV KoL
0pPXNOTPQ)- SEV QVAKEL OTNV KXTNYOPIO TWV KOVTICERTWY YIX (PWVN HE IOIITEPEC OEELOTEXVIKEC
OTAUTACELS, OAAKX POLAEL VO EVTROTETAL TIEQIOCOTEPO OTNV KATNYoplat TOU 0paToplou —owe w¢
EVO «TPOYLIKO» OPATOPLO- HE TNV EVVOLX OTL OEV UTIAPXEL OKNVIKA Spdan. H emtidpacn TowTtdxpova
TOL CUYXPOVOU HOUOIKOU BedTpou elval epmovng otn SIaodp@wan TN aPrynong: TO KelUeVO Tou
Euptmtidn ue TOV OMOOTIOOUATIKO SIOUEAIOUO TOU Kal TIC TIOPEURATEIC TOU CUVOETN OMMOTEAEL
LOAAOV TNV Q(POPUN VI OTOXOOHO KOl QVEUPEDN €VOG VEOL TPOTIOU TIoPouciaong TG apxatag
Tpaywdlog, Tapd TN BACN KOG LOUCIKNG EL0TOPNONG TUTIOU OTIEPAC. TO «AIUTIPETO» TNG Oovong
oTaxuoAoyel Baolk& anueia TN Tpoywdlog :

1) emikAnon oto Belo wate va uTtdPEEL KaBoyloopog (atiy. 953-55 amod TNV TETAPTN oknvh)
Ko EekaBapec Beikeg TPORAEWELC,

2) UIKPN KOl TUTIKA avo@opd otn Suduevr) Tuxn tng EAevng (otlx. 244 k., Xopdg,
M&podoq),

* Aéva MomoadnunTpiou, «TECTEPIC EMNVEC XOPOYPAPOL O £Val OTIOVEUAWTO XOPEUTIKG eyXelpnual oTo

Meyapo», 7o dAdo Briua, TExVeQ Kot KOAMITEXVEG, 9 ATtpiaiou 1995), 5.
" To ¢pyo SlaKplBnKke 0TNV TETOPTN HOVGIKA SIXOKEWN TWV XWPWv TnNe Megoyeiou oto Moépuo To 1997.
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3) avaop& atnv aroyn yx Ty abavaoia Tng Yuxng (otly. 1120-23 omod to B’ emelcodio
«Agv gxel Cwn N PYuxn Twv TEBOUEVWV...»)

4) o 16ga epl NBIKNG OTL «n eutuxiar & xaplleTal 0To GSIKO», N OTIolX SIATUTIWVETAL
amo TO X0po KaBwe N Osovon amoxwpel (oTiy. 1138-40, Xopod).

Miat oKopa ISIUTEPOTNTA TOU AUTIPETOL £lval N TIPOOTIABEI SNUoLPYIG ULAC YAWOOOC,
TIXPOAANACL JE Ta Aoy Tou Evpmtidn, ou TBavOV Vo TIAPATIEUTIEL OTN <UOYLIKN», OKOTOANTITN,
QTOKOOUN OAAK LV IO TEPO anuaivouaa Yo Toug apxatouc EAANVES YAWaooo TwV apxadwy
Lo TIoowv —omwc n MuBla f n dlar n Ogovon. H «yAwooar Tng Oeovong Heca Ao TNV TEVA TOU
Koupevtokn PBoolletar otnv TPOCUELEN, eVOAAQyY KAl HETOHOPPWON  PWVNUXTWY  TIOU
TIOPEPLBOANOVTOL 1) VOUELYVUOVTAL UE AEEELC TOU QPX IOV KELEVOU LE TIOKIAOUC TPOTIOUC. Mo Vo
QVOPEPOUE OPLOPEVEC TIEQUTTWOELS (PWVNUXTIKAG ETTEEEPYOTIAG Kl CUVOUACHOU TIAPATNPETAL

1) novt-mopdBeon UVNUATWY OXNUOTICOUEVWY aTTO T (PWVNAEVTA O, € KOl TX
OLLEWVA A, P/, V (KO (€ UL AE MO O LE [IE PO OE PO VE PO VL LE OO AL 1Y),

2) N VoA QUVNEVTWY YUPW OO VA CUUPUVO (X VO € O, O VE VL E O, & VE VL O €),

3) Ol TTAPOANOYEC TIAVW OE X OELPA (PLIVNEVTWV (O L € O)
Bautspo(ai&o)

Nopiea(iea)
Mavios(aioeg)
KiapsAv o (1l a v o)KTA.

4)  H mopeuBoA EAMOYWVY Kol 0AOYWY CUANOBWV HE TIOPENXNTIKO (PUIVNUOTIKO TIEPIEXOUEVO
TUX. (U 279 K.£.):
«EXEL OHWC vONON VE € (PE PE O TOL AUBEPD TNV.... » (€ € (PE PE O TIAPATIANCLO TOL AUBEPQ)

Ava-mpooapuoyn kot avarttuén

To 1995 o K. ouvBETEL TO Pekfisu yiar TO TEAOC ToU EpwTa; Y\t GOTIPAVO, avOPLKT X0pwdla,
Tplot KAXPLVETO, SUO TPOUTIOVIA Ko 0PXATTPX EYXOPSWV. To €pyo xopoypa@nonke amd Tov A%
™e Ouadag ES&poug ylax TNV Tap&oTaon £VO¢ AEToU atyr) a@lepwuevn oTa Bupata Tou aids.
MPOKELTOL YLOt VAl £PYO AUECO CUVOEDEUEVO [E TO ONUEPQ, TIOU EEPEVYEL OO TO KOBLEPWUEVO
LOTOPIKA KO HOVOLKA HOPMOAOYIKO TIPOTUTIO TNG VEKPWOLUNG OKOAOLBIOC Kol EVTAOOETAL 0T
oLy xpova Selypator Tou €doug TTou TIAEOV —amd To SeVTEPO Uad Tou 20%° atwva- Sev Baallovtal
LOVO O BpNOKEUTIKA KelpeVal OAAGL (Kow) O €EW-AEITOVPYIKA KAl CUXVA OTIOTEAOUV LEAOTIONTELG
moinudtwv®®. To PékBiel® Tou K. elvan Baotopévo oe Tolnua Tou Anurten Kometovdkn (1912-
1944), ypouUEVO OTO OYYAKA LE TITAO Lazarus Kol LETXPPACUEVO 0T EANVIKA omd Tov plAo Tou
ToiNTA Kat Aoyotexvn AAeEavdpo BelvoyAou PET Tov TTpowpo Bavato Tou Kametavakn. To
Tolnpa XpnooTtolelTal oxedOV €€ OAOKANPOU KAl UE EAGXLOTEC TPOTIOTIOTELS, TIOU OTOXEVOUV
oTNV avadeLEN Tou vonuatoc. Omwg SNAWVEL 0 CLVBETNC «OL OTXOL TOU TIOINUATOC ETTOVEQXOVTOL

*® AnuARTen Momaiwdvvou.
**Onwc to PexBisn Tou moAsuou (1961) Tou B. Britten kow 10 KeATiko PekBisr (1969) Tou J. Tavener.

“ Mpwtn extéheon otic 19 OkTwPpiov 1995 oto Motoud Epyoatdoto AEH (Néo ®éAnpo).
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TIOAAEC (POPEC KOTA TNV OLUPKEIL TOU €PYOU, WE SLAPOPETIKN peAomtoinon. O TPOToC auToq
OTTOKOAUTITEL KL OAANEC SLPOPETIKEC TIAEUPEC TOU VONUATOC TWV cppc'xcswv»“. Ot emavoANPEeLq
untooTneldovTal omd SIPOPETIKT PUIVNTIKY —KUPIWE OTO UEPOC TOU COAlOTO- emefepyaaiar Kot
EVOPXNOTPWON (TTOU GAANOTE TIOPATIEUTIEL OTOV NXO TOU EKKANCLOOTIKOU OPYGvVOoU Kol GANOTE
oxnuatidel TLUKVA VEN PECW TNC TIOAV-£TUMESNG YPUPNC) LE OTOTEAEOLQ, TEPX OO TNV
QVOTITUEN TWV IOEWV ECX OTIO £VA SIAPOPETIKO KABE (pOopa TIPloUa, VO TIPOKUTITOLV OVOPOPEC
OTQ OTUA TWV HEPWV TWV KAXOWKWV pekPlep (Dies jrae, Agnus De)). AvtiBetar pe tnv
QVOTTPOCOPHOYN TWV HEAOTIOINTEWY, WC TTPOC TO PUBUO KO TN (POPUY, O CLVBETNC SNAWVEL
«EKOVX EKAOYT €VOC HOVOV TEUTIO KOl KPATNOO €VOV OpYO, £0WTEPIKO, OTaBEpd pLBUO
TievBiuou epatnplov, Tou pou E5WaoE TN SUVATOTNTA VO XPNOWMOTIONOW WLt TIOA) OTEPEN

(POPUQ, OTIOV TO TIEPLEXOUEVO VX KIVEITOU EAEVBEPO KOL VO UTIAPXOLV OTLYHEC OTIPOBAETITEC,
€Val OQOTIEVG —TO GyX0C TNG O(ppd)OTLO(C>>42.

Mo pNTOPLKN ELOCYWYN

Ot Barkyeg gloaywyn Yl KOVTPO-TEVOPO Kol 0pXNOTPaL  €YXOPSWV
(1993) ayet Tig pldec NG oTNV €MOXN OTIou 0 cLVBeTNCG Bploketal otn Villa Medicis otnv Pwpn
(1992-3) 6mMou Tov avaTiBeTal N CVVBEDN IO OTEPAC BaCLopPEVNG OTIC Bdkyec Tou Eupmidn®.
Onwg avapepel o IK: «mhpo pa apxada Tpaywdia, TG Badkyss Kol Tn CLVOEW LE TNV (TOAKN
OTEPQL TIOU €TH{ONG HE EVOLOPEPEL TIOAU YL VO KOTOANEW OE €Vl OMOTEAECUX OUOIKAC KOl
OKNVIKNAG SpAaNC 08 EVOr GUYXPOVO KOOLO». «AEV CUUPWVW UE TNV XTTAOVCTEVTIKH ETLATPOM! OTO
TIaPeABOV, Bar BaoloTw 0TO HVBO, AN Bat TOV TIPOUVCIACW OE GUYXPOVN LOP®N, HE QUECOTNTX
AOyou kot Spdanc»™. To AUTIPETO TIOL LTIOYPAPEL O Mdvvng XoURXPSAC, ETIKEVTPWVETOL OTNV
avTidpaon Tou BeoV amevavTl oTny aoeBelar Twy BvnNTwy TPOog TO TPOCWTIO TOL KOl TNV
eayyeAla Twv Pofepwv SEVWY TIOU TOUG €TOHACEL YL VO TOUG TIHWPENTEL H ampoopevn, Y
ELOOYWYN, PWVNTIKN YPOUUN OVTAEL OTOlKElX OTIO TNV OVAYEVWNOLOKN KOL UTIOPOK OTIEPQ,
TIOPOTEUTIOVTOC OE PNTOPIKA HOVCIKA OxApoaTar Tou 17°°-18% auwva (0mwe mapovopaola,
avadimAwaon, LTEPRATOV, TTOAMMOYL, avapuvnon kot Ttapenata).*

41Tr’1)\&poq, «H aydmn etvan apyn. H pouokr| tou Nwpyou Koupevtakn tnv TANOe spnuepida 7Tar Neg,
Moavopapa, 1995 (nuepounvio Gyvwotn).

“Tpyog Zapnylawne, «Ta TpoyouSIor TNC apapTIoC, epnuepiSal Tar Véa, Mavdpapa, 4-5, Mapaokeur] 12()
YentepfBplov 1995, oo. 30-31.

“ Mpwtn extéheon oto Méyapo 11 deBpovapiov 1995. BA. BiBAoypapic: N. Mrokouvakne, «Tlal oto
«JLUTOCL0» TOL MAGTWVA,....

“B. BiBMoypacpia s N.B., Ot «Bdiyec» oVyxpovn OTepa SwHaTiou, epnuepiSa H Ka@nusowr, Téxvn, Toitn 14

IoUAlou 1992.
“ SUupwva e To &pBpo “Rhetoric and music” in New Grove dictionary of music and musicians, second edition,
Stanley Sadie (ed.), pp. 266-268: (paronomasia, anadjplosis, hyperbaton, palilogia, exclamatio, parrhesia).
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H pebegn twv Adywv PHeow TNG HOVOIKAC

Tov KUKAO TwV BpNOKEVTIKWY KAl HUCTIKIOTIKWY £PYWV TIOU SIAUOPPUWVOLV TO PekSigr KAl
0 Apdkoulac ONOKANPWVEL N Missa harmoniae verbi (1998). ‘Omwc avoypd@etal oTnv
TIAPTITOUPQ, XPNooTionBnKkav pepn amo T Aooroyia Tng OpBodoéng ekkAnatag, ot Yool 10
(Ayamiow o€, KUplg, N 1loxVg pov. KOPpLlog OTEPEWUA OV KAl KAXTOPUYT) HOU Kal pUCTNG HOU...) Kal
PIZ" tou AaBid (e€oporoyeloBe Tw Kuplw, OTL ayaBOg, OTL €1C TOV alwVa TO EAEOC QUTOU...) 0T
eBpaika, KaBWC Ko Pepn amto TN ATVIKT Asttovpyla (Kyrie, Gloria kal Sanctus) 0T AATIVIKA.

AV Kal N EUEAVION TWV TTOAVYAWOOWV AELTOUPYLWY 08NnYel atnv emoxn tng Ars Nova, otnv
Missa harmoniae verbi, xopwdol Kat coAloT dev TeploptlovTal O KElPEVO UIOG YAWOOTOC TTAVTOTE,
OAAG UTTOPEL VO EKPEPOLV TOTOXPOVA KEEVO SIOPOPETIKWY YAWCOWY 1 VO TIXPABETOUV A0V
KO OO TIC TPELG BPNOKEUTIKEG TIOPASOTELC. Oplopeva xwplor elvat KatavonTa Kot oTIc SLo 1) TIG
TPEIC YAWOOEC TLX. KUple eAenoov, AlAnAouia, Qoavva Ooov apop& Ta UTIOAOLTIR, N TIAPABEDN
TWV KEWEVWY OKOANOUBElL VOl VONUOTIKO TIOPOVOUOOTH: TA AATIVIKX KOl T EAMNVIKG glval
OUCLOOTIKA aTOSOCEIC TWV BlWV VONUATWY  (UETAPPATELS), VW Kal Ta €Ppaiké kKpuBouv
TIOPOTANCLO VONUa (SOEXOTIKO). Tt V& SWOOUUE EVOL TIOPAOELYUQ, METX TO apXIKO «KUple
EAenocov» aKoUyeTal 0 UUVOC Gloria in excelsis Deo TIou aVOUELYVUETAL KATOTIV HE To ERPOIK
Aoyl atnVv Sl pwvn/ec. AKoAoLBel To Aoéar eV UWIOTOIC 0T EAMNVIKG, EKPEPOUEVO OTIO TN
00TIPAVO, evw cuvexllouv «emtl yng elprvn» ol Xopwdol Kol N CoTPAVO TPayoudH TIAEOV OTQ
eBpaika. 2e onUOVTIKA SOYUATIK& Onuela OTIwG TO et incarnatus... (Kol eVOoPKWOELC...) TIPOTIUATOL
N eKEOPA OF UL YAWOOQ, evw N AelToupylor oAokAnpwveTal pe To €€loou evANMTO Qoavvd. Je
OPLOHEVOL ONPELC ETUSIWKETOL VO aVaSEXBOUV TIOPENXNTIKEG (PPATELG TLX. «B€ EV VL. KOl AXTIVIK&
«be-ne-di-(ctus in nomine)”’.

>N pouolkn tou 20% auwvar VTTAPYXOLYV TIOAG TIOPASEYLOTA OTIoV N LTIEPBEON Kol
TIOPGOEDN TIOAWY KEWWEVWY SIOPOPETIKWY YAWOOWV O UL TIPOOTIOOELX TWV OLVOETWY VX
0€lOTIOINTOUY TO KE(HEVO TIPWTIOTWE WC NXNTIKO LVAIKO, BeTel og Kivouvo TNV Katavonon Twv
Aoywv (Luciano Berio, Epifanie 1950/1961, Dieter Schnebel D7 316, Glossolalie). Evtoutolg, o
XELPLOHOC TWV KEWWEVWY aTtO Tov KOUPEVTAKN SelXVEL TIEPLOCOTEPO TNV TIPOOTITIKA KOG peBEENC,
LLOIC OPHOVIKAC EVWONC TWV BpNOKEVTIKWY KEWUEVWY KOl -UECW QUTWV- QVASELENG TNG eVIaIaC
Tapadoong TOUC OOV VO PNV UTIAPXEL OTIOLXOATIOTE SOYUOTIKA SO WPLOTIKA ypouur. ‘Omwg
SnAwvel o Blog @ «Ta Kelpeva auTa Bplokel KAVEIG TO XPLOTIOVIKO TIVEVHO O OAEC TOU TIQ
Sadpoped. ATtoteAoly Ta Tpla Baalk& aTolxelor Tou SUTIKOU TTIOMTIOUOU». «H eTtOX) &€V €LVOE( TO
AVOLYHO TWV TIApoBUPWY KAl T TIPAYLOTO AEITOUPYOUV OAO Kal TIEPIOOOTEPO TOTUKIOTIKAL

“© Nerroupyiar i v apuoviar Tou ASyou o €BPaiKkd, EMNVIKA KAl AXTVIKG KEILEVA VI 00TIpdvO, PETLO-
OOTIPAVO, TEVOPO, UTIA00, KT XOPpwdIa, KOUXPTETO £YXOPOWY KOl OPXNOTEX (SUO OUTIOE, SUO KAXPIVET
og alb, SUo PaYKOTA, SUO KOPVA, SUO TPOUTIETEG, SUO TPOUTIOVIO KO 0PXNOTEA £YXOPSwV). To €py0 TIOU
aveBeae otov K. o Opyaviaudg Meydpou Mouotlkng ABnvwy, oAokAnpwBnke to 1998, kot TapouotdoTnKe
oTic 7 AmplAlou Tou 1&lou €Touc 0To MEyapo MOUGIKNG WC HEPOC TNC BELOTIKAC €VOTNTOC TWV

«XTOVPOSPOULWY TNG MoTne.

7 H ypomTh omos00n TWV ERPOIKWY KEWHEVWY EVIVE LEOW OMOHOYVNTOPWVNONG TOUC omd Tov T K.
(avayvwon oamd tov pofivo Jacob Arar). Oplopevec AEEelg elval eTvonpéveg omd TO OuvBETN. BA.
BiBMoypapio O.MM.A. Zraupodpouua.

EMAnvikd Nepiodind yia Tn Mougixr, Ty
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KAewopooTe otal oUVOP& HaE, OTIoviwG OKOUPE ToV OAAOV. H appovior Tou Adyou Twv TPLwv

SLPOPETIKWY YAWCOWV OTNV TIEPITITWON TNG A&toupyiag dev elval TIapa ULt TTPOOTIAOELD YO VO

QVOLEEL pa TTOPTO ETHKOW WIS *E,

H mepumAdvnon otov AaBUpvBo TwV CUVOESEWY HOUOIKAC KOl AOYOU TIOPOEVEL EAKVTTIKN
ylo Tov K. TTou pda@ata OAOKANPWOE TN oLVBEan TG OTepa @ovigoa (2014) Baciopévng ato
OHWVUPO  SNynua Tou  AAe€avdpou  Momadlopavtn o AMUTpeTo  Tou  Mavvn  2BwAov.
OAOKANPWVOVTOC oUTA TNV TIPWTN TPOOEYYION TwV gpywv Tou K. Tou cuvdualouv Gueoa N
EUMECO TN HOUOWKA HE TO AOYO VIveETal QVTIANTITOC OPEVOC O OLVEXNG SLGAOYOC HETOED
TIAPEABOVTOC Kl TIAPOVTOC KO OPETEPOU N TIOKIAOHOPMIO, N TIAGCTIKOTNTA, N AETITOUEPELX KOl N
KOWVOTOMION TWV OULVOETIKWY  XEPLOUWY, KOBWC Kal n SIEVPUPEVN TIOAETO TWV UOBNTIKWV
ETUAOYWV KOl KATELBUVOEWV TIOU Tal XapoKTnpilouv. K&Be avapepOUeVo €pyo pepeL Tn SIKT TOu
WOlaltepn oppoylda kot yia auTo To AOY0 SIEKSIKEL KOTA TNV ATTOWN LOG ELOIKH LEAETN.

3. REFERENCES

Almén, B., Hatten, R.S. (2013). Narrative engagement with twentieth-century music: possibilities and
limits. In M. Klein (Ed.) Music and Narrative since 1900, (pp. 59-85). Indiana: Indiana University
Press.

Bosseur, J.-Y. (2011). La Musique du XXe siecle a la croisée des arts, Paris : Minerve.

Klein, M. (2013). Musical Story. In M. Klein (Ed.) Music and Narrative since 1900, (pp.3-28). Indiana:
Indiana University Press.

Kordellou, A.(2014). Transforming... the fairytale: from John Berger's “One bear” to the multimedia
spectacle for children of A. Frantzis and G. Koumentakis “The silent step of the bear”. In the
proceedings of the Tenth International Conference «The child and the book 2014 (Time, Space
and Memory in Literature for children and young adults) » held by the National and Kapodistrian
University of Athens in Greece, April, 10-12, 2014 (on publication).

Locatelli, A. (2001). Littérature et musique au XXe siecle, Paris : Presses Universitaires de France.

Meelberg, V. (2013). A story of violence: a guitar improvisation as a narrative about embodied listening.
In M. Klein (Ed.) Music and Narrative since 1900, (pp. 272-284). Indiana: Indiana University Press.

Sadie, S. (ed.). New Grove dictionary of music and musicians, second ed., vol. 21, England.
Szendy, P. (ed.) (2001). Machinations de Georges Aperghis, Paris: ed. IRCAM - Centre Pompidou.
Wyss, A. (1999). Floge du phrasé, Paris : Presses universitaires de France.

AnunTtpwadng, I, H tplyAwoon mtiotn tou Nwpyou Koupevtakn, dipwvo, tevxoc 31, AntpiAtog 1998,
18.

KopdéMou, A. (2000). Nwpyog Koupevtokng. Epyootor eml mruxiw umd v emiBren Tou
koBnyntou Attootohov KwaoTtiou (Tunua Mouoikwy Ztoudwv —EKIMA).

Kopderou, A. (2008). Twpyog KOUPEVTAKNG. 2TO TIPOYPOUUO VX TIC FAANVIkEG Movaikes [10pTEC
(1 MopTiov-7 Amtpihiou 2008), 40¢ KUKAOC, aeA. 75-78.

“EBA. BBAoypa@la : T. AnunTEIdSNG, «H TplyAwaoon Ttotn Tou Mwpyou KOUHeEVTAKN...

EMAnvikd Neprodikg yia tn Mouvgkr, v Exnaibew




HeJMEC Vol. 5 | Ané tov M&twva otov Momodiopéyn.... H eAAVIKA ypauuateio aTo £pyo Tou
Mwpyou Koupevtaxn

OMM.A.(ekd) (1997), Miaw cuvoplor Tou Twpyou Kovpevtakn pe Tov Niko Mrokouvokn,
2raupodpouia, ABriva: O.M.M.A.

Mrmakouvokng, N., T¢ad 0To «Xupmocto» Tou MAaTwve, epnuepidat 7o Bripa, To Ao Briua, Texveqg
KO KOAALTEXVEG, 5 DeBpovapiou 1995, 9.

N.B., Ot «Bakyxec» ovyxpovn omepa dwuatiov, epnuepida H KaBnuepwvn, Texvn, Tpltn 14 IovAlou
1992.

Mamodnuntplov, A., TEGTEPLC EAANVEC XOPOYPAPOL OE £V OTIOVOVAWTO XOPEUTIKO EYXEIPNUO OTO
Meyapo, epnuepidat 7o Briua; To Ao Brua, Texveg kot KoATexveg, 9 Attpihiou 1995, T'5

Japnytavwvng ., Ta tpayoudlar TNC apopTiag, epnueplda 7a vea, (Mavopaua, 4-5), Mapaokeun
12?/9/1995, 30-31.

Jupewvidov, A. (1995). Ag&iko EANA VWV JuvBeTwy, ABrva: ekd. OiAmog Nakac.

htto.//www.aimitrispapaioannou.comy/qr/brofile/55-productions/1995-iphigenia-at-the-bridge-of-
arta/380-iphigenia-at-the-bridge-of-arta

hitto/www.dimitrispapalioannou.comy/qr/recent/a-moment-s-silence

htto./www.mct.qr/el/whats on/?ev=181

htto.//www.ellthea.gr/index.php Zmodule=news&newsid=21&lang=e/

hitto/www.lryktories.gr/sites/fryktories. gr/files/book/ch4l1.p0df(18/5/2013)

ATTEAIKH KOPAEAAQY

Paris-Sorbonne University (Paris 1V), Paris, France
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otnv oAl amokTwvTtag PetamTuXloko (D.EA) kot SIOOKTOPIKO SimAwpa 0tn
Moualkry kot TN Moualkoloyia Tou 2000 alwvor PE TNV avwTePn SLaKPLon omd To
Maverotnuo Mopiot IV-2opBovvn. Amo 1o 2003 exet Sdagel oe  voTitouta
ErtoryyeAuaTikng Kat&pTiong, we ETOTNUOVIKOG CLVEPYAXTNG OTO Tunua Texvoloyiog
Hyou kot Kotaokeung Mouowkwyv Opyavwy tou TED loviwv NAocwv kot wg
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ABSTRACT | In April 2014, a conference in Edinburgh honoring Simon Frith upon his academic
retirement featured three days of paper sessions, enjoyable activities, and distinguished guests. For
the benefit of colleagues who did not attend it, this article offers some description of and
purposefully subjective commentary on the conference Studying Music. Particular attention is given
to the themes highlighted in the call-for-papers: Frith's position in music scholarship, writing about
music, the current relationship among the various disciplines that claim music as a subject of study,
and boundaries between different categories of music (high/low, popular/art). Topics of highlighted
papers include the socio-semantics of vocal timbre, the etymology of the term “popular music,”
historiography of celebrities, sociology of race relations, and a plethora of perspectives on music
and technology. Studying Music presented several strengths, especially because its paper and panel
sessions encompassed researchers from media, music, and sociology departments. The
achievements of Simon Frith and popular music scholarship were duly celebrated, extended, and
reconsidered in new ways. Yet, a persistent ideological suspicion of art music scholars and musical
analysis among popular music scholars who were present troubled me, as a musicologist who
researches French art music. Taking this antagonism as a point of departure, this article concludes
with a reflection on both positive and negative social and political implications of art music

scholarship based on my own experiences in academic life.

Over the weekend of April 9-12, 2014, I had the privilege of attending the conference Stuaying
Music, held in honor of Simon Frith at the University of Edinburgh, College of Art upon Frith's
retirement from academia this year. Among the vast majority of papers that concerned popular music
and the state of popular music studies, I gave a talk on an art music topic. I found myself in a relatively
unique perspective among the other attendees, as one of very few musicologists or art music scholars
there. Furthermore, by the end of the conference I became aware of an antagonism towards art music
and those who study coming from many of the other attendees who consider themselves to be
popular music scholars. This disciplinary divide and the historical and ideological reasons behind it was
news to me. My article about this sometimes surprising, yet always intellectually stimulating, conference
has two aims. First, [ hope to provide some information about this event, which revolved around the
work of such an influential figure in music studies, to any other scholars who might be interested to
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learn about it. Second, 1 will respond to the paper sessions, panel sessions, and many informal
discussions [ experienced at Stuaying Music as a musicologist who currently researches European art
music, which made me something of an outsider there. As such, this will not be an all-encompassing,
objective review of the contents of the conference, but rather a summary of my experience of
attending the conference. I expect that at certain points readers who know more about the topic at
hand or are coming towards it from a different perspective might disagree with my intellectual yet
certainly subjective reactions. Important issues about the current state of music research within the
humanistic and social sciences disciplines were at hand in nearly every paper I saw; in this conference
report [ seek to turn what was at times antagonism towards musicologists and music theorists into
productive agonism that helps me to reflect on the work that I do.

Professor Matt Brennan and several student volunteers from the University of Edinburgh
presented attendees with a well-organized conference featuring many unique and thoughtful details.
Meals emphasized locally-sourced and homemade food and drink, and among their conference
materials attendees were surprised with random 45 rpm singles, which they could take home as well as
opt to spin for everyone else at the reception on Thursday night (my album was the rap album Coo/
Cuts, recorded in 1988). Sessions were a mix of parallel and plenary formats, with a few keynotes mixed
in as well. Rock critic and journalist Robert Christgau’s keynote speech and sustained presence at the
conference activities was a nice touch, underlining Simon Frith’s work as a music critic and journalist in
addition to what he has accomplished within the sphere of academia. Saturday featured an intriguing
panel session titled “What are we doing when we are listening to music?” involving Simon Frith and his
brothers Fred Frith, an accomplished improvising musician, and Chris Frith, a professor of cognitive
psychology. That same night Fred Frith, Chris Cutler, and Tom Arthurs played a free concert of
improvised music.

In the call for papers, potential presenters were asked to consider Simon Frith's contributions and
legacy; and the state of the disciplines which study music and relate to Frith's own work, especially
sociology, popular music studies, and musicology. During the 3-day conference I met scholars who had
trained as sociologists, composers, historical musicologists, ethnomusicologists, popular studies
scholars, media studies scholars, and even one German studies researcher. The vast majority of the
research papers—around 75%—took Anglophone rock music culture or Frith's body of work centered
on the same repertoire as their main subject. A colleague informed me that at IASPM conferences,
non-English speaking cultures and regions of the world are typically better represented, so this statistic
perhaps merely reflects the centralizing force of having a guest of honor whose work has been
concentrated in one area. More significantly, all plenary and panel session speakers except for
ethnomusicologist Beverly Diamond emphasized this repertoire.

Fortunately, the methodological approaches to Anglo-centric subjects were fairly mixed,
including empirical sociological, music analytical, and political perspectives; freely interrogative
reflections on disciplinary issues; close readings of primary or secondary sources; and
expositive/exploratory approaches. An example of the latter category was the look composer Sean
Williams provided into the fascinating world of DIY ping filters over the last forty years. Immanent
semantic readings or structural analysis of musical pieces were generally a rarity at this conference,

which was not surprising given that many presenters expressed appreciation for the lack of abstract,
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structural musical analysis in Frith's work and his tendency towards empiricism. At times a more literary
or journalistic approach dovetailed nicely with the music-critical side of Frith's career, such as in the
whimsical and creative “How Tall is Lou Reed?” in which Ninian Dunnett considered “some of the
methodological problems which confront the seemingly-straightforward question(s)” about pop music,
such as Lou Reed’s height and his real name. With artistry, Dunnett held the audience spellbound with
his dramatic tale about researching the “facts” of popular music legends; yet, there were for me some
troubling exchanges between Dunnett and the audience in the question period, in which Dunnett
seemed to dismiss questions posed to him about gender, possibly in order to maintain a particular
performative stance.

Dunnett’s aestheticization of the way in which he reported his research related to several other
papers in which speakers such as Dai Griffiths, Paula Hearsum, Devon Powers, and David Laing
discussed the special relationship between journalistic and scholarly writing about music by Frith and
other popular music scholars, a legacy of the discipline’s birth in music journalism in the 1970s and
1980s. Griffiths and Laing lauded Frith's scholarly writing style, which they described as de-centered
(never committed to a particular theory, critical method, or political ideology), whimsical, sometimes
ironic, and full of sharp aphorisms and observations with the potential to set readers’ minds alight.
appreciated how these and other scholars treated writing as a medium in which one can respond to
and interpret the music one studies in creative ways, not limiting their books and articles to making
arguments, coining theories, and providing information. As someone trained to write in an “objective”
style, I was at once repulsed by this approach according to my sense of scholarly ethics and attracted
to it because of my love of both writing and music. Exposure to this different point of view has given
me pause to examine my pretension to objectivity: what do art music scholars gain but also lose if we
try to adopt a perspective of cold distance from the music we analyze? Meanwhile, Paula Hearsum and
Devon Powers problematized the relationship between journalism and scholarship within popular
music studies, questioning to what extent professors and reporters really are “allies.” Both speakers
discussed the tension between these two groups who write about popular and rock music, but were
ultimately optimistic that they can work together to continue to strengthen popular music studies’
position within the academy. Tellingly, Powers's paper was the very last paper in the last panel session
that closed the conference: the organizers perhaps wanted to emphasize this issue of how to write
about music as one of Frith’s principal legacies.

Of the many thoughtful papers on specific research projects rather than disciplinary topics that I
heard, a handful stood out, especially. With a fascinating array of cartoons and illustrations from turn-
of-the-century American print media, Keir Keightly traced the rich etymology of terms used to refer to
popular, mass-produced music around 1900. Through careful examination of archival material, Keightly
unearthed a link between “tin pan alley” and the term “tin can alley” This latter term referred in the late
nineteenth century to the sudden influx of canned meat and other foods into the American economy
and the public hysteria engendered by the tainted meat scandals that quickly followed. We also learned
that “popular music” at one time referred not to audience, class, or even to politics, but was a
euphemistic way to market and label mass-produced sheet music or recordings being sold at cheap
prices. Cultural worlds apart from Keightly's paper but still dealing with the early history of mass-
produced popular music was Bob Labaree’s talk on performers’ stylistic elective choices in the context

of Turkish recording practices of Turkish art music between 1900 and 1950. By comparing and
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contrasting different recordings, Labaree illuminated the creativity and problem-solving that developed
at the intersection between older Ottoman aesthetics, in which long-standing traditional songs are
brought to life by distinctive performers, and newer mass-produced recording practices whose
commodification strategies threatened to flatten signature performing distinctives. In this talk we
glimpsed the tension between two different paradigms of the ontology of musical works, as some
performers were able to adapt luxurious Ottoman conventions to the miniature stage of the short-
playing record.

Recording technology was also a main issue in Mark Duffett’s sociological interrogation of Steve
Reich’'s Come Out as an example of how creating and listening acts involving specific musical works can
be understood as “residues of social relations.” Duffett's paper delighted me because, as someone who
is interested in musicological and sociological methods, his approach seemed to me to fall at an
appropriate level of musical and socio-structural empirical detail.! The speaker took Come Out as the
“expressions of concrete social relations between situated racial subjects” such as composer Steve
Reich, victim of racial profiling Daniel Hamm, and various listeners who have interpreted the piece.
From Reich, Duffett moved on to consider the likes of Sam Phillips and the recent spate of tech-savvy
middle class whites who are making auto-tune hits out of sound bites of lower class African American
speech. The latter case seems especially rich in these terms of race, class, and social relations in present
cultures. Another useful addition to this study might be Bob Ostertag’s manipulations of similarly
emotionally-charged field recordings, such as Sooner or Later (Ostertag, incidentally, has also worked
with Fred Frith).”

A final, memorable presentation I will mention was one given by John Encarnacao, whose
research focuses on musicians who actively seek a non-mainstream cultural position and yet produce
innovations that eventually impact large parts of the whole cultural field, sometimes including the
mainstream. In his paper, John used a qualitative empirical approach to lay out what I term a socio-
semantic method. Instead of traditional content analysis for songs that tries to interpret lyrics with the
musical sounds that accompany their utterance, John tracked and interpreted non-literal, paralinguistic
qualities of music recordings in social terms. He took particular care in his description of guitarist and
singer Mark E. Smith's vast timbrel range and diversity in 7his Nation’s Saving Grace, interpreting
specific timbrel configurations resulting from both vocal and instrumental parts as signs of particular
social configurations among author, singer, and audience. John's future work, of which this paper was
an initial part, promises to be worth following.

Some of the presenters that took Frith’s work as their starting point focused on the strengths of
Frith’s scholarship and congratulated him on his accomplishments, an appropriate and expected
behavior at an event in honor of a specific scholar. Many such presenters celebrated Frith's hybrid
research method consisting of one part sociology of music and one part music journalism, as well as his
vibrant and plainspoken writing style, which they argued expressed a kind of solidarity with the popular
music audiences he often wrote about and for. Frequent mentions were made to Frith’s notion of “low
theory” and its applications in specific research studies. I will return to that latter issue in more detail a

! For more on the “right level” of musicological and sociological analysis see Tia DeNora, After Adorno: Rethinking
Music Sociology (Cambridge: Cambridge University Press, 2003), 35-58.
? I thank my colleague Robert Reigle for bringing these pieces to my attention.
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few paragraphs later. Younger speakers at the conference generally seemed more willing to subject
Frith to fruitful yet respectful criticism, such as Mikkel Alvik, who problematized Frith's observation in
Performing Rites that languages besides English may misalign with the conventions of rock music,
mostly formed as they were by native Anglophone speakers (Frith 1998, 175). Alvik interrogated the
quotation based on his own experiences with and knowledge of Scandinavian rock bands that have
made it big with crowds, including crowds in the U.S. and Britain. Attendees at this paper were edified
by the perspective of a non-native Anglophone on the relationship between musical conventions and
specific languages. Alvik was also in a position to comment upon a bias for Anglophone rock music
that he finds to be still alive in popular music studies. As an important aside: by the end of the
conference a consensus emerged that Frith's Performing Rites was his most powerful scholarly piece,
based on the number of speakers like Alvik who made direct and sustained references to it.

At this conference I witnessed a variety of methodologies, yet I became aware that very few
presenters were doing any kind of analysis of specific sounds. Some papers that [ witnessed were so
musically unspecific that they included not a single song title or band name. At a conference in which
disciplinary questions are in the foreground, this suppression is fair enough, but only to a point, in my
opinion, because this was after all a conference about music just as much as studying. 1 would like to
take this basic observation about the contents of the conference down a path of inquiry that has a few
different steps. First, this downplaying of musical analysis can in part be explained due to disciplinary
distinctions. In - my own work as a musicologist I emphasize musical texts (scores, transcriptions,
recordings of performances) as the most important empirical evidence for the claims I am making, and
[ think this is generally true for the other musicologists and ethnomusicologists that I know. When I look
back over the papers that made the greatest impression on me at Studying Music, 1 see that, true to my
musicologist stripes, they tend to contain some kind of analysis of musical sounds. Contrastingly,
scholars at this conference, who were mostly in popular music studies or sociology, seemed intent not
on analysis of texts but on the relationships of the social, the economic, and the political to the creation
and the consumption or use of music. They took a more or less sociological approach to the material,
often with an emphasis on the audiences who listened to the music, the fans who appropriated it, and
the music industry that helped to produce it. For me, as an art music scholar who deals mostly in
musical analysis and interpretation, it was fascinating to see how in this conference focused on popular
music, such a different emphasis was so dominant.

In addition to these more general divides that one tends to find among different academic
disciplines, I believe there is an ideological position that was also driving the sometimes gleeful neglect
of musical analysis that I observed at Studying Music. In the first panel session, Keith Negus lauded
Frith’s “embedded” and “low" theoretical approach, which he characterized as open-ended and flexible,
opposing it to a sophisticated, monolithic kind of structural or semantic analysis in which the analysis
"hovers over” the text. Paul Harkins described low theory as the privileging of social and historical
"realities"—I assume this means data collected during one’s research—over abstract theory. I bring up
Negus's talk because [ sensed that his ideas were widely shared by conference participants. I
appreciated his terminology, because the image of something "hovering over” something else raises
issues of authority and power. These issues are fundamental considerations for any scholarship that
takes humans, who seem to never tire of wielding power over each other, as their subject of study.

Negus's emphasis on the seemingly benign Frithism that rock music is the “struggle for fun” is also
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powerful due to its similar sociological and political resonances. Along similar lines, David Laing argued
that Frith's “low” approach demonstrated solidarity with the lower- and middle-class consumers of
popular music that he writes about. By writing in entertaining, simple, jargon-free prose, Frith's works
are accessible to people without extensive (and expensive) educations. Frith thus takes an implicitly
political stance in his scholarship, as Martin Cloonan noted in his presentation, choosing to take part in
rather than ignore the class, gender, racial and other forms of politics that both the music he discusses
and this research itself takes part in.

Still, at some papers in which the “low/embedded theory” concept was ostensibly operating, [
had the impression that for more than a few popular music scholars, a refusal to deal with the specific
sonic qualities of musical experiences was a power play itself, wherein “grounded,” “embedded,” or “low
theory” based on sociological theory or primary source material about fans was made to seem ethically
superior to a kind of imaginary, facile, arcane musical-structural analysis. At one parallel session, in
particular, I found myself reacting strongly against open ridicule of classically trained music analysts
who have worked on popular music, as their graphs and charts became the butt of witty jokes about
how not to do music scholarship. It seemed necessary to try to defend people whose work I found
valuable. When I myself asked one presenter about the possibility of something like Schenkerian
analysis offering anything useful to the study of popular music, the dissatisfying response that came
back was that music should never be treated like an “object.” This was an effective refusal to engage
with a significant question. Certainly, complex analysis of music generally cannot be understood
without an advanced and highly specialized kind of education, and it could be argued that such
exclusive scholarship is implicated in socio-economic imbalances. Yet, a lacunae among popular music
scholars and sociologists studying music—formal musical education—seemed to be perversely treated
by some of the presenters as an ethical strength of their disciplines. In arguing for this ethical
superiority, I felt that the current state of music analysis was being misrepresented and summarily
dismissed as utterly invaluable.

As I mingled with other attendees I came to understand that this resistance to engaging with
specific sound in research on popular music was related to a more general, pervasive mistrust of art
music and research about art music. This suspicion became clear through multiple exchanges in
informal conversations. I was confused, for instance, by the many scholars who, after learning that I
studied French art music, asked me if I knew I could study popular music instead. Of course I knew that
[ could do research on popular music if I so desired! Based on my experiences with the several
universities in the United States where I have previously studied or taught, I learned to consider
popular, traditional, and art musics with equal respect. This was largely due to my luck of being in
places where historical musicologists and ethnomusicologists were constantly rubbing brains within the
same department. Fortunately, I have found myself in a similar situation in my current post at Istanbul
Technical University. I was taken aback by the multiple references 1 heard at the Studying Music
conference to “classical music,” a value-laden term that I try to avoid, and even to the more loaded
term "highbrow music!” Consulting with some of my colleagues at the conference and elsewhere led
me to understand that indeed in the 1980s scholars of popular music had been given a hard time by
some musicologists, especially in Europe, who were devoted to art music. I have heard that at
musicology conferences one still occasionally comes upon professors trying to de-legitimize popular

music, despite its tremendous social, political, aesthetic, and emotional value. The noses upturned to
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music that had allegedly started the whole thing by turning up its nose first (European art music) were
baffling, erecting walls between me and colleagues I was attempting to get to know. I do not doubt
that these wounds are real and damaging, but based on my own experience, I am hopeful that they
are quickly receding into academia’s history, and we must all take care to push these old configurations
still further away. Indeed, as I write this article in October, 2014, I have very recently heard the current
president of the International Musicological Society, Dinko Fabris, speak in Istanbul. At a graduate-
student conference that drew together musicologists and ethnomusicologist working on a variety of
types of music, Fabris's keynote talk struck a warm and inclusive tone regarding different types of music
scholars and musical traditions.

As a kind of response to upturned musical noses, I encourage all of my colleagues who seek to
follow in the popular-music-loving footsteps of Simon Frith to take seriously what [ see as Frith's most
endearing and intellectually powerful quality: his ability to listen. Don't take revenge on the stuffy
professors who once refused to give Johnny Cash his due by plugging your own ears! Listening was a
principal theme at the conference, best exemplified by the panel about this subject featuring Simon
Frith and his two brothers. In general, all three Friths usefully advocated open listening and open
scholarly listening to listening subjects. At one moment a man in the crowd asked Simon Frith if he
didn't concur that rock music listening, which ideally took place at a rousing concert, wasn't better than
the suit-stuffed classical music experience. Frith, however, did not take part in this Dionysian
glorification of rock music, instead answering that although he did not know much about classical
music himself (Frith does not read music and has had little formal musical education), he had learned
from knowledgeable colleagues and classical musicians that listening to concert art music could also
involve just as much richness and meaning. Frith emphasized during his brief talk in the panel on
listening that people can use the musical frame to isolate the daily listening activity, shifting into an
aestheticized experience in which less mundane and more creative, individualistic listening techniques
and interpretive strategies might have their way. From this perspective one is interested not in the
identity someone might give to the music or the listener—popular, classical, high or low— but in the
interaction between, sound, culture, and the individual in the listener's experience. In some traditions,
such as European art music, this interaction might be only subtly observed by others.

Making good on the reputation for his renowned ears, Frith was the only person in the audience
at the session in which I presented my paper on early twentieth-century French art music composers,
along with Labaree’s paper on Turkish recording practices and a paper by Anja Bunzel on Johanna
Kinkel's Lieder as potential cultural tools in the gradual political revolution of nineteenth-century
Germany. It was especially unfortunate, I thought, that so many popular music researchers did not have
the chance to hear Labaree’s comments on Ottoman popular music. Skipping papers in the parallel
session all about the glories of his own work, Frith listened carefully and engaged warmly in the group
discussion among the speakers and the moderator. Differences in methodology, education, or musical
repertoires did not hinder our dialogue. We only had one audience member, we three presenters later
said to each other, but how glad we were that it had been Simon!

Clearly, there are significant problems with the wholesale dismissal of a certain musical culture
because it involves formal education, and it is worth remembering that even the guest of honor at

Stuaying Music does not share this view. At the same time, [ take seriously this claim that art music is an
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activity that involves a portion of society with the highest economic and cultural capital, to the exclusion
of members of the lower- and lower-middle class. What are the implicit political stances I might be
taking in my own research on art music? This is an area of thought that I do think art music scholars
tend to neglect in their written works. It is easy to get caught up in one's passion for the music she or
he studies. Concerning their positions within social structures, many musicologists have considerable
teaching duties within schools of music or conservatoires. A large portion of the university-level
musicians in musicologists’ classrooms are not destined to teach private lessons to the children of
wealthy elites nor to become part of the upper class. They will instead work as music teachers and
ensemble directors in public school programs that offer affordable music training to young students. At
the same time, art music culture does correlate in certain respects to wealth: expensive instruments,
pricey private lessons, and the lavish atmosphere and ticket prices at many operas and symphonies. We
must also admit that most of the scholarship in musicology journals can be understood only by people
with advanced musical training and literacy skills. This scholarship functions at least in part as a display
of ability, helping to secure a musicology professor’s position as an educator of the highest rank, an
elite social category with high cultural capital. In other words, there might be some merit to popular
music scholars’ suspicion of art music based on the social work it performs.

Because I have not done adequate research on the current state of the musicology discipline, I
can only speak with greater specificity about the social ramifications of my own work as a researcher
and teacher of art-music topics. I am currently a professor in Istanbul, Turkey, and my strongest and
most direct impact on other people is as a teacher. In Turkish society, art music plays a role in an
opposition between people who are religious and others who are resolutely secular. This is currently
quite a sharp division, exacerbated by the strategies of politicians. Special knowledge of European
culture, such as being able to speak a European language or appreciate a concert of art music, plays a
role in this division as an identity marker for Turkish citizens who consider themselves inheritors of the
secular, Westward-looking vision of the country of Mustafa Kemal Ataturk. It is not uncommon for
someone who claims this political identity to argue that the moderately religious ruling party’s
disinterest in European art music is evidence of their lack of intelligence. Bad news about art music
venues and educational programs is used as a barometer that measures how quickly the country is
sliding into cultural decay.> My purpose here is not to assess the validity of these claims, but to observe
that these claims are being made and that they implicate art music in identity politics. Based on my
experience in Turkey, it does also seem that engagement with art music skews towards upper-middle
class, urban Turkish citizens who have had access to very good education.

So, I must admit that my work as a musicologist can and probably does play a role in social
division and exclusion, because any students with a secularist point of view can use the knowledge they
gain from my classes to affirm and even strengthen the sense of righteous distance they feel from the
mostly religious and poor component of their society currently supporting the ruling party. To try and

? For an example of this discourse, see Susanne Guisten, “Overhaul of State Theaters Opens Turkish Cultural Rift,"
The New York Times, May 30, 2012, http://www.nytimes.com/2012/05/31/world/europe/overhaul-of-state-
theaters-opens-turkish-cultural-rift.ntml?pagewanted=all (accessed October 25, 2014). For a more recent
example, look at the comments in the final paragraph of Alexandra Ivanoff, “5th Istanbul Opera Festival concludes
with Dmitri Hvorostovsky,” 7oday’s Zaman, June 22, 2014, http://www.todayszaman.com/anasayfa_5th-istanbul-
opera-festival-concludes-with-dmitri-hvorostovsky_351012.html (accessed October 24, 2014).

He)]MEC

Hellenic Journal of Music, Ed
EMnvikd Nepiodike yia tn Mougikn, Ty




HeJMEC Vol. 5 I A Report on and Response to Studying Music, a Conference Recently Held in Honor of Simon Frith

mitigate this effect, I try to illustrate in my classes how many other kinds of music can give them the
same kinds of opportunities for enrichment they might find in European art music culture, and this
includes plenty of discussion of popular music. Given what I know about Turkish society, it would be
good of me to teach students about how art music can be symbolically appropriated to do socio-
cultural warfare, encouraging them to take a peek behind the mystical aura that shrouds the music they
hold dear and at least appropriate music with care. (Actually, in Turkey, a Muslim country with its own,
distinctive popular music, rock music can and does take on the same function.) On the other hand, I
strongly believe that art music culture and cultural products are not only useful as symbols that can be
appropriated for social exclusion and distinction. In my case, classes about art music provide an
environment in which Turkish students can live out certain interests and ways of being that they are
drawn to but feel are not widely supported in their own society. Experiencing contemporary art music
also gives us the chance to think about our lives in unique ways. At the moment I am preparing for a
class on the music of Alfred Schnittke, and I have been struck by his explanation for the hard-to-grasp
formal structures of his compositions as manifestations of the structural unity that orders both the good
and the evil in the world. Provocatively, Schnittke has also positioned his sounding of the irrational
individual psyche against the stereotyped emotional content of pop culture.

All'in all, T can say that the three days I recently spent with popular music scholars at Studying
Music: A Conference in Honor of Simon Frith has certainly gave me much to think about: the
relationship between art music and social struggle, the social implications of certain analytical
approaches, and the rich possibilities of writing about music as its own sort of invigorating art. As I look
back over what I have written, it strikes me that I have engaged in some “low” theoretical analysis of my
own, as I have reacted to the conference largely based on the grounded “realities” of my own life. One
topic mentioned in the call-for-papers was the boundary between popular and art music, and the
status of the notion of high- versus low music culture. More than a few scholars I met seemed eager to
reify rather than problematize these boundaries, and this disappointed me. It is my opinion that
scholars of popular music need to let go of the notions that all or even a majority of art music scholars
are boogiemen out to get them, and that art music culture is only good for class warfare. Art music
scholars who are still reading along, 1 ask them to take popular music seriously as aesthetically and
socially valuable, and to give colleagues such as Simon Frith, whose work on popular music has already
had such a positive impact on music studies in the academy, the credit they deserve! Here is to Simon,
whose methodological conscientiousness, literary talent, and determined unwillingness to cover his ears
at any stage of his career is a model for music scholars of all kinds.




HeJMEC Vol. 5 I A Report on and Response to Studying Music, a Conference Recently Held in Honor of Simon Frith

JANE HARRISON

Center for Advanced Studies in Music, Istanbul Technical University, Turkey

Jane Harrison earned her doctorate in musicology in 2011 from the Ohio State University, with a
dissertation on the shared compositional techniques, aesthetics, and social behavior of composers
writing “Debussyste” music in early twentieth-century France. Her research has been supported by a
Fulbright Grant to France and multiple doctoral fellowships from Ohio State. She has presented her
research at several conferences including the 2010 annual meeting of the American Musicological
Society and the 2012 annual meeting of the Nineteenth Century Studies Association. Currently Jane
currently teaches musicology at Istanbul Technical University, Center for Advanced Studies in Music.




Hellenic Journal of Music, Education and Culture

ISSN online version 1792-2518

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



mailto:maria.argiriou@gmail.com
http://www.apastyle.org/learn/tutorials/basics-tutorial.aspx
http://www.apastyle.org/
http://www.apastyle.org/
http://www.primarymusic.gr/
mailto:gr.primarymusic@gmail.com
mailto:maria.argiriou@gmail.com

g Hellenic Journal of Music, Education and Culture




	HeJMEC_front-v5
	contents
	[     5     ]  Editorial

	editorial
	VILADOT_HeJMEC 2014_article 1
	Do you speak... music?  Facing the challenges of  training teachers on integration
	1. Arts (and music) in an integrated curriculum
	2. Music and language learning: Educational meeting points
	3. Integration in continuous professional development
	4. Section I: Do you speak… music? The EMP-L continuous professional development course
	5. Section II: teachers’ voices
	6. Discussion
	7. Acknowledgements
	8. References

	PAPAGEORGIOU_KOUTROUBA_HeJMEC 2014_article 2
	Teaching multicultural music  in elementary school:
	Issues about what, when,  and how to teach:
	1. INTRODUCTION
	2. Method
	2.1. Participants
	3. Results and discussion
	3.1. Should world musics be studied in conjunction with their cultural context?
	4. Conclusion
	5. References

	SOUTHCOTT_GINDIDIS_HeJMEC 2014_article 3
	The presence of traditional  Greek songs in Australian  school music classrooms:  From Psaropoula to Ψαροπούλα.
	1. INTRODUCTION
	2. Historical overview
	3. Greeks in Australia
	4. Greek songs and culture offered to Australian school children
	5. Discussion
	6. References

	ALTARAS_HeJMEC 2014_article 4
	La Mer A Deception?
	A Reception History Analysis
	1. An Examination of Le Ménestrel
	2. Who was Amédée Boutarel?
	3. Conclusion
	4. References

	KORDELLOU_HeJMEC 2014_article 5
	Από τον Πλάτωνα  στον Παπαδιαμάντη…:
	Η ελληνική γραμματεία  στο έργο του Γιώργου Κουμεντάκη
	1. Εμμεση σχΕση
	2. Αμεση σχΕση
	3. References

	HARRISON_HeJMEC 2014_article 5
	A Report on and Response to
	Studying Music,
	a Conference Recently Held  in Honor of Simon Frith

	last
	HeJMEC_back-v5

