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» NoOAOYOC MNPOCKEKANUEVWY ETTIMEANTOV

JTO OUYXPOVO TIOAITIOMIKO TEPIBOAAOV, N HOUCIKA TIANPOPOPIX €K (PUOEWC OTIOTEAEL
QVTIKEIUEVO EVOOXOANONG YL TO EUPUTEPO KOWWVIKO GUVOAO SLOHOPPUIVOVTOC TNV OTOMLKE KO
OLAOYIKH SNULOVLPYIKOTNTA. H avaldATNON KO N aVAKTNON TTANPOPOPLWY HOUCIKNG CUVOEETOL JE
TNV oVAYKN YL TIANPOQPOPIX, TIC SIOHBETIES TINYEC KO LTINPECIEC TTANPOMOPNONG, UE EVOOYEVEIC N
e€wYEVElC TTapayovTEC WONONC, KOBWC KAt PE THBaVG EUTIOSIAl KATA TN SIGPKELX TN avaldTNoNC.
H olUvBeon, n epunvelar Kol 0 oVTOOXESIOUOC, N AVAAUCN KAl N oKPOAEaN, €EXPTWVTAL GO TNV
QVAyKN Yoo ovadTnon Kat TNV avaKTNoN, N Un, TG HOUOIKNG TTANPOMOPLaG, — eTIOPWVTAC OTN
SLOPPWON TOV TEAIKOU HOUOCIKOU TIPOIOVTOC. TO KOWWVIKO, OLKOVOUIKO KO TIOATIOUIKO, €V
yevel, TAalolo  Slopoppuwvel TNV avTANyn, TN OTaOn Kol TG E€TUAOYEC TWV  HOUOIKWY,
eMNPEXOVTOC TN SNULOUPYLKT TOUC EK(PEOON.

Q¢ ek TOVTOU, Elval TIOAU evdlaepov Vo SlepeuvnBel TO TWC N UOUCIKT TTANPOPOPNON
ETNPERCEL TN MOUOLKT SNUIOVPYIKOTNTA, UECO OTO CUYXPOVO TIOAITIOUIKO TIEPIROAAOY, KaBWC Kot
N oUVOEDH TNG UE GAAEC KO LTINPECIEC Kot Blopnyavieg OTwe elvat N TOAMTIOUIKT) ovAmTUEN. 2TO
TAQLOL0 cUTO, SNULOUPYNBNKE UTIO TN OKeTn Tou EAANVIKOU MopopThuoatog tTng AleBvoug Evwong
Moualkwv BiAoBnkwy, Apxelwv kot Kevtpwv Tekunplwong (IAML-GR), n Ouada Epyooiag pe
TitAo: «MAnpo@opnon kot Moualkny ANUOUPYIKOTNTOr. ZKOTIOC TN omolag elvat N ovamTuén
OPATEWV YLt TNV UTIOOTNPLEN TNG CVVOEONC METOEL TNG TTANPOPOPNONG KAL TNE ONILOVPYIKOTNTOG
0TO XWPO TNC HOUOKNG. EWdkOTEPD, N ouoTtaon tng Ouadag Epyaacioc ammookotel oTnv avadelén
TWV SPOOTNPIOTATWY TWV HOVOIKWY BIBAI0BNKWY Kol gupUTepa TwyV Popcwv  MoLaIKAG
MAnpo@odpNoNg, ol otoleg oxetidovTal Pe TNV TEOWBONON TNG UOUCIKNG TTANPOMOPNCNG KAl TN
OVVEEDN TNG WE TNV TIOAITIOULKE KOAAITEXVIKT KO KOWWVIKA (wn.

270 TMAadolo Twv dpdoewv Tng Ouddag Epyaoiag, vAomoBnke n mapovoa EdIKA Ekdoon
Tou Emotnuovikoy Meplodikow HeJMEC (Hellenic Journal of Music, Education and Culture). To
TELXOC EXEL TITAO: «BIBAIOBNKEC MOLCIKNG Kot ANUIOVPYIKOTNTA: 2UYXPOVEC TATELG KOl TIPOOTITIKEG
ouvdeong pe TNV TMOANTIOTIKN Blopnyavio». 2KOTOC TOU CUYKEKPLIEVOU TEUXOUC Elval Vo
OMOTEAETEL BOOIKA TINYN QVOPOPAC YLt TNV AVAOELEN TNG OXEONC QVAPESH TNV avaldATNON KoL
TNV QVOKTNON TWV TTANPOPOPLV HOUCIKNG (TNV TIANPOPOPLOKT CUPTIEPUPOPN) KOL TN UOUCLKN
SNUOUPYIKOTNTA, €VTOC TOU OUYXPOVOU TIEPIBAAOVTOC TTANPOEMOPNONG OTIWE AUTO EKPPACETAL
HECW TWV BIBALOBNKWY HOVCIKNG KAl TWV UTINPECUWY HOUOIKAC TTANPOMOPNONG,.

EATtiCoupe OTL TO TIPOTEWOUEVO €VWOLOAOYIKO TIAQUCOLO B elval xpnoluo €5apoc ylor TO
OXeSIOUO KO TNV avamTuEn o€lOTIOTWY  €PYOAEIWY KOl LTINPECIWY  TIANPOPOPNONG, TNV
aVAMTLEN SeElOTATWY TIANPOPOPLOKNC Ttatdelag, KaBWE Kot T Slddoan Kot T SlaTrpnon Tng
YVWOoNG Kol TOU TIOMTIOHOU. To TapOV TELXOC, TEPIAOUBAVEL TIPWTOTUTIEG EPEVVEC, MEAETEQ

TIEPIMTWONG, Kot BEWPNTIKEG TIPOTEYYICELS, OTO TAGLOLO TNG oUVSEDNC METOEL TNG TTANPOPOPNCNG

He)JMEC

Hellenic Journal of Music, Education and Cultuges
ENANVIKO Meptodiké yia T Mouoikr, Tnv Exnaidevon




HeJMEC Vol.8 |

BIBAI0OONKEG MOULOIKAG KAl AnuiovpyikoTnra:

JOYXPOVEG TAOEIGC KAl MPOOTMTIKEG obvEEoNGS

ue Tnv MoAITioTIKA Kail Biouynxavia

Music Libraries and Creativity:

Trends and Perspective Synergies with the Cultural Industry

KO TNG SNUIOUPYIKOTNTAC, QVOOEIKVUOVTAC TIC CUYXPOVEC TAOELC KO TIC TIPOOTITIKEC OTO XWPEO
TWV BIBAMOBNKWY POUOIKNC KO TWV UTINPECIWY OUCLIKNC TTANPOMOPNONG,.

Eva peydro euxoplotw opethovpe otnv Ap Maplar Apyupiou omtwg kot atov ko ANeEavSpo
XQXPKIOAGKN, JUV-2UVTOKTEC TOU TEPLOSIKOL  «ETiotnuovikr Ekdoon vy ™ Mouadikr, Ttnv
Ekmaidevon kot Tov MoAttiopo (HeJMEC)» yiax T SuvatdTnTa TIOU HOG TTOPEX AV oVaPOPIKA e
TNV vAoTtolnon TN¢ TapoLoaC EKSOONC.

Xapihoog AaBpdvoc Mapior AoAavidn ApTeuC Momadakt
[6vio Moavetotn o Iovio Maverotuo Bellerbys College, UK
IAML-GR IAML-GR IAML-GR

Bloypapika ETiiueAntwv

O Xapihaog Aafpbvog sivar epsuvnc oto Iovio MoveroTAuo. Eival AISGKTWE Tou TUANKTOC MOUGIKWY
JToudwy, KoBwC Kol K&ToxoG Metamtuxlakol AmAwpotoc Ewdikeuvang atn «Alaxelplon Tekunplwv
MoAtioTikrg KAnpovopidg» omod 1o Tunuo Apxelovopiog BiAoBnkovopiag kot Mouoesiohoyiag, 1ovio
MNaverotruo. Epyaoieg Tou €xouv TIaPOVCIOOTEL O €BVIKG Kot SIEBVH ETIOTNUOVIKA CUVESPLOL KOL £XOUV
dnuooteuBel ae dlebvn eTiioTnUOVIKA TTEPLOSIKG OTtwC To Journal of Documentation, Journal of the Association
for Information Science and Technology, Information Research, Library Management k.&. Ta €peuvnTIKG TOU
EVOLPEPOVTA QPOPOVV (NTAHOTX OXETIKA PE TNV TTANPOPOPLY, TN SNUIOUPYIKOTNTX KoL TNV TIOMTIOTIKY
Blopnxowio. Eiikowvwvia oto: lavranos@ionio.gr

H Mopia Achavidn sivat pouoikr BiBAoBnkovouog-Epyaatnplokd AdokTikd Mpoowtikd (E.ALT) - ZxoAn
Mouotkn¢ kot OTITIKOOKOUOTIKWY Texvwv-TMZ — Iovio Mavemotnuo. EpsuvnTik& medlar - TOPElC: HOVOIKN
BiBAoBNKovoular Kol ETIOTAPN TNG TIANPOQPOPIOG, TIANPOPOPIOKOE YPQUUXTIOUOC, OVAKTNGON HOVGIKAC
mAnpopopiag (MIR-Music Information Retrieval), cuotiuata opydvwong yvwone (KOS) otov Topex Tng
HOUCIKNG, AEGAOYLY, TIEQLYPOPIKA KOl KOOIEPWHEVA HETAOESOUEVO HOUOIKNG, EVVOLOAOYIKAX HOVTEAQ,
OVTOAOVIES, 2Nuaalohoyikog Iotog, OAokAnpwueva MANpo@oplokd ZuaTATa BipA0BNKwV-OlMZB K.ATL.
Ertikolvwvia oTo: aslanidi@ionio.gr

Ol OToUVSEC KO N EMAYYEALOTIKE evaaxoAnon Tng ApTtéudog Momadakl TEpLoTPdPnoay yupw amd T
BioAoyla (BSC), Mouakn (SIMAWUATWY pAXOLTO/ TiGvo), Mouaikohoylar (PhD) kot MoAttiouikr) Alxxeiplon
(MSc). O TIupAVOC TWV EPELVNTIKWY EVOLPEPOVTWY TNC lval Pt SIETILOTNUOVIKE TIPOCEYYLON Kol oVVBEDN
HETOEY ETOTAUNG KOL TEXVNG HE OCPETNPIX TNV «TEXVN KOL ETUOTAUN TNG ETUKOWWVING». HTow pEAOG
(ikoAO-pAGoLTO) TG OpxNoTpag XVyxpovng Mouolkhg Tne EBvikng Padlopwviag /TnAedpaong (EPT) kat
EKTOKTO PEAOC TNC OpxnoTtpag e EBVIKAC Aupikig 2knvAc. Q¢ Houalkog aupBouAog tTng EPT, opydvwaoe
Kol Ttapouatace To apxelo TG ZUyxpovng MoualknG Katl GUVEBOAE aTn Snuovpylor TOU AOYIOUIKOU TIOU
UTIOOTNPICEL TO HOUOIKO OKEAOC TOU Mouaoeiou Apxelou TnC ERT. AleTéheoe KaAAitexvikn AleuBuvtplor Tou
Avayevvnolokol PeoTiBGA PeBOpvou kot €xel epyaaTel 0 SIa@opar OKOAOYIKA TIPOYPOUUOTY  OF

ovvepyooior pe to  Komodwotplokd  MaverotAuo  ABnviv kot Ttor YToupyelor Fewpylag ko

MeplBdANovToc. Etikowvwvia oto: artepapa@gmail.com
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» » Guest Editors’ Preface

Music has always been playing a vibrant role in societies, shaping both individual and collective
artistic expression and creativity. Searching for and retrieving music information is affected by the
individual's avidity to extract information, the sources available, endogenous or exogenous triggering
factors, as well as potential difficulties during the search process. The art of composing, interpreting
and improvising, analysing and listening, all depend on the need to search and on the successful
retrieval of the musical information; shaping the final musical product.

The social, economic and cultural context shapes the perception, stances and choices of
musicians, shaping their creative expression. Therefore, it would be very interesting to explore how
music information influences music creativity within the modern cultural environment, as well as its
connection and synergies with other services and industries such as cultural development. In light of
this concept, the Working Group entitled "Information and Musical Creativity" has been created under
the auspices of the Hellenic Annex of the International Association of Musical Libraries, Archives and
Documentation Centers IAML-GR). The group’s aim is to develop actions supporting the link between
information and creativity in the field of music. In particular, it aims at highlighting the activities of music
libraries and other organizations, which are interested in the promotion of musical information and its
connection to the cultural artistic and social life. This Special Edition of the HeJMEC (Hellenic Journal of
Music, Education and Culture), titled: "Music Libraries and Creativity: Trends and Perspective Synergies
with the Cultural Industry”, has been created in the context of the Working Group's actions. The
purpose of this special issue is to highlight the relationship between the search and retrieval of music
information (information behaviour) and the musical creativity, within the context of the contemporary
environment of information access, as expressed through the music libraries and music services
information. We hope that the proposed conceptual framework will serve as a useful ground for
designing and developing tools enabling information search and retrieval and, therefore, for
disseminating and maintaining knowledge and culture. This issue includes original research, case
studies, as well as theoretical/review papers, emphasizing on information and its relation to creativity. It
highlights current trends and perspectives in the field of music libraries and music information services.

We wholeheartedly thank Dr Maria Argyriou and Mr. Alexandros Charkiolakis, Co Editors of the
journal "Scientific Edition for Music, Education and Culture (HeJMEC)", for giving us the opportunity to
create the current edition.

Charilaos Lavranos Maria Aslanidi Artemis Papadaki
Ionian University Ionian University Bellerbys College, UK
IAML-GR IAML-GR IAML-GR
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Guest Editors Bios

Charilaos Lavranos is a researcher at the Ionian University. He holds a Ph.D. from the Department of Music
Studies and a M.Sc. in "Management of Cultural Heritage Documents” from the Department of Archives, Library
Science and Museology, Ionian University. His work has been presented at national and international scientific
conferences and has been published in international journals such as the Journal of Documentation, Journal of
the Association for Information Science and Technology, Information Research, Library Management and others.
His research interests include issues related to information, creativity and cultural industry.

Email: lavranos@ionio.gr

Maria Aslanidi currently works as a Special Research Personnel at the Department of Music Studies, Ionian
University. Research fields include: music librarianship and information science, information literacy, MIR (Music
Information Retrieval), [Music] Knowledge Organization Systems-KOS, vocabularies, [music] descriptive and
authority metadata, conceptual models, ontologies, the Semantic Web, Integrated Library Systems-ILS, etc.

Email: aslanidi@ionio.gr

Artemis Papadaki pursued studies and career in Biology (BSC), Music (flute/piano diplomas), Musicology (PhD)
and Cultural Management (MSc). The core of her research interests is an interdisciplinary approach and synthesis
among different disciplines with starting point the art and science of communication that straddles science and art
subjects and applies to both. She has been permanent member (piccolo-flute player) of the Contemporary Music
Orchestra of the Hellenic National Radio/Television (ERT) and freelance member of the National Opera of Greece.
As musical consultant of ERT she organized and presented the archive of Contemporary Music and contributed
to the creation of the software supporting the ERT music-archive. She been Artistic Director of the Rethymnon
Renaissance Festival and she has worked on various Ecology projects in collaboration with the Athens
Kapodistrian University and the Ministries of Agriculture and Environment.

Email: artepapa@gmail.com
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» » » Editorial

We are very pleased to bring our readers this special edition entitled “Music Libraries and
Creativity: Trends and Perspective Synergies with the Cultural Industry”. The guest editors are Charilaos
Lavranos, lonian University, Maria Aslanidi, lonian University and Artemis Papadaki, Bellerbys College,
UK, all members of the Working Group entitled "Information and Musical Creativity" which has been
created under the auspices of the Hellenic Annex of the International Association of Music Libraries,
Archives and Documentation Centers (IAML-GR). The articles are written in the context of the Working
Group's scopes and aims.

Our first peer-reviewed paper, Asli Bala Askan’s "AN ETHNOGRAPHY OF FREE IMPROVISATION
IN THE CREATIVE PROCESS", explores free improvisation from two different perspectives: (1) from an
ethnomusicological perspective, with emphasis on the relationship of free improvisation with music
education, and (2) on visual and musical results of performance-based surveys which show how
boundaries can effect on an individual's creative process. The findings of this paper show how free
improvisation can be a very useful tool in music education by increasing the creative thinking abilities of
an individual. Moreover, as the author suggests, ‘proper applications of improvisation may lead
students to become creative composers, conductors or artists’. Finally, according to her, ‘in the long
term, we can have even new movements in musical scene and more creative new methods in music
education’.

Our second peer-reviewed paper, Artemis Papadaki's "COMMUNICATION THEORY AND
DATABASES FOR MUSICOLOGICAL RESEARCH CASE STUDY: NATIONAL RADIO-TELEVISION ARCHIVE
FOR CONTEMPORARY CLASSICAL MUSIC", discusses about the communication theory applied in
order to form the methodology used in revealing aspects of the Contemporary Classical Music
landscape in Greece, in the digital era. As the author explains to us, ‘the goal was twofold: to structure
the qualitative research and to create a conduct of communication in order to present all pieces of
information recorded from three different sources’. The sources she refers to is the Contemporary
Classical Music Archive (scores and parts hosted at the National Radio-Television of Greece) combined
with primary (Oral History Project) and secondary (bibliography) data. She does so, in order to present
information about the compositions, facts about the composers’ life as well as their idiom and way of
thinking.

Christina Theodorika’s “THE NOTION OF ADMINISTRATION AND ITS APPLICATION UPON
CULTURAL INSTITUTIONS: THE CASE OF THE LIBRARY AND THE INFORMATION CENTER OF EPIRUS'S
TEI AND OF THE ARCHIVE OF GREEK MUSIC [Greek]”, deals with the notion of administration and its
functions and, more precisely, with its role upon the organization and function of cultural institutions in
terms of their programming and management of human resources. Through the presentation of the
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selected institutions (included in the article’s title) the author attempts to analyze the degree of
influence of their organization and services on the improvement of the level of studies and the
proficiency of students. According to the author, in order to survive in the competitive circumstances of
the modern environment, cultural organizations need the implementation of management functions,
the modernization of their operation and the management of their resources, so as to be able to cope
with the challenges of our times.

The next paper, Gerasimos Martinis's “FORBITTEN" ISSUES OF THE CULTURAL INHERITANCE
AND THE HISTORICAL MEMORY: THE CASE OF MUSIC IN THE THIRD REICH [Greek]”, is a historical
musicological study which analyzes the role of music during the period of the Third Reich by taking into
account the wider social and political environment. Many aspects of the ways that music is used as a
means of propaganda, and not only, are explored: the broader ideological environment of the Third
Reich, the established institutions for the promotion of music, the German composers from the past
and the present supported and promoted as models for imitation, conductors supported by the regime
and musicians pursued by the regime. Through these aspects, the author attempts to define the
context of ‘ideal” and ‘decadent’ music, within the totalitarian regime of the Third Reich.

Moving on to Cyprus, the fifth paper, Loizos Panagis's "ARCHIVE OF SOLON MICHAELIDES:
CLASSIFICATION AND RECORDING OF THE FILES AS A NECESSARY CONDITION FOR THE ARCHIVE'S
UTILIZATION [Greek]”, presents the archive of the very important composer in both Cyprus and
Greece, Solon Michaelides (1905-1979). The study aims at presenting the procedure of classification
and recording of the files contained in the archive, describing their context and, furthermore,
commenting on information written in published texts (secondary sources) about this composer which
seem not to be always accurate according to the information provided by the archives.

The last paper, which has been co-authored by Maria Aslanidis, Aris Bazmadelis and Arsinoi
Ioannidou, “ENABLING ACCESS TO BYZANTINE MUSIC MANUSCRIPTS IN AN INTERNATIONAL
CONTEXT: THE CASE OF NIKOLAOS MAVROPOULOS ARCHIVE", focuses on a case study while, at the
same time, raises important relevant questions in a wider frame. Thus, according to the author, the
paper aims at: ‘a) providing a basic set of guidelines and best practices for describing and providing
access in regard with print and manuscript music archival resources in general, as well as with Hellenic
music in specific, through the example of the collection of Byzantine music manuscripts of Nikolaos
Mavropoulos, b) bringing out interoperability issues between Byzantine Musicology and Music
Librarianship, ¢) stressing the importance of Muscat (RISM's international database) for the
dissemination of Byzantine music across the world, and d) emphasizing on issues regarding the
necessary professional experience and knowledge to accomplish efficiently such tasks’. The conclusions
of this thorough analysis is that RISM's tool Muscat can contribute to develop and promote Byzantine
music and specific concepts and attributes related to this specific genre of Hellenic music but certain
music-specific data elements both in and out of the Western Canon are not fully represented. So, the

author suggests ways of improvement towards this end.

He)JMEC

Hellenic Journal of Music, Education and Cultqre_,'
ENANVIKO Meptodikd yia T Mouoikr, Tnv Exnaidevon




HeJMEC Vol.8 |

BIBAIOONKES MOULOIKAG KAl AnuiovpyikoTnra:
JOYXPOVEG TAOEIGC KAl MPOOTMTIKEG obvEEONGS
ue Tnv MoAITioTIKA Kail Biouynxavia

Music Libraries and Creativity:
Trends and Perspective Synergies with the Cultural Industry

There is more information about the context of this edition in the Preface written by our guest
editors. We are most grateful to them and to the authors of these papers.
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ABSTRACT | There is a place for improvisation in any musical genres of the world. While
improvisation means the most natural way to express through music, to some it means high levels
of proficiency in music. However, the term free improvisation describes a different genre. The genre
free improvisation has a unique approach to music. Musicians have a freedom from any
predetermined features of music. Genres, styles, scales, rhythmical structures, playing techniques
and many more things can be modified through musician's will. Originated from free-jazz, free
improvisation is now considered as a different genre. After a brief introduction to definition of free
improvisation, the article will focus on free improvisation from two different perspectives. At first, the
topic will be approached from ethnomusicological perspective, in the introduction part. Through a
historical perspective, the relationship between musical creativity and improvisation will be
discussed. The main approach to this topic will focus on the relationship of free improvisation and
music education. For introduction, some known techniques with improvisatory sections by famous
composers and educators will be explained. Main focus of the second section will be the queries.
Visual and musical results of performance-based surveys will show how boundaries can effect on an
individual's creative process. In the last part of the education section, results from private piano
classes that involve improvisatory sections will be explained. Results from two groups of students will
be compared to each other, and to students in the control group.

Keywords: Improvisation, music education, creativity.
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1. INTRODUCTION

While improvisation means the most natural way to express through music, to some it means
high level of proficiency in music. When it comes to free-improvisation, the boundaries of definitions
have become blurry. Free-improvisation can be seen as a new genre, compared to many others. It has
its roots from free-jazz movement, but now you can see it almost everywhere. Merged with almost
every genre, it can be heard in many performances. In Turkey, ensembles that are performing in this
genre, become more common after 2000 approximately. Still, strongly associated with free jazz, free
improvisation is now one of the most widely used genres in especially art performances. Not only
limited to music, there are many workshops and events based on free improvisation in dance, painting,
designing or anything related with art performances.

However, free improvisation can be also a challenging thing to handle. Improvised performances
mostly considered as a musical dialogue. Like in many musical genres, usage of space, and application
of sound into a space is an important issue in free improvisation. Performers who tend to perform
alone may either create a great monologue, or a blurry cluster. Group performances may require high
level of communication between performers. While some musicians communicate through each other
during performance, some consider this as a dialogue between silence and sounds. In my research, 1
focus on different features of free improvisation and their application to music education. The results
gathered from a limited age group will show the possible use of improvisation can be efficient in long
term music education.

With the increasing studies on music and neurosciences for almost over a decade (Zattore,
2012), cognitive and psychological research have been proved music education in early age has many
benefits. It helps an individual to develop motor skills, improves the ability to think ahead of the time,
improves hearing, and spatial reasoning abilities (Overy, 2012). Besides its benefits on both long and
short term, improvisation can also be a challenge for musicians. In the Classical European Art music
studies, students at the young age are almost never encouraged to improvise. Improvisation is seen as
a tool that can be used only after developing mastery over an instrument. (Solis, 2009). Both
approaches help the participants to improve their musical perception. While some musician and
audience circles label this style with a high-level approach to all artistic disciplines, some embrace it,
and some just like to keep their distance.

Alongside the involvement of improvisation in music education, the perception of music can be
expanded. Also, the potential use of any sound itself as an element, in a composition process is
developing. Considering the widespread use of environmental sounds in the contemporary
compositions, improvisation's usage in education can enrich the perception of musical sounds. With the
expanding sound palettes in students' musical understanding, the creative process and compositional

phase can develop faster.
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Improvisation has been used in many teaching methods in music. To see in the example, we can
see Orff, Kodaly, and Dalcroze methods. For example, Orff method starts teaching rhythmic structures
from the core, syllables of words. Defined as the smallest unit of rhythmic pattern, the organization of
syllables can make a language sound musical. With the implication of rhythmic blocks and games that
involve improvisation in music classes, the creative process of the students can be developed. In Orff
schoolwork's timbre and memory section, students are supposed to follow the verbal-rhythmic pattern
they create (individually), and alternate it when it's their turn. In some cases, body percussion is added.
Body percussion helps students to learn rhythmical patterns quickly and keep it more memorable. 1
believe this specification can be summarized with a quote by Brigitte Warner(1991). "...language
becomes musical when it is recited to accompanying pulse-beats, and that it has to adjust itself
rhythmically and accentually in order to fit with such accompaniment" (Warner, 1991).

Teaching methods of Emile Dalcroze is another example for efficient usages of improvisation. In
practice, improvisation creates a bond for gathering the elements of rhythm, harmony, and melody
through the body movements of pupils. For helping students understand the rhythmical pattern better,
the method is creating a link between body movements and the rhythm. In improvisatory sections, the
space given students to improvise is helping students to place a stable pattern of the rhythm they have
been working on (Jacques-Dalcroze, 2013).

Another example for using improvisation in music education can be seen in Kodaly method.
Applications of Kodaly method in North American schools have improvisatory parts for each age
group. Until grade two, improvisatory sections mostly involve dialogues that based on rhythm and
syllables. Melody part added in fourth grade involves small improvisatory sections for the beginning
and led students to express with more creativity features in their improvisatory sections (Chosky, 1999).

In the paper, first two queries did not have any intention of contribute the music education. I just
wanted to focus on how people are reacting in limited time, without any instructions. The results from
those queries lead me into the third query; a straightforward application of improvisatory sections into
music classes.

Methods used in this paper are mostly based on tests. How our environment shapes our
perceiving and how we load meanings on specific acts, tools or even signs are explained in the first
section of this chapter with first two queries. Those queries will show results on our ability to improvise
in non-musical and musical levels. The results show us how people develop boundaries unconsciously
while they develop a perception of creative process. I consider first two phases are the main steps that
lead me into third step. In the last section of this chapter (Query IlI), I will explain how improvisation can
be used in music classes, with an example in a specific age group. On this section, I will involve two
different sections of third query, and their results. Results of those tests will lead the research into a case

study that have been conducted by me, and applied by three piano teachers in their private classes.
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Results from students in a specific age group will show how improvisation can be applied into music
classes, and how it'll return in both short term and in long term (2 to 11 weeks). Even though I had a
limited amount of participants during this test, the results were satisfactory. This part can be considered
as the beginning process of a case study of possible applications of free improvisation in music classes.
The feedbacks I receive from teachers show the results in both short terms, and in long terms (in
average, 2 to 11 weeks during the term of the applications, and 2 to 3 months after the applications
end).

Even though I wanted to give students a zone where they can express their thoughts in music, as
much as they want, I was warned by the teachers. Children are more tend to distract, and because of
the improvisatory sections were going to be a part of their piano classes, [ needed something simple so
their education would not have degenerated. Again, this should be mentioned, and discussed with
details that 'degenerating' issue is an entirely different topic. Questions like 'what defines degeneration,
what are we degenerating, what is the proper form of education, how can we not spoil a musical
education, etc." are entirely out of context in this section. In here, I wanted to show the limited amount
of freedom can be a useful tool for music education.

Axiom about free improvisation is mostly summarized with one sentence: "l can do this, anyone
can do this. It doesn't require any kind of education or any special approach". This paper also has a
counter-view, like every others. And the contrary opinion of the ideas I support in this paper is the idea
of improvisation is something simple, can be applied by anyone into anything, but also not an efficient
tool in all parts of education. For example, most of the parents of participant candidates did not want
to involve their children into the query-IIl. Some of the children I wanted to involve as participants were
at the preparation phase of conservatory exams. In their parents' thoughts, improvisatory techniques
might distract the children from the education they've been receiving to, slow their education process,
and mislead their children's musical perception. Also, some teachers did not want to involve this
technique even in their private classes, with the same thoughts.So the opposing argument of this
section is, free improvisation's inefficiency in music education. Similar contrary opinions can be seen in
other chapters too. In this paper, I will present free improvisation as a productive way of
communication in musical dialogue, and one of the most useful tools in music education.

In general, aim of this research is to show free improvisation as a natural way of musical
expression. It is neither an intimidating genre that requires high levels of virtuosity, nor a barren area of
interest that distracts people from 'reality". It will not lead us go back to our so-called primitive roots.
Improvisation is the most basic form of expressing musicality. We should be embraced to improvise in
almost all of the creative areas. In music, dance, and also education. And if we'll look at the free
improvisation from this point of view, we can see it as a very helpful tool for music education. I only
involved small improvisatory sections into private piano classes, but with the right application of

improvisation to whole music education, it will help students to enrich their perceptions of sound, lead

He)JMEC

Hellenic Journal of Music, Education and Cultyse,
ENANVIKO Meptodiko yia T Mouoikr, Tnv Eknaidevon ke




HeJMEC Vol.8 |

BIBAI0OONKEG MOULOIKAG KAl AnuiovpyikoTnra:

JOYXPOVEG TAOEIGC KAl MPOOTMTIKEG obvEEoNGS

ue Tnv MoAITioTIKA Kail Biouynxavia

Music Libraries and Creativity:

Trends and Perspective Synergies with the Cultural Industry

them think outside of the box. Most importantly, this paper supports the idea that improvisation is not
only a style, or a tool. Improvised music is not a result of a phase that processes un-organized sounds,
but it is a way of communication.

2. METHODOLOGY

Results from the implications of the improvisatory approach to instrument education show some
differences in each context. To see how it affects our musical perception, I involved three different
queries and their results into this paper.

First one involves drawing only. An idea emerged from Inan Kubilay in 2014, and by time
developed by Inan Kubilay (a Sound Engineering and Design master program student from MIAM, ITU)
and I will show the perception of 'boundaries’. The test has been applied to 95 individuals, without
considering their age, gender, education and musical backgrounds. The results we received were not
what we expected. In this phase, I decided to narrow down the participant profile into people who
define themselves as musicians, with or without a formal education in music. This query aimed to show
the concept of 'boundary’, and how it has been placed in our perception. Even though it sounds
complicated, it is quite simple. The color red and green has meanings about permission, almost
universally valid. Zones in the query papers that are defined by red and green lead participants to
make decisions through the messages they carry.

The second phase of the queries that made with limited participants was a musical-performance
based version of the first test. The aim of this section measured performers' flexibility on limited times.
Results received from many of the participants' trials show us the genres they've been performed were
dominant on their musical perception. Participants who gave satisfactory results were either have a
high-level formal education on music, or none. Combination of results shows us that education below
or above a certain level limits the performers' perspective. The ones that gave satisfactory results were
either not educated in music at all, or highly trained. And results of this phase of the test lead me to
create a third one.

Before mention about the third section of this test, some issues must have been mentioned. As
mentioned in the introduction, many of the benefits of music education at the early age have been
proven (Overy, 2002). However, early age music training also took some of the things that every
individual naturally develop. The standardized perception of aesthetic of the environment we grew up,
settles down in our brains. After this, people are tending to assume this understanding is a part of their
perception automatically. Questioning the judgment of aesthetics is not something we can just jump
into it. I thought that might be the reason why a 14-year-old individual tries to understand or analyze a
sound cluster, while a 3-year-old reacts merely to sounds (with accompanying or crying out loud).

In the third section of these queries, I decided to use instrumental learning process as my subject.

Free improvisation as a tool in music education may help to grow this potential, without degenerating
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it. With the involvement of improvisatory sections to classes, the progress of participants was observed.
In this part, age spectrum of participants has been kept limited to 4-11 years-old students. Giving
students the freedom was a chance for teachers to see and understand the raw potential of their
students. But it was not wholly free. The instructions I gave to teachers were limited. This was one of the
situations where limitations can be useful. Contrary to the topic of this paper, limited usage of
improvisation builds the core of the improvisation's application to education. If this part would be
considered as the first step, the other actions could be planned and decided by the results of this one.

The applications in music classes have been divided into two sections, freeing the melodic part
and freeing the rhythmical structure. While one of those methods aimed to fail, other was more
successful than teachers expected.

2.1 Queryl

This survey is based on visual perception, and it shows how education shaped our minds. In this
query, [ expected to measure how individuals react to lines even without any restrictions. We keep this
query simple, for one to participate in, there were not any knowledge required. Drawing a circle and a
line is the most straightforward thing a person can do. It is the first thing we learn even before school.

The test involves 2 phases. Participants asked to draw 15 circles and 15 lines in determined zones
with red and green areas. In the first part of this query, participants asked to draw 15 lines, and 15
circles on determined zones, in 45 seconds each. This section was to show how limited time pushed
people into organizing with fast decisions. In the second part, same tasks have been asked, but in 15
seconds. This section was for show how our reflexes were leading our moves and what kind of results
can occur through momentary decisions.

on | 45 seconds) Gender

15 circles 15 lines

Figure 1: Example of an empty drawing query

He)JMEC

Hellenic Journal of Music, Education and Cul
ENANVIKO Meptodiké yia T Mouoikr, Tnv Exnaidevon




HeJMEC Vol.8 |

BIBAI0OONKEG MOULOIKAG KAl AnuiovpyikoTnra:

JOYXPOVEG TAOEIGC KAl MPOOTMTIKEG obvEEoNGS

ue Tnv MoAITioTIKA Kail Biouynxavia

Music Libraries and Creativity:

Trends and Perspective Synergies with the Cultural Industry

When there are no restrictions or instructions, I thought the results received from children would
be more satisfying. The idea of they would not react to lines and colors with specific signs (red as a
restricted area, green as permitted) as adults, was merely failed. It turns out that children receive rules
and encoded signs much easier than adults, without questioning.

Unlikely, this part was not improved as expected. Contrary to common opinions about
improvisation in educative circles, results show that education was not decreasing the ability to
improvise. However, the results from primary schools were a disappointment for me. Results we receive
from the age group 25-40 were the most satisfying ones. In this case, these results found the proof of
strong bond between education and improvisation relationship. To improvise appropriately, with or
without any limit, one must be able to learn and apply the basics to her or his expressions. After
learning how to use tools, one will be able to improvise. The most basic differences between a random
participant's and an elementary school student's results can be seen in the Figure 2.

J
)

L | |

Figure 2: Results from an 8 years old male and a 30 years old female

Education in strict forms can degenerate an individual's aesthetic perception and the
"acceptable" results they express. But to be able to show thoughts in sudden decisions, we need
education at least until a certain level. The training can be based on different cultures or disciplines. The
critical point for an individual is, to be able to express her or his thoughts to the target (audience,
listener, reader, etc.), correctly, so the target could be able to understand what is the intention of the
act, or work that has been presented.

2.2 Queryll

Similar to the previous query, this one involves musical sounds only. Participants were chosen
from the specific musical background, and education level to ease the compare the results.

Participants were asked to play their instruments for 45 seconds. Their usage of space and time
were the primary focus on this part. For preventing the possibility to plan their movements according
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to time, participants were not able to see the stopwatch that has been used in the query. The most
apparent signs about participants' musical background and personal tastes have been reflected in this
45-second long section. Most of them have been played with the scales they feel comfortable with.
Because of there were no other instrument or sound, people who mostly performed with others played
with chords mostly. After approximately 18-20 seconds, participants start getting used to the concept
of this query and start trying new progressions. If they ended up with a fail, they started a new one and
tried to follow that new one. At the 30th second, they have been warned about their remaining time.
15 out of 27 participants were not successful to organize their time (Group A). They either finished early
or couldn't finish by time. The majority of the ones who were successful on using time (Group B) were
the musicians who played in improvised music before. When asked, participants in Group A reasoned
their results with "spending time on finding the right tune". Even though they have been warned about
there are no mistakes, anything they play would be count, they were worried about the tunes they'l
produce. Lack of experience on improvisation can be one reason behind this result. The difference
between what participants shaped in their mind and what they were playing was stressing them. While
mentioning that difference, almost all of them said they need the practice to focus on just sounds,
instead of what they are shaping their minds. The other reason behind the results might be the lack of
improvising in a collaborative group. Participants from group B emphasized the importance of
collaboration, and how it helped them to learn how to play "with" time, instead of against it. When
people in the group B has been asked what are the possible effects on their timing, almost all of their
answers involving the usage of silence as an element. Many of them also had different ideas about
ways to reflect sounds that organized in their minds. The responses of twelve participants had a
common point. According to group B, having a plan for how to follow the currents sounds was a more
robust solution than planning a melodic structure.

On second section, participants have been given 15 seconds to improvise. Like in the previous
query, the time limit in this part expected to awaken their sudden decision mechanisms. Despite what
has been expected, the second phase of this query gives more exciting results comparing to first one.
All of the participants started and finished a musical sentence in given time. Majority of the participants
were playing outside of the scales they used in the first section. Instead, many of them focused on
sound and its evolution by time. Also, participants who choose to play a melodic sentence increased
their range in scales (in average 1.5 or 2 octaves). A tuner has been used during the performance to
spot the specific differences between different sections of the query (see Table 1).
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Table 1: Results of 2nd section from Query |1

Highest difference

Lowest difference

1st section (45 seconds)

Lowest pitch: E3
Highest pitch: Bb4

Lowest pitch: C4
Highest pitch: Db5

2nd section (15 seconds)

Lowest pitch: A1
Highest pitch: Gb6

Lowest pitch: E3
Highest Pitch: A5

Participants either received 15 seconds limit as a chance to focus on one sound long enough, to
discover its features or as a challenge to play in a broader sound spectrum. Both ways, limited time
increases the curiosity in participants and evokes them to act, more than think.

The only fact we can get from the second query is the effects of limited time in musicians' acts.
Even though results show a difference of participants' acts related with time they've been given, in
general, the second query is the weakest one amongst all three.

2.3 Query lll

This query can be considered as a beginning process of applications of free improvisation to
music education. This process started with 72 participants from different age groups, with a variety of
instruments.

For trying a new method in music education, variety may be preferable. However, due to a need
for solid results from students who receive music education from teachers that use similar methods
were more preferable. Therefore, 7 out of 11 students from age group 4-11 have participated. And
techniques applied only on piano students.

Finding the participants for this query had more difficulties than seeing the previous two queries.
Possibilities of rejection lead us to focus on private piano classes. Permission from teachers, students,
and students' parents was required. Around half of the students were preparing for conservatory
exams, so parents did not want to risk their children's education process. If we think this as an
experimental process on music education, we can conclude that parents' concerns were acceptable at
some levels. As the second difficulty, we faced were teachers' hesitations. People who tend to send
their children to private music classes are not lean toward to hand their children to teachers who apply
experimental methods in their education process.

Another difficulty was the instructing teachers about the applications of improvisation, and the

accuracy rate of student's tryouts. Because of the possible distraction of students, I, as a researcher, was
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not present in the classes. Filming the sessions was an option too, but the distraction and possibility of
students' feeling out of the depth, recorded visuals are not available too. The data I gathered from
teachers' feedbacks create the final form of results.

From children, the musical data gathered was unclear at the beginning. Two techniques have
been applied during classes. One of them was based on steady rhythm; the other was based on stable
melody. The data gathered from this short test showed the immediate effects of giving limited freedom
to students. Especially in the beginning phase of education, this kind of ease will be beneficial for
students. First, students see music as a tool to express, not as something they "have to be"

successful. With this approach, their self-confidence on music will not be affected by mistakes.
They will learn how to embrace the expression process with their faults and learned how to create
alternative ways to turn those faults from being mistakes to different alternatives for new paths.

Finger positions 1 2 3 1 2 8 4

C D E F G A B
Do Re Mi Fa Sol La Si

Figure 3: Finger positions on the keyboard, CMaj scale exercises

Exercises of playing a one-octave scale in C major were the most proper focus for this section of
queries. For observing students behavior, the beginning phase is essential. Stabling hand position and
making a sound at the same time requires students to divide their minds into two different focal spots.
This also shows how motor sensors were working. This phase has also been decided in instrument
education because of teachers' thoughts. They offered some alternatives to apply improvisation, and
we agreed on this because this is a phase that students have trouble the most. The change in the hand
position on keys while playing an octave on any scale requires some time for the student to prepare
her or his position. Changing hand position between two octaves, the passage between B and C on
keyboard constitutes the most visible problem. The passage between E and F is also hard, but when we
compare it to the B-C passage, it can be settled easier. Another confusing point about the B-C passage
is the change of octave. Students tend to make mistakes more after their starting position is wrong

from the beginning.
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The age group I focused on was the group I considered who carries most "raw" thoughts about
music on their mind. Also, performance levels of students were significant. Therefore, subjects are
chosen from beginning phase of music education. During the classes, I also asked teachers to report
about their other students, whom they did not apply any element of improvisation into their classes.
For comparing the results objectively, the progression of 2 students from each piano teacher has been
reported. This group can be named the control group. Their age spectrum is between 4-8, and their
piano classes haven't followed anything than the original structure of their education. The students who
are participating in modified classes were also divided into two sections. While the classes of one group
have been applied to the melodic part, other was applied with rhythm. The results show major
differences between two groups, and medium level differences between experimental groups and
control group.

2.3.1 First section: Scale

In scale exercises, students asked to stick to the scale, regarding the correctness of rhythm. The
point was to give pupils enough space to arrange their hand positions on the keyboard. Time can be a
limiting and stressing element in this phase of instrumental education. If the primary stress source were
eliminated, the possibility students would show some progress in organizing their hand positions while
playing. Using the right sounds was the focus of this section of the query. Teachers reported that
results of this trial were not as successful as the second trials. In fact, compared to control group, there
were regressed results in students' progress in classes. However, reforming the negative effects of this
trial took a short time, according to teachers. In the second week, after teachers know how to apply this
improvisatory part to music classes, they use this at the beginning of the class. After the scale exercises,
they asked their students to play exercises from Ferdinand Beyer's method book. When the students
had a hard time while playing, instructor directly reminded their students about how they've been
playing freely without any rhythmical structure. One of the teachers reported this could be used as a
negative example to teach students who insisted on playing "out of time". If we consider the rhythmic
part in instrumental education as the most challenging part, the stubborn act of children could not be
any surprise.

Other than technical details, students were distracted easily. The only perk of this trial was the
students' focus on sound itself. They tried different pressure on keys so they could focus on the
dynamics of the sound. Because of they are not limited to anytime, they listened to the sounds until
they fade out. However, one of the teachers who applied this method evaluated this result as "not so
necessary". After the tryouts at the beginning of the class, she said none of the students used dynamics
when they were practicing pieces. Other teacher's feedbacks were focused on mostly how students
were curious on hearing harmonics when they have time to press the next key. Even though the
second teacher said this could be a good progress for further levels of music education, both teachers

agreed with the positive results were not so necessary for this phase of instrumental training, especially
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in early age. However, the curiosity aroused on students' minds can be useful if the age group were
older.

2.3.2 Second section: Rhythm

During the scale exercises, students asked to stick to the rhythm through metronome and make a
-any- sound every time measure hits the "click". It does not supposed to be the right sound or even a
sound from the piano. Any sounds were acceptable. In octave practices, it might be hard to focus on
both rhythm and the hand position at the same time. So, I suggested teachers to tell their students to
stick on metronome with the sounds they produce, while they're adjusting their hand position. Like in
the melody section, this tryout also needed some time for both students and teachers to discover how
to apply correctly. Teachers thought this method might be confusing their students. The possibility of
confusion and distraction due to the involvement of other sounds might create a risk for the whole
process. However, results of this tryout were much more satisfactory than the first one. There were not
only significant differences emerged between two experimental groups, but there were also significant
differences occurred between the second group and the control group. First, the effects were not only
lasted for short terms, like the first tryout. Students got used to playing at a stable tempo, faster than
the control group.

In the beginning, students hesitated on creating different sounds. They mostly played the same
key at the piano at first. Then started using the piano as a percussive instrument, and try hitting various
parts of the keyboard to discover what tones they can create. However, like the tryout before, this also
emerged some distraction on children. Even though they enjoyed this method, it could also lead them
to distract from the piano and the primary purpose of the whole concept. After the learning process of
the method for both teachers and students, teachers said they could observe the signs of distractions.
Students perceived sticking to the rhythm as a challenge and created sounds in a wide variety
according to the metronome they supposedly follow to. Regarding their hand position in piano, some
of them even slowly stepped away from the piano during classes. However, even when they were
distracted, students were focused on at least one element from the class. For both emphasizing the
importance of rhythm in instrumental education, and developing the sense of rhythm, this exercise
perceived as much more efficient than the first one. Teachers applied this method also to students'
practice pieces from Beyer. In 3-4 week terms, they gave me feedback about how students' perception
of rhythm has been rallied.

Beside the rhythmical improvement, the variety of sounds used in music has been expended, and
students started to receive many of the sounds around them as "musical". The benefits of this approach
can be seen in long-term, which will be discussed in the results section.

The time given for the applications was six weeks long. However, one of the teachers continued
to apply the same method to two of his students' practices. The time schedule for classes was once a

week, 2 hours for both students. He used the same method for four more weeks after the six weeks
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trial method. The received feedback involved an improvement in syncopated rhythms. Students were
learning how to divide the time between the measures in slow tempo exercises.

2.4 Results and effects

Even though it's been written about how music education in its mainstream form (which is based
on European Classical Art Music) limited the creativity and expression, an individual might face with
significant problems on improvising, without having the necessary information, or education in that
case. Just like speaking without knowing how to gather words to create a sentence, or cooking without
know which flavor goes well with which one. Otherwise, the result will be just a cluster of sounds, which
does not mean the things creator/composer or improviser meant to create.

In this sense, results of the first query are more different than the other two. Our expectations
were different than what we receive. The idea of working with 'raw minds' made us think that we'll
receive better results than adults. While we were waiting for the results we receive will have almost no
Turns out that to think outside of the standards requires experience. Elementary school participants
were thinking 'in the box' more than the adults. This proves that improvisation requires experience.
Also, improvised movements should be encouraged by the instructors and educators. Many of the
results came from primary schools shows that students were strictly following the lines, even though
they had softer colors in their papers.

To think outside of the limits, which have been predicted before, one should have the ability to
express their thoughts correctly. Momentarily decisions can be misunderstood easily. With the results,
the prevailing opinion of "I could do this easily" has been discredited. Improvising in a right way
requires a specific level of knowledge or experience at least. Without knowing the tools we have, we
can not express our thoughts adequately with random decisions. The experience might be one of the
essential tools of improvisation.

Comparing to first one, results from the second query were more satisfactory. Even though
participants had a hard time on adapting to the concept at first, they figured out they are 'not'
obligated to show any virtuosity. We did not have any expectations beside see how they limit
themselves, and if they can expand those limits in a limited time. Unexpectedly, short-time limitation in
the second phase (15 seconds) lead

participants to give more satisfactory results. This reminds me on how procrastination lead
individuals to do much more at the last minute. We all witnessed at least one person who
procrastinates an assignment and creates an excellent work at the last minute. I relate the results of the
second query with the procrastination phenomenon. Participants who think they did not do enough at
the first phase show more effort on the second phase.
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Results of first two queries arose some questions like 'why freedom in limited time gives more
satisfactory results'?, 'why people tend to follow the lines in the first query?' and 'how come children
were more restricted than adults?'. The interprets I took from first two queries' results were;

- Children tend to follow the rules more than the adults.
- Limited time forces people to express more without planning.
- Unlike what we thought, freedom given at once does not affect positively.

- An individual who has not experienced improvised music before will have a hard time to adapt,
even in solo performances.

Those impressions 1 receive from first two queries lead me into the third one. Results were
partially satisfactory. So to melt satisfying concepts in one pot, I consider having a third query that is
based on music classes. The idea of working with students in a specific age group, and give them a
limited space to improvise, could give a solid result. Instructions [ gave to teachers in the last query
were focusing on scale exercises. The limited freedom is given students from one term

An individual might face major problems on improvising, without having the basic information, or
education in that case. Just like speaking without knowing how to gather words to create a sentence, or
cooking without know which flavor goes well with which one. Otherwise, the result will be just a cluster
of sounds, which does not mean the things creator/composer or improviser meant to.

3. Psychological Approach to Free Improvisation In Music Education

Because of there is less "accomplishment" expectation, students feel more comfortable when
improvisation have been used as a technique. Like a side feature to the main method, improvisation
may improve the skills of expression, only if it's been applied properly. The balance is important. In case
of any lack of attention, students may lose the control and ignore the techniques they have to focus.
This will slow the learning process. On the other hand, the relief from thoughts of "failure" lead students
to discover new possibilities.

Also, students learn that every improvised section is unique. Even though students were trying to
repeat the first sound they produce, by the time they learned it is a process and they should keep
searching for sounds.

Using free improvisation as a tool in music education can also prevent the anxiety and self-
confidence problems in performing music. Many students are having troubles on playing in front of the
audience, other than their educator (Allen, 2011). That familiar feeling of "butterflies in the stomach" is
not something unimportant or straightforward for a performer, especially in the first phases of
performer's experiences. Making mistakes during a performance may seem incredibly important for
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students. Improvisation will help them how to deal with that problem; besides, it can also teach how to
handle a mistake and turn it into something else. Improvisation allows students to embrace their faults
and see the 'mistake’ as a new opportunity for a new musical path.

Like in many new methods, the difficulties have been occurring in the last query too. Students
were distracted easily. The concept of "no boundaries" led students to explore new possibilities of
sounds that they were not focused on before.

4. Conclusion

As a musical subject, free-improvisation is an extensive area. It is filled with many aspects for a
researcher to focus on, such as the creative process of music, communication between musicians, the
meaning of gestures, audiences’ reaction, its effects on musicians' perception, and so forth. Its
comparingly new place on the Istanbul's music scene can be a benefit for researchers. Besides it has
lack of being studied, free improvisation in Istanbul scene is not only limited to jazz. Many elements of
different musical styles are used, and many musicians from various scenes are performing. The variety
of disciplines and cultural features in this music can help an ethnomusicologist to understand how to
approach different elements appear in one medium.

Even though the topic was focused on "free improvisation", I focus on how we create some pre-
determined aesthetic perceptions and how improvisation can be a tool to expand them. The reasons
behind why we call this genre "free improvisation”, why it has been accepted in two contrast zones of a
musical spectrum, and how it can be a useful tool to help us create a wider sound palette in our
musical understanding has been discussed. However, as seen in the queries, improvisation by itself
cannot be helpful for us to discover our musical perceptions, unfortunately. Especially in today's
circumstances, our environment has a major effect on our perception of almost everything. The
environmental influence starts at a very early age. These circumstances will take over our ability to
improvise at an early age. Regardless of what music researchers said, we express our thoughts through
music in a strictly determined zone. The results of those simple decisions lead me to turn this topic into
my MA thesis (Askan, 2018). The idea of "not being able to express without any education" leads us to
think about some standards that created by the society we have been raised. Forcefully, we create our
aesthetic understanding of the standards that are not determined by our terms. Telling a child to be
quiet when she or he was playing with an instrument (or even a musical toy), expecting a certain
amount of harmony (to whom, is another question) are the beginning phases of this formalizing. That
took the "free improvisation" out of being something that "everyone can do". To improvise
appropriately, first, we should remember the things we had at the beginning. After recognizing which
tools we had, and why we did not use them for so long, the second phase starts. Finding out how we
would express ourselves through music without our aesthetical perceptions today can be the most
struggling part.
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In fieldwork, I noticed that almost every musician who performs in this genre was either a scholar
in music or trained musician. Self-taught musicians were not showing any difference than highly trained
ones. In this sense, this paper demonstrates the experiences' priority amongst education. The sense of
the music of an individual is related to her or his expression. To express self properly, one should
practice and gain experiences. Many of the artists' works were labeled as "inefficient" or "grotesque"
until they have been appropriately understood (Derek Bailey, John Zorn, Jackson Pollock). But by time,
people realized that those artists worked hard to achieve the limits of expressing themselves. The
quality of the results may vary for every individual, but the effort and the level of expression cannot be
underestimated.

Also, the importance of collaboration in music has been emphasized. To create musical
dialogues that mean something to either one participant of the dialogue, or to the audience, one
should have experienced on collaborative music. Even in primary schools, benefits of group studies
have been observed in pupils' synchronized movements (Overy, 2012).

In this paper, [ wanted to show how self-expression could be developed through improvisation.
Time limits on query-I showed we should either have enough experience to express ourselves
adequately or think free without any restrictions that we have been loaded through education. Even
though it was the weakest part of the queries, results of the query-II show us how limited time can
force us to think with basics or discover the possibilities of sounds.

Free improvisation is one of the most useful tools in music education. In the short term, it
increases the creative thinking abilities of an individual. With the right application to music education,
institutions and schools can train their students with open minds. Proper applications of improvisation
may lead students to become creative composers, conductors or artists. In the long term, we can have
even new movements in musical scene and more creative new methods in music education.
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ABSTRACT | This paper will focus on the communication theory applied in order to form the
methodology used in revealing aspects of the Contemporary Classical Music landscape in Greece, in
the digital era. The main goals were to structure the qualitative research and to create a conduct of
communication in order to present all pieces of information recorded from three different sources:
The Contemporary Classical Music Archive (scores and parts hosted at the National Radio-Television
of Greece) combined with primary (Oral History Project) and secondary (bibliography) data. All these
sources contained information about the compositions, facts about the composers’ life as well as
their idiom and way of thinking. Linking flexibly primary and secondary data and turning them into a
valuable source for researchers and stakeholders, beyond any geographical limits, has been
considered of utmost importance. Outcome of this research was the construction of a MySQL data
base, designed to contain all afore-mentioned Linked Data, as well as a web platform open to
controlled feedback. This new communication path might contribute to the re-definition of future
artistic choices, relationships and directions of the composers and their audience.

Keywords: digitization, Linked Data, communication, Dance's Helical Model, Hooper-
Greenhill Model, contemporary classical music, archive, methodology, flexible
classification, multiple readings, National Radio Television of Greece, data base.
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1. THEORETICAL CONTEXT

The paper focuses on the application of communication theory, in order to form the
methodology used in revealing aspects of the Contemporary Classical Music landscape in Greece, in
the digital era. The goal was twofold. To structure the qualitative research and to create a conduct of
communication in order to present all pieces of information recorded from three different sources. The
Contemporary Classical Music Archive (scores and parts hosted at the National Radio-Television of
Greece), primary data collected through the Oral History Project as well as secondary data, in order to
present information about the compositions, facts about the composers’ life as well as their idiom and
way of thinking (Howard & Sharp, 2001). Linking flexibly primary and secondary data, contributed to
the creation of a valuable source for users (coders and decoders) ranging from researchers to general
public and any other stakeholder beyond any geographical limits.

Observing the development in classical music culture, we can briefly say that in the 20th century,
the succeeding genres of western classical music are characterized by the crumbling of old forms and
structures, and the creation of new ones, offering, thus, liberty in the way of expression. Contemporary
music is characterized by changes in contact and codes, according to Jakobson (Anogianakis, 1985;
Fiske, 1992). The challenge that arose was to choose the appropriate methodology in order to reveal
and describe the trends and choices that have been prevalent among Greek composers during the last
decades.

Qualitative and quantitative research tools (in addition to the research of secondary sources)
seemed to be the solution. The composers have been asked to provide facts that influenced their
artistic life and viewpoints on important factors affecting creativity. When composers refer to
themselves and their work, they do not only give us a special and authentic point of view, but also
contribute to a field of discussion, initially indirect, that can prove very fertile. Having as a springboard
this belief, a questionnaire has been designed in order to investigate how knowledge and skills are
developed and shaped within a certain social and cultural context, offering another color to the
Contemporary Classical Music landscape in Greece. The secondary sources included the recording and
cataloguing of the Contemporary Classical Music compositions that are to be found in the relevant
department of National Radio Music Ensemble Library, and biographical data of Greek composers as
well as references on their idiom from the electronic or printed sources, available.

The aspects that were presented in this research comprise: historical, political, cultural and
socioeconomic data about the musical environment in Greece and its context as well as personal data
from the composers’ life, stances and choices as well as list of their works.

The methodology, in order to Link Data, has been inspired by the theories on communication
and the creation of public opinion. Primary goal was to organize and present the Archive of
contemporary classical music (scores and parts) housed in the Music Ensembles Library of the Hellenic
National Radio Television (E.R.T.) and allow it to be linked with other sources of information and data,
enhancing the users’ experience. At the present paper, special focus will be given to certain models.

Starting point was the organization and presentation of the Archive of contemporary classical
music (scores and parts) housed in the Music Ensembles Library of the Hellenic National Radio
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Television (E.R.T.) and allow it to be linked with other sources of information and data, enhancing the
users’ experience.

A. Dance’s Helical Model

Dance ‘s Communication Helical Model (1967) depicts communication as a dynamic process, that
moves forward (McQuail & Windahl, 2001; Fiske, 1992). After the initial source releases its information,
this orbit until it gets enriched by new and existing “users” and sources, thus increases its active locus
and area of influence in a continuous process. A net of communicative outcomes is generated. Nothing
stands alone. Every message affects both structure and content of the communication process that
follows. Every outcome becomes the basis for the signified and signifier of the next communication
circle. Helix represents the way different procedural aspects are changing over time, stressing the
dynamic nature of communication. Key feature is continuous flow.

Continuous

Dynamic Nature of Communication F |OW !
o0

Signified and Signifier . :
outcome”

https-//www.businesstopia.net/communication/helical-model-communication
20171105. 10:30

Figure 1: A Helix represents the way different procedural aspects are changing over time
(Edited by A.P.)

B. The notion of Public Opinion

Vincent Price (1996) notices that the term “public opinion” refers according to Childs (1939) to a
simple aggregation of individual views, whereas Cooley (1902) and Blumer (1948) see in the term a
collective-level (Cooley, 1902; Vincent, 1902; Blumer, 1980; McPhail & Rexroat, 1979). They believe that
public opinion is a product emerging from discussion and debate.

In 1990 Pierre Bourdieu challenged the existence of public opinion. "Public opinion does not exist
in the form which some people, whose existence depends on this illusion, would have us believe. [..]

There is formulated opinion, pressure groups mobilized around a system of interests” (Bourdieu, 1990)
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Bourdieu thinks that the similarity and convergence of opinions is misinterpreted, because many times
the accord is only superficial and not substantial, as different reasons (motives, environments, social
conditions) might lead every individual to similar choices.

We could borrow the term “public opinion”, to refer to the representation of a common locus or
a common orientation in physical, intellectual or psychological or mental state of members belonging
to a social group, regardless the options of each one of them.

Social structures create a solid ground, but also borders around societies. Public opinion always
exists in reference to a certain social structure, therefore, depends on the existence of rules and limits
that are gradually readapted and restructured.

It is triggered by the developing dynamic relationships and the inherent need for evolution and
“revolution” in human beings. The geometric locus described by this term is a field with properties of

|II

attraction or repulsion resembling to magnetic forces. Every child carries “magnetic material” without
being fully developed or oriented. We could imagine the process of mental, psychological, intellectual
maturity, as the state when an individual becomes as a dipole with clear alignment and orientation in
physical or “intellectual space and time”. Powerful magnetic fields inspire and contribute to the
alignment of these individual dipoles. Either people with radiating personalities, sources carrying strong
messages, or people who know how to manipulate can become a magnetic source. Any cultural
organization has the goal to become a radiating source. To enable continuous communication and
flow of information among creators, artists and stakeholders. Some of them have the potential to

become leading units in the arts field.

Figure 2: Magnetic Fields and public Opinion

Common Locus Common Orientation

Magnetic Fields: Inspiring People or Situations
Powers of Attraction or Repulsion

J,

The structure and reactions of human societies, as that of every form of “collective behaviour”
(herd, swarm, flock, society...), relies on the either conscious or sub-conscious co-existence, at any level.
This creates common “geometric loci” among social groups which give dynamic to any form of
communication.
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Figure 3: “Common Areas of Existence” and Collective Behaviour
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C. Meaning Making

According to Hooper-Greenhill, the visitor (of an exhibition and, by extension, of an archive) is
not passive but active meaning-maker. This model is influenced by the semiotic school. Users interpret
the messages in multiple ways, depending on their point of view, educational, cultural, and historical
background, as well as their physical, mental, psychological and intellectual idiosyncrasy. In the process
of meaning-making all direct and indirect factors, called “media”, participate in a state of "constant
move” (Economou, 2003; Hooper-Greenhill, 2006). All of these influences build a system that allows
message analysis to take place based on semiotic models, multiple intelligence, and constructivism
theories. Key word is flexibility.

Flexibility!
Hooper-Greenhill diagram. In Economou, M (2003:82)

Messages
MAedia
Meanings

2.DATABASES IN THE DIGITAL ERA SERVING MUSICOLOGY AND
HISTORICAL RESEARCH

Digital communication offers opportunity to users with different viewpoints to have access to
information that in the past might have been accessible only by scholars. Therefore, contributes to the
holistic development of individuals, by enabling the acquisition of information and data in a flexible

way.
The flow, the dynamic and the flexibility of the models described above, reflect the way we

imagine the effects of a historical database in the digital era are.
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3.CASE STUDY: NATIONAL RADIO-TELEVISION OF GREECE (ERT)
ARCHIVE OF CONTEMPORARY CLASSICAL MUSIC

Main goals and challenges

a) Presenting all pieces of information recorded from the Classical Music Archive (scores and
parts hosted at the National Radio-Television of Greece)

b) Linking Data: Combine with primary and secondary data concerning information about the
compositions, facts about the composers' life as well as their idiom and way of thinking.

¢) Maximizing flexibility in extracting information and data, in order to attract various users.
Priority was given to: enable multiple readings, reveal patterns, facilitate analysis, and create a fertile
ground for the creation of educational projects at all levels.

The Challenges were:
a) To increase search-ability.

The problem that arises with software used by most musical libraries is that search is enabled
either by composer or composition. All other catalogued data are hidden in deeper layers. These
systems have been designed in order to serve librarians working in “physical rooms” to respond to a
special request. So, the first step was to overcome this restriction and additionally to enrich and link
flexibly the archive with the other sources and to expand it outside its physical limits. Thus, enabling
Linked Data to be a valuable source not only to researchers, but to any stakeholder or user outside any
geographical limits.

b) To find a way of putting all Linked Data together in order to trigger and facilitate
communication with multiple users and stakeholders and to allow multiple readings depending on the
interest and point of view of each researcher.

c) To create the potential of linking this platform with other archives and collections and

d) To create a dimension of time, defined as a controlled feedback-communication path
enabling indirect communication among composers, conductors, musicians and their audiences. Thus,
i) triggering storing of information that in the future could be turned into historical data, ii) igniting
fermentation and iii) becoming an inspiring source capable of contributing to the future reshaping of
the Contemporary Classical Music Culture.

4. PRIMARY AND SECONDARY SOURCES
a) The archive

The archive of Contemporary Classic Music (scores-parts) is located, in a room way too small,
on the first floor of the ER.T building, in the General Administration wing of the radio station. The
general public has no clue as to the existence of this department and physical access and use of it by
external visitors is practically extremely difficult.
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Hence it was necessary to create another way of enabling access and use its contents. The
archive, being open to different groups of visitors such as pupils, students, interpreters of musical
instruments, composers, conductors and the general public, can be turned into a “living organism”. In
this way, it “will affect directly present time, look with confidence towards future, and treat with due
respect past, without blind devotion to it” (Economou, M., 2003:13).

The creation of the right conditions for the communication between the archive and its
environment (various social groups-stakeholders) was considered to be of utmost importance. Rending
the archive to an accessible source of inspiration to multiple users, raises its cultural capital.

As a first step, a very detailed cataloguing of the material was undertaken, in order to make it
accessible to multifaceted information searches and correlations. It was done in such a way, to as far as
possible turn it into a central nucleus of a cultural organism, of course under the supposition that there
would be a corresponding political desire for its creation.

The rich material required additional information about the lives, style-idiom and works of the
composers referred to. Using bibliographical material from both traditional and electronic sources, as
well as material that the composers themselves offered for the present study, a basic outlined
information for each composer has been presented in an epigrammatic style on relevant tables, in
order to allow readers to have easy access.

Special interest has been shown in the description of each composer’s style. Being well aware
that if a third person is called upon to describe the idiom of a composer, the outcome will be refracted
by his/her personal perspective, it felt important, to ask as many composers as possible to talk about
themselves and their work, giving an estimation on diverse issues having to do with musical
composition. An analytical approximation on my part of the style of each one would have been well
beyond the scope of the present paper. So, a new basic goal has been set. To record the opinion of as
many composers as possible on different issues, their standpoints and their beliefs, within the limited
time frame of the research. It has been thought paramount that all points of views should be heard, in
order to ensure that the present work did not function as a system for deciding what is or is not worthy
of aesthetic admiration or intellectual pursuit. Therefore, an Oral History project has been linked to the
initial one. Having the archive as a point of departure, the hope was to create a dialogue (firstly
through qualitative and quantitative research) with contemporary Greek composers, musicians,
conductors or cultural managers, in order to add a dimension of time through this experiential aspect
of the archive. The use of new technologies can lead to a more direct dialogue between the
composers, but also between them and the broader public as well as specialists, thereby creating
fermentation in the field of contemporary music.

In this manner, a lively picture of the landscape of contemporary Greek Concert music was
presented from the angle of compositions and from the perspective of each composer. It is called
lively, because acknowledging that “truth” and “objectivity” is a “locus” of many “dimensions”,
depending on time-space and on who the observer is, the constant communication with composers
tried to add colours to this picture, contributing to its reconstruction. The comparative juxtaposition
derived from different observers is very important.
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Parallel to that, the hope for connecting the archive to the present has been accomplished. As D.
Glenos says: “We have to adopt the approach of a “creative historicism” that consists of the harmonious
connection between the past and the strengths and impulses of the present. In a manner that the past
gives every element that can be used as an ideal example that then gets incorporated into the present.
Thereby also the contemporary impulse can comfortably stretch and raise its elements into cultural
value, in as useful a manner as the contemporary psychic necessities require” (Athanassopoulos, 1971).

In order to meet the goals set, the following information derived from primary and secondary
sources should be organized in “Layers”.

a. The contents of the archive located at ERT
b. Other available secondary resources, or sources that composers provided about their work.

c. Oral History project that aimed to the initiation of a dialogue with Greek composers, in order
to present their viewpoints, choices and stances.

5.METHODOLOGY

All collected data was put into three main XLS tables and then has been entered in the specially
constructed MySQL database. Some fields that allow linking with other Archives, such as: recordings,
digitized items, ephemera (programs, posters), broadcasts etc, have been created [BARCODE ITEM,
SCAN CODE, POSITION, REEL ID, POSTER ID, PROGRAMME ID] These Linked Data that could
contribute to the revealing of aspects of the music culture as well as Greece's cultural history in general.

1) Archive content: Table “Compositions”

2) Biographical data of the composers taken from printed and electronic primary and secondary
sources: Table of “Biographical Data_ Composers”

3) “Composer’s Self-Presentation”: Table of Views and Stances/Attitudes/Positions of the
composers, information given to me by the composers for the purpose of this work.

These tables were made in order to make easier horizontal (by composer or composition) as well
as vertical (by theme or question) reading. The MySgl database enabled advanced search. The website
constructed has been based on the same database.

The reasons for starting with MS-XL data sheets

The exact content of the central source of information (Archive of Contemporary Music
Compositions hosted at the National Radio Television of Greece) was not known from the beginning.

XL datasheets offer flexibility in adding new columns for the inclusion of new pieces of
information, considered as important.

On the process, a strong need for a rich layer comprised of secondary data arose.

The cataloguing restarted four times for at least the first 350 entries, because new elements,
considered as important, have been emerging.
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XL datasheets facilitate the creation of Standardized Columns in addition to the non-

standardized more informative ones.

Finally, the datasheets offered the opportunity to avoid being restricted to either a source
oriented or method-oriented database from the beginning but use a mixture of both in the end.

Therefore, some decisions on:
-How the information the information would be turned into data

-The creation of the hierarchical system for grouping information together and the structure of
the tables inserted into the database, in order to achieve the formation of effective queries, more
flexibility and accuracy had been taken in the end.

6.STRUCTURE OF THE DATABASE SOFTWARE: MYSQL

Figure 5: Tables
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Figure 6: List of items on composer’s table
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Figure 7: Architecture of the database
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The material has been organized in the tables shown above with the relationships shown below
in a way, facilitating advanced search. The information revealed could be organized in 7 basic
categories: Object, property indications, Serial Numbers (linking the fields), Genre level one, Genre level
two, Documentation from the Archive, Documentation from other secondary sources-Oral History
Project.
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Figure 8: Linked Data

Queries

Pre-formatted queries have been created, covering a great range of research interests, which can
be tailored to the needs of the user.




HeJMEC Vol. 8 |

Figure 9: Stimulation of one query and its outcome
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Figure 10: Query returning the instruments participating in a composition
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Figure 11: Query returning compositions between two dates using two instruments
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Web-platform

Final step of the project was the construction of a web-platform open to controlled feedback
which had as starting point, the MySQL data base designed to contain all fore-mentioned Linked Data.
It is believed that this can contribute to the re-definition of future artistic relationships, directions, or
choices of the composers, musicians, conductors and their audiences adding an open dimension of
time to the database. The aim of this wider project, that started with Greek Contemporary Classical
Music, is to answer to many questions revealing trends in Western classical music culture. A very helpful
application on the website is that it is used as a front-end by the users in order to reach the base’s
content. Feed-back can be submitted by the user and the administrator decides whether it will be
integrated in the base.

Figure 12: Web-platform
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Figure 13: Advanced Query. Compositions (score available) between 1889-1941,
by composers who studied in France
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Figure 15: Advanced Query return 2
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Conclusions

These principles of continuity, flow and flexibility stretched by the communication models of
Dance and Hooper-Greenhill, as well as the principles of attraction, repulsion and fermentation that can
find application in the creation of public opinion, have been applied in order to create a tool, able to
link data sources in a flexible and productive way, very useful for any researcher in the digital era. This
tool can be used in order to reveal aspects of the Contemporary Classical Music landscape, not only in
Greece (which was the starting point), but in the world. These aspects comprise, besides historical,
personal data for each participant in the particular social group (data from his/her life and choices, as
well as an image of the works of each one), a comprehensive picture of the authors’ tendencies,
description and assessment of the socioeconomic conditions, the political-cultural choices, and the
stance/attitude of public. Research can be customized and tailored according to the researcher’s
interests. Thus, the wider project and its concept can contribute to research projects on musicology,
history of arts, sociology or other disciplines, pointing out the beauty of continuity among disciplines.
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Figure 16: Continuous Flow — Dynamic - Flexibility - Beauty
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MEPINHWYH | Ti¢ Ttedevtalec Sekaetleq, n évvola Tng Slolknong Gpxloe v amooyOAel
0PYQVIOLOUCG PN KEPOOOKOTIKOUE, METOED OUTWV Ol (POPELC TIOAITIONOU, KOBWE epeuvAaTal N
EQAPUOYN TWV SLaPOPWY BewpnTIKWY TAXCIWY avamMTLENC TOUC WC TTPOC TNV TIOPEOYWYN
TIOAITIOTIKWY TIPOIOVTWY Kol TNV TIAPOX A UTINPECIWY OTO KOWO. 2KOTIOC TG £pyaciog elval va
efeTaaTel n évvola TG SlolkNoNg Kot TWV AEITOVPYLWY TNC YEVIKOTEPQ, Kal O POAOG TNG OTNV
0PYAVWAON KOL TN AEITOUPYIX TWV (POPEWNV TIOATIOUOU OTOV TIPOYPOUUATIOUO KOl T Sloxelplon
TOL AVBPWTIVOU SLVOUIKOU TOUC, l8IKOTEPA. H peBodoioylar TTou akoAoLBEeiTal apopd aTn
BIBAMOYPOPIKY) €TIIOKOTINGN TWV BEWPLV IOV XPOPOVLV OTNV Evvolx NG Slolknong, Tnv
opyavwan  Kal Sloxelplon Twy avBpwTivwy TOpwv Kol TN Slolknan OAKNC TIolOTNTOC KAl
e€eTGleTAl TIWG Ol TIOPATIAVW EVVOLEC EPAPUOLOVTOL O (POPEIC TIOATIOHOU. JUYKEKPLLEVD,
TiapovoladeTol N TEPITTWON PEAETNC TNC BBA0BAKNg & Keévtpou MAnpopodpnong tou TEI
Hrelpou (BIKEM) kat tou Apxelouv EAANVIKAG Movalkng (AEM), Ttou Aettoupyel 0To XwpPo TG
Kevtpikng BiBAoBNkng. Meptypdpetal n SloiknTikh opydvwaon tng BIKEM, epeuvatat o BoBuog
eTidpOONG TNC OPYAVWONG KO TWV UTINPECLWY TNG 0TN BeATIWON TOU €TITESOU OTIOUOWV Kal
™V enidoon Twv @ortnTwy. OAa T TOPOMAVW  TEKUNPLWVOVTOL HECW TNG EPELVOCG
lKavoTtolnong XpNoTwy Tou TipaypatotoinBnke otn BIKEM Tov Iovvio Tou 2018, Baciopevn oto
gEpwTNUOTOAOYI0 TNG Movadag Ala@oiong Molotntag Twyv Akadnuaikwy  BiBAoBnkwv
(MOAIIMAB). Tehog, peletdrat To Apxelo EAMNVIKAG Mouaikng 000V apopd TNV 0pyavwan, T
AelTovpyla Kal TIG TIPOKTIKEC ETUOPATELG OTIC OTIOUSEC KO TNV €TIO00N TWV (POLTNTWY TOU
Tunuorog Aaikne kait Mapadoalokng Moualknc.

AEEEIC KAEIOIA: Aloiknon, Alaxeipion AvEP@TTIVOL ALVAPIKOL, MNMOAITICTIKOI OpYAVICOI,
BIBAI0BNKN kail Kevtpo MNMAnpo@opnong TEl Hieipov, Apxeio EAANVIKNG MOULOIKAG.
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Eicaywyn

H evwolx ¢ Solknong (management), OTIWC OPXIKX OPlOTNKE KOl €PAPUOTTNKE OTOV
ETIXEPNUOTIKO KOOUO, KOl OPYOTEPX UVIOOETNONKE oo (POPEIC TOU SNUOCIOL TOPEN KOl T
TeEAeuTala XPOVIO OO TIOALTIOTIKOUE OPYAVIOUOUE, GTIOTEAEL AVTIKEIUEVO HEAETNC TN EPEVVNTIKNG
epyaoiac. 2KOTOC TNE epyaotag elval va eEETAOEL TNV Evvolar TN SlolkNoNg Kot TIC AELToupyieg TG
YEVIKOTEPQ, Ol OTIOlEC QPOPOVV OTOV TIPOYPOUUXTIOUO, TNV 0Opyavwaon, Tn SlevBuvon Kol Tov
TPOTIO TIOU QUTEC EOIKOTEPQ £PUPUOLOVTAL O (POPEIC TTIOATIONOY, €0TIACOVTOC OTO XWPO TWV
BiBAoBNKwv. H peBodoroylar apopd aTn HEAETN SlPOpWY BewPNTIKWY TIAXGLWY TIOL APOPOVV
oTNV evvola NG Slolknong, OTO TIEPLEXOUEVO TWV AEITOUPYLWY TNG KOL OTNV EQOPHOYN TOuG O
KEPOOOKOTIKOUE KAl Un KEPOOTKOTIKOUG 0pyavIopoUC. EEetadeTon n evvola TN Alotknong OAKAG
MoloTNTaC KABWC Kat 0 POAOC TNC Slolknang atn StaXelplon Tou avBpwTVOU SUVOUIKOU.

2TNV TPWTN EVOTNTA QVOAVETOL N ewolx TNC Ololknong Kol oL AEITOUPYLlEC TN Tou
QPOPOVV OTOV OXESIOOHUO TWV OTPATNYIKWY OTOXWY, TNV 0pyovwan Kot tn Slevbuvan evog
OPYQVLIOUOU KO TOV EAEYX0 OTNV €TITELEN TWV OTOXWV. MeAeTaTal n evvola Tng Alolknong OAKNAG
MolTNTOC KAl 0 TPOTOC HE TOV OTolo N Sour TOU OPYaVICHOU Kal n dlolknon emdpi 0Toug
ovBpWTIVOUC TIOPOUC.

H Seltepn evOTNTO QOXOAEITOL WE TNV €POPUOYN TWV AELTOLPYLWY TG Slolknang oToug
TIOAITIOTIKOUG OPYOVIOWOUC (Houoeia, BIBAOBNAKeS, apxela). 2TV Teltn evoTnTa PEAETATAL N
TepimTwon TG BiBABNKNG kat Kevtpou MAnpopopnang (BIKEM) tou TEI Hmelpou kat eldikdtepa
T0 Apxelo EAANVIKNC Mouatkng ou oteyadetal otnv Kevtpikn BiBA0BNAKN. Avoetal n doun Ko
opyavwaon tng BIKEM kat e€eTadeTan, peoa amo epeuval IKAVOTIOINONG XPNOTWY, N €midpacn Tng
AElTOLPYLOG TOU OPYOVIOHOU KOl TNG TOLOTNTOG TWV UTINPECIWY NG, 0Tn BeAtiwon tng emidoong
TWV @OLITNTWV. lMepypdpeTal N opyovwan Kot Asltoupylar Tou Apxelou EAANVIKAG Moualkng Kot
TEKUNPLWVETAL BAOEL OTATIOTIKWY OTOLXEWV N XPNON TOL KOl KT ETEKTACN N CUVELCPOPX TOU
oTn BeAtiwon Tou emmedov OTTOLSWV TWV EOITNTWV Tou TunUaToc Adikng kot Mapadootakng
MOUGOIKAC.

JToV €TAOYO SIOTLTIWVOVTAL ATOWELG OXETIKA UE TNV avAyKn GOKNONG TWV AELTOLPYLWY
Slolknong amod Toug TOATIOTIKOUC OPYAVICUOUE KAl KAXTAXYPXPOVTOL CUUTIEPXOUOTO, BATEL TWV
OTOTIOTIKWY oTolxelwv tng BIKEM, oxeTk& pe tnv emidpacn g moldtnTag Slolknong oTiC
TIPOOPEPOPEVEC UTINPECLEC KO TNV LKOVOTIOINON TOU TEAIKOU XPNOTN.

1. H évvoia tng 810iknong Kat Twv AEITOVPYIWV TN KAl N EQAapHOoYN
TOUC OTOUC TTOAITIOTIKOUG OPYAVIGHOUG
1.1 Tiopiletalt wg Aloiknon (Management)

JUppwva pe tov Bateman (2016, 0.13) «bolknon elvon n Sadikaoiar Tng epyacioc pe
aVOPWTIOUC KO TTIOPOUG Ylor TNV eTHTELEN OpyoVWOlaKwY aToxwv». Ot Pride, Hughes & Kapoor
(2002, 0. 186) TNV opidouv w¢ T SlSIKACIor CUVTOVIOUOU KOl EVAPUOVIONG TWV OLKOVOULKWY,
oVBPWTIVWY, VAKWY, QUAWV K.Q. TIOPWV EVOC OPYOVWTIKOU OXNUATOC, €0TI(OVTOC 0TV

ATOTEAEOUATIKOTNTA TNC ETUTELENC TWV OTOXWV HE TO XOUUNAOTEPO SUVATO KOOTOC.
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[otopik&, n évvola Tne Slolknong (management) OTIWE TN XPNOUOTIOIOVHE CAUEPD YEWWNONKE
oTIg HIMA kot n A&€n pavortlep eppoavideTon Tpwtn Popd To 1588 yiar va Teplypael KATIOOV TTou
Sokel. Qatoo0, N Aeén management pe Tn onuepvh onuoacta (ETiPAen kKat kKoBodhynon Twv
LEAWV EVOC 0pyavIopoU) avayetal atov 200 auwva (Robbins, Decenzo & Coulter, 2017, .44). To
1969 n Auepikéavikn Evwon tou Mdavotluevt (American Management Association) eixe oploet To
management (Stolknan) wg «tn SpAaTNEIOTNTA UE TNV OTIOIt OAOKANPWVETOL KATIOO £PYO HETW
OAAWVY avBpWTIWV». MPOCEATA O OPIOUOC UTOC TPOTIOTIONBNKE WC TN «SPACTNPEOTNTA KATX
Vv onola epyadetal kKavelc padl Kot HEcw GAAWY avBpWTIWY, Yot TNV OAOKANPWAON TOOO TWV
OTOXWV TNC ETUXEIPNONC 000 KA TWV OTOXWV TWV ATOUWV Tou epyalovtal O auThv», dlvovtag
ELPOON OTOV  aVBPWTIVO TIOXPAYOVTQ, OTO OITOTEAECUA TIOL TIPETIEL VA TUTEVXOEl, SnAadn Toug
OTOXOUC, TIOU TOUC €VOTIOLEL E TOLC OTOXOUC TWV HEAWY TOL OPYQVIOUOU. B&OEL TNC avaAuonc
Tou OeUTEPOL OPLOLOV SIPAIVETAL TIWCG TO Management elval €TIOTAPN OAAX KO TEXVN
(TCwptlaxng & TCwptlakn, 2007). H Solknon (management) pe tn Staxelplon elvat Vo dpot ov
TIOAEC  (POPEC  OLYXEOVTOL JLXVA amoavtatal oTn  BBAloypapioc o Opoc Sloxelplon  va
Xpnolotolelton atn B€on Touv Management. Av Kol TO TIEPLEXOUEVO TOU £lvVal EUPVTEPO OO OUTO
NG SLXXElPLONG, WATOTO Kot 0L SUO OPOL GUX VA XPNOLOTIOLOVVTOL WC cLVWVLHOL (Trant, 2009).

To management eQOPUOTTNKE OPXIKA OO KEPSOTKOTIKOUG OPYVIOUOUE -ETILXELPNTELG KO
OTn OULVEXEIX UOBETNBNKE oMo PN KEPOOOKOTIKOUG. O SloXWPLOHOC TWV OPYOVIOHWY  Of
KEPOOOKOTIKOUG KOl [N KEPSOOKOTILKOUC CUVIOTOTOL OTO OTL Ol TIPWTOL EXOLV WG TIPWTPX KO
OKOTIO TN Onuoupylar KEPOOLC Ylot TOV ETUXELPNUOTION I} TOUC HETOXOUC. 2& avTiBeon, oL un
kepdSoakoTiikol opyaviopol aToug omoloug TEPIAUPBAVOVTAL Ol TIOAITIOTIKOL OpyavIaLol (LOVOE(Q,
BiBABNAKee, apxela) Sev oTOXEVOUV OTO KEPSOC OAAG LTIAPXOULV YLt VO LTINPETACOLY TNV
KOWWVIX KO VOU GUVELS(PEPOLV OTO KOO KOAO, OTOXOC TIOU UTIOPEL Vol epunveLBel e TTOAOUG
TpoToug (Moran, Morner & Stueart, 2018). ot vor AELTOUPYNTEL EVOC OPYAVIOUOC PE OTTOSOTIKOTNTX
KO OTIOTEAEOUOTIKOTNTOL Bt TIPETIEL VO KOBOPITEL OTOX0OUC, VO OPYAVWOEL KAl Vo KaBodnyNaeL TO
TIPOOWTIKO TIPOC TNV ETUTELEN AUTWV KAl VO EAEYEEL TO TEAKO OMOTEAETHA. AUTA OTIOTEAOLV TIC
Aettovpyleg Tng Slolknong mou e@oappolovTal 0 OAOUG TOUG OPYOVIOHOUC, OVEEAPETWE OV
QTIOOKOTIOVV OTO KEPSOC N OXL.

1.2 As&itoupyieg tng Aloiknong (Management)

H &oknon Twv AETOLPEYLWY TOU TIPOYPOUUATIOUOV/oXedlacuol  (planning), opydvwang
(organizing), tg OSlevBuvonc f kaBodrynong Twv avBpwriwy (leading) kow Tou E€AgyxOL
(controlling), elvat omopaltnTn ylor TNV €TTELEN TWV OTOXWV UECW TNC QTOTEAEOUATIKOTEPNG
a€lotolnong Twv SIBETILWY TIOPWV.

A) MPOTPAMMATIZMOZ /> XEAIAXMOZ.
O OTPATNYIKOG TIPOYPAUUOTIOMOC TIOU XOPOAOOETAL OO T OVWTEPN OTEAEXN EVOC
opyavIopoy, KaBopldel TOug HOKPOTIPOBECUOUE OTOXOUCG, OTOTUTIWVEL HECK OMO QUTOUC TO

Opapd Tou, Betel TN Backn Topelar TNG opyavwong OTO PEANOV, OLEUKOADVOVTAC TNV VA
TIPOOOPUOCETOL O €Val SIPKWC PeToBoANopevo TeptBodov. Ot Koontz, O'Donnel & Weihrich

(1986) opilouv TOV  TPOYPOUUOTIOUO WC TN AElToLPylor PHECW TNC OTOOG YEPUPWVETAL TO
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XAOUO/amooToon LETOED TOL Onpeiov TIou BploKeTal OAPEPX O OPYOVIOUOG KOl TOU OnuEiov Ttou
emBupel va BplokeTal ato peAov, amopaoilovtag Tt Ba yivel, Twe Ba yivel, ToTe Ba yivel Kat
Tolo¢ Bt TO KAVEL.

B) OPTANO>H

H opy&vwaon, elval n Asttoupylal Heow TNG OTOlOG TO CUVOAIKO €DYO TOU OPYOVIOUOU
KOTOTUI(ETOL O ETIHEPOUG €PYOL YUYKEKPIEVD, O@Op& OTnv o€loToinon Twy avBpwItivwy
TIOPWY, OAAX KOl TNV 0pyovwTIKA Soun Tou puBUICEL TIC LTINPECIOKEC OXECELC METOEY TWV
OLOTNUATWY TOU OPYAVIOHOU KXBWC KL TIG OXETELC METAEY TTPOICTOUEVWY KOl VPLOTAUEVWY KL
Slvel oxnua ko doun oto gpyactako TepBarrov (Moula-Aalapidn, 2013). To CUVOAIKO £py0 TIOU
TPoadlopldeTal  OTOV  TIPOYPOUUOTIOUO,  SlaIpElTal O ETIUEPOLC  EPYOTIEC 1 KaBNKovTa
(KoTapeplopog epyactag, Beoelc epyaoiag), ol OTIoleC avaTiBeEVTOl OE CUYKEKPLUEVO ATOUX KOl
SLUOPPUIVOVTOL Ol OXETELG HETOED OUTWV (TUNHATQ, LEPOPXIKA eTtiTeda KATT). Tn Asltoupyla TG
0PY&VWONG LTIOOTNPIEL TO OPYAVOYPOUUA TIOU OTTEIKOVICEL:

* Tn Sour) evOC 0pyavIaHOoY,

 Ta emtimeda Slotknonc:

0 AvwTepo emtinedo (Opyavwon Twv AEITOUPYLWY Slolknang)
0 Meoado emtimedo (ETomTikeg opodIOTNTEQ)

o KatwTtepo eminmedo (EkTeAe0TIKEG OPUOSIOTNTEC)

KOL TIG LEPOPXIKEG OXEOELC HETOEY TWV HEPWV TOU. 2TO OVWTEPO €TTESO PBploKETAL TO
OTPOTNYIKO OWHO TIOU €XEL WG OTOXO TNV eMPAeWn Kol OLXO@OAION TNG OTTOCTOANG TOU
0PYQVIOLOV. TO EKTEAEOTIKO OWHA OTOTEAEL TN BACN TNG 0PYOVWTIKAC SOUNC, EVW TA OTEAEXN
Bplokovtow oto peoalo emimedo tng epapxlag (Metpldou, 2001). Mo TNV KATAETION TOU
OPYOVOYPAULOTOC Elval avaykalor N E@avVG YPouUn TnG Slolknong omd TV Kopuen £wg TN
BAon, N CoPVELD TWV ETUTIESWV SLOIKNONG KAl KATOVOUNG €€ouatag HETAEY TWV SIOKNTIKWY Kal
ETUTEAKWVY BECEWV KOl AOUTTWV TUNUATWY, SLOTL N opyavwTIKY doun emnpeddel KABOPIOTIKA TNV
AMOSOTIKATNTA KO AMOTEAETUOTIKOTNTA Tou (Pesi¢ & Cocié, 2010).

) AIEYOYNXH H KAQOAHIMHZH

H emitevén Twv OTOXWV €VOC OPYAVIOUOU CUVOEETOL HE TNV OTOTEAECUATIKOTNTO KOL TNV
OTMOSOTIKOTNTA TOU AVOPWTILVOU SUVOHLKOU, N oTtolor KOBIOTATAL EPIKTY HETA OTIO TNV EMOTITELD,
eTppor) Kat kaBodriynor) Tou. Ot SloKOUVTEC (managers) eMavoEloAOYoUV  TIAPAOOOIOKEC
TIPOOEYYIOELC KOl SLEPELVOVV VEQ SOUIK& axedtar TTou uTIOaTNPI(OUVY KOAUTEPX KAl SIEVUKOAVVOUV
TOUG £pYAlOUEVOUC VO SIEKTIEPXWOOLY TIG OTIOUTOUUEVEC EQYOTIEC — OXESI TIOV PTIOPOUV VXX
€£00@AANTOLY ATTOSOTIKOTNTA KA EVEALE(Q.

Ot managers Boollovtal KuplWE OTIC 0PYAVWOLOKEC apxEC Tou Henri Fayol kou Max Weber,
TIOU TIOPOTL SLOTUTIWONKOY TIOAEG SeKOETiEC TIPLV cuVeEXI(OUV VO TIPOCPEPOUY  TIOAVTIUEC
YVWOEL, OTOV OTTOTEAECUOTIKO Kol OTMOSOTIKO OXESIOCUO OPYQVICUWY TIOU TepAaUBAvEL €&l
Baowka ototyela:
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« TNV emayyeAuaTikn  e€eldikeuon (work specialization), SnAadr) TOV KOATOUEPIOUO TWV
EPYOCLOKWY SPAOTNPLOTATWY OE EEXWPLOTA ETTAYYEAUOTIKA KOXBNKOVTA (KATAUEPIOPOC £pYATIAQ).

* TNV TUNUOTOTIONCN IOV KUPOPA GTOV TPOTIO OUASOTIOINCNE TWV ETIUEPOUC EQYACLUWV
* TNV e€ouaia Kat TNV euBLivN

* TO €VPOC EAEYXOU TIOU OXETICETAL PE TOV aplBUO Twv €pyalOUEVWIV TIOU UTIOPEL €O
HOVOTEP VO ETIOTITEVOEL QTIOTEAEOUATIKEY, KO ETNPEXCEL ONUAVTIKA TN CUVOAIKT 0pyavwon Kal
TUNUOTOTIONGN EVOC OPYOVICUOV),

* TO OLYKEVTPWTIOUO (BoBuOC ANPNG oMOPATEWY OTA VW TEPQL ETUTIESN TOU OPYQAVICLOU)
EVOVTL TNC OTOKEVTPWONG (CUpBoAn Twv pavotlep XaunAoTtepwyv BaBuldwyv otn Aqen
ATTOPATEWV) Kall

* TNV TUTTOTIOINON TIOV OXETICETAL PE TOV KABOPLOUO TWV BECEWY EpYACIC OTOV OPYQVIOHUO
Kol To BoBud otov oTolo N CLUTIEPLPOPK TwV epyalopEvwy KoBoplleTal omd Kavoveg Kal
Slodikowotec (Robbins, Decenzo & Coulter, 2017).

H ettitux o evoc opyaviopol cLVOEETAL GuETO E TIC SEELOTNTEC TOU pavatlep. H sueAi&ia, n
TIPOOOPLOYY), Ol OVOPWTIOKEVTPIKEG KOl  OVTIKEIUEVOKEVTPIKEC Oe€lOTNTEC €VOC  pavaTlep,
EMNPEX(OLV CNUAVTIKA TNV TIOPELD TOL OPYOVIGHOU.

A) O EAETXOX

H mopela evog opyaviopoy Kot N OMOTEAECUATIKOTNTO TWV OTOXWV Tou &gV ylivovtow
ETIOPKWC QVTIANTITA XWPLG TNV €Qapuoyn TG Asttoupylog tou EAsyxou. Kota tn Stadikooia Tou
eneyxou a€lohoyeltal N amodOTIKOTNTO KAl OMOTEAECHATIKOTNTO TOU avOPWTIVOU SUVOULKOD,
kaBopllovtar TEOTUTIX PETPNONG omOS00NC KOl ATTOTEAEOUATIKOTNTOC OE OUYKPLON LE TOUC
OTOX0UC, KATAYPXPOVTOL Ol OTIOKAITELG METOEY OTOXWV KAl OMTOTEAEOUATWY Kal AouBovovTal
SIOPBWTIKEC EVEPYELEC VI TNV €EGAELPN TV amokAloewy (MTovpavTtac, 2002).

H Sloikntikn opydvwan elval piat cuvexng KUKAIKN Sladikaola, ot Aeltoupyleg TN otolag
OLVOEOVTOL KO OAANACETILOPOVV PECW TNG ovVaTPOPOSOTNONG, N otola fonBa aTnv a&loAdynaon
KO TOV EMAVOTIPOCSLOPIOUO TWV OTOXWV TOU OPYAVIOUOU SLOPOAOVTOC TNV OUOAN AslToupyla
TOL.

1.3 Awoiknon OAkA¢ MotdétnTag

H Alolknon OANG MoldtNToC amoTeAEl vav VEO TPOTIO 0pyavwong LI VEX PLAOCOMIX
dolknong, éval oNUOVTIKO €pYOAElo avAMTLENC €VOC OPYOVIOUOU. JUMPUIVA HE EVOV YEVIKO
0PLOUO, N ToLOTNTA TIPOTSIOPIETAL W «TPOTIOC SlolkNong TOU OPYAVIOUOU TIOU €TTNPECCEL KGOE
SpaatnploTnTa Kot KdBe Stadikaoion (Feigenbaum, 1983). Av kot Egkivnae vor epapuoleTal amod To
1949, amd tnv Evwon lomwvwy ETotnuovwy, otnv Eupwin epapUOTTNKE UETA TN SEKOETIO TOU
1980. XapakTnplleTat we «OAKN» ylotl EUTTAEKEL OAOUC TOUC CUVTEAEDTEC £VOC OPYQAVICUOU, EVW
LLE TOV OPO «TIOLOTNTOX E0TIALEL OTO CEROACHO TWV QVAYKWY TOU TIEAGTN PECW TNG TIOLOTNTOC TWV
TipolovVTWV/UTinEealwy. H Aloiknan OANC MoloTnTaC lvat plot KOUATOUP, CUOTATIKO TNC oTtolag

elvat N 0OAOKANPWTIKN Se0EVON WC TIPOC TNV TIOLOTNTA KOL [0t GUYKEKPIUEVN VOOTPOTHX [E TN
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OULHMETOXN OAWV 0TN Sladikaalor TNG cLVEXOUG BEATIWONC TWV TIPOIOVTWY KOl TWV UTINPECLWY,
LECO OO TN XPNON KXWOTOMIKWY ETILOTNHOVIKWY PEBOSWV (AoyoBetng, 1993:20). 2komog TG
elval n kovotolnon Twv TEAXTWVY/XPNOTWY Kal N ToWTOXPovn €evepyotoinon OAou  Tou
SUVOUIKOU PE TO UIKPOTEPO SLVATO KOOTOC (2Tovog, 1993:22). Baowkol atoxol tng Alolknong
OANC MoloTtnToc etva:

* 1 CLVEXNC IKOWWOTIOINGN TOU TIEAXTN/KATAVOAWTY),
* n BeATiwon TNG OO TNTAC TOL TIPOIOVTOC / LTINPECLAC,

* N BEATIWON TNC ETUHOPPWONC/eKTIalSELONC TWV EPYACOUEVWIV.

1.4 Awiknon AvOpwmivou Auvapikou

O 0pyaVIoHOC POV KATOOTPWOEL TN OTPATNYLKI TOU KOl OXESIATEL N Soun TOv, Ba TIPETTEL
VO omoOoloeL Yot TN €TAOYN TOU  KOTOAANAOU  TIPOCWTIKOU. To  avBpWwIivo  SUVOULIKO
ovayVwPIZETal EVPEWC OTL ATOTEAEL TOV TIIO KOBOPLOTIKO CUVTEAEDTH) TWV CUVOAKWY TIOPWV
EVOC 0PYQVIOUOL. Me GAAa AdyLar T SLapopd TNV KAvouv oL avBpwrTiol gite owTol Slolkouv elte
EKTEAOVV, KOl OO auTOUC €€apTaTal n emiTevén 1 OxL Twv OTOXWV €voC opyaviopoL. Ot
EYKOTOOTAOELG, Ol NAEKTPOVIKOL ULTIOAOYLOTEG KOl Ol AOUTOl OUVTEAEOTEC TOPOYWYNG OUTE
OKETITOVTAL, OUTE eKTIAUOEVOVTAL, OUTE aTOPaci{ouv, OUTE OTEPYOUV N SleKSIKOLV. Mo To AOyO
oVTO N Slolknan Twv epyalOpEVWY QTIOTEAEL EpYO SUOKOAO, TTOAUTITUXO, OTALTEL YWwaon Kol TeXvn
KO TIPOKELTOL YLO EVOV OTTO TOUG TILO KPIOHOUE pOAOUE TWV UTIELBUVWY avBPWTIVOU SUVOLKOU
EVOC 0pYQVIoLOV. 2N Slolknon avBpwTtivwy TTOpwv TPELG elval ol Bacikeg SpaaTnELOTNTEC TIOU
QVTITPOOWTIEVOLV TO OXESIOUO TNC OMOOXOANCNG: N ETUAOYN TIPOOWTIKOY, N TTPOCANWN Kal N
pelwaorn Tou peow TEPIKOTIAG Beoswy gpyaciag. APoy €TIAEYOUV TO KATOAANAOL ATOUOL Yot TN
OTEAEXWON TOU OPYOWIOHOU, TIPETIEL VO TOUC Topooxebel BonBelar SnAadn exkmaideuan ko
UTIOOTAPLEN VIO VO TIPOCOPHOCTOUV OTOV 0pyoviopo. (XatdnmoavteAr), 1999; Robbins, Decenzo &
Coulter, 2017). To TPWTO TPAYHX TTOL Bt TIPETIEL VO BuPATOL KAVElG lvat OTL oL avBpwriot elvat
SlaPopeTIKol PETOEV TOUC. MMepar Ao TIG SLPOPEC (PUAOUL, NAKIOC, TIPOEAELONC, (PUANG KATL. oLTO
TIoU €XEL OlaiTepo evdlapepov yia TN Slolknon eoTiadeTal TNV KAVOTNTA, TNV VLI KL TNV
TipoowWTIKOTNTA. Evag Se0TEPOC TTAPGYOVTAG TIOU TIAPOUOLAEL EVOLXPEPOV OTAV QVPEPOUACTE
oe €pyalOPEVOUC VOl N CUPTIEPLPOPAE TOUC TIOU €MNPEACETAL OO E0WTEPIKOVG TIOPAYOVTEC:
IKOVOTNTEG, QVTIAAWELS, Tipoodokieg, aéleq, TPOOWTIKOL OTOXOL, Kol ommd €EWTEPIKOVE TIOU
aPOPOVV OTO €l60C TNG €pyaolag, TO €PYACIOKO KAUG, TNV OpYaVWTIKY Taudelor KATL
JUUTIEPUPOPEC OTIWC KTTOYONTEUAN, ETUOBETIKOTNTY, &YX0C KOl QvVTIOTOON OTNV aAAXyr Bt TIRETTEL
val TTpoPANuatiCouy Toug SLOIKOUVTEC, £TOL WOTE VA SAyVWOOLV TIC AlTlEC Kal val HEwBoLV oL
ouveTiele. H ovuala tng Slolknong Twv avBpwTivou SUVOUIKOU TE EVOV OPYQVIOLO Elval Vo
amoKTNBoLV kavol epyalOpeVoL Kot auTOol Ot SLAPOPETIKOL AVBPWTIOL WC TIPOC TIG IKAVOTNTEC, TIQ
YVWOELG KATT, VO EPYQCTOVV PECO O TETOLX CUCTAHATA KA SLSIKOOLEC 08 cuvepyaoiar HE TOUC
UTIOAOLTIOUC TIAPOYWYLIKOUG TIOPOLE TIPOC TNV ETITELEN CUYKEKPLLEVWY KOWWVY OTOXWV. Katd
OLVETIELX WC Atolknon AvBpwTiivwy Mopwv eVWOELTAL EVa CUVOAO OTPATNYIKWY KO AELTOVPYIKWY
EVEPYELWV TTOV TEPIAALBEVOLV:
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* Tov [MPoypaUUOTIONO TwV avBpWTivwY TIOPWY TIOU €XEL WG OKOTIO TNV TIPORAEWN
QVOYK WY GE TIPOCWTIKO YL TNV KOAALWN LEAOVTIKWY BecEwV gpyacioc.

* Tnv avéAuan epyoaotag, dSnAadn TNV TEEPLYPAPH TOU EPYOU TIOU TIPOKELTAL VO EKTEAETEL O
OPYQVIOUOC KOl TOV TIPOOSIOPIOPO TWV  TUTIKWY KoL OUCLOCTIKWY  TIPOCOVTWY  ylot TNV
TIPOTEAKUON TWV KATOAANAWY uTtIoWn®lwv.

* TNV TpooeAKkLaN Kot €TIAOYN LTTIOWNEIWVY. EVTOTIOUO Twv duvnNTKWY uTtoWnelwy Kot n
ETUAOYT TOUC PE KOTAANAEC HEBOSOULC Yo TNV KOAUWN TWV CUYKEKPLIUEVWY BE0EWV epyaoiac.

* Tnv ekmaldevon Kol avamTuén Tou avBpWTIVOU  SUVOUIKOU HECW CUYKEKPILEVWV
LEBOSWV Kol SIASIKOOIWY TIPOKELUEVOL VO VTATIOKPIBEL OTIC OMAITACELC TWV BE0EWV TIOL £XEL
TIPOCANPOEL.

* Tnv avTopolBn epyalOPEVWY TIOU QPOPX OTOV KABOPLIOUO TNC YEVIKAG TIOMTIKAC apoBuwv
TOU K&BE opyavVICUOU.

* Tnv a€lorhdynan amodoong Twv epyalOUEVWY BATEL CUYKEKPIUEVWY KPITNPLWY ETOL WOTE
Vo SIOMTIOTWVETAL TO peEYEBOC TNG amoddoon Kot va Aapfavovtal oveAoyo, SLopBwTIKEG N
ETUPBPAPEVTIKEC EVEPVELEC.

* TIC €PYOCIOKEG OXECELC OO0V OOopa 0Tn SlEuBeTnan SLoPOPUWV/CUYKPOVOEWY, TNV
QVTIETWTILON TIOPATTOVWY, WOTE Vo SlatnenBel o peylotog BaBuog opoAOTNTAC.

O poAog Twv oTeAeXWV Slolknong elvat KHBOPLOTIKOG Yo TNV opyavwan, kaBodrynon Kot
emtiBAedn Tov avBpwTtivou Suvaukoy. QQOTOCO Tor OTeAEXN TNG Slolknong Bar TPETEL val elvat
emiong owva va apoLyKpaovTal TG aVAYKEG Twv epyalopevwy o Bepotar TLX. BeAtiwong
ouvBnkwv gpyaciac. (Xuthpng, 2001).

2. Awoiknon ®opéwv MoArticpov

To management IOV APXLOE VO CUCTNUATOTIOLE(TAL ETILOTNUOVIKO OTO TEAN Tou 190U awva
LE TN SLOTUTIWON BOCIKWY OPXWV OO CNPAVTIKOUE EKTIPOCWTIOVE TN KAXGLIKNG OXOANG OTIWC OL
Frederik Taylor kot Henri Fayol, e@apuootnke amd vwplg oTouC 0pyovIopoUs KePOOTKOTIIKOU
xopakthpa. O Topeag TnG Slolknaong kot TNG Slaelplong OTOV XWPO TOU TIOMTIOUOU &PXLOE VO
HEAETATOU ETILOTNMOVIKA OTIC apxeC Tou 200U auwva (Lindgvist, 2012). Zekivnoe vor eappoleTan ylo
TIPWTN Qop& oTIC HIMA TTpwv amd Tepimou TplavTa Xpovia, €autiag TnG avaykng emiBlwong Twv
TIOAITIOTIKWY  OPYOVIOUWY OF €Vl OVTAYWVIOTIKO TepBoA ov. XtV Eupwtn n vioBetnon
LEBOSWV KOl TIPOKTIKWY TOu management oo pn KEPSOOKOTIKOUC TIOATIOTIKOUE OPYXVIOUOUG
efomAwveTal oToBepd Ta TeEAeuTala xpovia (Kovpn, 2007 ). O Middleton (1994), Tovioe TNV ovaykn
Slolknong Twv POPEWV TIOATIONOV, LTIOOTNEICOVTOC OTL Ta TeEAsLTAla XPOVIX TO TIEPIBGAAOV
SpaaTNELOTIOINONG TWV TIOAITIOTIKWY OPYQVIOUWY £XEL 0AGEEL pLIk. Mapatnpeitat pelwon Twv
KPOTIKWY ETILXOPNYNTEWY, VW TIOHPAANAX XOKOUVTAL THETELG YL OVENUEVN TIOPEOYWYIKOTNTA KO
OTIOTEAEOUATIKOTNTA KO Ol KATAVOAWTEC QUEXVOLV TIC OMAUTATELS TOUC, o TTOPASELY U, OTNV
TIEPIMTWON TWV Pouoeiwv n Slolknan €xel €pBEL OTO ETTKEVTPO, KABWC EXEL TIEPLOPLOTEL N KPATIKN
XPNUaToSOTNON Kat owénBel 0 avTaywVIoUOE. Mo To Adyo auTO SlveTal ISIXITEPN TIAEOV ELPOON

oTn SlolkNOoN TOUC KOl OTO TIWC OUTH Ba CUVTEAEITAL HE TOV amodoTIKOTEPO Tpoto (Taheri &
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Ansari, 2013). H avéykn auTth OTOUC TIOAMTIOTIKOUC OPYOVIOHOUC EKPPAOTNKE TOOO HE TNV
VIOBETNON KOL EQOPUOYN TIPOKTIKWY om0 TOV KOOUO TWV ETUXEIPNOEWY 000 KOl HE TNV
0PYQVWOLOKN  avadldpBpwon Twv SLOKNTIKWY  SOUWY  TWV TIOATIOTIKWY  0OpyavIouwy. H
oLyxpPOoVN auTr Hop®n Slolknang, n omolo Bal UTTOPOVCE VAl XOPAKTNPLOTEL KAl WE AEPOPOC, Bat
TIPETIEL VAL £XEL WG KUPLO LEANUA TNG TNV €EQCMOACN TN CLVEXOUC QVATITUENG TWV KUPLOTEPWV
TIOPWY TOU OPYOVIOHOU, TNV TTPOAYWYN TNG OPYOVWOLAKNG TOU KOUATOUPOC Kat Tn SlaTnpnaon
TWV VTOYWVIOTIKWY XOPOKTNELOTIKWY Tou (McKiernan, 1997).

llooypauuaTiouoc

O  TIPOYPOUUOTIOUOC TwV  BPOXLTIPOBECUWY KAl UOKPOTIPOBECUWY  OTOXWY  EVOC
TIOMTIOTIKOU  OPYOVIOUOU TIPOUTIOBETEL TIPOOEKTIKO OXESIAOUO KOl EETIEPVA TNV KOAN LG
TIPOBEDN YL CLVOUNOUO KOAATEXVIKWY, KOWWVIKWY KOl OIKOVOULIKWY aToXwV. (Kovpn, 2007 ). O
0PYQVIOUOC Bal TIPETIEL VO KOTOPTIOEL EVO OTPOTNYIKO TIAGVO, OAAG TTPLY TIPOXWPNTEL O aUTO Bat
TIPETIEL VO OMAVTACEL 0T TIPAKATW BEPEALLION EQWTANNTOL

* [oloL EPOOTE;

* TL KAVOULE;

* [Tl elpooTe edw;

* TL eldovg opyavIouOC ElpOaTE;

* Tt eldoug opyavIopOg BEAOUUE Var YIVOULE;

* MNMwc¢ Ba koBoploeTe, SIATLTIWOETE KAl KOWOTIOINOETE TOUC OTOXOUG TOU OPYOVIOHOU YLX
val eEQO0POALTETE TNV KoTowonon Kot TV Seapeuon tTng uAomoinang toug (Radha 2007);

H amavtnon oe ouTtd T epwThuaTa 8o Tov BonBrigouy otn SIOPPWAnN TOU 0PAUATOC
TOL Kal otn STUTWOoN TOU OKOTIOU Kol TNG OMOOTOANC TOu HE oo@rveld. MEow Tou
OTPATNYIKOU OXESIOOUOU, Ol TIOMTIOTIKOlL opyaviouol o€ avTtiBeon pe Touc KeEPSOOKOTIKOUC,
ETUSLWKOLV TNV aVATTTUEN TIOAITIOTIKNG SPCTNEIOTNTAC, TNV €£UPEDN TIOPWV Yl TNV ETHTEVEN
QUTNG, TNV €EXOPAALON TNG BLWOOTNTAC TOUC, Kol TN SLXXEPLON TN KOWWVIKAG €uBUVNG TIou
(PEPOLV ATIEVOVTL OTO KOWO Kol TIG Tipoadokieg Tou (Rentschle & Potter, 1996). Ot moATioTikol
0PYQVLIOLOL EXOVTAC WG KUPLO OTOXO TOUCG TNV ECWTEPIKN BEATILWON KO TIEPOUTEPW OVATITLEN TOU
avBpWTIoU, SNUIOLPYOLV, HECW TWV OTPATNYIKWY TOUC OTOXWV Mot EEXWPLOTN TTPOKANCN OTN
Stolknon (Allison & Kaye, 2005).

Mo Vor UTIOPETEL EVOC TIOAITIOTIKOG OPYOVIOHOC Vo KaBoploel Kol Vo VAOTIOITEL TOUC
OTPATNYIKOUE TOU OTOXOUC, OSEVOVTIOC OTNV ETTUX(O TOu, Ba TPETEL var Ywwpldel TOoO TIQ
E0WTEPIKEC SUVOTOTNTEC KO OLVOUIEC TOU, OO0 KOl TIG EUKAIPIEC KOl OTEINEC OTIWC QUTEC
TIPOKUTITOLV QIO TO €EWTEPIKO TIEPIBAAOV. Oar TpeTtel dnAadn vor Tipofel 0 e avaiuon
SW.O.T. (Strenghts, Weaknesses, Opportunities, Threats) kot AouBovovTog yvwon yiox OAa To
TIapamavw, N Slotknaon TOL OPYAVIOUOU UTIOPEL VO aVTIOPAOEL KATGAANACL YLt VO DAOTIOINTEL 1 VXX
enavakoBoploel Toug oTOXOUE TOL.
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Opyavwan

H opyavwaon exel 1&altepn onuacior yiot TOUC TTOAITIOTIKOUE 0PYAVIOHOUE opoV Toug Stvel
™ duvaToTnNTa SLXPBPWONEG TWV OPYOVWTIKWY SOUWY KOXTX TO ETUXEPNUOTIKO HOVTENO, LE
SLVOTOTNTO HEYOAVTEPNG EVEAEIDG KOl OTTOTEAEOUATIKOTNTOC. [ Vo YiVEL CwaTr 0pyGvwon Twv
TIOAITIOTIKWY  OPYOVIOUWY, AXUBAVOVTOC LTIOWN TO QVTOYWVIOTIKO TEPBAANOV, Do TIPETEL N
Slolknon vor ommoTEAE(TAL omO pLa OO aVBPWTIWY TIOL Bat EXOUV WC OKOTIO VO EKTIANPWVOUV
TOUC OTOXOUC TOU OpPYyowIopoL. Auth n Sadikaolar KoAelTal TTOMTIOTIKY Staxelplon. Me Tov
TIOMTIOPO OUVOEETAL N SNULOLPYIKN EALBEPia, N ATOUIKOTNTQ, EVW OCOV QPOPAK OTOV OPO
SlOXElpLON  QUTOC QVOPEPETAL OTNV  OTOTEAECUATIKOTNTY, TNV  TIOPOYWYIKOTNTO KAl TNV
olkovouikn ertituxia (Suchy, 2007). H Opyavwaon we n deVTepn Asltovpyla TNG Alolknong omoKTa
ovéovoar oNUOCiar Yt TOUC TIOAITIOTIKOUC OPYOVICUOUE, POV N oVAYKN AElToupylog Ko
e Blwaong og Evar TTOYKOCULOTIOINUEVO KOl OVTOYWVIOTIKO TIEPIBGAAOY LTIOYOPEVEL TN Snuovpyla
KOl EVOWUATWON OTA 0PYAVOYPOUUOATE TOUC TUNUATWY TIOU TTIOAAOTEPD CUVOV TOUCOUE UOVO
OTOV KOOHO TWwV eTxelpnoswy. ETol, TunpaTa TpowBnong/mpoBoAng (marketing), dnuoctwv
OXECEWV N VOUIKAC UTIOOTAPENG  OTOTEAOUV  CUOTAUOTO  TOU  OPYQVOYPAUUOTOSC  TwV
TIOAITIOTIKWY opyoviopwy (Kovpn, 2007).

AisvBuvaon

O TIOATIOTIKOG SLAXELPIOTNG HE YVWHOVO TNV TIPWTOTUTHO Kot TNV OVBEVTIKOTNTO KL ECW
TNC EVOANOKTIKNG Bewpnong TokiAwy (NTNUATWY EETTEPVWVTAC TIC OTIOIEC OUUBAOELC amOoTeAEL
™V KNTpw Suvaun TOU OPYQVIOUOU, EUTIVEOVTOC TO TPOOWTIKO pE TNV oflar NG
SnuoupylkoTNTaC. H KaBodrynon tou avBpwTivou SUVOHLKOU elval plae oUVEETN AELTOUpYIa, N
omolat  amautel o pavotlep va SoBetel  Wbwaltepar TpooovTar Kol SeELOTNTEC  TEXVIKECG,
ST POCWTIIKES, XPAPETIKAC OKEWNE KOl GUVOALKNG Bewpnaonc. ‘OAal Tor TTapamavw HE TN CUUBOAN
TWV LTIOAOUTTWY TIOPWV  (OIKOVOULKOL, TEXVOAOYIKOL KATI) TOU OPYQVIOUOU, ETUTPETIOUV OTOV
TIOAITIOTIKO SIAXELPLOTY VO SIOHOPPUIVEL TIG ETIIBUUNTEC TTPOCOOKIEC KOl VOl TIPOTEAKVEL OUAOEC
KOWOU HE CUYKEKPLUEVO XOPAKTNPELOTIKA. O TPOTIOC e Tov oTolo Ba emikovwvnoel o pavatlep
LE TO TIPOOWTIIKO TOU OAAG Kol TO KOWO TOu, ammOTEAEL eva 1OIaiTEPO KOPUATL TNG Slolknoncg
(Sheng & Chen, 2012). 2uvnBwg n mMAnpooplor EEKvVa oMo T VWTEPD OTEAEXN KO KOTOANYEL
OTOXEUPEVQ OE OUYKEKPEVO XTOHO N THAHOTO TOU 0pYaVIoHOU. [ vat LTIAPXEL OAANAETHIOpaan
kot avadpaan (feedback) peTtall OAwv Twv emmedwy, n TANPo@opiar Ba TIPETIEL Vo SloeeTal
TPOC OAEC TIC KoTevBuvoelc. H mAnpooplor Bar mpémel emiong va akoAouBel avtioTpopn
KOTELBLVON TIPOKCAWVTOC TOV TIOAITIOTIKO SIAXELPLOTY) Bt TIPETIEL VO KAAWOTOPITEL VEEC LOEEC, KO
TIDOKTIKEC.

2TN XWPO LG OAK KOl OTO €EWTEPIKO, TN BECN TOL TIOAITIOTIKOU SIAXELPLOTY) KATEXEL O
KOAALTEXVIKOC SLEUBLVTAC TIou amoTeAEl oLVNBWC KOAALTEXVIKT TIPOCWTIKOTNTY, TIPOKELUEVOL VO
OVTIANOUBAVETOL TOV TPOTIO AELTOUPYIAG TOU OPYOVIOHOU KO TOU TIOATIOTIKOU XWPEOU €V YeveL. O
Nikog KoupkouAog oto EBVIKO Oeatpo, 0 oknvoypapoc atnv EBVIKN Auplkn ZKnvn, O HOETTPOC
Nikog ToouxAoc oTo Meyopo Moualkng ABNVWY CLVICTOUV HOVO EVOEIKTIKA TIOPOSEYHOTO
(Kovpn, 2007).
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EAsyyoc

O gAeyxog BonB& Tov 0pyavioud Voo a€loAOYNOEL T OTTOTEAECUOTO TWV SPACEWY TOU WE
TIOOOTIKOUC KOl TIOOTIKOUC OPOUC. MEeTA Tov KOBOPIOUO TwV OTOXWV KOl TwV SOUKWY
SEVBETACEWVY, TNV TIPOCANWYN Kal EKTTAUSEVON TOU TIPOCWTIIKOU Bt TIPETIEL Vo SLOTILOTWOEL otv O
AELTOLPYOUV CUHPWVX PE TO OXeS0 KOl OUTO UTIOPEl v YIVEL QVTIANTITO POVO PECW TNG
EQAPUOYNC TNG Asttoupylag Tou EAeyxou (Robbins, Decenzo & Coulter, 2017).

KaBe onuovTikn omoKAoN omattel amd TNV Nyeola TOu TIOATIOTIKOU OPYQAVIOLOU VX
ETTOVOPEPEL TNV KATAOTOON OTNV €iBupntn mopela. To 10avIKOTEPO Ba NTOV 0 EAEYXOC VO SPQ
TIPOANTITIKA  evToTii{ovTag eyKalpwg TBoava TpoAnuaTa. 2uvNBwC OUWC T TIPORANUXTO
ylvovtor avTIANTTA HETX TNV €UPAVICN TOUC OTMAITWVTAC KOTAOTOATIKO €AEYXO N OKOWN
XELPOTEPO X(POV EXOLV ONULOVPYNTEL ETUTTTWOELG, ETUTPETIOUV HOVO EAEYXO QVOTPOPOSOTNONG HE
appiBora epBwpla Spaang (Kepng, 2005). 2Toug TIOAITIOTIKOUEG OPYQVIOHOUE O EAeyXOC elval
OLVABWC AVUTIOPKTOC, 1) KABUOTEPNUEVOC TIOV OXL UOVO &V GUVTEAEL TNV TIPOANWN OTOTLX G
OANG 0bnyel 08 KWAULCLEPYIEC KO KOTOOTIATAANON TIOpwy. H avemdpkela i ovuttopéior Tou
opelleTal cLVNBWC OTNV EAAEWPN ETTOPKOVC TeEXVoyvwolag kKat Topwv (Koupr), 2007). Qotdoo n
£QaPUOYN Tou elval peylotng onuoctag ylor TNV avadelEn TIOCOTIKWY OTOLXEIWY TIOL dPOPOLV YL
TIOPAOELYHO O OPOPO TIOMTIOTIKWY SPOOTNPLOTATWY, ETIOKETITWY, OUVTEAEOTWY, EOLTNPLWY
KATL. KO TTOOOTIKWVY TIOU UTTOPEL VO TIEEPIANOUBAVEL TLX. KPLTIKEG OTOV TUTIO, OTTOWELC TOU KOLVOV),
KOLWWVIKO KOl EKTIUOEUTIKO OV TIKTUTIO TWV TIOAITIOTIKWY SpaaTNPIOTATWV.

3. Hmepimmwon tng BiBAoORkNn¢ kat Kévtpou MNMAnpo@dpnong (BKI)
tou TEl Hrreipou kat tou Apyxeiov EAAnvikn¢ Mouoikrig (AEM)

ESw kol apKeTeq OekoeTleq omaoyoAel TNV emotUn  TNG  BiBAoBnkovouiog ko
MAnpo@odPENONG N eToTAUN TG Alolknong. Q¢ amMOTEAECUN OUTOU CUVOVTALE TIOAD CUXVA OTNV
Slebvr BiBAoBNnkovoukn  BiBAloypapiar Opoug OTwe ololknon, Slaxelplon, marketing  KATL.
OQVEIOUEVOUC MO SLAPOPOUE GAAOUC ETILOTNHOVIKOUC KAGSOUC. Meoor atal Xpovia, €miong n
ETUOTAUN EXEL QVOTITUEEL ELOIKA ETUOTNUOVIKA KOL ETIAYYEAUATIKA fora TIou €TKEVTPWVOVTOL OTNV
Slolknon kat dloxelpon BBALOBNKwWY, povaeiwv kat apxelwv (BAeTE TIC SPACELC Kot Tal sections
™¢ American Library Association (http://www.ala.org/), Tnc IFLA (International Federation of Library
Associations  (https://www.ifla.org/), tng CILP (CILIP: the library and information association
(https://www.cilip.org.uk/), KATL) Kal ETLOTNHOVIKA TIEPLOSIKA OTIWC Yl Topadelyua To Library
Management (https://www.emeraldinsight.com/loi/Im).

Ot Slevbuvtec Twv BIBAIOBNKWY KOAOUVTOL VX SIOIKNOOUV UIOBETWVTOC HOVTEAX KO
TIPOKTIKEC TIOU EPOPUOTTNKAV OTOV ETUXEPNUOTIKO KOOLO KO VO SIOXELPLOTOUV TIC SLAPOPETIKNA
NG LTTOOTACN, WC KANPOVOULEY, UTIOOOHEC, OOBETNPLO, ETIXEPNON KO SNUOCLO CUPPEPOY, TNC
BiBAoBNAKNG, vtoatnpllovTag To petaBarropevo opapd TnG (Neal, 2014). ZVppwva pe T Moran,
Morner & Stueart (2018), ce &nuockomnon Tou Library Journal 1o 2016 ameuBuvopevn ot
SlOKEKPLUEVOUC SLleLBuVTEC BIBALOONKWY OXETIKX HE TIC KOVOTNTEG TIOL O TIPETIEL OL VeOl
BiBAoBNKovOuoL Vo SIOBETOLY  ONUEPQ,  OVOPEPOVTAL TA  aKOAOUBX: GOKNOn  TOALTIKAC,

ouvepyaola, eTKoWwWVI, SNUIOVLPYIKOTNTO/KXVOTOUIR, KOLTIKY KOl VOAVTIKA OKEWN, NYETIKEC
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IKOVOTNTEG, IKOWOTNTEC HOPKETIVYK Kol SLOXEplong €pywv Kol Texvoyvwala. Evac GAAog
TIOPAYOVTOC TIOU  €XEL EMNPEEGCEL TNV Opyavwon Twv  BBAOBNKWY  €lval 0 cuvexwc
QVOMTUOOOUEVOC TOMENC TNG TTANPOWPOPIKAG, OCUUBGAAOVTOC OTn SNUOUPYIX IO EUEAIKTWY
SOUWV 0PYAVWONG, £TOL WOTE VA ETIITUYXAVETAL N ATTOTEAECUATIKOTNTA Kot N artodoTikotnTa. Ot
BIBAMOBAKEC TPOCOPUOTTNKANV  OTN  VEA  TIPAYHATIKOTNT, OQVOTITUO0OOVTOC VEEC UTINPECLEQ
(NAEKTPOVIKO KOTAAOYO, OTIOBETNPLY, TTANPOPOPLOKO YOOUUXTIOUO KATT) TILO EAKUCTIKEG YLt TOUC
XPrOTEC.

H mepintwon tnc BAoBNkNng kat Kevtpou MAnpo@opnong (BLKE.M) tou TEI Hmelpou mou
OLYKEVTPWVEL TX TIXPOATIAVW XUPOKTNPLOTIKA 0pyavwaonc Kat dlotknaong, Ba e€eTaoTel we Tpocg
TOV TPOTIO OPYAVWONG TWV UTINPECIWY TNG, TIC TIPOKTIKEG ETUOPACEL] QUTWV OTO €Ttinedo
OTIOLOWV KOl 0TNV €TO00N TWV QOLTNTWY, HE EOIKN avapopd oTo Apxelo EAANVIKAG Mouaotknc.
H BIKEM e6pevel otnv ApTa Kot SIOKTIVICETOL 08 OAEC TIC TIOAEIC TNC HTtelpov, e€umnpeTwvTag
5.650 evepyoUC (POITNTEC, LEAN TOU EKTIAUOEVTIKOU, EPELVNTIKOU Kol SIOKNTIKOU TIPOCWTIKOU KAl
eEWTEPIKOUC XPNOoTeC. Bdaosl Tou opyavoypduuotog Tou TEL Hmelpou  (http://www.teiep.
gr/useruploads /files/fek_organismos.pdf) ocuviota Tunua 1oL evtaooston  oTn AlevBuvon
Owovoulkng Aloxelpiong, MANpo@optkng kot Aopwv. H opyavwon Tng akoAouBel Tn UIKTN
Tunuotomoinon Tou IopuuaTog, pe Baon TN Asltovpylor Kow TN Yewypa@kn Slaomopd. ‘Ocov
apopa ot Asttoupylar epthopPavel Tpla Fpaela, Tov Bplokovtow atnv Kevtpikn BBA0BNHkn
atnv Apta:

* Mpaelo AloknTikng - Owovoukng Alaelpong, Avamtuéng kat Opyavwong
* JUNOYWV

* Mpapeio YTINpeolwv TPog TOUG XPAOTEG KO HAEKTPOVIKWY YTINPECIWY

* Mpapeio EkSOTewy, AnuoctleupdTwy Kol TuToypaPeiou

IXETIKA LE TN YEWYPOPLKT Tunuatotoinon, n BIKEM €xel mapaptipata ota Iwdvviva, Tnv
MpeRela ko TNV Hyoupevitoo.

JUppwva pe Tov opyaviauo (http://www.teiep.gr/useruploads /files/fek _organismos.pdf) Twv
SIOKNTIKWY  LTINpeclwy  Tou TEI Hmelpou aokovvtal Tplar emimedo Solknong (ovwTePO:
Mputavela/Z0ykANTOC, pecalo: AlevBuVTEC/TTPOIOTAUEVOL KOl KATWTEPO: [1poowTkO). Bdoel Tou
apBpou 4 tou Kawvoviopou Asttoupylag (https://wwwilib.teiep.gr/el/general-info/oper-rules.html) tng
BIKEM n x&poaén Tou oTpatnylkou oxedlaouou elval apuodlotnta tTng Emitpornng BiBABAKNG,
QTIOTEAOUMEVN ATIO €V UEAOC SIOQKTIKOU TIPOCWTIIKOU amd KGBe 2x0A, Tov [MpoloTduevo tne
BIKETT kot eKTIPOOWTIO TIPOTITUXLOKWY KO UETATTTUX LOKWY (POLITNTWV.

>tn BIKEM, omwg kot oto TEI Hmelpou ouvoAkoTepa, epapuolovTtal ol Sladikaaleg mou
TIPOKUTITOWV oMo To EowTepkd Juotnua Alco@diiong Mowtntag (EXAM) cvuewva e TG
omaLTNOElG TG ApxNg Alcopaiiong kat Miotomnoinong Mowtntag otnv Avwtatn Ekmaideuon
(AAIM) Tou dnuootevtnke oto PEK 1791/21.05.2018 kot evowpatwonke Kot e@apuoleTal BAaoel
TWV amoutnoswy Tou TpotuTov 1SO 9001:2015. To TEI Hmelpou elvat To povadikd TeToRdBuUL0
([Opupat TNG XWPA TIOL £x€L TILOTOTIOINOEL OTO CUVOAO TWV UTINPECLWV TOU (OKOONHOIKWY KoL

SlokNTIKWY). To mpotuto ISO 9001:2015 muotomotel To cuoTtnua Slaxelplong NG TOLOTNTOC Of
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Evav  0pyavIopo, opldovtag TIG €AGXIOTEC OTMAUTACELC TIOU TIPETIEL VO KAVOTIOLOUVTAL Yl TN
SlOPAALON TNG TIOLOTNTOC KOL TTWC TA TIPOIOVTA KA 0L UTINEECieC TawTI(oVTal PE TIG AVAYKES TWV
XPNOTWV TouG. Ol AVAYKEG TWV XPNOTWV Kol 0 BaBUOC IKowoTtolnonE TOUC KATOYPAPETAL KUPLwC
HECW TNG €TNOLOG EPELVOC KAVOTIOINONG XPNOTWVY TIoL OleEyeTal PEdw NG Movadac OAKAG
Mootntog Akadnuaikwy BipAoBnkwy (MOAIMAB), 0AAG KL OO ETILUEPOUC EPEVVEC TIOL SIEEAYEL N
BIKEM. H Kevtpikr) BIBAIOBAKN LE TO TTAPAPTAPATA TNC XTIOTEAOUV EVIXIO UE QUTH OUVOAO, TOCO
WC TIPOC TOUC ovBpWTIIVOUC TIOPOUE 000 KO WE TIPOC TNV TIOALTIKA avamTLENG Kot TN Stoelplon
TWV OLKOVOUIKWY TIOpWV. H yewypa@ikn Staomopd Tng BBMOBAKNG Sev amoTEAETE TIOPAYOVT
UTIORGBUIONG TNE TTOLOTNTOC TWV UTINPEECLWY KAL TNG €EUTINEETNONG TWV XPNOTWV TG (EVTOC Ko
EKTOC TNC OKASONUOIKNC KOWVOTNTAC).

JUPQWVA e TNV TEAeuTada €psuva kavoTtolnong xpnotwy amd T MOAIMAB,  (Ilovviog
2018) n BIKEM xpnowomoleltal ommd TOug (POITNTEC WE XWPOE QVAYVWONG, «APKETO» OE TTOCOOTO
48,78%, «TTOAU» KOl «TIORO TTOAU» KaT& 34,14%, «Atyo» kotd 12,20%. Ol HETOTITUXIOKOL (POLTNTEC
SNAWoaY «TToAU» o€ TToo00TO 33,33% Kol «OPKETOm / «KaBoAou» pe 11,11%. MNooooTd 40,91% Twv
pueAwv AET Sev xpnototolel «kaBoAov» TO Xwpo TNG BIBALOBNKNG W XWPo avayvwang, To
22,73% TN XpNnOoLloTIolel «apKeTar, TO 18,18% «Alyo» ko To 13,64% «mtapoa ToAU» (Ypapnua 1). (Ta
YPOUPNHOTA £XOLV WTANBEL a0 TNV EKBECN AMOTEAECUATWY TNG EPEVLVOC LKAVOTIOINONG XPNOTWV
™ MOAIMAB yix To TEI Hrelpou).

I'paenpa 1: Xpijon ipirednkng og yopov avdyvoong
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ATANTHZH

m Qoutntéc MW Metamtuylakol Mehn AEN  mAwKnNTIkol  m AMOoL

Me Baon to ypapnua 2 ot pottnTteg davellovtat LAKO artd tn BIKEM «apKeTd» 0 TTO0OOTO
46,34%, «TTOAU» €WC «Ttapa TIOAU» To 21,95% evw To 19,51% «Alyo», ko To 9,76% «KaBOAOL».
JTOUC HETOTTUXIOKOUC (POLTNTEC TO TIOOOOTO TIOU ETTEAEEE «TTOAU» Kall «OPKETO elval 33,33%, evw
«KOBONOL» TO 22,22% Ko «Ttépar TToAU» To 11,11%. Ta peAn AEM Sawvellovtan BIRAla o TTo000TO
46,67%, «OPKETO», EVW TO 26,67% «TTOAD» Kall «Alyo».
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Cpaonpa 2: Aaveispoi ava katnyopio
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O NAEKTPOVIKOG KATGAOYOC XPNOLWWOTIOEITOL amd TOUC (POLTNTEC «OPKETO» LE TIOCOOTO
56,10%, eV «Alyo», «TTOAU» KO TO «TTOOO TIOAU» O TtIoooaTO 12,20%. Ot HETATITUXIOKOL (POLTNTEC
emeAe€ay TO «TIOPA TIOAU» KOl «Alyo» g€ TTo000TO 33,33%, evw TO «aPKETO» EAaBe 22,22% Kal To
«1toAU» 11,11%. 1o peAn A.E.TN. tooooto 60% SNnAwae «apKeTo» Kot 20% TO «TTOAD» (Ypapnua 3).

I'paenpa 3: Xp1jon nrektpovikod Katardyov
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mQountég  WMetantuaxkol BMEANAEN W Awownukol mAMoL

AVOQOPIKA LE TN XPNoN TwV HAEKTPOVIKWY MNywv omd TOUC POLTNTEC TO UEYOAVTEPO
TIOO0OTO EACPBOV TO «OPKETO» KAl «TIOAU» UE 63,41% kot 19,51%, eviw akoAoLBNoOV Tal «TTOAU» KOl
«TOPA TTOAD» (0O 7,32%). 2TOUC PETATITUXIOKOUCE (POLTNTEC TTIOO0OTO 44,44% eAafe TO «Topa
TIOAU», a6 22,22% ENaBoy TOX «OPKETO» KAl «TTOAD» Kol akoAouBnoe pe 11,11% To «Alyo». Ta peAn
AET emeAeéav TEPLOCOTEPO TO «PKETO» (40%) Kol akoAOVBNOaY TO «TTOAU» KOl TO «Alyo» e
26,67% kou 20% avtioTtolxa (Ypowpnuo 4).
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Tpaonpa 4: Xpiion NAEKTPOVIKAOV TNy OV
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Baon Twv ypa@nudtwy 5 & 6, ot gottntec dSnAwaoay 0Tt N BIKEM cuuBoel 0Tn HEAETN KOTX
43,90% «mapar TIoAU», 29,27% «TtoAU» kot 24,39% «apketor. Ol peTamTu)lakol dnAwoav OTL N
BIKEM cUUBGAAEL OTNV £PELVA TOUC «TIAPA TIOAU» KOTX 66,67%, «Alyo» KOTA 22,22% KAl «TIOAU»
kota 11,11%. To peAn AET. dnAwoay «Ttépa TIoAU» Kol «TToAU» KoTa 20% Kol «OPKETO» KT
46,67%.

I'paonpa 5: ZvpPoin g BIKEII ot perétn
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I'paonpa 6: Zvppoin g BIKEII oty épeuva
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‘Ooov apopd 0TO TPOCWTIKO, EKPPACETAL PO YEVIKN KavoTiolinon Tng Taéng Tou 95,40%
OXETIKX HE TNV ELYEVELX TOV, HE TO 78,61 va SNAWVEL WC «TTOPX TIOAU» IKovoTioinuevo. To 83,91%
ONAWVEL TIOAD  €wC TOPX  TIOAU  IKOWVOTIOINHEVO  OXETIKX  HE TNV TOXUTNTO KAl TNV
OTTOTEAECUQTIKOTNTO TOU TIPOCWTTKOU.

JUpPWVa e To BIBALD emokemTwy TNC BBAOBNAKNC yia To £10¢ 2017, T0 40% TWV POLITNTWV
TIPOEPXETAL amo TOo Tunua Aaikng kou Mapadoolakng Mouolkng to 353% omd 1o Tunua
TexvoAoywv lewmovwy, evw To 23,3% amd 1o Tunua Mnxoavikwy MAnpo@opikng TE. 2Ta (Sl
Tiepimou MocooTd (39,7%, 34% & 22% avTioToXQ), KUUAVONKE N ETIOKEPLOTNTA YLl TO TIPWTO
e&aunvo tou 2018. 2e mAnBuoud 1000, 1400 kot 1900 Tepimou eVEPYWV (POITNTWY TWV TIXPATTAVW
TUNUATWY aVTIOTOXQ, N CUYKPLTIKA OVENUEVN ETILIOKEWILOTNTA TWV QPOLTNTWY TOU TUAUATOC
Aaikng kot Mopadoolokng Mouolkng otn BiAoBnkn ocuvdeeTal emiong pe TN Xpnon Twv
UTINPECLWYV Tou Apxelou EAANVIKNAC Mouatkng (A.E.M.).

To AEM. &kivnoe va avamtvooetal To 2002 omod 1o Tunuo Aoikng kot Mopadootakng
Mouowkng (T.AMM.) (http://tlpm.teiep.gr/el/tlbm.html) Ttou 1&pVBNKe Kat Asttovpyel otV ApTa OO
10 1999. To TATLM. «UEAETA TNV TIPWTOTUTIA, TNV TIOAUTIAOKOTNTA KL TNV OLUTEPOTNTA TNG
YAWOOOCG TWV ACKWY HOUOIKWY TIApadO0ewy, BeUEAWVOVTOC TGvVW TNG €Val TTPWTOTUTIO
TIAUSAYWYIKO CUOTNUX HOUOIKAC ekTtaidevonc» (http://tlpm.teiep.gr/el/tiom.html). To AEM. Sev
TiepAauUBaveTal oto opyavoypoupor Tng BIKEM wg &exwploth unnpeoio, oteydleTan g €1OIKO
XWPO OTO KTPLo TN KevTpikAg BIBALOBNKNG KOl CLVIOT& UEPOC TNG EUPVTEPNG CLANOYNG TNG. H
AelTovpyla Tou, OO0V APOPA OTNV EEUTINPETNCN TOU KOWOU, LTIOOTNPI(ETAL QMO AOKOUPEVOUC
pottnTeg Tou TATM. v TNV opydvwaon NG SUAOYAC ToU eTIHEANBNKaV BLBALOBNKOVOLOL Kal
LOLOLKOAOYOL. Tn yevikoTepn emomTela Tou A.EM. £xel 0 eTIOTNUOVIKOG LTteLBUVOC TNC BIKEM Ko
LEAOC Tou SIOOKTIKOU TipoowTtikoy Tou TANMM. To AEM. mepapfavel 4.800 Tekunpla, KLPLWC
CD, peyoho pepoc Twv omolwv amoTeAel LAKO nxoypapnoswy Twv 78, 45 kat 33 otpopwy, DVD
KO BIVTEOKOOETEC. JUYKEKPIUEVQ, TO TIEPIEXOUEVO TNG CUAAOYNC XPOPG OE NXOYPXPI LT OTTO TIG
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apXEC Tou 2000 atwva: SNUOTIKNAG HOVCIKNC OAWV TWV TIEEPIOXWV TNG EAAGSOC, aoTIKNG AXiKAC
LLOUOIKNC (DEUTIETIKO KOl METATIOAEULKO AQiKO). ETtiong, TepAauPavel eKSOTELC TOUPKIKNG, (VOIKNG
KO LPOKLVAG MOUCIKNG, MIKPO OXETIKA UAIKO BOAKAVIKAG POUOIKAC, TIANPNG CUAAOYN KAQOOLIKAC
LOUOIKNG, ONUAVTIKO aplBud pouoikwy DVD (OTEPEC, OUVOUAIEG KATT), UIKPN OElpd EAANVIKWY
KIVNUOTOYPOPIKWY TOWVIWY HE EUPACN O AXIKOUC €PUNVEVTEC. 2TOV NAEKTPOVIKO KOATOAOYO
(http://aem.teiep.gr/webopac/Vubis.csp) TepthouBavovtatl 25.000 eyypa@ec ava TpoyoLdt (track)
Ko oAuTouy, evw 50.000 eTimtAcOV €yypa@EC Elval KaTaxwpnueveg oe file maker Kot avoueveTat
VO PETO@EPBOVV  OTOV  KUPLO  KOTAAOYOo. Meow TG WNOOKAC TIVANG  TTANPOQPOPNONG
(www.pl.teiep.gr) TTPEXETAL OTOUC XPNOTEC N SLVATOTNTA AKPOAONC OAOKANPOUL TOU HLOUOIKOU
KOMUOTIOU o TO XWPOo TNE BIBALOBNKNC v ovo 30" EKTOC TWV EYKATAOTACEWY TNG. (QQ0TO0O0
n oéla tov AEM. sotiadetal TEPLOCOTEPO OE €TUTESO TEKUNPIWONG Kol OXL OKPOOONC, aPov
TIANBWPX LOVCIKWY KOUMOTIWY Elval SlaBeaipar AoV eAeVBepal 0TO SLAGIKTUO, HECW TOU
YouTube. To AEM amoTeAel yior Toug @ottnteg Tou TAMM. onuavTikhg TNy TANPOMOPNONG YL
TNV €KTIOVNON EPYOCLLY, TIXPEXOVTACG SIOLVVOESEUEVEC TIANPOWPOPLEC Ot eTtiedo TPOyoLSIOU
(track) ko cAuTovp. H avaykn ge SaVEITHO UVAIKOU OO TOUG (POLTNTEG ElvVal TIEPLOPIOPEVN KAl YL
TO AOYO aUTO &gV UTTOPOLV Vo e€0xBoUV OTOTIOTIKO OTOLKElaL

Emtidoyog

H avaykn emBlwong Twy TIOATIOTIKWY OPYOVIOHWY OTIG OVTOYWVIOTIKEC CUVONKEG TOU
OLYXPOVOL TIEPBOANOVTOC KOBIOTO ovayKador TNV eQapUoyn Twv AlToupylwy Slolknong, Tov
EKOUYXPOVIOUO TOL TPOTIOU AELTOLPYLOG TOUC, Kot T SlaXelplon Twv TOpWV TOUC, £TOL WOTE VA
elval kavol va avTETWTIIOoOUY TNG TPOKANCELC TNG e€moxNG. QOTO0O0 N cuVUEOVGN TOU
TIOAITIOMOU Kalt TNG Stolknang TipoUTIOBETEL TN ST PNON [COPPOTILWY HETAED TNG ETIXELPNUOTIKAC
OKEWNC KOL TOU TIOAITIOTIKOU atyaBoU ¢ KOWWVIKOU ayaBou. H Tolotnta emtiong otn Stolknaon
elval aut) Tou Bal ATOPEPEL ONUOVTIKY BEATIWON OTIC TIPOCPEPOUEVEC UTINPECIEC Kal TNV
LKOVOTIOINON TOU TEAKOU XpNOTN. ATO TN PEAETN TNC Tepimtwong tng BIKEM tou TEI Hmelpou ko
LECOL OTIO T AVOUPEPOUEVAl OTOTIOTIKO OTOLXEID SlapalveTal TIWE oUTrH EMNPEXCEL CNUAVTIKA TNV
EPELVQ, TN MEAETN KA TO ETUTIESO OTIOLVOWY TWV (POLTNTUWV.

EbkoTepa ylx 10 Apxelo EAMNVIKAG Mouolkng TopoTL N XPpNoWoTnNTa Tou  elvat
amOSESEYUEVN OTNV TIOPEX TWV XPOVWY, OTEPEITOL OTEAEXWONC OTO UOVILO EEEIOIKEUUEVO
ETILOTNUOVIKO TIPOOWTIKO. [MpoTepatdtnTa TNG BIKEM omoTeAel n €vtagn OTOV NAEKTPOVIKO
KOTOAOYO TOU GUVOAOU TOU VAIKOU TOU, TO OTIOIO GUVIOTA YL TOUG (POLTNTES UIOt ONUOVTIKEA TINyN
TEKUNPLWHEVNC TIANPOMOPNONC OTOV TOLEX TNC HOVCIKNC. Avaykada elvat eTiong n oTeAEXwWAN Tou
LE  €EEIOIKEUPEVO ETUOTNUOVIKO TIPOOWTIKO YA TNV avamTuén Tng OUAAOYNC TOU Kal TN
SlOPAALON TNG CITPOTKOTITNG AlToupylag Tou. H Tapovoa epeuva Elval pa TTPWTN ATOTUTIWON
NG KATAOTOONG Kol B aKOAOUBNOEL TIEPAUTEPW UEAETN TWV QVOYKWY TWV XPNOTWV.
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H XploTiva ©eodwplka ivan BIBAI0BNkovouog kot AvamAnpwtpla MNMpoiotouévn otn BiBAL0BNKN
Tou Moapaptuatog Aptac (pwnv Kevtpikn BiBAoBNkn TEI Hmelpov), Tou Mavermotnuiovu
lwavvivwy, omou epyaletal amo to 1993, Exel dlateAeoel pehog tou AX. TOu 2LVOECUOU
EAMNVikwv Akodnuaikwy BiBALoBnkwv (XEAB) yior duo ouvexelq Bnteleg (2013-2019) kot nTov
EKTIPOOWTIOC Tou TEI Hmtelpou oto ZEAB amo tnv (&puor) Tou ewc kot to 2018. Elval pehog Tou
A>. tov EAnVIKoU MopopTthuoatog g AleBvoug Evwong Mouatkwv BiA0Bnkwy kot Apxelwv
(IAML), (2016 — 2020) KO CUMHETEXEL OTO JLVEPYOTIKO 2XNUA TwV EAANVIKWY Akadnuoikwy
Moualkwv BiBAoBNKwv. Exel SNUOCIEVOEL KOl TIPOUCIAOEL ETILOTNUOVIKEC EPYOTLEC KO
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MEPINAHWH | AlepsuvwvTac KOVEIC T TNG EVTEXVNG HOUOIKNG TNV EupwTn KATa TO TPWTO
o0 Tou 200V alwva, avouEBola opeilel va eEeTOEL Kot TNV OAANAETHOPOOT TNC LE Lo OELPX
EUPUTEPWY KOWWVIKOTIOMTIKWY €EEAIEEWY TTOU eAaBav Xwpa TNV €V Aoyw Teptodo. Mia
TETOW TIEPITITWON ElVaL N AVTILETWTILON TIOV ETHPUAXXONKE YL TNV EVTEXVN LUOUOLKN (OAAG KO
YLt OUYKEKPIUEVOUC OUCIKOUC) O TA OLAPOPX OAOKANPWTIKG KOBECTWTA TIou Bpebnkav
oTnVv e€ovolar 0 KATOLEC EVPWTIAIKEG XWPEC O TNV TEPIOSO TOU MECOTIOAEUOL €W KAl TO
TeAoc tou B’ Maykoouiou MoAcpou. H avTIHETWTION TN EVTEXVNG HOUCIKNC oTn Mepuavia Tou
[ Pauy omoTelel, lowg, eva amo T XAPAKTNPLIOTIKOTEPO TETOLX TIOPAOEY AT

AECeIC kKAeIbIa: Texvn kal I6eoAoyia, Movaoikn kai I Paix, Nadi, OAokAnpwTika KaBeoTwTa

1. 16eoAoyiko MAaioio - Baoikég Evvoleg

To XxTAepikd KoBeotwg mpowbouae KoBeTl Tou TPoERoAe TIC aleC Kal TIC OPETEC TNG
YEPHOVIKNG (PUANG. 2€ IO OTTOTIELPO VO SWOEL IOEOAOYLKO UTIOROBPO 08 KABE HOPPNG PATOIOTIKES
Slakploelg Kot SIWEELC, TUXVA SLOTPEBAWVOVTOC OXETIKEC (PIAOCOMIKEC Bewplec Tou 190L atwva,
Xwplle TOug avBPWTOLC O KOTNYOPLEC. 2TNV KopuPN BplokovTay oL «APELO KOl OTOV TTUBUEV
ol «uTtavBpwrio (ERpadol, Tatyyavol KATL).

Ot Noadl, exovtog wc opapo poe peyoAn lepuavior (Grossdeutschland) kaBopry omd To
oTIdNTOTE &EVo, TiloTeuaw TNV 1GEX ToL opoloyevouc Aaou (Volk) Tou Ba Spa cav Kowvotnta
(Gemeinschaft), wate va elval 600 To SuvaTov TO EEKABOPN N AVWTEPOTNTA TOU YEPLOVIKOU

(PUAOL EVOVTL OTIOLOUSHATIOTE GANOU. BaaIkO pOAO OTNV Ttpowbnaon Kot urédwan TG LOE0C oUTHG
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Do elyov TOr YPOUUOTO KAl Ol TEXVEC. H emomTelar OAWV TWV OXETIKWY SPACTNPIOTATWY ATV
appodOTNTA Tov YToupyeiou MAnpooplwy & MpoTayGvdag TO OTIol0 CUOTTABNKE AUECWC UETA
™MV &avodo Tou EBvikoooolohoTikov Koppotog (Nationalsozialistische Deutsche Arbeiterpartei -
NSDAP) otnv e&ovala, To 1933, utto tnv dtoiknon tou doupoviou Joseph Goebbels (1897-1945), o
omolo¢ onuelwve XoPOKTNPWOTIKE: «O  KOAATEXVNG, avovTippnTa, E€XEL TO  SKAWUX v
OTTOKOAEITOL O-TIOALTIKOC O TIEPIOSOUC TIOU N TIOALTIKN SV ONUAiVEL TITTOTE AAAO TIOPA OUOBSIKOUG
KOBYASEC aVAUETD O KOWVORBOUAEUTIKA KOUUOTO. AA, 0UTH TN OTLYUN, TIOU N TIOATIKA YPXPEL
eV €BVIKO SPALO KO TIOL O KOOWOG EXEL QVATPOTIEl, O KOAAMTEXVNG OV UTToPEl var Tiel "AuTO Sev
LE aopd”. Tov apopd 08 HEYGAO BoBuod» (Ziwwn, 2003).

H povowkn &ev Ba pmopovoe vo e€atpebel amd Tal TPOTIOYAVOIOTIKE  OXESIL TOU
KoBeotwtog. EEaov, yiax ot Nadl Bewpovoow wg LTIOSEYUOTIKO €(doC TEXVNG, TNV OTepa. H
WOOVIKN HopEn OTtepaC Bar €TPETIE Vo €xEl Kelpevo pe Bepatoloyiar Tapuevn elte amo tnv
VEPUOVIKN puBoAoylar kau otopla, €lte omod TNV Adikr Ttapadoon. Kot avahoyo Bar ETpeTe va
oupBalVEL KO PE TN MOUOLKN €TTEVOUAON, OTIOU OTIOKAEETOL OTIONTIOTE EEVO TIPOC TNV YEPHAVIKN
EVTEXVN HOVOLKN TIapadoan. MoAU onuovTikn Bewpoutay Kot n uTtapén xopwdlag, TIov cUUBOALE
TO TIVELUA TNG KOWOTNTOC. JUVOAMKOTEPQ, TO £pY0 Bal ETTPETIE VO OKOAOUBEL Ta TIPOTUTIAL TOL
BoykvepkoU «kaBoAKoU £pyou Texvne» (Gesamtkunstwerk) kot LEOAOYIK& Vo LN EEPEVYEL OO TO
OTUA avTloTolXwv €pywv Tou Wagner 11 tou Weber, KaBwg OTIOATIOTE «TTO LOVTEPVO» ATOWV
YEVIKO amoppIntTeo. To «eldog» ouTd ovoudatnke amo toug Nadl «otepa Tou Aaov» (Volksoper). O
Beopog eykovidatnke To 1935 oto BepoAivo kat akoAovBwg Sladobnke atn ®pavk@EovpTn Kal og
OMNEC TIOAELC TTOL OLEDETOV  OTIEPATIKEG OKNVEC. 2TOXOC Tou KaBeoTwTog NTOV OUTEC VA
TIPOTEAKVOLV 000 TO SUVATOV EVPUTEPO KOWO (Ztwyn, 2003).

2. Kpatikn doun

Ml oo TIG TIPWTEC eVEPYELEG TOV KaBeoTWTOC WOTE Vo TEBel UTIO TOV TTANPN EAEYXO TOU O
XWPOC TWV YPOUPATWY KOl TWV TEXVWY, NTAV N oLOTACN TWV oVTIOTOLX WV KPXTIKWY ETIOTITIKWY
Beopwv Kot opewv. Evag amo owtoug uttnpée N EBvikooooloMoTikr) MoATioTtikn Etatpela Ttou
SldpopdTle  ONUOVTIKO  POAO  OTNV  TPowBnan  0TOUC  KOAATEXVIKOUG  KUKAOUC — TNG
EKTIOPELOUEVNG o To KaBeatwg &eoloyiac. Emtlong, dpuBnkav Emikovpika Tapelor KoATEX VWY
TIOU HEPIUVOVCQV YLt TNV TIPOVOLX TWV TEAEUTAlWY, KXTL TIOU €V VPIOTATO TIPONYOLHEVWCE OTN
Feppavio. QOTOCOO TOV KEVIPIKO pOAO Tov elxav Tor Siapopa KpoTikd ETHEANTHPLX TTOU
UTIGyovTav 0To YTtoupyelo MAnpopoptwy & Mpotaydvdag. AuTtd foow Ta €ENG:

* Kpotikd AoyoTtexviko EmiueAnTrplo Tutou (Reichspressekammer — RPK)

* Kpotikd EmtipeAnTrplo Padtopuwvou (Reichsrundfunkkammer)

» Kpatikd EmipeAntiplo @edrpou (Reichstheaterkammer — RTK)

* Kpotikd EmipeAnTtrplo Ewaotikwy Texvwy (Reichskammer der bildenden Kunste)
* Kpotikd EmtpeAntrplo Kivnuoroypdpou (Reichsfilmkammer — RFK)

* Kpotikd EmtpeAntrplo Aoyotexviag (Reichsschrifttumskammer — RSK)

* Kpatikd EmipeAntiplo Movatknc (Reichmusikkammer - RMK)
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To teleutaio, TO OTOIO PG EVOLOPEPEL KO TIEPIOCOTEPO OTNV TIAPOVCA LUEAETN, LOPUBNKE
Tov 2emTeURplo Tou 1933, MpwTog SleubuvTrg Tou UTINPEE O PEYAAOC HouooLPYOC Richard Strauss,
EVW UTTOSIEVOLVVTNC Toy, 0 apxoualkoc Wilhelm Furtwangler (BA. TOEOKATW ylo aPOTEPOVC). T
1937, peET& O POALC TeOOEpa XPOVIX AelToupylag Tov, To Kpatiko ETiiueAntnplo Mouolkng eixe
eyyeypopupeva tavw amo 300.000 peAn (ouvBeTeg, epunveuTeC KATL) (Gallotta, 1983).

Mia akopn aéloonuelwTn TEPITTWON (POPEX ~KOUUATIKOU QT TN POP&- HE KOXBOPLOTIKO
pOAO OTnV Tpowbnon TG valdloTKAG Weoloyiag yla TN HOUOIKA, ATtov N EBVIKooooloALloTIKNA
Jupewvikh  Opxnotpa. ‘OTMwe  POVEPWVEL KOl N ovopoolal TNG GVNKE OTO  YEPUAVIKO
EGVIKOOOOIOALOTIKO KOpUa, €XOVTaC Un KEPSOOKOTIKO XapakThpo. 1&pubnke to 1931, dnAadn
Ty TNV avodo Twv Nadl otny e€ouolia, Ue OKOTIO VO ATIOTEAETEL TO «QVTIRXPO» OTN UOVTEQPV
LOUOLKA KOL 0T JOUOIK& CUVOAX TIou TNV TIpORoAay. ‘OTwC avaPEPETAL XOPOKTNPLOTIKY, N
AELTOUpYlar TNC 0PXNOTPAC OTOUC KOATIOUC TwV EBVIKOOOCIOALIOTWY, OTOXEVE OTO Vo Elval auTol
EVWHEVOL  OTNV  KOWN  €OVIKOOOOIOALOTIKY  TIlOTn, TIOMTIKOl  OyWwVIOTEC Kol EVEPYOL
TIPOTIAYQVOLOTEG MLAG LYLOUG Kol €EEUYEVIOUEVNG AOIKNG TeEXVNG, O avtiBeon pe ekelvn Tou
OUTOTITAOPOPEITAL "TIPOOSEVTIKN”, TIPOOSEVTIKN (PUOLKA OTOV OPOHO TPOC TNV OBUCCO». 2T
TIPWTA OKTW XPOVIA AELTOLPYIAC TNE, LTIO TN Pouoikn Slevbuvon twv Franz Adam kau Erich Gloss,
N EBvikooooloAloTiK: Zuppwvikn Opxnotpa  €dwoe meplocotepe amd 1.000 cuvouAiec oe
0AOKANPN TN Feppovior cAAG Kot O GAAEC XWPEC, OTTWG N IToia. MOANEC amtO TIC CUVAUALEG CUTEQ
S06nkav 0To TMAXICLO €THIOKEWNC TNG 0PXNOTPAC O KATIOWX Blopnyavikr (wvn e Mepuaviag, ue
OKPOOTNPLO TOUC EPYATEC TWV TOTIKWY €£pY00Taoiwy, KoBWS To EOVIKOOOOIOAIOTIKO Koupa
emedlwke TN peyoAuTepn duvatr Sleloduon oTa euPUTEPO AGIKG OTPWHOTA. AVTIOTOlXWC, TO
PETIEQPTOPIO TWV CUVOVAMWY NTAV TIPOOEKTIKA ETUAEYUEVO WOTE VO TIPOPROAEL TOL YEPHAVIKA
LOEWSN PECK OTIO TA EPYA TWV HEYCAWV [eppavuy povoovpywv (Gallotta, 1983).

3. OLapeoToi Kat ol Pila TPOOKEIEVOL

To XTAepkO KoBeoTwg omedide peydin onuoaior atnv rAoyn TwV TIPOOWTIKOTATWY TIOU
Do pOPae pECW TNG TIPOTIOYAVOOC TOU, €lTe BeTIKQ, €lte opvnTik&. Q¢ €K TOUTOU, ELAOYOC NTOV
0 Boupoopog Tov €ePpale O TIPOTIAYAVOLOTIKOG HNXavVIoHOG Tou NalloTikou KaBeotwTtog, aTo
EPYO HEYOAWV YEPUOVOPWVWY CUVOETWY TOL TIOPEABOVTOC TV BewPOUTOV OTL OVASEKVLAY
NV VWTEPOTNTA TNG YEPUOAVIKNC HOVCLKNG, OTwe O Johann Sebastian Bach (1685-1750) kat o
Wolfgang Amadeus Mozart (1756-1791). XopoKTNPLIOTIKEG UTINPENY Ol EVTUTIWOLOKEC EKONAWOTELC
Tou Slopydvwaoe 1o KoBeoTwe To 1941, ev peow tou B’ Maykoopiou MoAguou, ylor TNV €METEO
TwV 150 eTwV amod Tov BavaTo Tou TeAeuTaiou. MaPOVTEC 08 aUTEC NTO TOOO O Hitler oo Kot 0
Goebbels, 0 omolog SNAwaE, HETAEY OAAWY, TIWC «OAOC O YEPUAVIKOC AXOC OPEiAel var ammodwaEL
TN og auToV Tov Mepuavo (0.0 yia toug Nadl, Auatplakol kat Mepuovol AT eva Kot To aUTo) —
Wopula TG povokne» (Levi, 2011). O (dlog o Hitler etpepe peyGAn exTiunon Kol ylx Tov
QVOTPLOKNG KOToywyng ouvBetn Anton Bruckner (1824-1896), kaBw¢ Bswpovoe OTL padl pe Tov
Mozart, eéeppalov Toug Wlaitepoug deopouc Auatplag — Meppaviag. MaAoTo, evwriov 131.520
Beatwy, o Hitler ékave o (Sl0C T AMMOKOXAUTITAPIX TNC TIPOTOUNG Tou Bruckner oto Nao tng
BoAxdha, tnv 6n Iouviou 1937, o pax GUUBOAIKN TIPGEN TTOL KATA TTIOAMOUG Ttpoldeade Yo TNV
ETUKElEVN evowpaTwon TN AvaTtplag otnv Mepuavia (Zlapkog, 2007).
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AvoppiBorar opwe, ylor To I Paiy, 0 onpavTIKOTEPOC Mepuavoc ouvBeTng TIou LTINPEEE WQ
TOTE, ATav O Richard Wagner (1813-1883). MoAA& amd Ta €pya TOU Kol 1Glwe oL OTIEPEC TOVL,
avTipeTwTilovtaw oxedov AatpeuTika omo toug Nadl. Kota moAoug, o Wagner Oxt poOvo
TIPOKOAOVOE Boupoopod otov Hitler yio Tn pouaikn Tou (IGlwe PECW TWV EPYWV TOU TWV OTIolWV N
Bepoatoroylor oxeTllOTaV PUE TO TEUTOVIKO TIVEVUA KOl TN YEPUAVIKN puBoloyla), ocAG eTtedpaoe
KOBOPLOTIKG KAl 0TNV KoopoBewpla Tou. H poavapepBeioa evvola Tou BayKVEPIKOU «KOXBOAIKOU
EPYOU TEXVNG» QVTIOTOLXEL 08 UL OALOTIKN/0pyavikn avTiAnyn Tng kowvwviag (AaBdag, 2007) kat
0TO Opapa Tou Hitler yia evottoinon Tou yepuavikou Aaou (Ziwn, 2003). Aev eivor Tuxaio To OTL N
POSLOPWVIKT avayyeAlar Tou Bavdtou tou Hitler eywve pe uttokpouon To finale amd To AukOPwq
Twv Oswv Tov Wagner kau To adagio ¢ 7n¢ Zuppwviag Tou Bruckner (Ziopkog, 2007).

Elvat yvwoth, &A\woTe, n  OTevotoTn Oxeon TnG owoyevelag Wagner pe  TO
EBVIKooooloALoTIKO Koppa kou Tov Hitler ipoowTtika. To KaBeoTwq €5elXVE TEPATTIO eVOLAPEPOV
ylo To PeoTIBGA Tou Bayreuth Tou elxe Beomtioel o (Sloc 0 Wagner to 1876 kot elxov avohafBel va
ouveXIOoOLVY OL TOYOVOL TOU. MO CUYKEKPIUEVD, HETA Tov Bavato tou Wagner kot Tng oulUyou
TOUL OPYOTEPQ, TNV €VBVVN Tou PeaTIBOA aveAaBe 0 LLOG Tov, Siegfried. H AyyAida culuyoc Tou -
KOl TIPOOWTIKN AN Tou Hitler- Winifred, avéAafe tnv Slolknon opeowe YET ToV BAvaTo Tou
Siegfried, To 1930 (Carr, 2007). Ot oxeaelg tng Winifred pe Tov Hitler nTav 1000 OTEVEC, TTIOU EKOVOV
TIOAAOUC VO TUOTEVOLV OTL PETAEY TOUC LTINPXE EVA EPWTIKO €WOUA0. EEdA oL n (Bl elxe
SnAwael OTL 0 Hitler «<ATav 0 HOVASIKOG GvBPWTIOC» TIOU TNV «KUPLELCE oMo TNV aPXI Kal eKElvn
TOV YONTEVTE», VW 0 PUPEP ElXE TIEL OTL €AV ETTPOKEITO KATIOTE VAl VUUPELBEL, «Sev Bat €Bploke
KoAUTEPN ouluyo Tou Ba a€ile va ylvel n Mpwtn Kupla tng Meppaviag, mapa povo tn vuen Tou
HEYOAUTEPOL CUVOETN TNG XWPa» (Toomavng, 2006). Elval xopoKTNPLOTIKO TO OTL TO £YYOVIX TOU
Wagner amokohovoav Ttov Hitler «Belo AUko». H upwkpotepn eyyovn tou Wagner, Verena,
TIAVTPEVTNKE AELWPOTIKO TwV SS, evw 0Tevn Oxeon pe avBpwtoug Tou KaBeoTwTog elyov Kot ot
adeApol tng, Wieland ko Wolfgang. Eéadpean ometeAeoes n 0AAN toug adeAgr), Friedelind, Tou amo
EVO ONUEID KAl HETA SIopwvoUoE Pe To KoBeoTwe Kat e@uye yior Tig HIMA ko, apyoTtepa, ylo TNV
AyyAla. Me tnv AMén tou B’ Mayykoaouiou MoAgpov, n untepa toug, Winifred, cuveAneBdn amd toug
JUPPAXOUC KOL QVOYKAOTNKE val TTopadwaoel TV dlolknon tou Peat A Bayreuth otoug Suo
ulovg ¢ (Carr, 2007).

‘Ooov aop& Toug CUYXPOVOUCG CUVBETEC, Vo TNV Teplodo Touv To EBVIKOOOOIOAOTIKO
Koupa ntav otnv e€ovola, Eexwpllel avoppiBoia n popen tou Richard Strauss (1864-1949), o
ottolog TUNBNKe 000 Alyol KoAALITEXVEG amo To [ Pauy. ‘Omwg Tpoova@epBnKe, NTav 0 TIPWTOG
StevBuvtng Tou  Kpotikou  EmtipeAntnplov Mouvaikng  (Reichmusikkammer) Ttou  Ymoupyeiov
Mpomayavdag, omou kat dloplotnke Tov NogpfBplo tou 1933. MoAA& epya Tou BewpnBnkav amo
To KoBeoTwg €pyo-otoBuol Kot ATV auTOC TIOU ETIEAEYN ylot VO CLVBECEL Tov YUvo Twv
Oloumokwy  Aywvwy Tou BepoAivou (1936). Qotdoo, n ouvepyooiar tou pe Tov ERpado
Aumpetiota Stefan Zweig tou atoixioe TNV SlevBuvTikh Tov Béan To 1935, evw Sev EAelPov Kot
£PYQl TOU TIOL SEXONKO EVTOVN KPLTIKN, OTIWE N OTtepa Friedenstag (1938), n omola e€upvouce tTnv
elprvn Ko TNV eAeLBepla evw o B Moarykdaptog MOAEUOC AT TTPO TWV TTVAWV (ZlapKoc, 2007).

Evag GAAOg ouVBETNG TNG ETTOXNG O OTIOlOC, OPXIKG TOVAXXLOTOV, £lXE KePSITEL TNV gLVOLX

ToL KoBeoTwTog NTAV 0 VOTPLOKNG KaTaywync Hans E. Pfitzner (1869-1949). O Pfitzner, pehog tng
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Moualkng Akadnuiog Tou Movaxou Kot SAOKOAOC TIOAAWY OTIOLSXIWY HOVCIKOOVVOETWY TNG
ETIOXNG, NTOV TIOAEUIOC TOU HOVTEPVIOUOU Kol BepUOC LTTOOTNPIKTAC TNEG &royng OTL N HOUOIKN
OLVOEETAL AUETOL UE TNV KOWWVIQ, TNV TIOATIKA Kot TNV (Sl TV avBpwttivn UTtopén. ApyoTepa
OHWC, Ol OXETELC TOL HE TO KaBeoTw SlatapaBnkav AOyw TnG CLVEPYACIOC TOU WE TOV ERPAiKNG
KOTOyWwyNng apXLOVCLKO Bruno Walter Kot TEAKG EQTOOO 0TNV 0PLOTIKA PHEN AOYW TNG SNUOCLAG
SNAwonCg Bowpoouov Tou aTo £pyo Tou Felix Mendelssohn (Weiner, 1993).

AVTIBETWE, 0 -TOTE- VEOEUPAVILOPEVOC OUVOETNG Kal pouaikortadaywyoc Carl Orff (1895-
1982) Slotnpouoe TIOAU KOAEC OXETELC e TO KaBeoTwg ko' OAN TNV SLAPKELX TNG TIOXPAEIOVAC TOU
otnv e€ouata. O Orff StetéAeoe poBnTC Tou Pfitzner kou &pxloe va yivetat ywwaotoc emtt Nadlopou.
To euPAnuoTikd Tou €pyo, Carmina Burana, TPWTOTIPOUCIAOTNKE HE MEYOAN eTiiTUXl oTnV
®Ppavkeouptn To 1937 Kot oUVTOUX eylve Bepud omodekTO ko amd toug Nodlf, Tou Tov
Bewpovoay GELO0 CLVEXIOTH TNC UEYOANC YEPUOVIKNG HOUOIKNG TIapadoonc. AAMwWOTE, cuvebeoe
KO £PYQ ELOIKAL YLt SIAPOPEC EKONAWOELC TNG XITAEPIKNG NeoAadac. ETtiong, kata tnv Tepiodo Tou
[ Pay, o Orff mpowBnoe oNUAVTIKA Kol TO HOVCLIKOTIAUOOYWYLIKO TOU £pyo. Mn BedovToag va
datapadel TIC oxeoelc auteg, o Orff pepetant var apvnBnke var BonBroel Tov apxnyo Tng
avTWVaIOTIKNG 0pyavwang «Aeuko Podo» kat iAo tou, Kurt Huber, o omolog TeAka cuveAnpon
KO EKTEAEOTNKE amto Toug Nadl To 1943.

[Sladtepa ayamntog oto KoBeoTwg fTav Kat o ouvBetng kot paeatpog Werner Egk (1901-
1983), paBntng Tou Orff ko atélexog Tou Reichmusikkammer. O Egk eypaipe, HETOED GAAWY, Kal
epya yia TNV XitAepikr) NeoAada. 2Uvtopa kot Ao €pyal Tou, OTIwG N Baclopevn OTO €py0 TOU
Henrik Ibsen omepa Tou Peer Gynt, kepdloav Tov Boupoouo oTeAeXWV Tou EBVIKOCOOIOALTTIKOU
Kouporog. O Goebbels eypape 0TO TIPOOWTIKO TOU NHEPOAOYLO OTL TOCO (Blog, 000 Kot o Hitler,
«NTaw evBouolaopevolr e Tov Egk kat to epyo Tou (Weiner, 1993). Tl ocuTO Ko 0 0LVOETNG KaTelxe
onuaivouoo Beon otnv 360eA6n Alotar pe touc 1.041 apeotouc 0To KaBeoTwC KAl «TIPOLKIOUEVOUG
amo Tov Oeo» (Gottebegnadeten) kKoAAtTexveg Ttov cuveTaée o Goebbels Tov Zemtepfplo Tou 1944,
Alyoug prvec ptv TNV Ttwaon Tou I Pauy (Adam, 1992).

EKTOC OpWC amd TOUC CLVOETEC, UTIAPXAV KO KATIOLEC GAAEC LOUOIKEC TTPOCWTIKOTNTEC TIOU
elyav Vv eVvolr tou KaBeotwToq. Avapeoa ge oauTeq Eexwpllovv SO TOAD  amouvdaiol
apxlouoikol: o Herbert von Karajan (1908-1989) kaw o Wilhelm Furtwangler (1886-1954). O Karajan
Eeklvnoe TNV KapLEPQ TOU WC HoETTPOC To 1927. H dvodog tou Nadlopov otnv eéovata Tov Bprke
val OlevBuvel TNV opxnotpa Tou OuAY, ort’ omou omoxwpenoe To 1934, To 1935 vmefole
oVTOROVAWG adTnon Kot eylve peAoC Tou EBVIKOOOOIOAIOTIKOU KOppaTog kot tnv (Sl xpold
Sloplatnke yevikog apxuouaikog (Genaralmusikdirektor) tTng Meppoviog. TOTE, Kat UTIO TIG EVAOYLEQ
ToU KOPUOTOCG, TIPOYUOTOTIONONKE TO HEYOAO GAUOL TNV KOPLEPO TOU KO CUVTOUX N (PN TOU
Eemepaoe Tar ovvopa TNC Mepuaviac. To 1938 Eekivnos tn ouvepyaoia Tou pe TN PACPUOVIKN
OpxnaoTtpa Tou BepoAivou oAAG Kot TNV SIOKOYPAPLKN TOU TTOPOouoia, UTIOYpAPOVTAC CUUBOAIO
QTIOKAELOTIKNG ouvepyaaiag e Tnv Deutsche Grammophon. To 1942 movTpeVTNKE TNV KOPN €VOC
TIAoUooU EBpaiou Blopnxavou, yeyovoc Tou TAPAEE TIC OXETELC TOU e To KaBeoTwd, Xwplc ouwc
VOl ETINPEQCTEL ONUAVTIKA N KOPIEPA TOU (AOYW KO TWV OTEVWY ETTXPUWIV TIOU SIATNPOVCE UE TOV
Hermann Goring). To 1946 &1e€nxOn otn Blevvn n TpWTN TOU UETATOAEUIKN CUVOLALY, OAAG OL

OOBIETIKEC ApxeC TOuL amayopeuoay Voo EovadlevBuvel efaltiog Tou TOPEABOVTOC TOU. 2TIQ
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avakploelg Tov akolovBnaay Sev BPeBNKe KATL HEUTITO EVOVTIOV TOU KO £TOL UVEXIOE KOWOVIKKA
TNV TIOPELX TIOU TOV QVESEIEE W EVAV €K TWV KOPUPAIWY PaeaTpwy Tou 200u atwva (Osborne,
2000).

ATIO TNV GAAN TtAsUpQ, O Furtwangler elxe NON UG ONUOVTIKY KOPLEPA TOOO WC POETTPOC,
000 Kol W¢ ouvBetng, otav o Hitler avnABe otnv e€ovaia. Apx K doKNoE SNUOCLX KPLTIKA 0TOUG
POTOLOTIKOUC VOROUC Twv Nall (KXTL TTou TOU KOOTIOE TIPOCWPLVA TNV 80N TOU W APXILOVTIKOU
™¢ Kpoatikng Omepag Tou BepoAivou), apyoTepa OHWC OVOKOAETE KOl €TOL TIOPEUEIVE OTN
Fepuavia, ovvexllovTag TNV Kaplepa Tou, Tap’ OTL TOU Elxe TpoTaBel N Beon Tou SlevBuvTh TNG
Opxnotpoac Tng Neag Yopkng. KaBoplaTikd poA0 0" auTo TILOTEVETAL OTL ETIAUEE N YVWPLMIO TOU JE
Toug Goring kot Speer. MMote Eova Sev avapepBnke dnuociwe oto KaBeotwg oMa To 1938
SinVBuve TN Phappovikn OpxAOTPA TOL BEPOAIVOU T e CUVOALX TTIOU OPYAVWOE N XITAEPIKN
NeoAada. Tnv (dla xpovid Kat pe TNV (Sl opxnotpa dinvBuve kat TV ottepa Die Meistersinger von
Ndrnberg tou Wagner yia tnv emetelo yeveBAMwyv Tou Hitler. MeTamoAeuk& epydaTnke otn
®Aappovikn OpxNOTPa TOU 2IKAYO. AV KO €KEl TIOAAGKIG KOXTNYOPNBONKE YO GUVEPYOCIO e TOUC
Nadl T xpovioe Tiou TiponynBnkav, ToTe Oev OmOOElXONKE KATL XEPOTILAOTO EVOVTIOV TOU.
AvTIBETWC, elval AoV YWwaTO OTL onBnaoe TTIOAOUCG HOVGIKOUC €BPAIKAC KATaywyne (LETOEL
Twv omolwv o Arnold Schoenberg, oA kat 0 aviPLog Tou ouvBeTn Fritz Zweig, Max) va Ee@Uyouv
amo 1o KaBsotwe (Charles, 1998).

4. O1 SiwKOpEevol

Mo toug Nadl, KoBeTl un yeppavikd BewpolToy OUTOUATWE KATWTEPO. EQv, HoAloTa, Sev
TIANPOUCE TIC BATIKEC APXEC TNG IOE0AOYIOG TOUC, EUTIANVE QECWE «OTO OTOXAOTPO TOuG». Oaov
QPOPA TIC EIKAOTIKEC TEXVEC, TieplooOTepa amo 16.000 €pya amokaBnAwBnKav omd Tor HOUOTELaL.
MOAAG OO QT KOTOOTPAUPNKOY, EVW KATIOWE AN TIOUANBNKO. 2TN UOUCLKT, TIOAAG €pya
amoCLWTNENKaV eTTEON BewpnBnke OTL dev dpuolay 0 auTO TIou TO KoBeoTwe TTPOROAE WG
«KoBapn YEPUOWVLIKN HOUOIKN». To I Pay KaTEROAE aywviwdn TTPOoTIAOELX VO ETUROAEL TIG HLOPPEC
TeEXVNG Tou Ba to eeppaloy KoL VO (PIUWOEL EKEWVEC TIOU BeWPOVTE  «EKPUAOUEVEC». 2TO
eTKeVTPO TNC KPLTIKNG Tou KaBeotwTtog Bplokotav n tlad, apov ATOV N UOVCLKA TNG PUANC TWV
VEYPWVY, XPA KOL «KATWTEPN» CLUPWVO Pe TN valoTikn deooyla. MU auTd, oMol dlokot t¢al
LOVOLKNC Kankow Snuociwg (Kater, 1989). Mapopolag vtodoxng amod Touc Nadl eTuxe Kot n avant-
garde pPOUOWKNA. TEVIKWC OTIONTIOTE QVTITPOCWTIEVOE TOV UOVTEPVIOUO OTIG TEXVEC NTOV
KOTAOIKOOTED OO TOUC aVBPWTIOUE TOU XITAepkoU KaBeoTwTog, kabBwg Bewpovoav OTL Sev
OLVAOEL PE TNV «KOBOPN YEPUOVIKA LOVCLIKN TIapadoon» Kol &pat ATAV KATL «EKQUAICUEVO TIOU
aTENOUOE Vo SlaPBEelpel TN yepUavikh Kowvwvior (Levi, 1994).

QUOIKE, SLWKOTAV Kol KOBETL TO €BP0iKO OTN HOUCIKN, WC «UOUCLIKN TWV UTIOVORWTIWV»
kota Toug Nadl. Q¢ ek TOUTOU, HEYOAOL EBPAIKAC KATOYWYNG CLVBETEC TOL TIAPEABOVTOC, OTIWC O
Felix Mendelssohn, o Gustav Mahler, o Jacques Offenbach k.., LTOTUABNKOY CUOTNUOTIKA.
[6e0A0oyIkoUg oUPPOXOLE OE QTR TOug TNV TPooTABelx Bprkav ot Nadl e TIOAG v TIONUITIK&
£PYQ IOV SNUOCLELTNKAV TOV 190 atwva, Pe KLPLOTEPO To O lovdaiouodg 0T PHOVCLIKN Tou Richard
Wagner. AvtioTtolxwg oTIC opxeq TnC Sekaetiog Tou 1930, olyxpovol ouvbeTeC €Bpaikng

KoToywyng omwe o Hans Eisler (1896-1962) kaw o Kurt Weil (1900-1950), duapnuiotnkav évtova

He)JMEC

Hellenic Journal of Music, Education and Cultus:
ENANVIKO Meptodikd yia T Mouoikr, Tnv Exnaidevo




HeJMEC Vol.8 |

amo Touc Nadl, ol omolol Toug XAPOKTAPLOOV «UTTIOACERIKOUCG TNC KOUATOUPOC HE OUEPIKOVIKEG
ETUPPOEC, KLPlwG omo TNV TCald». Kat, PUOKE, Toug «Tiunoow» opyoTepa o€ i «EkBean
EkpuAlopevng Moualkng», avahoyn eketvng pe Titho «EkpuAlopevn Texvn» n omola SlopyavwBnke
oto Movaxo 1o 1939 pe okOTO va yeAOLOTIOINBOUV CUYXPOVOL EIKAOTIKOL KOl TO £pYQ TOUC
(Zlapkog, 2007).

AcuBavovTac LT oYLV TA TIAPATIAVW, Vol HOANOV €UKOAO v avTIANEBOel Kavelg OTL
TIPWTOTIOPIOKA Y TNV ETTIOXN €KEVN HOUCIKA  KIWVALOTA, OTWC O OTOVOAIOUOC Kal O
SdwdekapBoyylopog, dev elxav kaulo Toxn otn vadlotikn epuovia. ETol, 0TO OTOXXOTPO TOU
KoBeotwTog umnke Kat n Aeyopevn «B" XxoAn tng Bievwng», av Kot oL TTOPELEC TWV TPLWV BOOIKWY
EKTIPOCWTIWV TNG NTAV OPEKETA SIAPOPETIKEC PeTaV Toud. O pev 1&putnc Tng, Arnold Schoenberg
(1874-1951), mpotiunoe va autoe€oplaTel aTic HIMA, OTToL CLVEXITE AVEUTIOSIOTA TN CUVOETIKN KOl
SIBoKTIKN Tou SpaotnplotnTa. O &e Alban Berg (1885-1935) meBave otn Blevvn pepkoUC PNVEC
LETA TNV avodo Twv Nadl otnv eéovola. Qotooo, TPOAaRe var SexBel TNV €vtovn KPLTIKA Tou
KoBeoTwTog ylia T €pya TOU, TO OTIOIO EVTOXONKOW OTNV AEYOUEVN «EKPUAIOUEVN LOUCLKI».
Tehog, o Anton Webern (1883-1945), top’ 0OA0 TIou SeXBNKe Kat qUTOC OPOSOPN KPLTIKA KAl TO EPYX
TOL UTAKQV €TioNg 0TV AMOTO TWV «EKQPUAICUEVWY LOUCIKWY £PYWV», TIOPEUEWVE OTN Blewvn
QPVOUHEVOC, YO AOYOUC TIOTPLWTIOUOY, VO EYKATOAEIPEL TN XWPX TOU O WX TOGO SUOKOAN
meptodo (Levi, 1991). MoAoTa, ae aAAnAoypapia Tou Tov Mawo tou 1940, xapakTthplle Tov Hitler
WC TOV «LOVASIKO Gvdpar TIou PTIOPEL var SnuovpynoeL eva veo Meppavikd Kpatog» (Moldenhauer,
1978).

Mioe Tio TtepImAOKN TEPIMTWON oo eKelvn Twv TPV Blevvelwy, NTov €KElvn ToOu
LOLOLKOBeWPNTIKOU Kat ouvBetn Paul Hindemith (1895-1963), Tou omolov n culuyog Ntav ERpada.
Toepya TOU -OLUTEPD TO TIPWILUQ, OTIWG OTEPQ Sancta Susanna, Tal OTiola el (PAVEPEC ETILPPOEC
amo tov Schoenberg- eiyav evtoyBel kKot auta 0TV AlOTO TWV «EKPUAMOPEVWV», EVW O Olog 0
Goebbels Tov elxe amokaieael oe piot oo Tou To 1934, «atoviko Tapaywyo BopuBou». QaToao,
OANot 0TeEAEXN Tou EBvikooooloAoTikoU KaBeoTwTog vmooThpllav OTL Elval Vo TTIapAadELy L
OLYXPOVOL CUVOETN Yl TN Mepuavia, TO €pYO TOL OTIOIOL «Efval EUTIVEVOLEVO OO TN YEPUOVIKN
Tiapadoan». Tnv evBepun LTTOOTAPLIEN TIPOC TO TIPOOWTIO Tou Hindemith eixe ek@pdoel, UETOED
OAwv, kat o Furtwangler (Charles, 1998). To 1935 n toupkikr) KuBepvnon avebeoe otov Hindemith
™V TIARPEN avadlopyGvwaon TOU CUCTNAUOTOC HOUOIKAC ekTtaddeuong G Xwpad. To vadloTiko
KoBeotwe vnootnpiée Bepuct TV gpyacial Tou auTn, BAETOVTAC TNV WC MEYOAN gukauplar va
TipowBnBel 0To EWTEPIKO N YEPUAVIKY Bewpnon HOUCIKNG loToplag Kat exTiatdeuong. TeEAK&
OHWC, Kat o Hindemith amopaaoios var eykoatohelpel Tn Meppavia, owTtoeEoptllOUEVOC OPXIKA OTNV
EABetio (1938-1939) kot otn ouvexela oTic HMA (oo 1o 1940) (Levi, 1994).

AME Kol LETOED Twv TepuOVWY  OPXLLOVCOIKWY, OEKETOL NTaV €KEVOL TIOU ETIEAEEQV
SLPOPETIKO Spopo amd ekelvo Twv Karajan kat Furtwangler. EVOEIKTIKO TTOPASEYUX OTTOTEAETE O
Stéonuoc Bruno Walter (1876-1962) mou €puye yix T HMA 1o 1939, 0AA& Kol O QUOTPLOKNG
KOTOYWYNG TIPWNV apXILoVCIKoc g Omepac tou BepoAivouv, Erich Kleiber (1890-1956), o omoiog
™V Bl xpovia €puye yia TNV ApyevTivh. Tic HMA wg mpooplopd outosoplag, apol TTPWTX
LETERN oTnv AyyAla, eméreée to 1938 kot o omoudalog METAUOEEIOTAC HOUTIKOAOYOS Kol

KOWWVIOAOYOC TG poualkng, Theodor W. Adorno (1903-1969), o omolog ewg TOTe AT KaBNynTNg
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oTo Tunua docopiag tou MaveroTnuiov TG PpovkEOLPTNC Kot PeAOC Tou IvoTiTouTou
Kowvwvikng Epsuvac (to omolo emavaouotaBnke otn Néa YOpkn, OTOU €lXav KATOQUYEL T
TIEPLOCOTEP IO T TIOAQUG UEAN TO) (Levi, 1994).

5. Tomapadoéo

[SlaiTepo evdlPEPOV EXOLV Ol TTPOCWTIKEC LOVCIKEG TIPOTIUNCELS Tou Adolf Hitler Ttou, ort’
OTL PAIVETAL, SIEPEPAV OPKETA ATIO TLE ETIIONHA SIKNPUYHEVEC OTIOWELC TOL EBVIKOOOCIOAIOTIKOU
Kopparoc. H 9n 2upgpuwvia tou Beethoven kot o Imtapevog OAMavdog Tou Wagner, umopel pev va
Elxov XOPOKTNPLOTEL ETIONMWE W TO AYXTTNHEVA LOVOIKA £pya TOU PUPEP, CUUPWVA OUWC HE
OXETIKA TIPOOPATOUC (OXVPLIOUOVE, EKEIVOC OEV QPKOUTOV HOVO O QUTA. JUYKEKPLUEVD, N KOPN
EVOC €BPAIKNG KATAYWYNE OELWUATIKOU TOU JOBIETIKOU 2TPATOV, OVOUXTL AR MTieCIueVOKL, AlyEC
eRSoutdeC peTd Tov Bdvato Tou TtaTepa TNC TO 2007, ESWaoe aTNV SNUOCIOTNTA TO UOUTIKO VAIKO
TIOU €KEVOC ElXE OMOKTATEL TIOPAVOUX. ETIPOKELTO Yl TNV IOWWTIKA cLUAAOYH Tou Hitler Ttou elxe
KAOTEL OO TOV MTIEGIUEVOKL KT TNV AenAadior TOu UTIOYEIOL KaTapuylou Tou PUpep OTO
BepoAivo, OTow Tor GOBLETIKA OTPATEVHOTO KATEAXROV TNV TIOAN To 1945, Avdueoa og Slokoug e
epya Twv Beethoven, Wagner, Brahms, Schumann kot Mozart, utthipxav kot apketol Slokol pe epya
omntovdatwyv ERpatwv ko Pwowv ocuvBetwy, onwg o Tchaikovsky, o Rachmaninoff kaw o Borodin.
MeTa€y dMwv Eexwpilovy evag dlokog Tou MoAwvoeBpaiou BipTouolou Bloloviaota MTtpovioAof
Xwovumeppay, pe epya Tchaikovsky, kaBwg Kot evag SloKog Tou eRPOIKNG KATOYWYNG OO TPLOKOU
Tiioviota ApBoup ZIGUTIEN, N uNTEPa Tou oTtotov elxe ekteAeatel amo Touc Nadl (Aepnpag, 2007).

Avti emAoyou

Av B Behaue VOr KAVOUUE €V TAXEL PO OUYKPLON HE CAAX OAOKANPWTIKA KOBEOTWTA TNG
(blag meplodou, Ba ToPATNEOVCOUE OTL N OVTIMETWTILON TNG €VIEXVNG HOVOIKNG OTn ValloTIKN
Fepuovio, €lxe TEAKA TEPLOOOTEPEC OUOOTNTEC €Tl TNG OPXNC HE EKEVNV TOU OTAAWVIKOU
KOBEOTWTOC TIOPA E EKEVNY TOL OTEVOTEPOU TNG CUMUEXO0UL, TNG PACLOTIKAC ITolog. H amowelg
TO0O TOU VAIOTIKOU OO0 KOl TOU OTOAWVIKOU KOBEGTWTOC YEVIKA XapaKTNPllovTav omd €VTovo
OLVTNPENTIOUO, EVW UPOTEPEC ETESIWKAV VX TIPORAAOLY TNV AdIKN TIapAS00n, ATEUTIOAWVTOG
TIOPGAANAC OTIOLOSATIOTE OTOLXEID VEWTEPIKOTNTOC KA UOVTEPVIOUOU, TNV wpa TTov To KaBeaTwg
Tou Mussolini OxL omA& uTtOoTNPWE CAAG KOl ETTESIWKE TNV TIPWTOTOPIa Kal TNV KatvoTtoptor os
K&Be poppn Texvng. EEoAAouL ylx Tov Hitler ko yiar Tov Stalin Tat ypOUUOTO Kol Ol TEXVEQ
OTIOTEAECOV  ONUAVTIKO  TIPOTIAYOVOLOTIKO  €PYOAElD Y TPOPOA  Twv  IGE0AOYIWY  TOUG,
OTOXEUOVTOC TOOO TIPOC TO ECWTEPIKO TWV XWPWV TOUCE, 000 KAl TIPOC TO EWTEPLKO. EIOIKOTEPQ,
ot Nall xpnowomolnoov TNV €VTeEXVN MOUCIKN WC HECO TIPOTIAYAVOOC KOl OTIG XWPEC TIOU
KoTelyav, TAVTOTE EVTOC TOU TTAUGIOU TTOU TIEPLYPAPNKE TIPONYOLHEVWC. o TNV TEPIMTWOnN TNC
EAGSQC, elval XapoKTNELOTIKO OTL €V LECW EPUAVIKAG KATOXNC TIalX TNKOV €5W YL TIPWTN (POPX
omepar Tou Richard Strauss (HAékTpa, Hpwdelo 24/6/1942), n 9n Zvuewvia Tou Beethoven
(Hpwéelo, 3/7/1942) kaBuwig Kat n omepd Tov, Fidelio (Hpwdelo, 14/8/1944) pe tnv Mopiar KGAAaG
OTOV TIPWTAYWVIOTIKO pOAO (Bpuldkn, X.X.).

FEVIKOTEPD, OTOV XWPO TOU [MOAMTIOUOU, Ol EAANVOYEPUOVIKEG OXETELC €l avomTuyOel

Wladtepa NN armtd tnv dekoetior Tou 30, 16w HeT TNV dvodo Tou Twdvvn Metaéd otnv eéovoia
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Tov AUyouoTto Tou 1936 kat TNV emionun emiokeyn touv Goebbels otnv ABAva, Alyeq povo
eBSouadeq apydTepa. EVOEIKTIKO TOU KALOTOC TIoU Elxe avamTuxBel ftav n Bepur) utodoxr Tov
ETUXE KOl N TaPAOTaon TNG OTepac To AoaxTLASL Tng Mavag tou MavwAn Kaopoilpn oto
BepoAivo tov Pefpoudplo tou 1940, peplkoug UNvec mplv EANGda kat Tepuavior Bpebovv oe
EUTTOAEUN Kataotaon (Bpulakn, X.X.). MoAloTa Atav okplBwe otnv mepiodo TN MEpUAVIKNG
Katoxng mou otnv ABAva onuelwBnkav KATOEC TTOA) ONUOVTIKEG €EEAEELC YlOot TO OUOIKK
TIPGyLOTar TOU TOTIoU. EEeAEELC oL oTtoleg TTpopavwg lxav eykpBel kot omo TIG Katoxikeg ApxEC.
EvTeAwg evOeKTIKO avapepoupe TNV (dpuon g Kpatikng Opxnotpag ABnvwy (K.O.A)) 0TI apxeqg
Tou 1943 (wq petegeAién Tng Opxnotpag Tov Qdelou ABnvwy). H pwtn cuvauAia Tng wg K.O.A,
500nke oto Moo Béatpo «OAUuTIo» OTIC 28 Defpouapiov 1943, utd T Slevbuvon Tou
Kohopolpn, tnv Sl pgpar tou n kKndelax Tou peyGAOU ToNTH Kot 0TeVOU Tou ®idov, Kwatn
MoAoua, eixe e€eAxBel o Suvapikn avTIKATOXIKA SladnAwon. To M&wo tou 1944, dnhadn Tevte
LUNVEC TPV TNV OTOXWENoN Twv lepuavwy omo TNy ABAve, ehafe Xwpa GANO evar TIOAU
ONUAVTIKO YEYOVOC: N auTovounon Tng EBVIKNAC Auplkng 2knvng amo 1o EBVikO Ocatpo -Tou
omolov amotehovoe TunUa omo To 1939. O¢ Tetolo, KaB' OAo TO OSoTnUa TNC Katoxng,
TIPOYLLOTOTIOIOVUOE TIPAOTATELG OTO KIVNUATOBEATPO «[ToOAAGG». H ETIAOYY TOU OLYKEKPLLEVOU
XWPOU €ylVe KOBWC OLEBETE KOTAPUYLO VX TNV TEPITTWON aEpomopkoy BouBoapdiapov. Q¢
aveEAPTNTOC POPERC TTIAEOV, N EBVIKA AUpPLKT ZKNVH EYKATAOTAONKE 0TO BeaTpo «OAVUTILON.

FEVIKOTEPQ, N avOKGAUWN aELOTIOTWY TINYWV Kot n 0pon a€lomoinan Twv OTolxelwv ylo TNV
£YKLPN OKlAyP&PNonN TNG HOUOIKAG kivnong otnv Katexouevn ABrva, sivor evar (ATnUa Yo To
orolo xpeladeTaol TIOAU EPELVOL OKOPN. TO €0Yy0 QUTO SUCXEPAUVETAL OTIO TO YEYOVOC OTL Ol
FepuoVOl OMOXWPWVTOC EKOPOV TOUC OPXELOKOUE (PAKEAOUC TNG MoppwTikng AlevBuvong Tng
MpeoPeloc ko Tng Ymnpeolag tou MAnpeéovoiou Tou Pax atnv ABrAva Kat €TOL EAXXLOTO UAIKO
TWV ETHONUWY YEPUOVIKWY apxelwv dtaowbBnke. Tnv Sloe TUXN elxe Kot TOo avTOTOXO LTOAIKO
opxelo, To omolo Kanke Tov 2emTepPplo tou 1943, H €psuvar ylor TOV EVTOTIOUO TWV
EVOTIOUEIVOOWY OXETIKWY TINYWV 1 TNV €£UPECN GAAMWV EYKUPWY, QTOTEAEL Kal évav omd Toug
OTOX0UC TNG €V €EEAEEL SIGOKTOPIKNG STPLBNC TOU CLYYPAPEQL.

Inuelwon: B&on v To Topamdvw KEUEVO, OMOTEAETE N AVAKOVWON TOU UTIOYP&POVTOC atnv 1n
Juvdvtnon Metamtuxlokwy Potntwy & Néwv EpeuvnTwy, Tou Slopydvwae To TuAua Mouoikwy
Jrovdwv Tou loviou Mavemotnuiov otic 17-18 MaopTtiou 2018 kot LTIAPXEL OTA TIPOKTIKA QUTAC, OE

NAEKTPOVIKT| LOPON.
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EPAZIMOZ MAPTINHX

BIOIPA®IKO

FevvnBnke otnv Kepkupa. Elvat umtoPnelog SIOOKTWE Tov TUNUATOC MOUOIKWY 2TIOVSWY TOU
Ioviov Maverotnuiov. MApe T TPWTO TOL HAOAUOTA Houalkne oto Qdelo Kepkupac.
Amtogoitnoe omo to Tunua Mouolkwy ZToudwy, HE €IOIKELON TNV LIOTOPIKN HoudikoAoyia. Ot
LETOTITUXIOKEC TOU OTIOLSEC apopoLV TNV «IoTopikh) Mouaikoloyia - NeoeANVIKH Mouotkr»
kot TN «MeBodoroyia Kpttikng & Ekdoong IoTopkwv & ApXelokwy Mnywv». Exel CUPUETAOXEL
0c OIOAEEELC KOl ETILOTNHOVIKGA OLVESPLD, eVW KElUeEVA TOu €xouv SnUoolevBel ae TEPLOSIK&
LOUOLKOU KOl (OTOPKOU eVOLPEPOVTOC.  Exel Topadwael SIGAKTIKO €pyo OTO THAMOTX
Mouaolkwyv 21ovdwv kot lotoplag tou loviou Maverotnuiov. Elvatl kaBnynthg avwtepwv

BewpnTikwv oto Qdelo Kepkupag kat vtevBuvog Tou Apxetov Tng @.E. «Mavtlopogy.
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BiBA1oOnkec Movoiki¢ Kat Anuiovpylkétnra:

JUYXpPOVEC TAOGEIC KAl MPOONMTIKEG oUVSeEOoNG

pue tnv MoAitiotikn Katl Biounyavia

Music Libraries and Creativity:

Trends and Perspective Synergies with the Cultural Industry

APXEIO ZOAQNOZ MIXAHAIAH: HEeol’lenichournaétéflﬂusic
TAZINOMHIH KAl KATATPA®H Copyright © 2018
QY AMAPAITHTH MPOYNO®EIH ISSN 1792-2518

A THN AZIOMNOIHIH TOY. rsmes e

Aoiloc NMavayn

TUAUA MOLOIKQV ITTOLSWY |OVIO MAVETIOTAWIO
loizos-heller@hotmail.com

NEPIAHWH | O katdhoyog Tou apxelou Tou 20Awvoc MixanAidn mou Bploketal oTo «AnUoTIKO
Moucelo — Apxelo 2oAwvog MixanAidn», oAokAnpwBnke Ttov MdapTtio tou 2015. 2to
OUYKEKPIUEVO OPXEID O €pELVNTNC — MEAETNTNC UTTOPEL, TIAEOV, VO CUVOVTACEL TEKUNPLX YOt TNV
KOAALTEXVIKT), TIPOOWTIKI KOl OULVOETIKN  Spactnplotnta Tou  MixanAidn, kabwg Kot
TIANPOPOPIEC Ylor TNV TIOAITLOTIKN Cwr) TNC KUTIpou A& Kot TOu €UPUTEPOL EAAGSIKOU XWpou.
Me TNV OAOKAPWON TOU KOTOAOYOL TOU OpXElou, SlamoTWwONKe OTL TIOAEC QO TIG
TIANPOPOPIEC TTIOL APOPOLV OTOV JOAWVA MixanAtdn kot meplExovtal ae Slapopa apbpa,
LLOVOYPOPlEC OAAX KO ANULOTOL EKOOTEWV oVAPOPAC OEV CUUPWVOUV UE T OCX TIPOKUTITOLY
OTO T SIAPOPA OPXEIOKA TEKUNPLX. TO TIPOV KEIUEVO OKOTIO EXEL QUPEVOC VO TIPORAAEL TN
Sadkoolar ToEVOUNONG KO KATAYPOPNG TOU OPXEOU, QPETEPOU VO TIEPLYPAXEL TO TEKUNPLX
TIOU PTTOPEL Vol CUVAVTACEL Kavel 0To apxelo. MopdANAY, OLWC, eTionUaivel BEATILWOELC O
TIANPOPOPIEC TIOU TIEPLEXOVTAL OE KEEVA TIOL YPAPTNKAY Yot TOV XOAwva MixanAidn kat mou
LEXPL TTPOTIVOC SEV ATOV KOl TOTO £YKUPEC,

AEEEIC KAeIbIO: TOAWvVAG MixanAibng, Apxeio, Ta&ivounon, Kartaypaor, Mouoikh otnv
KOompo, Mouoikn otnyv EAAGSQ.

1. Elcaywyn

10 «AnuoTikO Moucelo — Apxelo 2ZoAwva MixonAidn» Bploketal peydAO pEPOC TOU
OPXELKOU UAKOU Tou KUTPLOL HOECTPOU, OUVOETN KOl HOUOIKOAOYOU. To eV Aoyw opxeio
oTeyaleTal Oto KTpo Tou «[lomadokelov Qdslov» atnv 060 Axouwv 13 otn Aegpecd. To
OULYKEKPIUEVO OPXELAKO VAIKO, 50BNKe W¢ SWPEG amd TNV OKOYEVEIX TOU ZOAWVA MixanAidn oto
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«AfUO Agpegol» Kal pexpl to 2014 Sev SiEBeTe KATOLY, CLUBOTIKAC N NAEKTPOVIKNG HOP®NC,
TOEVOUNCN 1 KATAYPOPH HE OTMOTEAECUN N TPOOROCN O QUTO, CUVETIWG N LEAETN KOl N
aélotolnon Tou, va ATav TIoAD SUCKOAN. To yeyovog auTo, (0wWC Vo OPENOTOV KOl OTO SLAPOPX
{NTAPOTO TTOL TIPOEKUTITAV OO T TIVEVHATIKA SIKOWWUATA TOL Tou Sev elxav Eekabaplagl, pexpt
TOTE, HETAED TNC OLKOYEVELAC TOU KO TOU «ANOV AEUECOU».

Me 1O apyxelo Tou ZOAwvoC MixanAidn, o ypdpwy, €ixe TNV eukapla var aoxoAnBel oto
TAQIOIO TWV TIPOTITUXIOKWY TOU OTIOLSWV OTO  «Tunua Mouolkwy  2moudwv Tou louviov
Maveriotnuiou», SNUIOUPYWVTACG VAV KATAAOYO — TTOU OAOKANPWOE TO 2015 - PE T EUPIOKOUEVA
OTO XWPO TOU HOVLCEIOL aPXELOKA TekuNpla (PAeAeVBepoc, 2015). Avapopd oTnv TaEvounan Kot
KOTOYPOPr TOU OPXELOKOU UAIKOU TOU 2OAWVOC MixanAldn TpayuaToToinonke, umd Tou
ypapovtoc, oto «Symposium of Solon Michaelides — Life, Work and Legacy» (Panayi, 2016) kot oto 1o
2uvedplo Mouatlkwy BiAoBnkwy, Apxelwy kat Kevtpwy Tekunplwong (Movayn, 2017).

Mo TO AOYyO oUTO, AOTOXN UTTOPEL VO XOPOKTNPELOBEL N TIapatrpnon otnV 22n SIPAVELX TNG
avakolvwaong  «Wnelomolnon, opxeloBetnon kot avaddelén TOU  HOUCIKOU  OpPXElOU  2OAWVX
MixonAdn amd ™ BPBA0BNKN Ttou TexvoAloywou [Mavemotnuiov Kompou» oto lo Zuvedplo
Moualkwyv BiBALoBNkwy, Apxelwv kow Kevtpwy Tekunplwong ylx To pn KOTOYPOUUEVO LAIKO
(Mawvvoudakng, Eupmidov, ZepPag, 2017). H mpoavapepbeioa avakolvwan apopovos aTnv epyaaia
™G opddag TNC BBAOBNAKNG Tou «TexvoAoykou Maveriatnuiov Kuttpou» tavw atnv Wnetotoinon
TOU OPXElOU TIOV ElXE WC OTMTOTEAEOUO EVOL HEYAAO HEPOC TWV OPXELOKWY Tekunplwv va Bploketon
TIAEOV QVOPTNHEVO OTO AOYLOUIKO OVOLXTOU KWOKO «YAXTNG» (MavwouvAakng, Euputidou, Zepfag,
2017).

H avadntnon tou apxelov Tou KUTIPLOU HOUGIKOAOYOU, HOETTPOU KOl CLUVEETN TIPOEKLIJE QTTO
TNV HEAETN TWV SLAPOPWV avVapopwy - £lte og dokipla elte og epyacieg - otn {wn KoL 0TO £pyo
TOU, TWV OTIolWV Ol TTANPOPOPIEC TIG TTIAEIOTEC (POPEC NTOV OTEKUNPLLWTEG CUVETIWIC KAl N EYKUPEC.
AlooAoynueva AoITtOV, TIPOKOAOUV Kol wWBOUV TOUC €PELVNTEC VA "OVOKOAVOLV, TIWG TX
YPOUPOUEVA OUTA elval aAnBr). 2TnV TEPIMTWON PG, TPEOOTIOONOOUE VO OVOTPEEOUHE OTIG
TIPWTOYEVELG TINyeC, SnAadr) OTO OPXEID, HE AMWTEPO OTOXO VA TEKUNPELWOOUME TIC WG TWPX
YVWOTEC TIANPOPOPIEC HOC VI TOV ZOAWVO MixonAidn, oUTWC WOTE VA UTIOOTNPIEOUNE  pLa
TIpooeypeVn TEPIANWN TNC KOAATEXVIKNCG TIOPEIDC TIOU XOPOEE O €V AOYW KOAALTEXVNG KaBwq
emtiong Kat Vor TNV UTTAOUTIOOVE ELCGYOVTAC O VTNV VEEC TTANPOPOPILEC.

2. Katahoyog Apxeiou

Onwg mpoavaepbnke, aTo apxelo pexpL kat To 2014 Sev UTINPXE KATOAOYOC HE EYYPAPEC
TWV TEKUNPLWY OAAG OUTE KATIOLOG HOPPNE TAEWVOUNGDN, TIANV TWV TIOPTITOVPWV TIOU €VplaKovVTAl
eKel. 2€ ONO TO OPXELOKO UAIKO, HOVO Ol TIAPTITOUPEC SiEBeTav Kamota Taélvounan, (owg omo tnv
EAevar Aopdipn (avioTa, EpELVATAL KOL YEVIKN OpYOVWTPLX TNG EKBEONC OPXELKOU UALKOU TOU
JOAwvVOC MixanAldn oto «Anuotikd Moucoegio — Apxelo ZoAwvog MixanAidn»), tng omolag ot
evbellelc meplExovTal 0TO TESIO  «TTOAUOC  TOEVOUIKOC  OpIBUOC»  TOU  KOTOAOYOU  TTOU
SNULOUPYNOOUE.

To yeyovog ouTd SnUoUpYoVaE TIPORANUA OTN HEAETN KOBWC Kot oTnv a€lotolnar Tou

APXEIOL UIOG KAl O ETIOKETTNG Oev elxe TNV eukauplar va YWwPLoEL TIC €TIOTOAEC, Tor SLAPOPX
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EYYPOQPO OAAG KOl TOl OTTOKOUUOTO TOU TEPLOSIKOU TUTIOU TIOU  QPOPOUCAV OTOV 2 OAWVX
MuixonAtdn. ‘ETol, mpoomabnoape vor SNUOVPYHOOUUE EVAV NAEKTPOVIKO KATAAOYO, OTX TPOTUTIX
TIOL OKOAOUBOUV KL GAAX IEPUUOTO TTIOU TIEPLEXOLV LOUOIKA apXElar Ot auTO TNG «PIAXPUOVIKNG
Etaupelag Kepkupac», e amoTEAEOUA VO YIVEL TIPOOBACIUO TO EUPIOKOUEVO OTO XWPO TOU LOVOE(OU
OPXEID TIPOC TOUC EPELVNTEC — HEAETNTEC. MECW TOU  KOTOAOYOU TIOU  SNULOUPYNOOLE,
TIPOOTIOBNOOUE VO ETUTUXOUME TNV EVKOAOTEPN cvadTNON Kot TtoPoAaBh Tou Tekunplov - Yeow
Tou evialov cEoVTa aplBUoY - Ko TN PeYLoTn Suvath a€loTtoinon TOU LVAIKOU OO (TOPA TIOU
eVOLPEPOVTAL VO YVWPIOOLVY TIC TTOAVCXIOEIC SPATTNEIOTNTEC (LOVOIKEC KOl GAAEG) TOU 2OAWVA
MixonAidn. 2to oapxelo, HETOEL GAAWY, EVTOTUOOUE HOUCIKA EPYa TOU 2OAWVOC MuixanAidn,
oAAnAoypa@iar Tou, TEPIOSIKO TUTIO WE SNUOCIEVTELC VIO TNV KOAATEXVIKN TOU SpaaTnploTnTa,
UAIKO a6 TO Bpetawikd Mouaoeio Kot BIBALOBAKEG TIC OTIOIEC ETUOKETTTOTAV, Keleva omd OUIALEQ
TOU, KOBWC Kol SIGPOPEC ELONYNTELG Tov. EToNC, TIPOCWTIKG TOU QVTIKEIMEVD, (PWTOYPAPIEC KL
UALKO amto TIG SIXPOPEC KPLTIKEG ETUTPOTIEC OLOYWVIOHWY OTIC OTIOIEC CUUPETEIXE. TO OMOTEAECUX
NG KATOYPOPNC TOU apXEloL NTav N Snuoupyla eVOC NAEKTPOVIKOU KXTOAOYOUL LE 1535 gyypapeg
(Mavayn, 2015).

Mo TNV Kooy papr TOU VAKOU KaBwE Kal TNV €UKOAN avald1TNON TOU, XPNOLOTIONBNKE TO
TPOypoupa «Access» Tng Microsoft. O kaTdAOyoC TEPNUBAVEL PE TIACO AETITOUEPELX TO €ENC
eVOEIKTIKG Tedla avaldTnonc:

* «AVEWV AplBUO»,

«[MveupaTikr) YeuBuvoTnTOR,

«E{dog Tekunplou» (evTuto 1 xelpoypaPo),

«ALOOKEVOOTNG> (OV UTIOPXEL),

«TITAOC,

«Moualkr) Katnyoplo» aTnv omolor avrKel TO TEKUAPLO,

«EkSOTNG,

* «TOTOCY,

«XpPOVLO,

«AVEWV ApBuO €kdoanc (Plate number)»,

+ «@QUOLKA TEEPLYPAPN TEKUNPLOV: PUNKOC, TIAXTOC, UAAD, aplBUOC TTIEVTAYPOUUWY Ve OEALDQ,
UOATOONUO, TIPOEAELON XAPTIOV KL OV elvat AUTO 1) SEPEVO, KPTLO 1) Un»

* KoBWwC Ko e€oupeTika AsTttopepn Tedla, «[Mapatnenoelg» (MANPOMOPNCN TIOU AUPOPA AUETD
TO TEKUNPLO, SNAASK), TO HOUCIKO EVOLXPEPOV) KO

* «[evikeg MapaTnpENOEg» (MANPOEPOPNTCN TIOU TIPOKUTITEL £(TE OO TO TEKUNPLO KO APOPA L

TIO EKTETALEVN TIEQLYPOPN TOU, €(Te amd TN SOTOVPWAN TWV TINYWY) OTIOU KATAYPXPOVTOL
TIANBOC TTANPOPOPLWV KAl IBLUTEPWV TTOLXEIWV TOU KABE XPXELOKOV TeKUNPLoL.

Omwe ONUEWOOUE KOl TIO TIAVW, TIEPNOUPBAVETAL Kot TeSlo TIOU (PEPEL TOV  «TIOAXIO

TOELVOULKO apLBUO», OTIOU OUTOC UTTAPXEL SNAGST), LOVO OTO LOUCIKA £PYQL.
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3. Ta§wvopnon kat Kataypaen Apxeiov

Mo TNV Taélvounon Tou apxelou xpnototononke evag eviatog kavouplog AVEwY AplBuog
YLOU VOU UTIOPETEL VO KOTnyoploTioinBel To apxelo o Bepatikeg evotnted. A&ldel va onuelwBel Ttwg
YOt EVOL AVTIKEIUEVO, LTIAPXOLV SIXPOPX OPXELCKA TEKUNPLA. ETOL, OTO TIPWTO QPXELAKO TEKUNPLO
TIOU CLVAVTOVOOLE SIVOE evav OKEPALO PBUO (T, 12) Kal OTn CULVEXELX Yot T LTIOAOUTX
OPXELOKA TEKUNPLO TIOL X(POPOVCANV OTO (Bl0 AVTIKEIUEVO SIOTNPOVOOUE ToV (Blo aKEPALo aplBUO
oA& o TapevBeon Slvape Tov aplBud TNC COElPAC TIOU OKOAOUBE(, O0ToV KOTOAoyo Kot OTnv
Ta€lvoUNaN, TO OUYKEKPLUEVO Tekpunplo (Ttx. 12 (1), 12 (2) k. 0. K.). Me ToV TpOTIO QUTO TIOPEXETAL N
SLVOTOTNTOL OTOV €PELVNTH — MEAETNTI) VO KOITOEEL KOl VO LEAETATEL OAX TOU QPXELOKGL TEKUNPLX
TIOU LUTTAPXOLV YLO VO CUYKEKPIUEVO QVTIKE(IEVO.

Mo Vo YIVEL CapeTTEPN N TIEPLYPOUPN HACG, BETOUUE WG TIOPASELY A Tov AVEWY AplBuod 4 aTov
Katohoyo. O aplBuoC ot apopd aTo £pyo Tou MixanAidn To Mavnyupt Tng KakdBog os moinon
oL KwoTh Modoud. Mot TO CUYKEKPLIEVO €PYO UTIAPXOUV OTO QPXEl0 6 OPXELKA Tekunpla. To
TIPWTO, AUTO HE Tov AVEWV AplBUO 4, PEPEL TO PEPOC TNG (PWIVNC KOL TNC TILAVIOTIKNG avaywyne. To
SeUTEPO, oUTO pE Tov AUVEWV AplBuo 4 (1), TEpLEXEL OAOKANPN TNV TIOPTITOVPA TOU POECTPOV. TO
Tpito, oLVTO pe Tov AVEWV AplBUO 4 (2), PEPEL OKITOO Kol ONPEWWCELG YOt TO £PYO, EVW TO TETOPTO,
oVTO pe Tov AVEWV AplBuo 4 (3), pepel evTuTo PUANO TNC BBAMOBAKNG TNC «XLUPWVIKAG
Opxnaotpoac Bopeiouv EANGSOC» 0TO oTolo avaypd@eTal N TTooOTNTA LAIKOU TNG OpXNOTPAC O
TIOPTITOVPEG YL TO OUYKEKPIUEVO €pYO. To TEUTITO pe AVEWV AplBLO 4 (4) PEPEL Tar YEPN TWV
opyavwyY (SnAadn TIC TIAPTEC) KAl TO €KTO, aUTO We Tov AVEWV AplBLo 4 (5), peépel AN ulx
TIOPTITOVPA TOU HOECTPOV. Me TOV TPOTIO QUTO O £PELVNTNAC — UEAETNTAG EXEL TNV guKalplar va
KOLTGEEL OTIONTIOTE LTTAPXEL OTO APXELDO TOL 2OAWVOC MixanAIdN 0T APETO OXETIKA LE TO €pyo To
Mavnyvpt Tng KokaBoc.

270 onpelo auTo, Elval TIPETIOV VO avaPEPOLE Kat TN Sladkaola opadoTolinong Tou LAIKOU.
O ZoAhwvag MixonAidng, ppovTile va dlatnpet eV TaEeL TO aPXELD TOU EXOVTOC KATNYOPLOTIOINHEV
T SLAPOPO QPXELOKA TEKUNPLOL TIOL  APpOPOLCOY TO KOs avTikelpevo. AnAadr), Slotnpovoe
KATIOLOG HOPPNG OEPA OTIC ELOEPXOPEVEC KOl €EEPXOMEVEC ETILOTOAEC TOU QVOAOYQ UE TOV
TIOXPOANTITN Kol TO Bépa. To (S10 EMTPATTE KO OTIC TIEPITTTWOELC TWV KTIOKOUUXTWY TIOU KOXTOVTE
amo TOV TEPLOSIKO TUTIO. AnNAGdN Yia TIG CUVAUALEG TOU, OAAG KO GUVOVAIEC OAAWY KOANTEX VWV,
elye KaTnyoploToNUEVA Ta &PBPA TIOU TIG opOPOVCAV XWPIG VAl XPELXOTEL ATTO TIAELPAC PG VX
WAXVOULHE TIOIO OMOKOUHUO QVAKEL KOl TIOU KAvovTaC €Ttol T Sdkooiar Taélvounong Kot
KOTOAOYOYPXPNONG TOU LVAIKOU €UKOAOTEPN. TO "0VUOTNUX” VTS, OV UOC ETUTPETIETAL O OPOC,
ETUKPATOVOE OXeOOV OE OAO TO OPXELOKO VAIKO Tou MixanAldn mou BplokeTal otn Agueao. Baon
OUTOV, EYLVE KAL TILO EVKOAN N OUOSOTIOINCN TOU O BEUNTIKEG EVOTNTEC,.

4. Oepatikég Evotnteg

EvSiapepouoeq elval OAeg Ot BELOTIKEG EVOTNTEC TIOV TIPOEKLAV OO TNV KATAYPAPH TOU
OpXElOL TOU, YEYOVO( TIOU HOC TIPOTPETIEL VO SLEPEUVATOUUE TIEPIOTOTEPO KAl WE TILO PEBOSIKO
TPOTIO OXL HOVO TNV EVPUTEPN KOAMTEXVIKNA TTOPEial TIou Xapaée 0 XOAWVACG MixanAldng, oA ko
TNV TIOMTIOTIKA SpaaTneloTnTar otnv KUTpo pexpl kot To 1956 (apov TOTE avoAouBaveL TNV
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KoAiTexvikn AtevBuvon tou «Qdelov Osaoohovikng») KaBwg Kot aTov EMadIKO Xwpo amd To 1956
LEXPL Kat To 1979.

Ol BepaTIKEC EVOTNTEC TIOL TIPOEKLOY aTIO TNV KOTAYPAPn TOU OopPXElOL TOU ZOAWVOC
MuxanAidn elvon ot €€nc:

* «[1ePLOBIKOC TUTTOC»,

*« <AMInAoypaplon,

* «PwVNTIKA MoLOLKN,

o «ALOAEEELC,

* «JLUPWVIKO [Molnuo,

* «QVPPWVIKN Etkovo,

* «ExTEAETELC Epywv»,

* «[1pOYPUUUOTO ZUVAUALLIVY,

* «Opyavikr) Mouolknp,

+ «OpXNOTPIKI MOUaIKH»,

+ «<Mouaoikn Awpatiou»,

* «Omepo,

« «OmepeTor,

+ «Xopwdlokn MouoLkr»,

* «<YAIKO amo Bpetavikd Mouaeio»,

« «YAKO omo EBVIK BIBAMOBAKN TN EAMGSOC,
* «YAIKO amo BpeTavikn BiBAL0BNKN»,
* «[lOTOTONTIKO,

* «T{thol Zroudwv — Bpofevoelc».

H K&Oe pior omd oUTEC UTTOPEL 08 OPLOPEVEC TIEPITTTWOELC VO EUTITITEL O KATIOLX GAAN KL £TOL
SnuoupyouvTal cuvduaopol TTov TEpAUBAVOLY SVO BELTIKEG eVOTNTEG, OIWG OE QUTEC TIOU
TAXCWWVOLY TNV KOBOP&  HOVCIKA  TANPOo®opnan. MopokdTw, ylor OKOTIOUC €UKOAOTEPNC
KOTOVONOoNG, OVOAUETAL N KOs evOTNTA EEXWPLOTA Kal TIEPLYPXPOVTAL Ol cuvduaouol Tou
TIPOKUTITOUV OTIO TO UAIKO.

JTNV EVOTNTA TOU «TIEPLOSIKOU TUTIOU», O KATOAOYOC QVOPEPEL TIOU EVTATCETAL TO &POPO
aveEaPTNTWE TNC TEPLYPAPNG ota Ttedla Twv «MMopatnpnocwv» Kot «Mevikwv Mopotnpnosw».
JUYKEKPLUEVQ, oV eVOr XpBP0o eVTAOOETOL OTO TedlO TNG HOVCIKOKPLTIKAC, N BEUATIKA evOTNTA IOV
To Teplexel elvat «Meplodikog TUTOG / HOUCIKOKPLTIKN». To (8lo cupfadvel Kot OTIC GAAEQ
TIEPITITWOELC TWV ATTOKOUUATWY. AV eva GpBp0 OVOKOLWVWVEL It CUVOUALY, N BeUaTIKn evoTNT
TIOU TO TIEPLEXEL €lval: «[1eplodIkOg TUTIOG / avakolvwan», eV oV EVal GANO eVTaooeTal 0To Tiedio

NG HOUOIKNAC apBpoypalag, n BepaTikh evOTnNTa TIOL TO TIEPIEXEL elval «[leplodikoc Tumog /
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LOLOLKN apBpoypapiar. ETOL, 0 €pELVNTAC — LEAETNTNG UTTOPEL APEVOC VO KOITAEEL YEVIKOTEPO OAECQ
TIC EYYPOUPEC TIOU TIEPLEXOVTOL OTOV [1EplodIKO TUTIO, QPETEPOU VO KOITAEEL EIBIKOTEPO OAX T
OTTOKOUUOTA TWV GPBPpWV TIOL EVTIAOOOVTAL £iTe 0TN MOUGCIKOKPLTIKN, €TE OTIC AVOKOWWOELG N
0TI Moualkec ApBpoypaplec, avaAoyor LE T EVOLOPEPOVTA TOU.

TNV evoTnTar «AMNAoypa®lor, N avaKTNon TNG TTANPOPOPNONG Elval TIO GUECN OPKEL O
EPELVNTNCG — MEAETNTNC va yvwpllet T okpPwe Yoaxvel 2to medlo ™C  «MveupoTikng
YTIeuBLVOTNTOC» CVAYPAPETAL, OTIOU UTIAPXEL O CUVTOAKTNG TNG ETUOTOANG (EKTOC KL OV TIEPLEXETOL
og [}] TTOU oLTO ONUAVEL TTWC O CLVTOKTNG TIPOKUTITEL OO TN SLOTAVPWON TWV TINYWV HOC,
SnNAadn omo GAAX OPXELOKA TEKUNPLY), EVW OTO TESIO Twv «[lopatnpnoswv» avaypa@PETAL O
TIOPOANTITNC KAl TO BEUX TNC ETILOTOANG.

2TNV eVOTNTA TNC «PUWVNTIKNC UOVOIKNG», O EPELVNTAG — MEAETNTNG UTIOPEL VOl KOITGEEL T
EPYQ TWV OTIOIWV Ol TIAPTEC (PEPOLV HEPOC PUIVWV XWPIC OUWC oUTEC Vo amapTilouy xopwdla.
AnAadn, To TeKUNPLO pe AVEWY AplBUO 4 TIEPLEXEL TO LEPOC TNC LLOC (PLIVAE TOL £pyou To lMavnyvpt
™C KakdBog oA OxL oAOkANpN TN Xopwdia. ETioNng, 0TO CUYKEKPIIEVO TEKUNPLO UTIAPXEL KOL TO
LEPOC TNC TILAVLIOTIKNG cuvodeiac. OTOTE, 08 QT TNV TIEPITTWON £XOUUE CLVOVOOUO BEUNTIKWY
EVOTATWY KOl OTOV KOXTAAOYO CUVAVTATAL WC «PwvnTiK MOUGIKN / UE TIOVIOTIKA cuvodeior. O
TIPOOSIOPIOPOC OVTOC YIvETaL YTl UTIAPXOLY TIEPITTWOELC TIOPTITOUPWY TIOU (PEPOLV LOVO TO
LEPOC ULOC (PWVNG OTIWC OTO TEKUNPLO e AVEWV AplBud 15 kat TitAho H Xopd.

2NV evotnTa «OLOAEEEL» TIEPNOUBAVOVTOL OAX TOl TEKUNPLO TIOU QPOPOVV KEIEVOL TOL
YOAwva MixanAldn koBwe Kot OPAEG TOU TIOL TIPOYHATOTIOINBNKAY OTO TAGIOLO  SLOPOPWV
EKONAWOTEWV.

2TNV eVOTNTA «ZUUPUVIKA TIONUOTO» OAAX KO OTIC «ZUMPUIVIKEG EIKOVEG» TTEPLEXOVTOL OAX
TO TEKUNPLX TIOU EVTAOOOVTIAL OTO TIAQIOIO TWV CLUVOECEWY QUTWV. 2E QUTEC TIC TIEQUTTWOELC
OLVOVTOUE KOl TIAAL OUVOULOOUO EVOTHTWY SLEUKOAVVOVTOC ETOL TOUC €QEUVNTEC — HEAETNTEC.
AnAadr), yla Vol CUUEPWVIKO ToL Ttolnuat PTopel var UTIEPXEL TTOPTITOVPA paeaTpou. ETal, To
OUYKEKPIUEVO TEKUNPLO ERPOVICETOl KATW omd TNV evOTNTA «2LUPWVIKO [Molnua / OpxnoTpIKN
Moualkr)», opolwg Kot aTNV TIEPITITWON HLOG «XUUPWVIKAC EIKOVOC».

JTNV eVOTNTO «EKTEAETEIC EPYWV», CUVOVTOUE OSAPOPA TEKUNPLX TIOU  X(POPOVLV  OTIC
OUVOUAIEC, OTO PETIEPTOPLO OAAGL KOl OTOUC EPUNVEVTEC TWV SLAPOPWY CUVAUALWY, ava Tiepiodo,
™G «upPwvikng Opxnotpag Bopelov EANGS0C», Tng petemelta «Kpotikng  Opxnotpog
Oeoooovikng», TNG omolag 0 ZOAwWVOC MixonAidng dleteAeae KaAMTEXVIKOG AleLBUVTAC.

2NV eVOTNTA «TIPOYPUUUOATO CUVOUALLIV» GUVOVTALE SIOPOP TIPOYPAUUOTO 0T OTtolat E(TE
TieEpAaUBavVOVTAL £pya Tou MixanAidn, elte o (SloC PETEXE WC OKPOATAC 1) APOPOVCAY CUVOUALEC
oTI¢ oTtoleq 0 MixonAidng StevBuve.

2TIC EVOTNTEC «OPYOAVIKA» KO «0PXNOTPLKI» UOUCIKH, CUVOVTAUE T TEKUNPLX (TTOPTITOUPEC)
TIOU QPOPOLV E(TE amPoadloploTa €pya Tou MixanAldn, elte pepn omo autd, 1 Stapopa okitox
TWV €PYWV TOU. EvOEXOUEVWC Ol EVOTNTEC QUTEG VO TIPOKOAOUV QUPLONUIEG IO Kol TX €V AOYW
TEKUNPLA Bot PIOpoVCaY VO KATNYOPLOTIOINBoUV 0 KATIOLt OO TIG TIPOaVOPEPBELTEC evOTNTEC
TWV JUHPEWVIKWY Epywv. Ouwe, Ba NTav GOToX0 08 U KOXTaypopr) apxelou var amogpoactlape
TIw¢ Bat cUUTIEPIAGBOUKE Epya O KOOl Katnyopiar xwplg va elpoate BeBatot pog Kot tor TAEloTa
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OO OUTA TA TEKUNPLX Elval PN &pTIar Kol eV pag Slvouy To SIKalWHo VOr TO EVTAEOLHE KATIOU
pEow Slaotopwong. OTOTE, KPIVAE OKOTIUO VX JEVOLV WG EXOUV KO OTNV TIEPITTTWON KATIOLOG
EVOEAEXOUC EPELVOC | TNV QATIOTIELPAl VIO OTIOKXTAOTOON KOl TIAPOUCIon €pYywyY TOU 2ZOAWVA
MuxanAidn peow Kpttikwy EKSOoEwV Vo eTTELXBEL N TPOOGETNON TOUC OTA QY TIOL TIBAVOV VOl
QVAKOUV.

A&ilel vor onuelWwBEl T TNV TEPITITWAON HOVOIKWY apxelwy, elvat TipeTwyv N Taglvounon
KO N KOXTOYPOPr VO YIVETOL KT B&on Twy SlapOpuv HOUCIKWY KaTnyoplwy. ETal kot otn SIkn
LG TEEPITITWON KPIVOE avoyKalo Vo TIpOOXPUOTOUKE TO UALKO OTIC SIAPOPEC LOVCIKEC KATNYOPLEQ
QVOAOYQl TTAVTOTE UE TIC CUVBECELC OTIWC NON QVOPEPTUE, VIO TIC EVOTNTEC «TUUPWVIKO [olnuor
KO «2UPQPWVIKN ElKOVor, oA Kal OTIWE Ba avaPEPOLIE VIO TIG eVOTNTEC «MOoUOIKr Awpatiou»,
«Omepor Kal «OTEPETOR.

TNV evotnta «Moualkn AwPOTioU» CUVOVTAPE TOC TEKUNPLO TIOU CPOPOVV OTA QYA TOU
2OAWVOC MixanAdn ylo ik p& ouvVoAa OTtwE To BulovTivo Aplepwpa Kot To In Memoriam.

2NV evotnta «OTepo» UTTOPOVLE VO LEAETHCOVLE TA TEKUNPLX TIOU XPOPOVV OTNV, HE TX WC
exovtar SedopEV, NULTEAN OTtep& Touv OdVOCERC, eV OTNV evoTNTA «OTIEPETOR TIEPLEXOVTAL T
Tekunpla TG PofnTolépag os Kelpevo tng EAévng Autovopou. 2Tic SU0 TIO TIAVW TIEPUTTWOELG,
UTIAPXEL CUVOUOOHOC BELOTIKWY EVOTHTWY OTIWC CUPPBAIVEL KO OTIG TIEPITTTWOELG TWV BEUOTIKWV
EVOTATWY «ZUUPWVIKO IMolnuar Kot «XUUPWVIKN ElkOvor.

2NV evoTNTa «XOpWdIaKN MOUOIKN» CUVOVTOPE TA TEKUNPLA TIOU (PEPOUV XOPWOLOKA EQYQL
OAG KOl TNV TILOWIOTIKA TOUG OLVOSE(X OTIOL QUTH LTIOPXEL 2TN OeVTEPN TePIMTWON, SnAadN
QUTAV TWV TEKUNPIWY TIOU TEEPINOUBAVOLY KOl TNV TIOWVIOTIKY) OLUVOSEIX N BEUOTIK evOTNTX
OUVOSEVETOL OO TOV TIPOTSIOPIOUO «UE TILAVIOTIKI) CUVOSEIO» KL £TOL OAOKANPN N EVOTNTO EXEL WG
e€ng «Xopwdlakr MoUCIKN / HE TUAVIOTIKN OLVOSElO». Me TOV TPOTIO QUTO TETUXAIVOUUE OTL
QVOUPEPOLE KOL OTLE TILO TIAVW TIEPITTWOELS PE TUVOVATHO EVOTNTWV.

JTO OpXElo OUVOVTAEL KAVEIC KOl UAIKO TIOU KPATOUOE O ZOAWVOCG MixanAldng amod Tig
ETUOKEWELC TOou g Sldpopar 1GpupaTa 1 BIBAOBNKES. JUYKEKPIUEVD, OTNV eVOTNTA «YAIKO QTtO
Bpetavikd Mouoeio» mepiexovtal Sldpopeg amodeléelc Tou BpeTavikoy Mouaegiov, evw 0TI
evOoTNTEC «YAIKKO amd EBvikn BIBA0BNKN TNG EAAGSOG» Kat «YAKKO omd Bpetavikn BBAOOAKN»
Tieptexovtal SeAtiar adtnong BiAloy, SeAtiar elcodov o xwpouc epyacioc Twv BBALOBNKWY,
amodeléelg TIaPOABNG TTOCOU YL PWTOTUTIEG, TIOAOYLOt OAAG KOt SEATIO VOYVWOTWV.

TeAog, atnV evoTNTa «[MOTOTIOINTIKO», CUVOVTOVHE TO SIAPOPO TILOTOTIOINTIKA UTINPEECIOG
TOL 2OAWVA MixanAldn yla Tig Slapope BETELG TIOL KOTEXE, OVTA TIOU TILGTOTIOLOVV SLAUPOPEC
SPACTNPLOTNTEC TOV, ETHONUX £YYPOUPA TIOU E(TE TILOTOTIOLOUY TNV NUEPOUNVIX YEWWNONC TOL N TO
KOBOPO TIOWIKO TOU UNTPWO KO TEAOC TILOTOTIOINTIKA £TT{ONUNG LTIOOTAONC TIOU TipoopllovTay Yl
OTOOTOAN TIPOC TN Anuoaotar YTinpeaoia.

TNV evotnTa «TiTAoL 2TTIoudwV - BpaBevoelc» TepIAXUBAVOVTOL OAO eKelVal TOr SITAWUATX
TIOU EKTIBEVTOL OTOV XWPEO TOU UOUCEIOL KOl APOPOVV TILUNTIKEC ELOELC, TITAOUC OTIOUSWY Ko
BpoaBeVoelc TTou amoVeEUNBNKaV aToV 2OAwWvVa MixanAidn.
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5. H onpacia tng Ta§ivopnong kat Kataypagpng tov Apxeiov

Me TNV 0AOKANpWaON TNG TPOaVaPEPBElonC KATNYOPLOTIOINONG TOU UAIKOU, SIOMIOTWONE
TIwE N TagVOUNON KAl N KATAyPaP TOL aPXEOU ATTOTEAOUOE QEDN QVAYKN YO TOV EPELVNTH —
LEAETNTA O OToloC PECW TOUL KOTOAOYOU Bor UTTOPOUVCE, TIAEOV, HE Gveon (akoAovBwvVTaC TIC
0ONYIeC XPNOELC TOU OTIWC QUTEC SIOUOPPUWBNKOY VI TNV €UKOAN Kal ypnyopn avadntnon) va
QVTANCEL TTANPOPOPLEC YIa BEPOTOr TTOL EXOLV QLECN N EPLEDN ETIAPN HE TOV 2OAWVA MixanAidn
KOBWC eToNg KAt T TTOAITIOTIKG SPWHEVA TOU VNCLOV, TOL EUPUTEPOU EAASIKOU XWPOU, AN KO
TOU €EWTEPIKOY, OTIOU QUTA EVIGOOOVIAL OTn Spa0TNEIOTNTX Tou MixanAldn. Meoo amod TIQ
DEUOTIKEC EVOTNTEC TIOU TIPOEKUPWOV SIOMMICTWVOUKE TIWEG N TTANPOMOENCN TIOU TIPOKUTITEL HETQ
OTO EVA OVOIKO OpXElD SEV EXEL VO KAVEL HOVO E TN MOUCIKI CAAK KOt e 0AAar Tiedla.

JTO OpXEl0 LTIAPXOLV TEKUNPLO OXETIKK LE TNV ekmaddevon otnv Kumpo, €yypopar TIou
QPOPOVV OTO LOTOPLKO TAXICLO TNG TIEPLOSOU OTIoU £(NOE 0 2OAWVaCG MixanAdNg, amoKOUUOTO HE
EWONCELC YLt TIC KOWWVIKOTIOATIKEG €EEMEEIC TNC €TTOXNG KOBWC €TONC KO ETILOTOAEC HE
TIANPOPOPIEC Ylor QOXETA WE TN HOUOKN Bepota. MEow TNG TO TAVW  SIOMIOTWONG  HOG
OVTIANOUPBOVOUOOTE TIWC N KXTOYPOUPr) HMOUCIKWY apxelwv amookotel kat atn Bondela Twv un
LLOUOLKWY EPELVNTWV — LUEAETNTWV.

Ertlong, peoor amo TNV TaglvopNon Kol KOTaAOyoypaPnon Tou apxelou Tou 2XOAWVOQ
MuxonAldn, elxoe TNV eukaplor VO CUVOVTACOUKE OAt OV TA TA TEKUAPLOL TTOL LTTOOTNPI(OLY T
Ooa yWwpllovpe onpepa, KoBWC eTTiong Kat Vor atvaKOAUWOUE VEEC TIANPOPOPLEC Yo TN (wh KL TN
Spdan Tou. A&l var avaPepBel TIWC OPKETEC QO TIC TIANPoopleg Ttou ywwpllape ylor Tov
ZOAwvVa MixonAtdn dev Atav Kot TO00 aAnBElC Kot HeTa amtd TO PXELD TOU KATAPEPAUE VO SOVLE
Tl evotaBel kou TH OxL EKpeTaAAsuOpEVOL TNG eukalplag PG OUTAC, TIPOCTIOBNOOLE VX
OPYQVWOOLHE OAX QUTA Ta OESOUEVA E QTIWTEPO OTOXO TNV EMAVOTIPOBOAN KO ETTAVEKTIUNON
Tou KUTIpLoU UTOU POUCIKOAOYOU, HOECTPOU KOl OUVOETN EXOVTOC WC OMOTEAEOUA Ll €KSOON
evoq gyxelptdlou pe Titho 2oAwvag MixonAdng: Zwn kot Apdon Peoo oo To APXELKO YAKO TOu
«AnuoTikou Mouaetov — Apxelov ZoAwva MixanAldn» Tou KukAopopnaoe Tov 2emtepfplo tou 2016
(Moawvayn, 2016). KUplog otoxoc TG ekdoang HoG NTav N epfaBuvon ota BEpaTa, TIOL O UTTOAOLTIX
Sokipla 1 TapopoLeg epyaaiec TaPoLaIAlOVTIaV ETIPAVEIKA N OeV TIOPOUCIEGOVTOV KABOAOL.
Méaar oo TO apxEl0 TOU UTTOPETALE VO ETIKEVTPWOOUUE aTa Stépopa {NTHUXTO TIOU TIACULCIWVOUV
N OKWyp&@non TNG KOAAITEXVIKNC TOU TOPElDG, HE YVWHOVA TIAVTOTE TNV TapaBeon
TIANPOPOPLWV TIOU SEV UTINPXAV O KATTOLOL OAAN TINYN 1 UTTOPEL va UTTAPXaV LE aTeKUNPLWTN OUWC
TNV TIPOEAELON TOUC.

AvopeEPOVTOC EVOEIKTIKA HEPIKEC OO TIG NON UTIAPXOUTEC TINYEC TIOU 0POPOUV OTn SPBon
ToL 2oAwva MixanAidn, ottwe owth TN EAevag Aapdpn MomadomovAou (Aouapn, 1994) n autn
™¢ Modatelag Mot (Mmodtd, 1980) 1) Tou Takn KahoyepomovAou (Kohoyepomouhog, 1998)
ONUEWWVOUME OTL QPKETEC TTIANPOPOpPleg elval AavBaopeveg. Tetolou eldoug TIAnpopopleg, Ouwc,
KOTAPEPOV VO SICOPNVIATOVV UE TNV OAOKANPWON TNG KAXTAYPXPNG TOu apxelou. ElSIKOTEPQ, 0TO
BiBAlo TNg EAevag Aoudpn avoypa@eTal Tiwe N avdBeon tng ouvBeong Tou Yuvou Tng Kutplokng
Anpokpatioc otov  ZoAwva MixanAidn eywve to 1963 (Aoudpn, 1994), evw n TaPTITOVPA OTO
apxelo mpoodlopldel OTL N TEPATWON KAl TNG EVOPXNOTPWONG TOU €V AOYyW  €PYyou

TipaypatomoBnke v 31n AskepfBplov 1962, yeyovog mou Sleukpvilel OTL N avaBeon oTov

He)JMEC

Hellenic Journal of Music, Education and Cult:
ENANVIKO Meptodiké yia T Mouoikr, Tnv Exnaidevon




HeJMEC Vol.8 |

MuixonAtdn éyve katd to 1962 (Mavayn, 2016). 2tnv oAl TnG MoAGTEI0G MTIOATS aVoUpEPETAL OTL
0 ZOAwvag MixanAténg eywve «Etitipog Etaipog» tou «Trinity College» to 1959 (MTaAtd, 1994), evw
OTNV TIPAYUOTIKOTNTA 0 MixanAldng edaBe tnv Sakplon owtr) to 1952 (Mavayn, 2016). Tehog, o
Takng Kahoyepomouvlog avapepel 0TL 0 MixanAidng yevvnonke to 1903 (KahoyepomouvAog, 1998)
EVW N TIPAYUATIKNA XpovoAoyla yevwnaong Tou eivat To 1905 (Movayr), 2016).

6. Zuunepacpata

AopavovTag LTIoWn TNV W VW TIAPOTIBEPEVN TIANPOMOPNON, KATAVOOULE TN onuocial Ttou
UTTOPEl Vo £XEL ULl TETOWOU €ldoug epyacia. H Tavounon Kol N KoTaypopr opXEKOU LVAIKOU,
QTMOTEAEL QVOmOOTIOOTN SPACTNEIOTNTA Yot TNV ETUTEVEN TEKUNPLWHEVWY SOKIUIWY opoy PECW
OUTAC HUTOPOVHE VO EXOUUE TIPOOROON O UAKO OmopadTnTO Yo TNV TEEPATWON EPYQCLLIV
aKadNUaikoL xapakthpo. Onwg eldape, n alomolinon Tou apxeiou 20Awvoc MixanAidn umopovoe
VO ETUTELXOEl POVO pE TNV TaEVOUNON KOl KOXTYPOPr) TOU opov UOVO €TOL Bot UTTOPOUCE VO
SlmoTWBEL TO LTTAPXOV UVAIKO OAAG KOl TOt BEUOTOr TO OTIOI0 AUTO TIPAYUXTEVOTAV. Me Tov TPOTIO
OUTO, Ol MOVO KOTOPEPQLE VO BEATIWOOLLE TIG NON LUTIAPXOVOEC OVAPOPES CAAX KAl VO TLG
EUTIAOUTIOOUE HE VEQ OTOLXELD TTOUL TIpOEKLPAV. H yKLPN TTIPOVCIOON TIPOCWTIWY KO YEYOVOTWY
OPelAeTOL, TIC TIAEIOTEC TIEPUTTWOELS, O TIANPOWPOPLEC TIOU QVTAOUUE OTIO TIPWTOYEVELG TINYEC.
Auteg, Sev elval OAMNeC ammO TOV TEPLOSIKO TUTIO TNG €MOXNG TIOU TIPOYUXTEVOUOOTE, N
oANAoypa@ior TwWY TIPOCWTIWY  TIOU  TIPOOTIHBOVLE VO TIAPOUCIATOUKE, T TIPOKTIKA  TWV
ouveSPLACEWY Yol T BepaTar TTov Bedovpe va ekBeldooupe KaBwC €miong Kot T SLPopa
TUOTOTIOINTIKA YEWWNONC 1 BOVATOU 1) oUTA TIOL APOPOVV TTIC EYYPAPEC OE TIAVETIOTNULY, OXOAelx
KO EKTIAUOEVTIKA LOpUUOTOL €V YEVEL NOOUPEVOU OTL Ol TIAVETILOTNILOKOL TTOPOL &PX LoV OLyG — Oly&
Voo €EQVTAOUVTAL, eV TIAPGAANACL N {ATNON YIA TIPWTOTUTIN €PELVA QUEAVETAL OAOEVX KO
TIEPLOOOTEPO, ElVAL (PPOVIHOTEPO VO KATAPEPOUUE VO OELOTIONCOVE TIC TIPWTOYEVEIC HOG TINYEQ
KAVOVTAC TIC TIPOORACIUES KO EVKOAX OIVOKTNOLUEC €TOL WOTE VO UTTOPECOUME VO OV TOTTOKPLBOUE
OTIC OPB& UTIAPXOVOEC AMALTATELG TNG ETTOXNC.
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AOIZO3 MANAMH

BIOTPADIKO

ATto@olTwvTag amod To «MaykuTplo MNupvaclo Aeukwaolag» kot To «Moualko AUKELD AeuKwWolag»
T0 2010, akoAoVBNOE PoUOIKeG OTIOLSEC OTO «IOVIO MMAVETIOTHULO». ATIO TO €V AOYW GKOSONUOIKO
(Gpupar EAaBe TTUXIO KO PETOMTUXIOKO T{TAO OtV KoTewBuvon TG Mouoikoloylag:
NeoeAANvIK Moualkn, evw omo to 2018 Ttehel umtoWnelog SIGaKTopaC Tov. Katd Tn SLapKEelX
TWV OTIOLOWV TOV OOXOANBNKE LE TNV KATAyPaPn TOV 0pXElov 20AwvoC MixanAidn koBwg kot
LE OTIOOEATIWOELG KUTIPIOKWY EPNUEPIOWV Kat TEEPLOSIKWY. To 2016 KukAopOpNae TNV ekdoan
ToL ToVW aTn {wn KoL OTO £PYO TOU 20AWVa MixonAldn. Alpopat KEEVA TOL QVOKOWVWVOVTAL
OE HOUCLKOAOYIKO OLVESPLX Kl SNUOCLEVOELC TOU TEPAUBAVOVTOL O LOUGLIKOAOYIKA KO
TIOKIANG BepaToloyiag TePOSIKAL 2T EPEVVNTIKA TOU EVOLXPEPOVTA EVTAOTETAL N HOVOIKN
SpaatnpoTnTa oTnV KOTPo KoTd TNV AYYAOKPOTIX 08 Ox€0N TIAVTOTE HE TNV KOWWVIA KOl TO

TIOALTIKO TIOPOOKNVLO.
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ABSTRACT | O katohoyog tou apxetov Tou There has been a growing interest in digital archive
development in academic music libraries over the past years in national and international level.
Traditional and new descriptive cataloging standards have changed the way libraries and cataloging
agencies formulate their bibliographic metadata in general and music metadata in particular. Music
archives and special collections with emphasis on Hellenic music collect documents of any form or
format from various composers, performers, scholars and so on. Yet, the music library community
both in and out of Greece is still faced with unique descriptive issues regarding printed and
manuscript music among others. Moreover, by taking into account that the vast majority of music
sources in Greece, dated from the 9th to the 20th century, record music of the Byzantine and post-
Byzantine eras, a sacred music repertory of distinctive characteristics in terms of modality, notation
and performance practice, makes the descriptive endeavour even more complicated. Within this
frame, the paper aims at: a) providing a basic set of guidelines and best practices for describing and
providing access in regard with print and manuscript music archival resources in general, as well as
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with Hellenic music in specific, through the example of the collection of Byzantine music manuscripts
of Nikolaos Mavropoulos, b) bringing out interoperability issues between Byzantine Musicology and
Music Librarianship, c) stressing the importance of Muscat (RISM's international database) for the
dissemination of Byzantine music across the world, and d) emphasizing on issues regarding the
necessary professional experience and knowledge to accomplish efficiently such tasks.

KEYWORDS: Music cataloging, archival research, byzantine music

1. Byzantine music: definition, geographical and historical context,
and the cataloging of its primary sources

Byzantine chant is the medieval ecclesiastical monophonic chant of the Byzantine Empire (330-
1453) and by extension the liturgical music of the post-Byzantine Era up to the present. It is also
encompasses the chant of the Eastern European, Asia Minor, Middle Eastern and Northern African
churches that followed the Byzantine Rite.

Byzantine liturgical chant tradition survived the collapse of the Byzantine Empire (1453) and
continued its course of development and performance practices uninterrupted up to our days. For that
reason, Byzantine chant is considered the oldest, long-lived music tradition in Europe. It represents a
more than a thousand years of growth in distinguishing styles and performance practices and discloses a
unique organization of theoretical structure, including but not limited to, the systematic treatment of
octoéchos (eight modes) and the skilful musical embellishment of the sacred text, as are, the
centonization and kalophonic techniques of composition. The Byzantine chant left traces of its influence
on the musical rites of Mozarabic Spain, Rome, Milan, Ravenna, South ltaly and the Carolingian
recensions of Gregorian chant. On that ground, Byzantine music is considered by scholars as the pace
setter for musical styles in Western Christendom mainly during the 4th and 9th centuries (Kenneth,
1977).

The earliest surviving primary sources of Byzantine monophonic chant are dated around the 10th
century. The transcribed melodies are recorded with the usage of four distinct notational scripts. The
oldest sources use two notational scripts to record ecclesiastical music. These are the so-called
"Paleobyzantine” notations “Chartres” and “Coislin” which were adiastematic and were developed in
parallel routes until the first half of the eleventh century. "Chartres" was named because a manuscript
which records this type of notation was found in the library of the city of Chartres (Chartres, 1754).
‘Coislin” was named because another manuscript with this type of notation was found in the National
Library in Paris inside the ‘Coislin’ collection (Coislin 220). The Chartres notation is abandoned around
the eleventh century while the ‘Coislin” was in use until around 1170 when it was finally abandoned and
replaced with the 'Round’ notation (Constantin, 2005).

Both music notations had an undeniable, direct and permanent influence on the Latin neumatic
scripts (Constantin, 1998).

The ecclesiastical repertory is recorded in an impressive body of around five thousand music
manuscripts. The vast majority of these materials are located mainly in Greece but one may find such
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treasures in libraries and archives scattered around the world. These sources record the Byzantine
compositions of hundreds of known and unknown composers and performers. From a neglected area of
musicological research, in comparison with its Western counterpart (Gregorian chant) as well as within
the frame of Byzantine studies until roughly the turn of the century, Byzantine music is currently
recognized as a music subject worth studying. Some of the libraries hosting Byzantine music manuscripts
are: Athens, National Library of Greece, Mount Athos Monastic Community Libraries, St. Catherine
Monastery at Mount Sinai, Oxford, Bodleian Library, Vienna, Osterreichischen Nationalbibliothek, Vatican
City, Biblioteca Apostolica, Jerusalem, Library of the Greek Patriarchate, Thessalonike, Vlatadon
Monastery, Grottaferrata, Biblioteca del Monumento Nazionale, Milan, Biblioteca Ambrosiana. Therefore,
the aim of our team is to bring fourth as many of the primary sources as possible to the music
community in order to promote, facilitate, encourage and stimulate further musicological research on
Eastern chant and beyond.

Muscat as RISM's central cataloging program for musical sources is regarded as more than an
adequate tool for research and promotion. Muscat is by far the ideal tool for research on comparative
studies of distinct medieval music repertories. By the same token, with around 5,000 music codices on
their way to cataloging, Byzantine chant establishes its position on the musical map of medieval Europe
with a huge body of accurately encoded music sources available to all.

The major challenge of our team for such an endeavour has been to identify the Byzantine music-
specific related attributes and to encode them as metadata as accurately as possible. In other words, a
music corpus with distinct and unique characteristics as are the eight modes, the martyria (key
signatures), notational scripts in campo aperto, is partially represented by the specific fields provided so
far in Muscat, which is customized to accommodate music metadata mainly stemming out of the
Western Canon. The customization and further development of the software is thus necessary in order to
represent the inherent attributes of the primary sources and thus to respond effectively to the user's
needs.

2. The Archive of Byzantine Music Manuscripts of Nikolaos
Mavropoulos (Archeion Vyzantinon Cheirographon Nikolaou
Mavropoulou)

Nikolaos Mavropoulos was born in Beykoz, North Bosphorus, Constantinople in 1888. He first
studied Byzantine music and served as a Domestikos (Choimaster), with the Protopsaltes (Archcantor),
loannis Vasiliadis, chanted in various churches of Constantinople such as Panagia Kafatiani, Panagia
Mouhliou, Dormition in Pringipos island (Buyuk Ada), St Eufimia in Chalkedon (Kadikoy), St John of Chios
as a Lampadarios (left cantor) to Neleus Kamarados. In 1915 after the resignation of Demetrios Fokaeus,
he served as a First Domestikos to the Archon Protopsaltes (Archon Archcantor) lakovos Nafpliotis, at the
Patriarchal Church of St George. In the early '20s he was deported to Greece and in 1925 he was
appointed Protopsaltes at the Church of Pantanassa in Patras. In 1945 he moved to Athens and was
appointed Protopsaltes at the Cathedral of St Dionysius the Aeropagite. In 1951 he was ordained as a
priest and he served at the Church of Saint Foteini in New Smyrna, Athens. He passed away on the 23rd
of July 1980.
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The online collection of the music manuscripts collection of Nikolaos Mavropoulos, provides
access to digitized versions of about 70 Byzantine music scores and a small number of old and recent
recordings of Mavropoulos and contemporary chanters. “Glory” to the Lauds and stichera of Vespers
and Matins of various Saints of the Eastern Orthodox Church are mostly included in the collection, which
was acquired by the Library, from an antique store in Athens several years ago. The goal of the Library's
project was to create and provide online access to high-quality images and descriptions of music
manuscripts of Nikolaos Mavropoulos, owned by the Library of School of Music Studies. Images and
descriptions of these manuscripts are available online through the Library's Dspace digital repository
Sophia for study by musicians, scholars and the general public.

Due to its small size, the manuscript collection from the Nikolaos Mavropoulos Archive was
selected by the RISM Greek Office team to use it as a pilot project of cataloging byzantine music
manuscripts in Muscat, the ILS of RISM. In addition, the musical content of the manuscripts is very
significant for the history of Byzantine chant in the 20th century by reason that, Nikolaos Mavropoulos
represents a transitional period in the recording of the interpretations of ecclesiastical music. Since
during this period, the recording of detailed music analysis and novel thesis of the melodic lines
according to the ‘Constantinopolitan style” of Byzantine chant rendition, was up to that time existed only
in the oral realm.

According to an oral testimony of the Saint George Patriarchal Church of Constantinople cantor,
Leonids Asteris, to musicologist Panagiotis Panagiotidis, these melodic analyses prevailed mainly in the
parishes of Constantinople and its surroundings, and not in the Patriarchal Church of Saint George,
where they strictly adhere to the Doric style. Therefore, Nikolaos Mavropoulos through his manuscripts
and few sound recordings of exceptional interpretation represents the music movement of his era, along
with his other contemporary Neleus Kamarados and Konstantinos Prigkos.

3. About Muscat

Muscat, RISM's central cataloging program since 2016, is a framework for cataloging music
documents (handwritten and printed music scores). It is a Rails application that provides facilities for
creating and managing MARC 21 records with a focus on music. The project was initiated by the United
Kingdom working group of the Répertoire International des Sources Musicales-RISM and then developed
further by the Swiss working group. It is now being released as a multilingual, open source, web-based,
platform-independent program, available free of charge to anyone who is interested. It enables direct
access to the RISM database hosted by the Staatsbibliothek zu Berlin, PreuBischer Kulturbesitz. It is a
MARC-based system developed jointly with RISM Switzerland and the RISM Zentralredaktion (Central
Office) and is based on a program jointly developed by RISM Switzerland and RISM UK. Muscat helps
document sources according to RISM's international guidelines, which are provided in Muscat (RISM,
2018).

4. Scope of printed music in RISM

RISM seeks to document printed music from the beginnings of music printing through around
1900. In the case of the specific Byzantine music manuscripts, published somewhere early in the 20th
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century, RISM has considered them rare and of historical significance thanks to their unique music-
specific attributes besides the fact that the manuscripts represent non-Western secular music.

5. Cataloging “Archeio Byzantinon Cheirographon Nikolaou
Mavropoulou”

In RISM, a collection is considered to be both an international collective manuscript or an
anthology of multiple works as well as an item that contains two or more separate pieces. In the case of
the Archeio Byzantindn Cheirographon Nikolaou Mavropoulou, the archive consists of separate, discrete
manuscripts, described separately. RISM treats each manuscript as a unique item and therefore each
manuscript has its own RISM record. Within this frame, cataloging the specific archival music resources in
Muscat was made possible.

6. Muscat’s cataloging conventions

Muscat uses the MARC 21 Format for Bibliographic and Authority data to ensure and enhance
access to organization of music and music-related archival resources. Besides MARC 21, it implements
the following description standards: a) Anglo-American Cataloging Rules, 2nd edition, b) Descriptive
Cataloging of Rare Materials (Music)-DCRM(M), c) the ISBD consolidated edition, which incorporates the
rules formerly known as ISBD(A): International Standard Bibliographic Description for Older Monographic
Publications (Antiquarian) and ISBD(PM): International Standard Bibliographic Description for Printed
Music, d) the Library of Congress Rule Interpretations-LCRI, e) together with RISM’s conventions. Muscat
does not implement Resource Description and Access-RDA to describe its resources either directly
(through the new fields provided by MARC 21 as aligned with RDA) or indirectly through the DCRM(M)'s
alignment with RDA.

7. Byzantine music-related bibliographic metadata

Titles-Standardized and source titles

Standardized titles are entered using modern orthography. In the case of Byzantine music
manuscripts the language used to record standardized titles is Greek before 1453, while source titles are
entered in Greek and romanized alphabet. The transliteration schemes used are ALA-LC Romanization
Tables: Transliteration Schemes for Non-Roman Scripts approved by the Library of Congress and the
American Library Association.

Example

GR-THms LMS NM 24

Title on source: Ifjuepov o rapmip o dowync. Adfa &ig toug
aivovg Ayiov Tpigavog [Sémeron o lamptér o diaugés. Doxa eis
tous ainous Agiou Tryphonos)

Standardized title: “Efuepov 0 Aaurtip 0 dwwvyc €k Adumer £§

£mac”

Standardized title: “2rjuepov 6 AaumTAp O SLoVYNC €K AauTtel €€ éwag”
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Standardized titles in Byzantine music manuscripts are derived from the source title. They do not
consist of a statement of the author, instrumentation, number, or imprint. They do not imply affiliation
with another item. They do not consist of genres and do not indicate that are parts of some other entity.

8. Library information - Library siglum

This part records details of the library or institution that holds the item. In the case of Archeio
Byzantinon Cheirographon Nikolaou Mavropoulou the institution that holds the collection and its items is
Tméma Mousikon Spoudodn, Aristoteleio Paneoistémio Thessalonikis, Vivliothéké - School of Music
Studies.

9. Library siglum (852/$a/$b/$c/$2)

The field 852 is a required field. That means that no bibliographic record can be saved unless the
field is present. The siglum of the holding library is entered in the record. It is accordingly linked to the
Institutions authority file. In the case of Archeio Byzantinon Cheirographon Nikolaou Mavropoulou the
siglum used defines the specific library which is part of a larger centralized library, thus a more specific
location information is necessary. The name of the department is entered in the local language. The field
852/%z is used to record the name of a special collection, such as a collection, bequest, gift, papers,
archive, Nachlass, or similar, that the source is part of. In the case of the Archeio Byzantinon
Cheirographon Nikolaou Mavropoulou the provenance name is Nikolaos Mavropoulos Archive. The
ownership marks in the field Provenance note (561) (see below). The field 852/$c is a required field,
where the shelfmark (also called the call number) is entered. It is transcribed as precisely as possible,
including spacing and punctuation. Shelfmarks are entered consistently within any given library
collection. The shelf mark in the case of the Byzantine music collection of Nikolaos Mavropoulos is
entered as follows:

Example:

GR-THms
Tméma Mousikon Spouddn, Aristoteleio Panepistémio
Thessalonikis, Vivliotheke

School of Music Studies
LMS NM 24

No other shelfmarks are used or considered valid or invalid for the particular collection, thus
neither field 852/%$d (Former shelfmark (olim)) nor field 591 (Other shelfmark) are accordingly used.

Access restrictions (506/%f). The terms and conditions of the holding institution regarding the
specific collection are entered here.

Example:
Consultation in the reading room.
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Provenance (561/$a). The field is used to record general notes about the provenance of the item
as well as ownership marks. Ownership marks are not present on the sources of the collection.

Example:

“Originally owned and maintained by Nikolaos Mavropoulos, ms
was sold by his heirs after his death”

Source of acquisition. This part records how the holding institution acquired the item.

Method of acquisition (541/$c/$a/$d). Here is entered how the item was acquired, such as gift,
bequest, loan, purchase, or deposit. Dates are entered in the form YYYYMMDD, while single years may
be entered as YYYY. In the case of Archeio Byzantinon Cheirographon Nikolaou Mavropoulou there is
only one single date of acquisition regarding all manuscripts. No accession number is provided on
manuscripts; thus field 541/%e is not used.

Example

Purchase

Antiquarian
2007

Parent record (773/$w). The field is used to link the records referring to the several manuscripts to
their parent record, since individual records are part of a collection. The link to the next highest level,
although necessary, remains a task to be completed.

Example

Parent record no.: 1001030501

Composer/Author. The authorship of the main person involved [who is responsible for the content
of the work] is recorded here.

Composer/Author name (100/$a/$d/$)). Field 100/$a is a required field. The name of the person
responsible for the work is entered. This in the case of Archeio Byzantinon Cheirographon Nikolaou
Mavropoulou includes three composers of Byzantine music manuscripts, i.e., Nikolaos Mavropoulos,
Skrekos Georgios and Sarantaekkléssiotés, Geodrgios. This field is linked to the Personal names authority
file. Each new name, including life dates, is be confirmed and edited by the Central Office.

Example

Mavropoulos, Nikolaos, 1888-1980

Ascertained

Additional personal name (700/$a/$d/$j/$4). Here are entered all personal names that appear on
the source. This field is linked to the Personal names authority file. Names not yet in the authority file
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may be added. Standardized forms of the personal names are entered in the field Additional personal
names (700) and institutions in Additional institutions (710) as well as names not yet in the authority file.

Example

Mavropoulos, Nikolaos, 1888-1890
Ascertained

Former owner

Title on source (245 $a). The title is entered exactly as it appears on the source. It's also
transliterated according to the ALA-LC Romanization tables: Greek. The field is required.

Example

Tav voukdy Sdayudrov. Adfa gig Tovg aivous. TH Kupruki npd
tfiic X. yevwnoewg [Ton nomikdon didagmatdon. Doxa eis tous

ainous. T Kyriaké pro tés Ch. gennéseds]

Standardized title (240/$a/$k/$r). Also called the filing or uniform title [or preferred title according
to RDA]. The field is required.

Example

Tov voUKOV OW0oyLATOV 0 SUAAOYOS
Fragments

Octoechos 8: Echos plagios tetartos (Fourth plagal mode of
Byzantine music).

Muscat does not yet provide the values that correspond to Byzantine music-specific elements such
as fthores (modal symbols) used to denote a change in scale.

Additional title (730/$a/$g/$k/$r). This field is used to record alternatives to the Standardized title
(240 $a), also in a standardized form.

Example

Adta Tozpi kol Yid koi Ayio Tvedpatt
RISM

Octoechos 8: Echos plagios tetartos (Fourth plagal mode of
Byzantine music).

v

Subject heading (650 $a). The field is linked to the index Subjects. It is considered a required field
in full level cataloging in Muscat.

Example

Orthros (Music)
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Certain Byzantine-music specific issues regarding subjects remain to be solved in Muscat.

Total scoring-voice/instrument (594 $b, $¢). The scoring, vocal parts included, as well as the the
total number of parts, are recorded here. The field is mandatory.

Example

—_

Material description. This unit includes material description. In specific, the following data fields are
used:

Source type (593/$a). The field is used to describe the nature of the source (required field). The
specific archive has been written completely in the composer’s own hand.

Example

Autograph music manuscript

Publishing, printing, and production information (260) - Date (260/%c). The date of the source is
entered in Arabic numerals. For manuscripts the date is always given, even approximately. In case
month, day, and year are given they are recorded in this form: YYYY-MM-DD.

Example

[194-]

Physical description (300). This field records the number of items, the format, and (for all formats
except parts) the extent. The field is required.

Format, extent (300/%$a/$c). The field format, extent (300 $a) is built up of three components:
Items, Format, Extent (see also 590 field). For items, the number of items held is recorded. The
dimensions of the source are entered as following: height x width in cm.

Example
[ 25,5 x 30,5 cm |

External resource URL (856/%u/$z). The URL of the external resource is entered along with a brief
note describing the external source.

Example

http://sophia.mus.auth.gr/xmlui/handle//881

Digital copy123456789

Language of cataloging (040/$b)

Example

| gre
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10. Byzantine music-related authorized access points in
Muscat

"The Authorities section of Muscat collects all authority files, controlled vocabulary, and indexes”
(Muscat, 2018). RISM follows and provides its own set of guidelines and practices for constructing
authorized access points (AAPs). Its authority file consists of the following kinds of authorities records:

* Subject headings

* Images

* Institutions

» Liturgical festivals

* Personal names

* Places

* Secondary literature (e.g., catalogs of works, thematic catalogs, books, articles, encyclopaedias,
online resources, critical editions, modern performing editions, etc.).

As far as subject headings are concerned, the RISM Office in Greece focuses its efforts on
promoting on one hand, on national and international level, a bilingual (English & Greek) controlled
vocabulary, and on the other hand a different and more complete semantic approach (how we Greeks
define our own [Hellenic] music). Within this frame, we consider Muscat to be of the best tools to achieve
the above mentioned goal.

The team has been working so far mainly with SARs (Subject Authority Records) and NARs (Name
Authority Records). The two main Byzantine-music specific concepts treated as genre/form terms — not
SH — are "Byzantine music” and "Byzantine chants”.

Muscat provides up to now a limited range of fields and structures regarding its vocabularies. That
means, that Byzantine music-specific concepts (and thus semantics) cannot be represented adequately
at present.

For example, a Muscat-SAR includes only the following data elements regarding an authorized
access point as term/heading/concept:

» Term (Main heading or Top term or Concept or Authorized Access Point as subject-AAP) — 150
- Heading - Topical Term

* Alternate terms (Variant terms or Variants or Variant Access Points as subject) = 450 - See From
Tracing - Topical Term

* Notes (All sort of notes are included here) — 667 — Nonpublic General Note = 670 - Source
Data Found — 675 - Source Data Not Found — 680 - Public General Note

Respectively, a Muscat-NAR includes its own set of data elements, which are the following:
* Heading - Personal name — Field 100 - Heading - Personal Name

* Years if birth and death — Field 100 /ind 1 1 $d Dates associated with a name

* Other life dates — Muscat practice

* Authentication code— Field 042 - Authentication Code - Muscat practice

+ Gender — Field 375 - Gender

* Nationality — Field 043 - Geographic Area Code
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+ Other standard identifier — Field 024 - Other Standard Identifier

* Name variants — Field 400 - See From Tracing - Personal Name

* Related personal name — Field 500 - See Also From Tracing — Personal Name
* Associated institution — Field 510 - See Also From Tracing - Corporate Name
* Topical term — Field 550 - See Also From Tracing - Topical Term

+ Geographic name — Field 551 - See Also From Tracing - Geographic Name

+ Internal note — Field 667 - Nonpublic General Note

* Source data found — Field 670 - Source Data Found

+ Additional bibliographic information — Field 678 - Biographical or Historical Data
* General note — Field 680 - Public General Note

* External resource URI — Field 856 - Electronic Location and Access

+ Original cataloging agency — Field 040 - Cataloging Source

« Language of cataloging — Field 040 / $b Language of cataloging

« Transcribing agency — Field 040 / $c Transcribing agency

* Leader — 000

* RISM ID Number — Field 001 - Control Number

« Control number identifier — Field 003 - Control Number Identifier

» Date and time of last transaction — Field 005 - Date and Time of Latest Transaction

11. Tasks under development

Certain Byzantine music-specific attributes tasks remain either unsolved or re-discussed or re-
examined. For instance:

* Key Signature: the symbols of martyria. Recording simply the tone does not fulfil the principle of
identification and differentiation of the musical work. Martyries-symbols do not only indicate which
version of the particular tone the piece is written in, but also give information about the starting note or
tonic, intonation formula, rhythm and style (key signature-time signature and clef among other things).

Such development of the database will serve two user-tasks:

» Martyrias can be used as extra music-specific data elements (attributes) and be searchable as
such.

+ Data elements of not digitized sources can be equally retrievable.

« Incipits can be recorded either as text incipits in modern Greek or Romanized Greek or as music
incipits. No Byzantine music-related incipits have been recorded from the specific archive.

* Authorities. The manuscripts have been thoroughly examined and analysed regarding their
topics. The subject analysis focuses on Byzantine music-related aspects.
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The scheme below provides a set of data fields in a full level authority record encoded according
to MARC 21 Authorities.

Scheme 1. Full level genre/form data fields encoded in MARC 21 Authorities

008/15 z (Other)

040 $f legft

155 Authorized term

455 Used For reference(s)

555 Related Term and Broader Term reference (s)
670 Source Data Found

675 Source Data Not Found

680 Public General Note

681 Subject Example Tracing Note
682 Deleted Heading Information

e.g.
682## 81 This authority record has been deleted because the genre/form term is
covered by the genre/form term $a $0 (DLC)gf XX XXX XXXXX
or.

682 ## $1 This authority record has been deleted because the genre/form term is
covered by the genre/form term $a $0 (DLC) g3 XXX XXXXX
or

682 ## $i This authority record has been deleted because the genre/form term is
covered by an identical genre/form term $0 (DLC)gfXXXXXXXXXX
755 Established Heading Linking Entry-Genre/Form Term

788 Complex Linking Entrv Data

856 Electronic Location and Access

An authorized access point (subject heading) related to the music collection of the Byzantine
manuscripts as developed now in Muscat, includes only the “preferred” term/concept, its variants
("alternate terms”) and "notes”, used mainly to record the scope note of the preferred term/concepts, its
definition and/or documentation in order to justify the choice of the specific form of the concept. The
scheme below provides an example of how a genre/form full level authority record in Muscat could be
developed and linked to external vocabularies/thesauri.

Scheme 2. Full level genre/form MARC 21 authority record linked to different thesauri
or authority files

155 | |a Masses

555 |__|w g |a Event music

555 | _ |w g |a Sacred music
555 | |a Missals (Service books)
555 | |a Organ masses

670 | |a Grove music online, viewed August 10, 2014 |b (The term most
commonly used to describe the early Christian and medieval Latin
eucharistic service. It has been retained within Catholicism during modern
times. The plainchant of the medieval Mass, and the polyphonic music of
the Mass between the 12th and 16th centuries, are central to the history of]
‘Western music. The polyphonic Mass Ordinary of the Renaissance is one of
the more important genres of European art music.)

680 |__ |i Musical settings of the Mass in its entirety or for the Mass ordinary.
For chants of the Mass propers see |a Propers (Music). |i For collections of
versets for the organ that replace parts of the Ordinary and Proper of the
Mass and are played in alternations with the other portions see |a Organ|
masses.

681 | _ |i Note under |a Propers (Music); Organ masses
755 | 7 |aMesses (musique)|2bnf [the source code for BNF is entered]

856 |4 |u http://data.bnf fr/en/13557958/messes__musique_/
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Scheme 3. Full level genre/form term as AAP linked to different thesauri or authority file:
(alternative structure)

155 | |a Hymns
555 | |w g |a Sacred music

555 | |wg|a Songs

670 | |a Grove music online, viewed August 9, 2014: |b under Hymn II,
Monophonic Latin (The Latin hymn is a strophic composition, sung in the
Divine Office, with a metrical poetic text and a predominantly syllabic
melody. *Hymn’ here designates compositions for the Office, as
distinguished from other liturgical poetry) under Hymn IV, Protestant
(Metrical hymns have been an important and distinctive part of Protestant
worship since the Reformation. Today the word "hymn’ has the general
meaning ‘sacred lyric for use in worship’)

680 |  |i Sacred songs that are normally associated with worship services and
are typically suitable for singing by a full assembly. For texts of hymns that
appear without a musical setting seel]a Hymn texts. |i For instrumental hymn
music that appears without accompanying sung text, see |a Hymn tunes.

755 | 7|aCantiques|2bnf |4 http://data.bnf.fr/13516277/cantiques/

755 | 7|a Geistliches Lied |2 dnb
856 |4 |u http://data.bnf.fr/13516277/cantiques/

856 |4 |uhttps://portal.dnb.de/opac.htm?method=simpleSearch&cqlMode=true&
query=nid%3D4019865-0

In case of multilingual terms — according to RDA, a source with more than one language is
considered multilingual — the following structure is suggested.

Scheme 4. Full levil genre/form term as AAP linked to different thesauri or authority files
(alternative structure)

155 | _ |a Hymns
555 | _ |w g |a Sacred music

555 [ |wg|a Songs

670 | |a Grove music online, viewed August 9, 2014: |b under Hymn II,
Monophonic Latin (The Latin hymn is a strophic composition, sung in the
Divine Office, with a metrical poetic text and a predominantly syllabic
melody. 'Hymn’' here designates compositions for the Office, as
distinguished from other liturgical poetry) under Hymn IV, Protestant
(Metrical hymns have been an important and distinctive part of Protestant
worship since the Reformation. Today the word "hymn’ has the general
meaning “sacred lyric for use in worship’)

680 | |t Sacred songs that are normally associated with worship services and
are typically suitable for singing by a full assembly. For texts of hymns that
appear without a musical setting segla Hymn texts. |i For instrumental hymn
music that appears without accompanying sung text, see |a Hymn tunes.

755 | 7|wrlaCantiques|2bnf |4 http://data.bnf.fr/13516277/cantiques/

755 | _7|wrja Geistliches Lied |2 dnbj4
https://portal.dnb.de/opac.him?method=simpleSearch&cqlMode=true&quer
v=nid%3D4019865-0
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Conclusions

RISM'’s tool Muscat can contribute to develop and promote Byzantine music and specific concepts
and attributes related to this specific genre of Hellenic music. However, certain music-specific data
elements both in and out of the Western Canon are not fully represented within Muscat, such as
structure-related music elements (e.g., timbre, succession of harmony neumatic notation, martyriai, etc.)
or inherent music elements (e.g., compositional context, style, etc.).

Additionally, through the task of recording the specific set of manuscripts the following have
become evident: a) there is great necessity for Muscat's alignment with recent initiatives and models of
bibliographic data, such as the International Federation of Library Associations and Institutions (IFLA)'s
Functional Requirements for Bibliographic Records (FRBR) Library Reference Model-FRBR-LRM or LRM,
the under continuous development Resource Description and Access-RDA and the Bibliographic
Framework-BIBFRAME to name but a few, b) it is of great importance that Muscat enriches its
bibliographic and authority records with more metadata and linking-related structure possibilities, so that
current information technologies as they are represented both in and out of MARC environments can be
successfully implemented it the Muscat environment as well. Implementing current information
technologies on [music] metadata and ensuring interoperability is not actually a matter of “if’, but rather
a matter of "how".
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