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Special Issue

The Orff approach to special music education and music therapy:
Practice, theory and research

Editorial

Orff-Schulwerk in the 21% Century:
A ‘Wild Flower’?

Shirley Salmon & Giorgos Tsiris

“Looking back 1 should like to describe
Schulwerk as a wild flower [...] As in nature
plants establish themselves where they are
needed and where conditions are favourable, so
Schulwerk has grown from ideas that were rife at
the time and that found their favourable
conditions in my work. Schulwerk did not
develop from any pre-considered plan — I could
never have imagined such a far-reaching one —
but it came from a need that | was able to
recognise as such” (C. Orff 1963/2011: 134).

Carl Orff said these words in a lecture in 1963.
Today, nearly eighty years since the first Orff-
Schulwerk initiatives at the Gunther-Schule in
Munich, Germany and sixty years since Carl Orff’s
and Gunild Keetmann’s Music for Children (1950-
1954) was first published, Orff’s words still
resonate. In the fast changing contemporary world
it is surprising to find that elemental music and
dance education as conceived by Carl Orff and
Gunild Keetman is more relevant than ever.

Orff-Schulwerk was originally developed for
work with children in general school settings.
However, the potential of the approach for work
with other age groups (including the elderly) and in
other areas (such as pre-school, special and
inclusive education, as well as therapeutic and
community settings) was recognised early on. From
the 1960s the use of Orff-Schulwerk in these areas
was developed and documented by teachers and
therapists who adapted its fundamental ideas
according to the needs of their particular target
groups and settings.

These developments were, and still are, a natural
‘extension’ of the approach since the humanistic
orientation and the idea of working with people of
all ages and abilities were inherent in Orff’s and
Keetman’s work. Also, the development of the
whole person is core to the approach — something
that was described as ‘musica humana’ (referring to
the harmony of body and spirit) by Wilhelm Keller

(1920-2008) who was a pioneer of music and
movement in inclusive education and community
work.

In addition to the wide-reaching nature of the
approach and its relevance in diverse educational
and therapeutic contexts, Orff-Schulwerk has
spread to numerous countries with over forty Orff-
Schulwerk Associations in all continents. Of
course, Orff-Schulwerk is not a homogeneous
practice. The approach has been interpreted,
practised and, at times, perhaps misunderstood in
various ways. Also, it is constantly influenced by
and responds to different educational, artistic,
social and political developments in each country.
This need for continuing development of the
approach was recognised by Orff himself when he
stressed the risk of merely ‘copying’ the original
models outlined in the Music for Children volumes
(1950-1954):

“Every phase of Schulwerk will always produce
stimulation for new independent growth;
therefore it is never conclusive and settled, but
always developing, always growing, always
flowing. Herein of course lies a great danger, that
of development in the wrong direction. Further
independent growth presupposes basic specialist
training and absolute familiarity with the style,

the possibilities and the aims of Schulwerk” (C.
Orff 1963/2011: 134).

When it came to adapting the approach for different
countries and cultures therefore, instead of
translating the original German rhymes and songs,
equivalent material from the particular country’s
culture was used. Keeping the whole person as the
focus of the attention, the Orff approach is always
adapted according not only to the -cultural
framework, but also to the needs and strengths of
the people with whom practitioners are working
each time.
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Presenting a range of papers (from historical
reviews, to case studies, project reports, and
research studies) this special issue reflects the
diversity which is inherent in the Orff approach.
Authors come from a range of countries (Austria,
Finland, Germany, Greece, and USA) and they
report on their diverse practices and applications of
the approach in different work settings and with
different client groups.

In particular, Melanie Voigt gives an overview
of the history, principles and further development
of Orff Music Therapy. Then, Karin Schumacher’s
paper (Schumacher 1999) is made available for the
first time in both Greek and English. In this
influential paper, Schumacher considers the
importance of Orff-Schulwerk for musical social-
integrative pedagogy and for music therapy. Next,
Christine Schonherr describes the artistic and
educational potential of elemental music and dance
pedagogy (EMDP) for elderly people. Maria
Filianou and Andriani Stamatopoulou present a
case study of applying Orff-Schulwerk in a special
educational setting, and Markku Kaikkonen and
Sanna Kivijarvi describe the possibilities of
engaging learners with special educational needs
through  Orff-Schulwerk.  Aspasia Fragkouli’s
research  study uses the AQR-instrument
(Schumacher & Calvet 2007) for the assessment of
the quality of relationship between therapist and
child within a special needs school setting. Another
research study — this time by Lori Gooding,
Michael Hudson and Olivia Yinger — explores the
teaching practices and perceptions of music
educators who work with students with special
needs. In this context, differences among those
educators with and without Orff-Schulwerk training
are studied. On the other hand, Cynthia Colwell
studies the wuse of children’s storybooks in
classrooms by Orff-Schulwerk teachers. Kimberly
McCord describes the concept of Universal Design
for Learning and its relevance for special educators
using the Orff approach, while Maria Filianou and
Evangelia Galanaki present a music and movement
programme for students with hearing impairments.
A historical review of the Hellenic Orff-Schulwerk
Association (ESMA), as well as its evolution and
prospects is presented by Olympia Agalianou and
Katerina Alexiadi. The special issue concludes with
reviews from Christine Plahl of Gertrud Orff’s two
books (1974/1980, 1984/1990), as well as a Greek
and English review by Lucia Kessler-Kakoulidi and
Elisabeth Danuser respectively of the recently
published DVD “‘l Have Become Young Again’
Music, Language, Movement: Artistic and
Pedagogical Opportunities for People in Advanced
Age” (Schonherr & Kallos 2012).

The rich material of this special issue shows that
Orff-Schulwerk is indeed a ‘wild flower’. It is

resistant but flexible, it travels to different places, it
adapts and responds to local needs, and it grows
even in the most adverse conditions. We hope that
the ideas, practices, dilemmas and questions
emerging in this issue will be of relevance to a wide
readership: the international Orff community, those
who wish to be informed about the Orff approach
and its developments, as well as those who wish to
engage in inter-disciplinary exchange of theories,
methods and practices. The Orff approach is a
unique example of a model where special music
education and music therapy meet and are closely
interweaved. The inherent collaborative nature of
the approach will hopefully further the dialogue and
synergies between different music practices within
educational, therapeutic and community contexts.
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Eidid Tevyoc
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Ynueiouo XOvioénc

To Orff-Schulwerk etov 21° Aldva:
"Evo. «Aypro AovAovow;

Shirley Salmon & T'idpyog Toipng

«Kottdvtog mico Oa Mbelo va meptypdym To
Schulwerk wg¢ éva dypro Aoviovdt [...] Onmg oty
@von ta Qutd eykabiotavtal ekel mwov eivor
amopoitnto Kot ekel mov ot ocvvlnkeg eivar
guvoikég, €tol kar to Schulwerk éyst e&elydei
amd 10éec mov Mrav dwwdedopéves eketvn v
EMOYN KoL oL omoieg Pprkav guvoikég cuvOnKeg
oto épyo pov. To Schulwerk dev avomtoydnke
amd KAmOlo TPO-UEAETNUEVO OYEDI0 — TOTE deV
0o pTopovoa Vo PavTacT®d £V TOGO EKTETOUEVO
o010 — OAAG TPOEKLYE OO [0, AVAyKN TNV
omoio.  umopeca.  va  avoyvopicwm»  (Orff
1963/2011: 134).

O Carl Orff gine awtd 00 Aoyl o8 . S1GAeén to
1963. Znuepa, oxedov oydovia ypdvia. LETE Ao TIg
apwteg  Orff-Schulwerk  mpwtoPovAiec  oto
Giinther-Schule oto Movayo ¢ T'epuoviag, kot
e&nvta ypoévia omd v ékdoon tov Music for
Children (1950-1954) twv Carl Orff kou Gunild
Keetmann, to Adywa tov Orff avimyodv akoun.
Y10V ToEmG LETUPUAAOUEVO GVYYPOVO KOGUO gival
EKTANKTIKY M Owmictwon 0Tt 1M eKmaidevon
OTOWEIOKNG HOVOIKAG kal Kkivnong (elemental
music and dance education), énmg v cvuvélafov
ot Carl Orff ka1 Gunild Keetman givat o emikoupn
omd mOTE.

To Orff-Schulwerk apywé oavomtdydnke yo
modld  oe  oyoAka  mepiPdAlovia  YEVIKNG
exmaidevong. ITloapdho avtd, T0 SUVOUIKO 1TNG
TPOGEYYIONC YL OAAEC  MAIKIOKECG — OMOOES
(cvumEPIAAUPBOVOUEVOV TOV NAIKIOUEVOV) KoL Y10,
Ao media (6mwg M TPOOYOMKY, €WK Kot
evtollokn exkmaidevon, kabhg Oepamevtikd Kot
KOWOTIKA TTAaicl) avayvopliotnke ond vopis. Amo
™ dexaetio Tov 1960 n xprion tov Orff-Schulwerk
oe outd ta medla avamtoydnke kol TeKpnpumonKe
oo  eKTOdELTIKODS Kol Oepamevtéc ot omoiot
npocdppocov TG Oepeimdelc 18éeg tov  Orff-
Schulwerk obppwve pe T avaykeg TV
GLYKEKPIUEVAOV OULAO®Y GTOYMV KOl TAULGI®V.

O e&elieilg avtéc Nrav, kot e€axoiovboldy va
glval, 00 QUOIKI «EMEKTACT» 1TNG TPOCGEYYIONG

dgdopEVOL OTL 0 OVOPOTIGTIKOG TPOGUVAUTOACUOG
Kol M 10éa TG epyaciag pe avBpdmovg OAmV TV
NAMKIGV Kol IKOVOTATOV 1TV GUVUQAGUEVES UE TO
épyo tov Orff xar Keetman. Eniong, n avamtoén
TOV aTOUOV MG OLov PpioKeTol 0TO EMIKEVTPO TNG
TPOCEYYIoNG — KATL TO Omoilo TEPLyplonKe ®G
«musica humana» (wov avo@épetal oty appovia
TOV GMUOTOG KOl TOL TTVeELHOTOC) and Tov Wilhelm
Keller (1920-2008), o omoiog mWtav £vog
TPOTOTOPOG GTNV EPOAPUOYN TNG LOVGIKNG KoL TNG
kivnong omv evta&lokn eknaidgvuon Kol KOVMVIKA
gpyooioa.

Extog and v gvupeia gppéreta g mpocéyyiong
KOl TN ONpocio TG o€ Jdpopa. EKTUOEVTIKG Kot
Oepomevtikd mAaiow, to Orff-Schulwerk £€yet
eEamlmbel oe TOALEG YDPES e TAVE ATO GOPAVTa
Orff-Schulwerk XuvlAdyovg oe Oheg Tig MTeipove.
BéBowa, to Orff-Schulwerk dev  agopd o
opowoyevy  mpoktik).  H  mpocéyyion  €xet
epunvevbel, epappootel kal, pepég POPES, 10MG
mapeEnynbel pe dSidgopovg Tpoémove. Emiong,
Swpkmg  emnpedleTol KoL OVIOTOKPIVETOL GE
SoQopeTIKéG EKTTOLOEVTIKEG, KOAMTEYVIKES,
KOW®OVIKEG Kol TOMTIKEG eEeAilelg og kdbe ympa.
Avt N avaykn yio dStopkn eEEMEN TN TPOGEYYIoNG
avayvopiotnke and tov 6o tov Orff dtav tovice
TOV KIVOLUVO TNG OMANG KOVTLYPOPTS» TOV OPYIKAY
UOVTEAMV TO, OTTOI0L TTEPLYPAPOVIOL GTOVG TOLOLG
Music for Children (1950-1954):

«Kabe @daon tov Schulwerk mévta 6o mapdyet
epebiopota  yuoo véa aveEapmn  avamtuén
emopéveg  dgv  glvol  mOTE  OPIOTIKO Ko
EYKOTESTNUEVO, OAAD TAVTO  OVOTTOCOETOL,
movto eEediooetal, mavia péel. Edm éykertan
BéPara  évag peydroc xivévvog, avtdg NG
avémtuéng mpog T AdBog katevBuvor. H
TEPUTEP®  aveEAPTNTN avATTLEN TPOoVTOBETEL
Boaowm eEedkevpévn ekmaidgvon Kot omOAVT
e€okeimon pe to VoG, TIG SLVATOHTNTES KOl TOVG
otdyovg tov Schulwerk» (C. Orff 1963/2011:
134).
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Enopévmg, 6tav n mpocéyyion mPocaplOsTNKE GE
OLOPOPETIKEG YMPEC KOl TOMTIOHOVS, avii va
LETOQPOCTOVV TO, OPYLKE YEPLLOVIKG TOULOTO KO
TPOyoOdln, YPMOILOTOONKE avVTIGTOO VAIKO 0o
TOV TOAMTIGUO TNG EKAGTOTE YDPUS. AlaTnpdVTaG TO
4Topo MG OAOTNTA GTO EMIKEVIPO TNG TPOGOYNG, M
apocéyyion Orff mavto mpoocapudletor cOupova
Le To TOMTIGKS TAAIG10, OAAL KO LE TIG OVAYKES
Kot TiG dSuvatodTTEG TV aVOpOTWOV LE ToVG 0moiovg
epyalovtot ol emayyehpotiec kabe popda.

Méca and v Tapovciosn evog evpouvs apdpwv
(0mwg 1oTopIKEG AVOSPOUES, HEAETEG TEPIMTMONG,
AVOPOPEG EPYMV, KOL EPEVVNTIKEC UEAETEG) OVTO TO
€0IKO TEVYOG OVTIKOTOTTPIfEL TNV TOIKIAOHOPPia
oL gtval cuvueacuévn pe v mpocéyyion Orff. Ot
ovyypogeils mpoépyoviolr amd Oldpopeg YDPES
(Avotpia, Ieppavie, EALGda, HITA, dwiavdio)
KOL OVOQPEPOVTOL OTIG TOIKIAEG TPOKTIKEG TOVS KO
EPOUPUOYES TNG TPOCEYYIONG OE  OLOPOPETIKA
EPYOOLOKE TANIG1O, KOl TEAOTELNKEG OLLOOEC.

ITo ovykekppéva, n Melanie Voigt kaver o
OVOOKOTNOT NG 10Topiog, TOV apydv Kol NG
nepartépo e€EMEncg g Orff Movowkobepomeiog.
¥t ouvvéysa, 1o GpBpo g Karin Schumacher
(Schumacher 1999) yiveton vy wpdTY QOPG
OlB€CIHO OTNV EAANVIKT KoL TV OYYALKT YADGGO.
Y& ovtd 1o onupoviikd Keipevo, m Schumacher
e€etaler ) onuacio tov Orff-Schulwerk yio ™
LOVGIKT KOWMVIKO-EVTOEIOKT TOOMYMYIKT KOl TN

povokoBepameio. Xt ovvéxsw, 1 Christine
Schénherr  mepiypdper 10  KoAMTEXVIKO Kot
EKTOOELTIKO  SLVOIKO NG TOSOY@YIKNG

OTO(ELOKTG LOVGIKNG Kol YOpoD Yo NAKIOUEVOLG
avOpomovg. Ot Mapia Dldvov Kot Avoplovvi
YtopatomovAov  mopovoldlovv  pio  pEAET
TEPIMTOONG OYETIKG pe ™V gpapuoyn tov Orff-
Schulwerk cg éva £161K6 exmodevTikd mepidilov,
kot ot Markku Kaikkonen xor Sanna Kivijarvi
TEPLYPAGOLY  TIG  dUVATOTNTEG YO  GULUUETOYN
HoONTOV pe E10IKEG EKTOUOEVTIKEC OVAYKEG HECH
tov Orff-Schulwerk. H epgovnrikny pelétn g
Aocmnaocioag OpaykoOAn ypnotiponolel to epyoleio
AQR (Schumacher & Calvet 2007) vy v
alohdynon ¢ ToWTNTUG NS OYEoNG MeTaly
Oepamevtny Kot Todod o€ €vo EWIKO  GYOAIKO
nepPailov. Mia GAAN €pELVNTIKY HEAET — aVTN
™ @opa oamd tovg Lori Gooding, Michael Hudson
kow Olivia Yinger — &igpguvd TIG TPOKTIKEG
OOUCKOAING KOl TIG OVTIANYELS TOV EKTOLOELTIKMOV
01 070101 SOVAEVOVY e HOONTEG e EOIKEG OVAYKES.
Y& avtd T0 TANIG10 PHEAETOVVTOL OL SLapOPEG HeTa D
TOV EKMOOEVTIKAOV LE KOl YOPIG KOTAPTION GTNV
npocéyyion Orff. And v dAln nhevpd, n Cynthia
Colwell puehetd 1t ypflom 7TOV  TOOIKOV
mopopvdioy oy téén and exmaidevtikovg Orff-
Schulwerk. H Kimberly McCord meprypdpet v
évvota, tov Kaboikov Xyediov yio th Mdabnon kot
TN onuocio. Tov Yo E101KOVG Todoy®yovS 7oV

ypnoonotovy v mpocéyyion Orff, evd o Mapia
Oudvov kol Evayyelio [odavakn mopovoidlovv
€va TPOYPOO. LOVGIKNG KOl Kivnong Yo, Labntég
pe mpoPAnpata axong. Mio 1GTOPIKY GVOGKOTNOT)
tov  EMinvikov  XvAhdyov  MouoikoKvnTiKnig
Ayoyng C. Orff (EXMA), kabdg kat g avamtuéng
KOl TOV TPOOTTIKOV TOV TOPOLCLALETOL OO TIg
Olvpmio AyoAiavod kor Katepiva Aleiddom. To
€101KO TEVYOG OAOKANPAOVETAL LE KPITIKES OO TNV
Christine Plahl, n omoia mapoveialetl o dvo Pipiia
g Gertrud Orff (1974/1980, 1984/1990), kabdg
ko amd 1t Lucia Kessler-KokovAion xot tnv
Elisabeth Danuser ot omoiec mapovcidlovv oo
EMMVIKA Kot To ayyAIKG, 0vVTIOTOL(O. TO TPOGPOTO
dnuoctevpévo DVD  “T Have Become Young
Again’. Music, Language, Movement: Artistic and
Pedagogical Opportunities for People in Advanced
Age” (Schonherr & Kallos 2012).

To 700010 VAKO 0VTOD TOV EIKOV TELYOLG
deiyver 61t 1o Orff-Schulwerk givail mpdypott éva
«@yplo AovAovo». Eivar avOekTikd aAld gvéhikTo,
tafdevel oe dpopo. UEPT, TPOCHPUOLETOL KOt
OVTOTOKPIVETOL GE TOTMIKEC AVAYKEG, KOl UEYOADVEL
akoun kKot otg  wo - oavrifoeg  ovvOnkec.
Evelmiotobpe mog ot 10éeg, o1 WPOKTIKES, TO
SUMUHOTO KoL TO. EPOTALOTO TOV OVOOVOVTIOL GE
avTd TO TEVYOC O KEVIPIGOLV TO EVOLOPEPOV EVOG
gupd  OvayvVOOTIKOL  kowol: g O1ebvoig
kowomtag Orff, avtdv mov embopodv  vo
evnuepwboly oyetikd pe v mpocéyyion Orff kot
T1g e€erilelg e, kKabmg Kot ekeivev Tov emifupody
VO CUUUETEXOLV OTH OEMICTNUOVIKY OVTOAAMYN
Oewplov, nebddov kor mpoktikdv. H mpocéyyion
Orff givor éva povadikd mapddety Lo EvOg LOVTEAOD
Omov M €K HOLCIKN TOUOOY®YIKY] Kol 1
povoikofepomeio.  ovvavtiodvior kKot glvon
ocuvveaouévec.  EAlmilovue 7mog n gyyevig
GUVEPYATIKN @VOT TG TPocéyylong O mpowbncel
70 S1GA0Y0 KO TIG CLUVEPYELEG UETAED SLOPOPETIKAOV
HOVCIK®Y  TPOKTIKAV  EVIOC  EKTOUOEVLTIKMV,
OEPOTEVTIKAOV KOl KOWVOTIKOV TAULGIOV.
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Special Issue

The Orff approach to special music education and music therapy:
Practice, theory and research

Orff Music Therapy: History, Principles and
Further Development

Melanie Voigt

Abstract

Orff Music Therapy, a developmental approach to
music therapy, was developed by Gertrud Orff
within the framework of social paediatrics in
Munich, Germany. A short historical background of
Orff Music Therapy is discussed. The history of the
clinical setting in which it was developed is
described as is Gertrud Orff’s professional
background. The role of Orff-Schulwerk in Orff
Music Therapy and the development of theoretical
foundations are discussed. Current principles and
practice of Orff Music Therapy, illustrated by a
case example show how the profile of Orff Music
Therapy has developed. On the basis of the case
example, theory is related to practice. Finally,
changes influencing Orff Music Therapy today,
training and research are considered.

Keywords: Orff Music Therapy; developmental
disabilities; Gertrud Orff; developmental music
therapy

Introduction

Orff-Schulwerk has been used in work with persons
with disabilities or other disturbances for over sixty
years. Hofmarksrichter (1962) reported using the
Orff-instrumentarium and Orff-Schulwerk with
children with hearing disabilities whilst Thomas
(1962) wrote of his work with children in child and
youth psychiatry in the 1950’s. Gollnitz and Wulf
(1964) described their work using Orff-Schulwerk
together with rhythmic-psychomotor gymnastics
with children with brain damage. Wilhelm Keller
(Schumacher 2000) is also well known for his work
using Orff-Schulwerk with both handicapped and
non-handicapped persons.

Carl Orff (1962) stated that he had never
thought of using the Schulwerk in this way, yet it is
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not surprising that applications of Orff-Schulwerk
were developed for persons with disabilities. The
philosophy that Orff-Schulwerk should be made
available for all children, and not only for the
talented few, leads logically to this result.

Orff Music Therapy as developed by Gertrud
Orff within the clinical setting of social paediatrics
in Munich, Germany, is the topic of this article.

Historical background of Orff Music Therapy

Orff Music Therapy has been an integral part of the
therapeutic programme at the kbo-Kinderzentrum
Minchen since 1970. The Kinderzentrum was the
first centre for social paediatrics in Germany.
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The clinical setting

The medical area of social paediatrics was
developed through the work of Professor Theodor
Hellbriigge after World War 1l. Hellbriigge worked
as a paediatrician with children in institutions at
this time. He found that developmental delays and
developmental disorders could be diagnosed at a
very young age. This led him to develop diagnostic
instruments for these children. It soon became
obvious that other fields of expertise were
necessary to meet the needs of children whose
developmental problems were very complex, and
he included psychologists and different therapists,
nurses, social workers and educators in his team as
well. He involved parents in the processes of
diagnostics and therapy, which was quite
extraordinary at that time. The goal of social
paediatrics was, and still is, the early diagnosis and
treatment of developmental problems and the
integration of these children into their families,
schools and society (Hellbriigge 1975, 1981).

While developing the new discipline of social
paediatrics, Hellbriigge visited Hofmarksrichter,
who worked with hearing impaired and deaf
children and youth using Orff-Schulwerk. He was
very impressed with what he saw and had the idea
of developing a form of music therapy using Orff-
Schulwerk within his newly founded area of
medicine (Hellbrigge 1975). He had received an
Orff Instrumentarium and contacted Gertrud Orff in
1969 during her stay in California where she was
conducting training sessions in Orff-Schulwerk for
teachers to invite her to conduct such training
sessions in Munich®.

Gertrud Orff: Professional background

During her marriage to Carl Orff between 1939-
1953, Gertrud Orff worked with Carl Orff and
Keetman to develop Orff-Schulwerk. She often told
me this personally. In an unpublished manuscript
that is part of her estate, she also documented her
role using entries in her diary between 1948 and
1953% After her divorce from Orff, she continued
using the Schulwerk in her pedagogical work with
children and continued to train adults in the
application of the Schulwerk®.

! Theodor Hellbriigge to Gertrud Orff (21% October
1969). Personal correspondence. Estate Gertrud Orff in
the Archive Orff Zentrum Minchen.

2 Orff, G. (undated). Manuscript: “Beitrag von Gertrud
Orff zur Geschichte des Orff-Schulwerks”. Estate
Gertrud Orff in the Archive Orff Zentrum Miinchen.

® Professor Hans Wolff to Gertrud Orff (7" August
1962) expressing his joy that Gertrud Orff is working

In her notes between 1961 and 1966° she
records that she used the Schulwerk in schools,
children’s homes and in the clinic for child and
youth psychiatry. This makes it apparent that her
work probably also included children with
developmental problems. She also taught educators
who were being trained to work with children and
youth with developmental disorders and disabilities
to apply Orff-Schulwerk in their work with these
children. Her work on the Bellflower Project in
California between 1966 and 1968 included
working with children with disabilities in self-
contained classrooms®.

In 1970 she began developing Orff Music
Therapy for children with developmental delays,
disorders and handicapping conditions using the
Orff-Schulwerk as the musical basis for this work.
The development of this form of therapy was
carried out at Hellbriigge’s request. His aim was to
positively influence the emotional development of
the children (Hellbriigge 1975) and he coined the
name ‘Orff Music Therapy’ (G. Orff 1976).

Gertrud Orff worked with children at the
Kinderzentrum Minchen from 1970 to 1984,
further developing her principles of therapy. She
wrote: “Orff Music Therapy has developed out of
practical work” (G. Orff 1980: 9). She also trained
professionals to use her principles of therapy and
published numerous articles and books.

with music and with children. Estate Gertrud Orff in the
Archive Orff Zentrum Miinchen.

Katholisches Familienwerk e.VV. Minchen (1963).
Unpublished report of the Katholische Familienwerk, in
which sessions in Orff-Schulwerk for children are
mentioned. Estate Gertrud Orff in the Archive Orff
Zentrum Miinchen.

Newspaper article (no name of newspaper, no date on
the clipping, author only with the initials ,tu®)
documenting G. Orff’s role as a teacher at the
Heilpadagogische Ausbildungs- und Forschungsinstitut
at the clinic for child and youth psychiatry. Estate
Gertrud Orff in the Archive Orff Zentrum Munchen.

* G. Orff (1962-1966). Forty-four unpublished notebooks
with lesson plans for sessions with children and for a
course for kindergarten teachers, teachers etc. at the
orphanage in Munich. Estate Gertrud Orff in the Archive
Orff Zentrum Munchen.

® Orff, G. (undated). Manuscript 1, “Adaption des Orff-
Schulwerk in amerikanische Schulen” (7 pages). Estate
Gertrud Orff in the Archive Orff Zentrum Mdinchen.

Orff, G. (undated). Manuscript 2 about the Bellflower
Projekt (6 pages). Estate Gertrud Orff in the Archive
Orff Zentrum Minchen.
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Adapting Orff-Schulwerk

According to Gertrud Orff (1980:13) “The Orff
Music Therapy has developed organically out of
Orff-Schulwerk”. She wused elements of the
Schulwerk adapting them to and redefining them
within the therapy situation. She considered four
elements of Orff-Schulwerk especially suitable for
working with children with developmental delays
and disabilities: the idea of musiké, elemental
music, multisensory aspects of music, and the
instrumentarium (G. Orff 1980). These are still
pertinent in Orff Music Therapy work today.

Musiké

Gertrud Orff defined music within Orff Music
Therapy as musikeé, “a total presentation in word,
sound and movement” (G. Orff 1980: 9). She used
not only instruments and body instruments but also
non-musical materials to produce sound.
Vocalisation and verbalisation were contents of
speech that could be used in a meditative or
rhythmic way. The meaning of movement was
broadened to include facial expression, spontaneous
movement of a part of the body or ‘inner
movement’, as in feelings (Orff 1980, 1989).
Through this broad definition of music, activities
such as “playing with sound”, role-play, rhythmic
and/or melodic play could be developed. It also
enabled the development of musical activities in
which children with developmental disabilities
could always actively participate (M. Voigt 1999,
2003).

Elemental music

The principle of elemental music, the unity of
music, movement, dance and speech that makes it
possible for all persons to actively participate in
musical activity, is a central aspect of Orff-
Schulwerk (C. Orff 1962). It is intended to give
children the chance to experience themselves as
persons and to make music with others (G. Orff
1980).

Gertrud Orff (1980) used elemental music as a
creative stimulus for the child, enabling him to
experience his own possibilities for development
within the musical situation and to interact
musically with others. Making music spontaneously
(improvising) was, and is, a central means of
interacting in Orff Music Therapy. Structure and
form are present through the music itself through
such simple things as sound and silence or playing
and not playing (G. Orff 1989).

Gertrud Orff wrote that the elements of her form
of music therapy “[...] are sound and movement,
working together in a stimulating play situation”

(G. Orff 1980: 18). She included the spontaneous
play of children in her therapeutic procedures. For
her, musical activity and play had much in
common: each could be planned ahead with clear
structures and each could be developed within the
situation itself. Children could play music alone
and have the instrument as a partner or play music
with someone else. Different characteristics of play
were also deemed relevant in the musical situation
of play such as exploring and investigating,
practising through play, or associating sounds with
situations, moods or ideas (G. Orff 1989).

Instrumentarium

For Gertrud Orff (1980), the instruments made
three types of communication possible. The child
could communicate or interact with the instrument
itself, with the therapist or with another child. She
felt that through this active participation, a link
could be established between players, both
closeness and distance would be possible,
communication could take place and social skills
could be practised.

The traditional instrumentarium of Orff-
Schulwerk was broadened to include other
instruments such as the lyre, harp and various
percussion instruments (G. Orff 1980). By having a
wide variety of instruments available, possibilities
for motivating the child to participate actively in
social interaction through music were increased.
This variety also made it possible for children with
severe disabilities to produce musical sounds.

In addition to musical instruments, non-musical
materials from everyday life or objects for play
such as balls, scarves and marbles were (and still
are) used. They served to provide children with
multisensory experiences within the musical
situation of play (G. Orff 1980; M. Voigt 1999).

Multisensory aspects of music

Gertrude Orff felt that multisensory aspects of
music, used within a social context, were inherent
in the idea of musiké. Combining modalities such
as experiencing sound together with visual, tactile
or kinaesthetic stimuli was considered to be
complementary to the possibilities of musical
expression in working with children with
disabilities. She was convinced that a multimodal
approach provided a means of meeting the needs of
the child, reaching children with sensory
disabilities or children who were not yet ready to
act musically (G. Orff 1980). For example,
combining the feeling of vibrations from the drum
with hearing the sound could catch the children’s
attention, stimulate them or cause them to relax. In
this way it could be possible for a child to feel a
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part of his body that he did not usually use (M.
Voigt 1999).

Developing theoretical foundations for therapy

Gertrud Orff (1980) developed the theoretical
foundations of Orff Music Therapy while working
practically with children. Her goal was to support
the development of the children, not to teach them
music. The emphasis of her work was placed on the
development  of  children’s  social and
communicative competencies in order to strengthen
their self-concept.

For Gertrud Orff, it was always important to
regard the strengths of the children and their
potential for development, not only the deficits
caused by the disability (Orff 1980, 1989). This
attitude toward persons is akin to that of humanistic
psychology.

Gertrud Orff wrote (1980: 4): “Our starting
point is the child. The handicapped child is there in
front of us and we have to find access to him”. This
makes Orff Music Therapy a child-centred form of
therapy (Bruscia 1987; Plahl 2000; Smeijsters
1994; Vocke 1986). She also saw the relationship
between the patient or client and the therapist as a
central factor in therapy. Orff described this as a
state of encounter in which the therapist has the role
of a mediator for the child (Orff 1980, 1989).

Within this state of encounter, the therapist was
to accept the initiatives and ideas of the child and to
interact with him at his level of development. She
called this ‘iso’, meaning similar or the same. At
the same time, she felt it was necessary for the
therapist to stimulate the child by bringing new
ideas and impulses into the therapy situation so that
the child’s developmental potential could be
supported. This behaviour of the therapist was
called ‘provocation’ (Orff 1980, 1989).

Gertrude Orff’s work in the area of social
paediatrics resulted in a strong emphasis on
development and developmental processes. Within
the interdisciplinary work of social paediatrics
developmental psychology has always played an
important role in providing understanding of the
nature of developmental problems and the effects of
these on the child, his caregivers and his social
environment. Knowledge from this area has
complemented the premise of humanistic
psychology (M. Voigt 1999, 2001, 2003).

Principles and practice in Orff Music Therapy
today

Orff Music Therapy has developed its own profile
over the years. The philosophy of humanistic
psychology and the child-centred,
psychotherapeutic approach remain relevant. They

form the basic attitude toward clients for all
therapists using Orff Music Therapy (M. Voigt
1999).

Musical activity is still based on the elements
and principles of Orff-Schulwerk as described by
Gertrud Orff. However, the instrumentarium has
been broadened to include keyboard instruments
such as the piano and electronic keyboards.
Additionally, instruments are adapted as needed to
enable children with severe motor disabilities to
have the experience of producing sound (M. Voigt
1999, 2001).

The strong emphasis on developmental
processes, including general  development,
development of personality, the family and social
environment of the child and the adaptation of
procedures to fit the needs of the child and his
family members, is a major characteristic of Orff
Music Therapy. Within the discipline of music
therapy, Bruscia (1998) has classified Orff Music
Therapy as developmental music therapy for this
reason.

Over the years, our work with parents has
intensified. We have gained understanding of the
situation parents are in, including the problems,
disappointments, stress and worries that they have.
We have also come to realise that they are
important partners for us in music therapy, because
they are often able to help us understand their child
better. Many parents are included in therapy,
especially those with young children and children
with multiple disabilities (M. Voigt 1999, 2001,
2002, 2003).

The theoretical foundations developed by
Gertrud Orff have been substantiated by findings
and knowledge in developmental psychology.

The principles for the therapist’s behaviour, ISO
and provocation, are known within developmental
psychology as the concept of responsive interaction
(M. Voigt 1999). This type of interaction requires
the adaptation of procedures to meet the needs of
the child, which continually change during
development (Sarimski 1993). In therapy, the
therapist is thus able to adapt procedures flexibly to
meet the child’s needs.

“The child is not pressed into a specific therapy
‘programme’ but the therapy is adapted flexibly
to meet the needs which are a result of his/her
individual developmental processes” (M. Voigt

1999: 169).

Studies suggest that this type of interaction has a
positive influence on important aspects of
development such as concentration, solving
problems independently and the quality of the
parent-child relationship (Hughes 1995; Sarimski
1993). Plahl (2000) has demonstrated that this type
of interaction in Orff Music Therapy has a positive
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effect upon the pre-verbal communicative
development of children with multiple disabilities.

Gertrud Orff’s emphasis on play is another
aspect of therapy that is supported by findings in
developmental psychology. Oerter (1999) and Orff
(1980, 1989) both stressed factors such as the
affective and cognitive aspects of play, the
necessary competencies of the adult when playing
with the child and the use of responsive interaction.

Because of the broad spectrum of developmental
problems of the children treated in Orff Music
Therapy, we have come to realise that diagnostics
by the paediatrician and the developmental
psychologist are important in enabling us to work
with the children in a goal-directed way. These
diagnostics do not limit us in our ability to
approach the child adequately; rather, they make it
possible for us to understand the strengths and
weaknesses of the child and to adjust our
procedures to meet his needs and the needs of his
family from the beginning of the therapy process
(M. Voigt 2001).

Below | will focus on the practical application
of Orff Music Therapy within the framework of
social paediatrics. The following example (M.
Voigt 2002, 2003) can help us to understand how
Orff Music Therapy is carried out in practice.

Case example

Mark® came to the parent-child ward of the
Kinderzentrum Minchen for the first time at the
age of eleven months. He had a very severe
cerebral motor disorder and was just beginning to
turn from his back onto his side. His ability to
swallow was also affected, making feeding very
difficult. Because of his multiple health problems,
the interaction between parents and child took place
mostly at the care-giving level. Assessment by the
developmental psychologist was very difficult
because of his problems in reacting to stimuli. He
was referred to music therapy for two reasons: a)
for observation of his behaviour within the social
situation of musical play, and b) to support parent-
child interaction.

First experiences in music therapy

Mark’s severe motor disability made it impossible
for him to approach the instruments in the first
session or show me in some way if he had seen
something that interested him. For this reason, |
offered him the bells and developed a little
interactive game with him using a German
children’s song about little horses, “Hopp, hopp,

® The real name of the child has been changed.

hopp. Pferdchen lauf galopp”. At the end of the
song, | asked him where his horses were and
socially reinforced every movement of his arms that
caused the bells to sound, even if this occurred by
chance. | then answered him by playing my own
instrument as in a dialogue. After nine minutes his
arm movements became very distinct, causing
sound to occur very clearly. From this time on, his
answers during the dialogue part of the song took
place in this way. During his stay at the
Kinderzentrum, this activity became an important
part of therapy. Variations in the activity were
developed when new behaviours such as letting the
bells fall, were shown, even if by chance.

Mark’s parents were always present, observing,
helping me to understand him and assisting me in
handling when necessary. They normally perceived
him to be very passive and were pleasantly
surprised to see him so active in interaction. In the
fourth session I involved Mark’s mother actively in
the little game with the bells. At first, it was
necessary for me to give her cues as to when to
respond with her bells. During the activity she
became more confident in her own ability to play
with Mark using music. Her signals became clearer,
and the joy that both had in playing with one
another was very observable and touching.

The family used the activities from music
therapy as a part of their repertoire of play at home.
Eight months later, the family returned for a further
stay at the Kinderzentrum. Here it was observed
that the parent-child interaction had reached a new
level.

| had played the drum as Mark rolled back and
forth, laughing, between his father and me. His
father gave him a mallet spontaneously. Mark then
became very active in determining the course of the
activity. He rolled back to me, played the drum
with the mallet, rolled back to his father, gave him
the mallet, rolled back to me, played the drum and
then back to his father, giving him the mallet. He
repeated this sequence many times, and both he and
his father seemed to be enjoying themselves
immensely.

Further course of therapy

Mark returned to the Kinderzentrum regularly over
a period of years. Each time, it was necessary for
me to adapt my procedures to his progress in
development.

As his abilities to communicate improved, his
wishes could be better understood and activities
were developed based on his interests and
initiatives. | discovered that he had a very good
sense of humour. For example, in the development
of a musical activity based on the German
equivalent of “Pat a cake, pat a cake, baker’s
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““

man”, he thoroughly enjoyed saying “no” and
laughing each time | asked if the cake was done.

Symbolic play was carried out musically. For
example, we “rode” on horseback playing the Big
Bom while sitting on it. The horses were ‘‘fed” by
playing the guitar, the “went to sleep” when the
table harp was played. Mark accompanied my
rhythmic speech or situation songs by playing the
instruments. He determined the sequence of events
using the language of which he was capable.

Relating theory to practice

How can this case example help us to bring theory
and practice of Orff Music therapy together? Mark
was referred to music therapy after diagnostics
were performed and concrete indications were
formulated. Because of this, we were able to orient
our procedures to his developmental level from the
beginning. The course of therapy contributed to the
continuing assessment of his development. In our
sessions we were able to realise that he had more
resources than were expected at first. The other
members of the social paediatric team who worked
with Mark were able to gain new insights into his
developmental potential through the information
we provided.

At the beginning of therapy, | observed Mark
closely in order to determine to whether my
suggestions for musical interaction and play
appeared to interest him. | was dependent here upon
his reactions to the activities. | interacted with him
at his level of development, bringing new impulses
into our situation of play in order to support his
development, reacting to impulses from him, even
if these occurred by chance.

With time, he developed more communicative
competencies making it possible for me to develop
activities in interaction with him that corresponded
to his interests and initiative. The complexity of the
activities was matched to his ability to comprehend
them. These procedures for therapy represented
responsive interaction.

In therapy itself, our activities corresponded to
the definition of musiké. Elemental music was used
in a situation of play in order to involve Mark
actively. The multisensory aspects of music also
played a role in his active involvement in the
activities — for example, experiencing sound and
the kinaesthetics of playing the bells at the same
time, experiencing sound and the tactile sensations
produced as the Big Bom was played while he sat
on it. Instruments were chosen that were easy for
him to play. Adaptations such as fastening a
wooden marble on an elastic band stretched across
the bass drum enabled him to make music with a
“bang!”

Mark’s parents were involved in therapy as
mentioned above. They discovered that he not only
had problems but also had strengths. In this
situation they were able to discover their own
abilities to play and interact with him that had
remained in the background because of the many
worries caused by his health. They continued to use
activities from music therapy at home when the
family played together.

All of the above-mentioned factors in my work
with Mark correspond to the definition of
developmental music therapy as defined by Bruscia
(1998).

Changes influencing Orff Music Therapy

Children with  developmental problems and
disabilities have always been the main group of
children who have received Orff Music Therapy.
The work in social paediatric centres and other
institutions  dealing ~ with  persons  with
developmental problems has developed further.
Society has also changed over the course of years.
Let us consider several changes and what these
mean for Orff Music Therapy.

New groups of patients and clients are now
receiving therapy. Although the principles of
responsive interaction and of developmental music
therapy remain the same, the activities and
procedures used in therapy must be adapted to meet
the needs of these clients.

Infants and children with developmental
problems grow to become youth and then adults.
Therapists must broaden their repertoires of music
and musical activity, always keeping the
development and needs of the clients in mind.
Additionally, they must be aware of important
themes for these clients, taking these into
consideration when planning and carrying out
procedures or activities.

Music therapists may also be called upon to
work with clients with different diagnoses. For
example, in the Kinderzentrum Miinchen, music
therapy has become a regular part of the therapy
programme for very small children with disorders
in self-regulation. Their parents are often under a
great deal of stress. The children cry a lot and there
are often problems with feeding or sleeping.

A very important aspect of this work is helping
parents to discover their own competence for play
with their children in a situation that does not focus
on the regulation problems. Here, they have the
possibility of observing the ability of their children
to play and to enjoy interacting with them. They
can experience interacting with their child without
the pressure that occurs in the feeding or sleeping
situation. Music therapy is a part of the
interdisciplinary team working with these children
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and has a clearly stated purpose within the team —
that of creating a relaxed atmosphere of play so that
parents can experience new ways of interacting
with their children, enjoying being together and
thus strengthening their relationship with the child.

Society has also changed. In social paediatric
centres and other institutions caring for children,
problems in social behaviour and problems in the
family environment are often observed. Here, the
focus of problems includes not only very negative
occurrences such as violence in the home but also
the insecurity of parents in fulfilling their parental
roles.

Music therapy must provide situations in which
children have the opportunity to express their
experiences through music in an attempt to come to
grips with these and at the same time to learn new
ways of behaviour that are positive. When children
have received too little orientation because of the
insecurity of their parents in filling their parental
roles, providing structure can be of utmost
necessity. Music and musical activity enable us to
give this to the child while simultaneously making
honest experiences of success possible, for example
by practising musical activities for performance.
Perhaps the idea of the therapy setting must be
broadened to include such ‘learning’ situations,
when these meet the needs of the child.

In Germany, many families with an immigrant
background now come to be examined, counselled
and treated in social paediatric centres and other
institutions. Often the cultural background differs
greatly. This can be true with regard to ideas on
how to raise children and also education. The music
experienced by the children in their families can
also be different to that which we are accustomed to
using in music therapy. Music therapists must
inform themselves of these cultural differences
because they often have an effect on the needs of
the children and families.

Orff Music Therapy: Training and research

It was mentioned above that Gertrud Orff
conducted training courses for persons working
with children with developmental delays. Since
1986, a three-year study course for persons working
with these clients has been offered. It is designed to
train professionals with this background to apply
Orff Music Therapy.

At the state level, Orff Music Therapy was part
of the normal course of study for music therapists
at the Hochschule Magdeburg-Stendal when a basic
training course was offered there. Orff Music
Therapy is now part of the Master’s programme at
the University of Applied Sciences Woirzburg-
Schweinfurt. This Master’s programme offers a

specialisation of music therapy in the work with
persons with disabilities and dementia

Careful and thorough research is necessary for
music therapy in general. Plahl’s (2000) thesis on
the effects of Orff Music Therapy on the preverbal
communication in  children with  multiple
disabilities was an important step in this direction
for Orff Music Therapy. Other theses have been
written about Orff Music Therapy using the method
of microanalysis to measure results of therapy
(Asebg 1999; Eckardt 2007; Fischer 2004; Scholz
2005; 1. Voigt 2002). However, more research is
needed to substantiate the effects of developmental
music therapy according to Gertrud Orff, and also
to give us information about where optimisation
and further development is necessary.

Summary

Gertrud Orff developed a form of music therapy
within the clinical framework of social paediatrics
in Germany. Bruscia has defined it as a form of
developmental music therapy. While developmental
music therapy according to Gertrud Orff has
continued to develop during the last forty years,
basic principles still remain relevant.

The child and his developmental needs are at the
centre of attention of the therapists. Procedures are
adapted to fit the needs of the child and his family.
By using responsive interaction and elements of
Orff-Schulwerk in a situation of play, the music
therapist applying Orff Music Therapy strives to
achieve developmental goals and to support the
child and his caregivers. This work with children
with developmental problems or disabilities and
their parents can be described as a voyage of
discovery.
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Eido Tevyoc

H mpocéyyion Orff oty etk povotkn moudoyoyiki kot ot povetkobepomeio:
[paén, Bewpio kot Epevva

H Xnpoeoia tov Orff-Schulwerk oty Movowi)
Kowoviko-Evralioxn lMowwoymykny kot 6t
MovoikoOepameio

Karin Schumacher

EMnvuc petdoppoaon: Acnacio @poykodin

Mepiinyn

o eivar ta yopaxtnpiotikd, twv ey tov Carl
Orff ko ¢ Gunild Keetman mov 6Gswpodvron
ONUAVTIKG, yio, ™mv KOIVWVIKO-EVTOCIOKH
woadaywyiky koir ™ Oepaneia; Evoa moudi mov Eyel
VONTIK] 1] OOUATIKY OVOTNpia, ovvoioOnuotikn 1
o1eOnTnprokn o1oTapoyn 1 PpIlokeTol 6To PAoio TOD
ovTIoUOD, Odev elvou moté omld uovo avto. Ta
XOPOKTHPIOTIKG, EVOG 0TOUOD oV oev
TPoao1opilovial UE TOVS TOPATOV® OPOovS EIVOL
oKp1fa¢ exeivo mov kobioTobv dvvory T HovoIK
EMIKOIVWVIO. KOL EXOUEVWIS TV EXOPT] UE TO, AEYOUEVO,
‘pvarodoyika’  drouo. Méow e  10TOPIKHG
oVaOPoOUnNS mopovolaloviar o1 THYES TOL OELyVOLY
OGS KATESTH OVVATH KO OVOLOOTIKH 1] TPOCOPUOVN
ov Orff-Schulwerk otyv epyacio ue moudid xou
VEOUG UE EIOIKES OVAYKES. Xe U1 GOVIOUN EVOTHTO.
EMIOIWKETOL O  TPOGOIOPIGUOS TV  EVVOLOV
«Movoikyy  Exmaidsvony -  «Movoiknp  otnv
Kowawviko-mordoywyixn kor v Eidikn ayoyny -
«MovaikoOspomeion oroyebovrag oty O10KpIoH TOVG
Kol TEAOG 0TV EMOHUAVON TWV OHUEIWY TOD
OVYKAIVOVV.

H ovyypapéos mapabéter 1oyvpiopods kot 10éeg
ov Carl Orff yia va texunpicvoer wm Paon e
OepamevTikiic epyaociag, TEPIYPAPOVIOS TOV TPOTO
OV TWOLOOYWYOl Kol Oepamevtés, amo TIS OpyES THS
oexaetioc tov ‘60 uExpr Kol OHUEPQ,  EYOVV
avartdder ovtés tig 10éeg tov Orff mpoxrewévon va
TIC XPHOIUOTIOGOVY OTHY EPYATLO, TOVE UE OLAPOPES
OUAOES ATOUWY UE EIOIKES OVAYKES.

o H molv-aicOntnpiaxy mpoceyyion UEow TOD
Adyov, tov eAebbepov kar kabopiouévov pvluod,
THG KIVHOHG, TOV TPAyovo1oD, TG EKPPATHS UECW
HOVOIKDV  0pyavwy TOPEYEL  OOVOTOTHTES VI
ovbopunto  onuiovpylké  ToayVioL o€ Eva
KOIVWVIKO TAQIOL0, OKOUN Kol OV EVa GTOUO
apovolalel ocofapn aroOnTpLaKy d1oTopoy.
KaOe drouo oe o povoiko-kivytiky  oudoo.
OVUUETEYEL  EVEPYE, 0  MIO.  ONULOVPYIKN
oradikoaioL.

o H éxppoon UEGm HOVOIKMV OPYOVMYV ETITPETEL
OTODG COUUETEYOVTAGS Vo, Tailovy uoll Hovaikn (e
&vav avBopunto tporo.

H ovvavinon dvo ovOporwv uéoo omo ™
HOVOIKY EKQPPOCH Kol TO TaLyviol amoteAel ™)
Baon ¢ ovvoreOnuatixng ovartodeg.

H 1xavotnro. povoixns avtiAnyne kou Ekppaons
eivor aveaptnty OTO TNV TVEVUOTIKY IKOVOTHTO,
myv  plikia kKol TV TPONYOVUEVH]  UOVOIKH
EUTTELPIOL EVOS OTOUOD.

AEEa1g KAEWOWG: GTOLEIDONG LOVGIKT KOWVMVIKO-
evta&laxn OOy OYIKN- povoikobepameio:
pebodoroyucég drapopég

H o6. Ap. Karin Schumacher ocnovdoce
povoikofepaneio ot Biévvn, Kot moudaywykn g
OTOLEWOAOVG HOVOIKNG kot Kivnong oto  Orff
Institute oto Salzburg. Am6 to 1974 epydletor og
HOVGCIKODEPOTEVTPLO ATOUMV UE WYOYIKEG acOEVELEg
Kol avomnpieg Ko 61ddckel povotkobepaneion 6To
[Mavemomuo tov Teyvav tov Bepolivov.

Email: schumaka@gmx.de

Ynueioon: Avtd to Gpbpo g Karin  Schumacher
mpwtodnpoctevdnke to 1999 pe titho «Die Bedeutung des
Orff-Schulwerkes fir die musikalische Sozial- und
Integrationspadagogik und die Musiktherapie» o710
nepoducd  Orff-Schulwerk-Informationen, tebyog 62
(BAéme: http://bidok.uibk.ac.at/library/schumacher-
orff.html). H mapovca eAAnvikn petdopacn tov apbpov
OMUOGIEVETAL [E TNV ASEWD TNG GLYYPAPED KOl TOV EKOOTH).
[Tépo and opiopévec aAloyég otn HOPQOTOINGT, TO
Kelpevo €yel amodobel moth otV eAMVIK| YA®oo
SlOTNPOVTAG TNV 0POAOYIL TOV YPNCILOTOMONKE OpyIKdL
OO TN GLYYPUPEQ.
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«H povaodixn eievbepio tov avOpamov eivor n
povrooio tov!»

Me autiv Vv mpdTacT YVOPIGO T JEKOETIO TOV
70 oo Ivetitovto Orff tov Carl Orff, o onoiog 1om
amd v dpvon Tov tvotitovtov Iladaywykng,
Xopoh kow Movoikng yopétile Tavta TPOcOTKE
Tovg portntég. Tnv nuépa mov tov yvapioa, o Carl
Orff anfyyethe o€ Pavapikn dSidAekto, 1™
«Xplotovyevvidtikn Iotopioy tov emevovpévrn e
J1o GANGUOVITN Y10 LEVE LLOVGTK.

H yA®co60 og poveikn — H povoikn og yAdooa

H évvow ¢ povowkng yuo tov Carl Orff Baocileton
omv évvola mov &dvav ot apyaiot 'EAAnves ot
HOVGIKY.. Mg tov Opo  «UOLGIKN» Ol apyoiot
‘EAAnveg yopoktiplav tig axdAovBeg povoikég
OPOCTNPIOTNTEG: TO «TPAYOVO), TO «TPAyoLOL Kot
xopo» kol to «maifyo ™¢ KiBdpag». Emedon o
oTiX0¢, N LOVGIKN KAl 0 X0pdG OTU TP Y POVia
ouvdéovtay GTEVO PETOED TOVG, 08V LIPYE EVOG
O6pog TOL Vo onuaivel povo «povcikny. I'Adocoa,
MOVGIKY Kol  Kivnorm, ovvdedepéve, pe TNV
«evomotovao, duvauny (Orff 1976: 17) tov puBuoo,
Bewpovvtor amd tov Orff o1 apyikés popeég
Ekppaomng Tov avlpdmov. Ot GTOYEIDOEIS LOVGIKEG
AOKNOELG, OTmG dnpoctevdnkay apyotepa oto Orff-
Schulwerk (oxolkd épyo tov Orff), mpénel kotd
tov Orff va. «uag eépvouy mo Kovid oTig apyIkeg
duvauelc kot popeéc ¢ povoikngy  (Orff
1963/2011: 15).

O yv®oTOG 0PIGHOG TG CTOLYELMOOVS HLOVGIKNG
tov Carl Orff mepiéyel tovg ovolaeTIKODG AdYOLG
oV KoBoTOUV OKOTUN TN YPNoN NG TOGO Yo
KOWOVIKOTOO0Y®YIKOVG Kot Ogpamentikong
oKomovg OGO KOl YO GKOTOVG OYETIKOVC LE TNV
TOLOOYOYIKN ™mg EVOOUATOONG
(Integrationspéadagogik):

«H o¢ovi, mn opowokataAn&ia, m AéEn, to
TPOyoLSL GLVIGTOOV TO OTOQUCLOTIKG GMuEia
exkivnong [...] H otoygiddng povoikn dev givor
TOTE  HEUOVOUEVN, OAAL OUVOEETOL HE TNV
kivnon, 1o yopd Kol TO AOYyo, Kou €ivor pia
HOVLGIKY] TNV omoio. TPEMEL Vo ONOVPYNOEL
Kaveig HOVOG TOL Kot OTNV omoio 88 GUUUETEXEL
poévVo ®G OKPOOTNG OAAG KOl ©C CUUTOIKTNG.
Eivat Tpo-nvevpotikn, dev mapovcidler odvhem
popon, etvor ynwvn, QULGIKY, COUOTIKY, UTOPEL
va ™ pédet kat va ™ Prdost o Kabévag Kot givot
KotIAANAN Yo o Toudiy» (Orff 1963/2011: 144).

1. «H otoyewons povoikyy oev eivar mwoté
HEUOVOUEVY, 0IAD GVVOEETOL HE TV KIVHON, TO
0P Kot To Abyox'

H mpocpopd piog mowiiiog SuvaToTHTOV
€kppoong otov avlpomo avédver T dvvatdtnTd
TOV VO OVTOTOKPIVETOL avTopdvTag Beticd. Avtd
glval onpovtikd Kupimg € TEPMTAOCELS OTOL M
duvatotnTo £KQPOoNG Eivol mEPLOpIoUéV) AOY®
Kamowog dwatapayng M avomnpioc. O ido¢ o Orff
dev eiye mpoPréyer v epappoyn tov Orff-
Schulwerk yio Bepamevtikodc okomovg 1 GTOV
Topéa TG BepomevtiKng Todaymykng, aAld o Karl
Hofmarksrichter — évag e1d1kog Toudaywydg and to
Movayo — eméotnoe v mpocoyn tov Orff om
O0VAELD OV glye KAVEL O (010G HE KOPOLG Kot
Bapnoovg Non and T dekaetio tov '60. Méca and
to évtovo aicOnuo tg ddvnong Ko pe TV
nopaymyn puoumv kot yov (e épyava Orff) mov
yivovtol auebntd 1660 e To GO OGO Kol LE TNV
opoon, do0nke m dvvatotnTo 68 AVOPAOTOVG [E
avtv TV avamnpio 6yt povo va moilovv HoLGIKn
0AAG kol vo yopevovv. Emiong, n wovotnto va
dwkpivoov t0 Vyog TV TOVOV pPECEH  HLOG
ekmodevpéVNg aiclnong twv dovicemv Peitinoe
tov Tpémo ophiog Tovg. O Claus Bang (1971) ka1 n
Shirley Salmon (1992) cuvéyicav oavtd 10 €pyo
EVTOTIKAL.

H epyaoia ¢ Gertrud Orff ) dexoetio Tov <70
oto Kévipo yw 7moudid tov Movdyov 1tav
npotonoploky). H «povowkobepaneioo Orff», dmmg
mv ovouale o Theodor Hellbriigge — o 7tote
dtevbuvg Tov Kévtpov ya moudid —, deiyvel mog
pmopodv vo. ©@eANBobv Todld pe TOAAATALG
avamnpieg, kopiwg Toudld Qe OVTICHO Kol UE
avamnpiec ot oodnoslg, amd TN UOVOIKN TOL
amevBoveton og OAec Ti¢ arobnoeic. H Gertrud Orff
opiler v opalduevn «povoikobepameior Orffy mg
moAv-aicOnnplokn Oepameia: «H ypnon tov
HOVCIK®V HECHOV — QMVNTIKO-pLOWKN YADooa,
elevBepog kan kabopiopévog puBuodg, Kivnon, pérog
0TN YADOOW KOl GTO TPOYoUdt, ¥pNoTn TV opydvmv
— SLOUOPPDVETOL £TGL MGTE VO, ATELOVVETOL GE OAEG
TIg owbnoelg. Méoa amd ovTéC TG TOAL-
awcOnmpuokés ®Onoelg kobiotator dvvarty m
TPOoEYYIon, oKkOUo Kal kel Omov €va alcOntnplo
opyavo og Aertovpyei N éxel vootel PAGPN. Xe pia
avBopunTn OMovpYIKn cuvvepyacio. umopsl Kot
wpénel 1o mowdi va ekppaletar elebbepa, va
Slopope®mVEL TNV EKEPACT TOV, £QAPUOOVTHS TN
070 KOW®VIKO Tov mhaicio» (G. Orff 1974: 9).

1 Avt kon Ohec ot axolovdec emkeparideg eivon
anocndopata tov Carl Orff (1963/2011).
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Méca amd Tnv eumelpio. Hov HE TOOUY pE
OLTIOUO, TOV VTOEEPOVY omd Pabid avomTuEiakn
dwtapoyn Kot TopdAAnAio amd oakpoio dtotapoyn
NG EMAPNG, 1 KAVOTNTO O10GVVIESTC AKOVGTIKMV,
OMTIKOV Kol OnTIKOV gpebicpdtov, Onwg Ta
Tapovctdfovv 1 HOLOIKN Kol 1 Kivinom, onuaivel
TNV avAaKTnomn e wavotnag dnpiovpyiog oxéong
UE TOV €0LTO Kot P To mepPdAiov Tovg. Edv, yia
wapddetypa, mpochécovpe GToV TPOTO EKOPACNG
Tov Tody  aKoun o owodnTikn  Sadkocio
EVOOUOTAOVOVTOG TNV KIivnon Tov o1 HOVGIKN,
BonBodue 10 mWdl v akoVGEL AVLTO WOV
StpopeTikd povo aicBavetat. Av 1o modi cuvoEcEL
OVTEG TIG 000 acONTIKEG epmelpieg, MOKTA Lol 1O
ouveldNT aicnon tov govtov TOv. ALTH Elvon 1
Baon o v KavoTNTo AVATTLENG TNG AVOPDOTIVIG
oyéong (Schumacher 1994). Ou guneipieg axodw
TOV E0DTO OV, OKOD® E£06VO, KOl GKOD® EUCS, Ol
omoieg Provovtal LEGM NG LOVGIKNG EKk@poonC (e
Opyovo Kot Qvn), Kol 1 eunepio aiobavouor kot
PAérw eoévo k1 guéva, Om®G LT PudveTon oTNV
kivnon o1o yopo, civor OspeMMIEIS. ZVVETHOC, OGO
apopd TudLd e TOCO POPLEg LUTAPAYES, AVTEG Ot
eumelpieg  mpémer  vo  avaminpmbBodv N va
avaktnbovv. H 18¢o tov Orff va Oswpniost
LOVGIKT MG £VOL TOAV-0IGONTNPLOKO QUVOLEVO OEV
glvol pOvo okOmUN OAAG Kol OTopoiTnTn Yoo TN
Oepamevtikn epyocio. Idwaitepo guvoikn yuo v
avamtuén oyéong sivor n JmPOCOTIKY EUmEpiaL:
TO YEYOVOG OTL TOL GLVOLGOHNLATO, TO CLCONLOTA KoL
Ol CULYKIVNOWKEG KATOOTAGES UTOPOOV Vo
potpactovy. To koo Tpayovdt, To oy vidl Kot o
YOPOC AmOTEAODV ua 1dtoitepn dvvoTdTNTO Yo va,
Bunoel To Tondl avtd 10 oo Korvod aicOnua pe Tov
dAAo (Schumacher 2004).

2. «H otorysiddong povaeiky eivar § poveiky mov
onuLovpYEl KAVEIS HOvog Tovy

H onuacio tg avtevépyelag, Tov amoTeAEGUATOC
mg  wilag wpaéng, Yo TOV  GvOpwmo, TNV
OLTOTETOIONGT TOL Kol Yo TO ONUIOVPYIKO TOV
duvapukd glvar onuepa mo Emikopn Omd TOTE.
AOY® TG TANODPOG TOV TEYVIKOY UEGHV KL TOV
dyyovg amévavtt og o TEAeln amddoor, £va LETPLO
OTTIKO KOl OKOVOTIKO OTOTEAEGLLO TOV TTPOKVTTEL
OO TNV TPOCOTIKN OpUcTNPIOTNTA TOV OTOUOV,
KOl €V TPOKEWEVED A0 TNV OVTOEKPPACT] LEGA OO
™M MOVoIKN Kou TNV kivnom, e&lvor  ovyvd
amoBappuvtikd. Av mn avtorenoibnon dev eivan
apketd vynAy kot to  mEPPAAov,  dniadn
ToVAGyIoTOV €vac GALOC GvBpwmog, o€ dgiéel v
avAAOYN YOPd KOl avayvaplon yuw Ty EKQpoon
TOV 16i0V gavtov, cvuvtopo avt e€apaviletal. Orot
umopobv va movv éva M 600 TWPAYHOTO YloL TNV
gvacnoio TG TPOCOTIKNAG LUOVGIKNG EKQPUCTC
K@molov, emeldn givar un Aektikn ko kobopiletan
KUPIOG OO TNV TPOCHOTIKY CLUVUICONUATIKY Kot
yoywkn katdotoorn. Kaveic dpmg dev tpayovddet

Kol doev mailel ovte VAT, AV KOTOWOG TOV
TPOoGPAAAEL M TOV TTEPLYEAAOEL.

H povowobepaneioo wg wyouyobepameioo mov
nwpoonabel vo emnpedoel Tov Yuyikd KOGUOo gival
uwe. Ogpamevtiky uébodog m omoio. — OTMC KAOE
yuyoBepaneio — umopel va evepynoel UOVo HECH
NG KIVNTOMOINGNG TV OUTEVEPYADV SVVAUEDV TOV
0o0gvoic.

Amogouoiotikig onuociog oty 1déo tov Orff
glvor n ek véouv avakdioyn g aflag ™G
QUTEVEPYELNG KOl TOV KIVITHPLOV KOl OTOPAITTOV
YOPOL Yl OLTOCYESINGUO,  OLTOGYEOLOOTIKY|
HoLoIKn, Kivnon kai Adyo. H oeulomaiypmv kot
OVTOGYESINOTIKN OTdOT, OMWS TAvta TV Nbeke o
Orff, d¢ pabaiveTon omapaitnto péow eknaidgvonc.
‘Etor  Pplokoviav  dapkdg — ddokoAol  wov
dvoenuovcav to Orff-Schulwerk péoca omd v
EUUOVT] TOVE OTNV TIGTH omdd06N TOV, VOTO TPOG
vOTo: £T01L GUVOEEL KAVELG TNV EIKOVO TOV TOLOLOV
UE aLTNV, OTNV 0Toio To TOdLd KABovVTOL 6T CELPA
UTPOoTa Gg v ELAOP®VO KOl OVOTOPAYoLY oVTO
OV  TOLC VWOJEKVOOLY O  dlevbuving g
0pYNOTPOG KOl Ol VOTEC.

To povtého tov Orff-Schulwerk mov mpoékvye
péca omd ™V TPAEN amd MNYNTIKG TEPAUOTO KoL
LOVGIKEC eQevpécel; oto oyoAeio Glntherschule
OMOTEAEL  KOTAYPOUPT  EMTUYNUEVOV — HLOVCIKOV
YEYOVOT®V KOl  «KOTOYPOQPEC OVTOCKEOLOGUDVY»
(Orff 1932/2011: 66). To Orff-Schulwerk davet
EKKANGOT  OTNV  MYNTIKY  QOvVTAcio. KOl oIV
€QELPETIKN TEYVN TOL Kabevog. H kataypaen kot 1
dnuocicuen aLTOL TOL HOVTEAOL &€pYaciog Kot
Stopoppmong umopel va €dwoe  mBnon oty
eEAmlmon TOV UOVGIKOTALOAYMYIKAOV 10EDV TOL
Orff, aAld eyxvpovodoe kol Tov Kivduvo Tng
mapepunvevons. I' avtd, 16N omd v Tp®dTN TOV
¢kdoon, o Orff onueivoe: «voplla o611 1
dnuocigvon kol 0 AETTOUEPNC KOOOPIGHOG TOV TN
GUVOOEDEL OEV OVTOTOKPIVOVTAY GTO YOPUKTPA
TOL OVTOGYESIOGIOD, MGTOCO NTAYV CVOTOPEVLKTO
v v e&EMEn ko v eEdmimon ovTHg TG
gpyaociog (Jungmair 1992: 115). Kat apydtepa, pe
aKOUO PEYOADTEPT OKPiPela: «...0ev gvvoeital Kot
Ot ompileton M ovoamopay®YN VOT®V, OAAA M
glebbepn Onpovpyio HOVGIKAG, Yoo TNV OToid Ot
KOTOYPOQES TOPEYOLY VTTOdEIEElS Kot epebicpatoy
(Jungmair 1992: 131).

3. «H otoiyeidons Hoveikiy &ival uio. pHovciki,
OTHV OTO0I0, GUUUETEYEL KAVEIS Oyl UOVo ¢
OKPOATHS 0JA0 KOl (OGS COUTTATKTIICH

O Orff dev divel éupoon poOVO otV aVTEVEPYELQ
OAAG KOL GTY] GUUUETOYN OTO TOAEIO HOVGIKNC,
6710 aBOPUNTO aTd KOOV TOIEO TOV TPOKVTTEL
He Ta Opyava. Xe dpBpo Tov o€ o epnuepida ALet:

«H xabodnynon tov moudod 61N LOVOIKN dev
EeKva TNV ®PO TNG LOVGIKNAG: apeTnpia TG glvan

© Approaches / EEMAIIE 2013
ISSN: 1791-9622

108


http://approaches.primarymusic.gr/

Approaches: Movcwobepaneio & Ewdwkn Movoukn Hodaywywn | Ewdwkd Tedyog 5 (2) 2013 | http://approaches.primarymusic.gr

N Opa TOL TOYVIOL. Agv TPEMEL KAVEIG Vo
€104y€l KATOLOV GTN LOVGIKN: 1 LOVGIKN TPEMEL
vo. TPokLNTEL. TOo onuavtikd €ivolr va apnvel
Kkaveig to moudl vo mailelt amd udvo Tov Kot vo
amopaKpUVEL 0,11 0 dwtapdoosw.  (Orff
1932/2011: 68).

To moyvidl kol 0 AVTOGYESAGUOC EYOVV Yo, TOV
Orff Aettovpykd yapaxtpo: «ATo TV mapoOpuUNncH
Yo Touyviolt  oavOmTOOGETOL T VTOUOVETIKY
dpactmpomta. Kot'  eméktaony, pe ovtv
avanmtoooeTal 1 €£G0KNON KOl Omd  ouTHV M
amodoony. To Orff-Schulwerk zwpocoeéper v
®Onon va moilet to mOdi PE TN HOVLOIKY, TNV
kivinon kai 10 AOYyo, kot péco omd avtd va
eookeital kot va pabaiver (Jungmair 1992: 108-
109).

INa ™™ povowkoBepameio, 1 omoion vosital
onuepa ®g yoyobepameio, -ONAnd” ¢ EXNPEUCUO

™me  Yyuyne- woyxdel o opoudg Tov  AyyAov
yoyavolout kot Oegpamevr  madiwov  D.W.
Winnicott:

«H yoyoBepancio cupPaiver ekel dmov tépvovtan
SlpopedvovTag Kowd TOmo 000 TOMElG TOV
TayVId1o0: avTodg ToL 060evoDE Kot EKEIVOC TOV
Oepanevti. H yoyobepomeio £xel vo kavet pe 600
avBpomovg mov mailovv poli. Qg ek TovTOVL, M
gpyaoia Tov Oepamevtn TpocavotoAMigTon otV
OmOUAKPLVON TOL 060eVODES amd o KOTAoTAo
oV omoia dev umopet va waiket, odnydvtag Tov
o€ o Katdotaotn otnyv onoia gival og Béon va
nmaiev (Winnicott 1971: 49).

Exel mov o Winnicott cuvavtd tov acBeviy tov
péco amd «oyédia-povvtlodpesy Kat mpoomadel vo
KOTOVONOEL TNV  YUYKN TOL  Kotdotoon, O
LOVGIKOOEPOTEVTG  TPOCPEPEL TN LOLGIKN
gkppaorn g péco dnuovpyiog oxéong. Kot ommg
oamédelte ek véov M €peguva ota Ppépn  TIg
TEAELTOIEG OEKOETIEG, M WUYIKN] OVATTLEN Ko
e&eMén Paociletor ot ovvdvinon 600 avlpmdTwV
oto moyviol. H povoiwkn kot o yopdg kabietovv
duvarn ) cuvavrnon 600 avlpOT®V Le 11aitepPO
TpomOo.

IMo va etvon duvat 1 Evepyn LOLGIKT EKQPOCT|
vy évav dmewpo, o Orff oavéntoée poli pe tov
Maendler pio «ocvAloyn opydvmvy, ta oualdusvo
«opyavo Orff» (Orff-Instrumentarium). «O maiktng
umopel va dgt, va aweBavlei kol tavtdypova va
OKOVOEL TTOLO0 €100G KOl Ol €VTaon TNG Kivnong
odnyel o€ oo NYMTIKO amotéleoua. Méoa and tnv
dpeon copoTikn oyéon mPEmEL Vo avoamTuydel M
ECMTEPIKY] GYEOT UE TO OPYOVO, LLE TOV TOPOYUEVO
Nnyxo, ne ™ povokn» (Regner 1988: 97). Edv oto
oL viol pe ta Opyava o€ £va Todaymylkd TANIG10
CLUUTEPIAOUPAVOVTOL KO OTOWELG TEYVIKNG Kol
aoNTIKNG, N E0MTEPIKT GYECT] TOV OTOKTATOL LLE
TOV TOPOYUEVO YO UTTOPEL Vo, dDGEL TN duvatdTNTa
va ypnopomombel N HOLOIKN ©C HEGO Yo TNV

TOPOVCIOCT KOl TNV OVIIUETOMTION TOV  10iov
YOYIKOV TPOPANUATOV Kol EKEVOV TNG OUVOLUKNC
¢ ouddac. Emedn 1o otoyeiddn opyoava Orff
Swbétouv TIg akdAlovbeg 1010TNTES, EVOEiKVLVTOL
YO TNV KOWMVIKOTOOOY®OYIKN Kol Bepamevtikn
gpyooio. Avtd ta oOpyova:

e amevbivovtal e OAEG TIG AN oEC.

e amod TEYVIKNG Gmoyng mailovTol oYETIKA EVKOAQ.

e ¢gival KOVTA 6T0 o0, (0EV ATOUAKPOVOVY TOAD
TOLG TTaiKTEG 0VTE OO TO OPYOAVO OVTE OO TOVG
GAAOVG TLOTKTEG).

e glval KOTAAANAQ TOCO Y10 OTOUIKO OGO KOl Yiol
opadwod mai&po.

e glval KATAAANAQ Y10 TOV AVTOCYESUGUO.

O1 Aertovpyieg twv otoryeimddv opydvov Orff,
OM®MC  aVTa  YPNOLUOTOOVVIOL  TOCO  GTO
TOAYOYIKO 000 Kol 6t0 Ogpamentikd mAAicO,
divouv T dvvatdTa:

® NG QUEONG LOVGIKNG EKOPUCTNC,
® TOVL GUEGOL TTALYVIOOD UE AAAOVG,

® NG AVATTLENG TG MYNTIKNS PAVTACIOG.

4. «H oTotyeidons poveiky eival TIpo-wveLUATIKT],
oevrapovcidler ovvlsty popen, &givar vy,
QUGIKI], COUATIKY, UTOPEL Vo, TH HdAOEl Kal va TH
Procer o kabévag, eivar katdlinin yia To Taidiy

H povown mpooitdétra sivar oveEdptntn ond 1o
S1oVONTIKO EMIMEDO EVOC avOPOTOV: AVTO KAVEL TNV
EQOPUOYN NG Oovvat TOCO0 G€ avOpMOITOLS e
avamnpieg 660 Kol 68 avOpdTOLG YWPIg ovamnpies.
Mo ko1 povoikn eumelpia dev e&aptatan amd TV
nlkio. kot ™ povoikny weipa. Ot épevveg mov
avaQEPOVTOL  GLYVA OTNV  TPOYEVVNTIKY KOl
UETOYEVVNTIKY avantuén tov  acbhioemv  tov
avOpdmov (Schumacher 1994, 2004) deiyvovv otTt
TO. OTOLKElD TG MOVOIKNG «évtaom, puOudg kot
HOPON»  YivOvIOl avIUANTTO Omd TNV Opa TNG
yYévvnong Kot 0Tt 1 @V NG UNTEPAS SlaKpiveTol
a0 AALEG POVEC OUECMG UETA TN YEVVION).

0] Wilhelm Keller, ouwvBétme ko
LOVGIKOTOOUY®YOS Kol €VOC OO TOLG TPMTOVG
ovvepydteg tov Orff, epydotre amd ™ dexaetia
oV '60 pe Toudid pe avamnpieg ko véove. O Keller
Aéel: «AgC OVOUGOOVUE OTOLYELMON WHOLGIKN TNV
TPAYUATOON UG POCIKNG, KEVIPIKNG HOVGIKNG
KOVOTNTOG, 1 OTola, EVUTTAPYEL G€ KAOE AvOpwTO»
(Keller 1980: 17-19). Avémtuée pio popen Tov
OTOYEIMOOVE  povolkoy  Bedtpov, OmwE 1O
apayporonoinoe o Carl Orff 6to keAliteyvikd tov
épyo. [pdkertar yuo évo LOVOIKO-GKIVIKO OUAOKO
oy vidl, oto omoio kdbe maiktng avolapPaver o
pOAO TOL AVTOMOKPIVETOL OTIC IKOVOTNTEG TOV
Aapupdvoviag v’ Oy Tig avoamnpieg tov. To
OTOLEIMOEG HOVOIKO-0¢aTpo  givol pi  popoen
TOLYVIOO0 Kol EKPPOCNG, GTNV onoio dvOpwmot pe
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N yopic avammpia, HKPOL Kot LEYAAOL, UTOPOVV Va,
nailovv poli (Keller 1980). H mopoderypotikn
dovield tov Keller kot n Babid nemoibnor tov 6t n
avamnpio uropei va avoipedel tpocwpiva HESH NG
UOVGIKNG Tpdéne, Cel akdpo 6TovE QOLTNTEC Kol
ot pournpiec tov. O Michel kot 1 Manuela
Widmer (peta&d driov 1994), n Shirley Salmon
(1992), n Karin Schumacher kot 1 Julia Schéfer
(1984), n Ruth xou o Bjorn Tischler (1990) «.a.
EQAPLOGOY OTNV TNV 10€0 KLPIOE OTNV £pYacia pe
OO pe yoylkéc acBéveleg, kot v avémtuéay
TEPULTEP®.

Zovoyilw

Ot dwpopég avapeoa oto modaywykd Orff-
Schulwerk, otn pébodo g KovmVIKOTod oy W YIKNG
KOl TNG TOdAYWOYIKNG TNG EVOMUATMOONG Kot TELOC
011 povotkoBepaneio fpiokovtal oTig EVOEIEEIC KOt
ot otoyobémon. O Pobudc Eviaong g
dTapayng eivatl kaToAVTIKOS Yo To ot PEBodog
gtvar oxomun (Tischler 1983: 93).

H opada-otéoc, m otoyxodétnen ko 1
peB0d0A0YIKN TPOGEYYIOT OLOPEPOVY

To Orff-Schulwerk npoomabei va mAncidost v
EYYEVN]  «UOVLGIKOYOPEVTIKNY  KAVOTNTO  TOL
avOpdmov kot vo, v avortoéel. Tty puébodd tov
opiler ¢ mpobmOBeon TIC KOVOTNTEG €VOG
QULGLOAOYIKA OVETTVYUEVOL OvOpDOTOV, 0 0moiog
umopel vo  GLUUETEYEL Ko  va  piueitor,  va
«aviCetay poall pe GAAovg Kot 0 0moiog
mapoakveitar omd v evBdppuven tov dAhov va
TPOYWPNOEL G€  OKEC  TOL  OMUIOVLPYIKEG
dpaotnpotnreg. To ovvnbeg mAaicio péoa oto
omoio Aappdvel ydpa n epyacia, givor pa TaEn M
o opdda. H povoikn ypnowomoteitor ¢ péGo
SOUOPO®ONE TNG TPOCHOTIKOTNTOG KOl O TEGIO
yvoong.

H povoikn Kowovikomodaywylkn Kot 1
TOLOAYOYIKN TNG EVOOUATOONS AauPdvel v’ oy
mg v avomnpio kot T dwtopayn, Kot
TPOGOVOTOMEETAL OTN LN 1 AyOTEPO SlaTOPAYLEVN
LOVGIKOYOPELTIKN  duvatdtnto  ékepacng. H
evioyvon] g Ponbdast oty ovrietdOuon g
avamnpiog PeTplaloviag GUVERELES OMWG QLT TNG
KOW®VIKNG amopdéveons. 'Etol, 0nwg Kot katd ™
dadkacio ™G evomuUaTmMong, yivetar dvvatd To
moyvidl pe avBpomovg ywpig oavommpic N pe
avOpdmovg pe  OlQOPETIKN  avamnpio.  Av
avoroylotel koveic moco Ay sivon to péco mwov
gVIoYOOVY avTd TO KOwd fioue aviueco oe
avOpOTOVE pHE SLOPOPETIKA yopiopoTo Kol G€
avOpmdToLg UE avannpieg, uTopel vo katolapel Tnv
a&la avtig ¢ epyaciag.

H povowkoBepaneio voel ™) HOVGIKOYOPEVTIKY|
EKQPOOT TOV avOPOTOV MG «UN AEKTIKY YADCOO,
1 omoia pmwopel va «yivel Katavonti» aveEaptitwg

TVEVLLOTIKNG-YVYIKNG Kol COUATIKNG dtatapayns. H
povoikobepaneio «ypnolpomoled» avt ™ yAdoso
Y00 VO ONULOVPYNOEL ETOPT, EKEL OTTOL 01 AvBpwTOL
VTOQEPOLY OO EALELYT EKQPACTIKNG KUVOTNTAG,
omd (o cvvorsOnuatiky dtatopayn N omd o
datapoayn oty emoen Kot otig oyéoelc. H
povoikofepomeion wg yuyobepaneio avTiiapupaveron
OLTAV TN HOLGIKN UN AEKTIKN ETAPTN MG EKQPOOT
TOL YLYIKOU KOGLOV, KOL TN «YPNCLUOTOLED Y1 VoL
Bonbnoet tov asbevn vo TpoceyyiceL To YUYIKE TOV
mpoPfAiuata. Oco kavéva GAAO LECO, 1 LOVOIKT
umopel va Kével deopohg aKoVGTE KOl GLVELONTA,
Kol va mpoPel o€ AVoelg Kol HETUPAGEC OV
aopolV mpoPinuate 6w m e&looppdnnon NG
gyyOTNTOG KOL NG OmOGTOONG OTIC OvOpPDOTIVEC
GYEOELG. H EVEPYNTIKN povoikobepomeio
TEPIAOUPAVEL 0LTOGYESIAGIO e HOVGIKA Opyava,
Kol v, 6mov 10 Plopo «ovinteitow péco 6to
moyviot. To miaiclo ovtig g epyaciog
nmpocavatoAiletal otov acbevi kal 6to Pabud g
dwtapayng Tov. TOGo evdovoGoKoMoKd OGO Kot
eE@VOcOKOUIOKA, 1 epyocio yivetal €ite pe évav
aocbevn elte oe ouddec. Aev afloloyeitar m
HOVGIKOYOPEVTIKT TPO0OOC oG n
GUUTTOUATOAOYI, OT®MG aLTH TopATNPHONKE Kot
mePLypaenke amd T Odyvoon katr v Evoelln,
KaBdS KoL TO TAOS VT drapopomToldnke LEGH omd
TN HLOVGIKOOEPATEVTIKT EpYOTia.

l'evikd, o1 1déeg «xou TO péSO  TOL
YPMOLLOTOI0VVTOL EtvaL:

1. H ovvdeon ¢ MOVGIKNG, TG KIivong Kot ToV
AOyov péoa amd To aToyEio Tov pubuov, Kol To
Blopa mov cvvdéeton pe avtd PECH JAPOPWV
alcOncewv.

2. H apyn tov moryvidion Kot ToL avToo EONGHOD
mov Eekvdel omd To moudi Ko opilet €vo TAaiclo
oy vidloy, To omoio evioyvel Kot otnpilel v
EVEPYN KOl ONUOVPYIKY OVTO-EKPPUGCT TOL
€aVTOV.

3. H vndbeon 611 kGbe avOpmmoc eivar mpooitog
péca omd pio LOVGIKO-COUATIKY] YADCGCH TOL
€xel peydAn onuaocio yw T cLuVOICOMUATIKN
ToV avanTuén.

4. Mia. GuALOYT OPYEVAOV TOL OO TEYVIKNG ATOYNG
glvon  edkoro ot0 Tmoio Kot wopdyovv
ToKiAovg Myovc.

H eumepia péow OAov tov ocbhicemv kot m
udbnon kar dnuovpyics péc® TOL  TALVIOLOD
yopoktnpifovv wo cwoty mpoctyyion tov Orff-
Schulwerk. Ot 16é¢¢ tov Orff givon ovslooTikég Ko
emikalpeg OGOV agopd t Bepameio dwaTapuydV TV
wKavoTNTOV, Om®¢ ovty TG avtiAnyng, g
£0paimONG EUTEPLOV KoL EXAPNG, KOl KUPI®MG KATA
TNV OTOAELN TNG KOVOTNTOC YO TOUyViol, [ Kot
Olec OLTEG Ol KOVOTNTEG Ovayvopilovior o¢
Oeperemoelg v T pabnom, v TPOGAPUOYH Kot
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™V €naen He Tov KOGHo. To @whG cvuvdéeTor 1
wKavoTNToL Yyl Tovidt  pHe TNV IKOVOTNTO
onuovpyiog emaPng Kot oyéone He Tov Ao
PAémel «xovelg ocoeéoTotor oTNV  €pyacio  pe
avOpdmovg pe Papiéc datapayéc, OTME givol To
OO e oVTIoUO. Q0T1dG0, Kot OG0 apopd To VYL
MO0 paG  KIVOLVEDEL 1 OTOMIKY  IKOVOTNTO
encéepyaciog tov epebiopdtov, oMAadn g
OVTIANYNG, TNG EMAOYNG G KOL TNG OWTEVEPYELNG GE
évay KOCLO YEUATO amd £TOLUEG KOl EAKVOTIKEG M
udAiov TOPUPOPTOUEVES o€ epebioparta
npocpopés. Ilpémel va datnpnbet pe kdbe péco o
YOPOC YL TNV TPOCMOTIKY] ONUIOLPYID Kot M
extipnon yU  avtiv. Av opicel «Kovelg «10
OTOLEIDOES) MG KATL S1KO LG, TO OMOI0 «EKPEEL
omd o TpéYovca avdaykn kot Ppiokel EKQpacn»
(Jungmair 1992: 244), 16te avTO OVTOTOKPIVETAL
o010 OepoamevTiKO ©6TOYO KOTG TNV gpyocio e
yoyikd acBeveic. Tati povo otav dmoovpe Eva
KIv1TpO oTOV 060sV VO EKPPAGEL TOV YLYIKO TOL
TOVo, T0TE 0 TOVOG eEMTEPIKEVETAL, HOIPALETOL PE
Tov GALO, Kot €Tl yivetal TPOooPAGUog yio Lo
OQEMUN cvvodeia, eneEepyacio KAl AVTILETOMTION.
Edv  okolovbnoer  kaveic 10 OLGLOOTIKA
yopoktnplotikd g 1éag tov Orff-Schulwerk,
onw¢ 1o Swromwoes M Barbara Haselbach (1990:
187): «[...] mv evumdpyovoa o 6la ta (OVTOVA
ovto apyn Tov pLOUOY Kol TNV OMKN EVOGYOANON
LE TN ONULOVPYIKOTNTE TOV, TOV TPOKAAEL Kol mOel
v e&EMEN TNV Youy1], OTO GOUN KOl GTO TVEVLLO,
TOVY, TOTE N 10£0, LT AVTOTOKPIVETOL GTIV EKOVOL
Tov ovOpdmov wov  amotelel  Paom NG
puebodoroyiog oTNV KOWMOVIKOTOOOY®YIKY, OTNV
E0IKN TOOOYOYIKN Kol oTn povoikobepameia, ot
omoieg &yovv OVUOVIGTIKO-YVUYOAOYIKO
TPOCAVOTOMGLO.
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Special Issue

The Orff approach to special music education and music therapy:
Practice, theory and research

The Importance of Orff-Schulwerk for Musical
Social-Integrative Pedagogy and Music Therapy

Karin Schumacher

English translation: Gloria Litwin

Abstract

Which features of Carl Orff and Gunild Keetman’s
ideas are relevant for work in the community and
therapy? A child who is mentally or physically
handicapped, emotionally or sensorially disabled
or on the autistic spectrum, is never just only that.
The characteristics of a person that are not
expressed in these terms, however, are precisely the
ones that make musical communication and thus a
connection with so-called ‘normal’ people possible.
A historical review will demonstrate the sources
from which the adaptation of the Schulwerk for
work with handicapped and disturbed children and
young people was made possible and meaningful. A
brief section will define the fields of “Music
Education”, “Music in Special Needs and
Community” and “Music Therapy” in order to
distinguish them and highlight the contents they
have in common.

The author uses quotes by Carl Orff in order to
document the basis of her ideas for therapeutic
work and describes how pedagogues and
therapists, from the early sixties until today, have
developed them for and together with different
groups with special needs:

+ The multi-sensorial approach through speech,
free and bound rhythm, movement, singing and
playing instruments provides possibilities for
spontaneous creative play in a social context,
even if one important sensorial area is severely
damaged.

» Every member of an integrative music and
movement group is participating actively in a
creative process.

» The instrumentarium allows participants to play
together in a spontaneous way.

» Relationships developed through musical
expression and play as an encounter between
two people forms the basis for emotional
development.

» Musical reception and expression is independent
of intellectual capacity, age and previous
musical experience.

Keywords: elemental music; social-integrative
pedagogy; music therapy; differences in
methodology

Prof. Dr. Karin Schumacher studied Music
Therapy in Vienna and Elemental Music and Dance
Education at the Orff Institute in Salzburg. Since
1974 she has worked as a music therapist with
psychiatric patients, children with pervasive
developmental disorders, especially autism and
with handicapped children and teaches music
therapy at the University of the Arts in Berlin and
at the Music University in Vienna.

Email: schumaka@gmx.de

Note: This article by Karin Schumacher was originally
published in 1999 with the title «Die Bedeutung des Orff-
Schulwerkes  fur die  musikalische Sozial- und
Integrationspédagogik und die Musiktherapie» in the
journal Orff-Schulwerk-Informationen, volume 62 (see:
http://bidok.uibk.ac.at/library/schumacher-orff.html). This
English translation of the article is published with the kind
permission of the author and the publisher. Apart from
some copy-editing changes, the text has been attributed
faithfully in the English language retaining the
terminology used initially by the author.
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. .. |
The only freedom of man is his imagination

With this sentence | first encountered Carl Orff in
the 1970s at the Orff-Institute where he always
greeted students personally since the founding of
this training institute for Music and Dance
Education. On this day Carl Orff recited his
"Christmas Story" in Bavarian dialect, and his
musical relationship to language has remained in
my memory unforgettably.

Speech as music — music as speech

Carl Orff’s concept of music uses that of the
ancient Greek concept of “musiké”, referring to the
following musical activities: “singing”, ‘“singing
and dancing” and “playing on the kithara”. While
music and dance were closely related in early times,
there was no concept of only ‘music’. Speech,
music and movement, connected through the
“unifying force” of rhythm is considered by Orff to
be the original form of human expression.
Elemental musical exercises as they were published
later in the Orff-Schulwerk volumes should,
according to Orff, introduce the concept of “primal
force and ancient forms of music” (Orff 1963/2011:
15).

Carl Orff’s well-known definition of “elemental
music” contains the main reasons that make the use
of elemental music for social, integrative pedagogy
and therapeutic purposes possible and meaningful:

“The call, the rhyme, the word, the singing are
the crucial starting point [...] Elemental music is
never music alone but forms a unity with
movement, dance, and speech. It is music that
one makes oneself, in which one takes part not
only as a listener but as a participant. It is
unsophisticated, uses no big forms, is near the
earth, natural, physical, within the range of
everyone to learn and to experience it, and
suitable for the child” (Orff 1963/2011: 144).

1. “Elemental music is never music alone but
. . 1
forms a unity with movement, dance, and speech”

Enabling various possibilities of expression of
people increases the possibility of responsiveness.
This is especially important where possibility of
expression is lacking due to a disorder or disability.
Carl Orff himself did not think of an application of
the Orff-Schulwerk for therapeutic purposes or in
special education, but Karl Hofmarksrichter, a
remedial teacher from Munich, brought his
attention to his work, already in the 1960s, with

! This and all subsequent headings are quotes of Carl
Orff (1963/2011).

deaf and hearing-impaired people. Because of the
pronounced sense of vibration and the visually and
physically clearly evident creation of rhythms and
sounds on Orff-instruments, it was also possible for
these people with disabilities to play together, even
to dance. The ability to distinguish between pitch
levels through a trained sense of vibration, also
improved their way of speaking. Claus Bang (1971)
and Shirley Salmon (1992) have continued this
work intensively.

Gertrud Orff’s pioneering work in the 1970s at
the children's centre for developmental disorders in
Munich  was groundbreaking. “Orff  Music
Therapy”, so named by Theodor Hellbriigge, the
then head of the children's centre, shows how
children with multiple disabilities, especially
sensory impaired and autistic children can benefit
from music therapy. Gertrud Orff defined the so-
called “Orff Music Therapy” as a multi-sensory
therapy:

“Orff Music Therapy is a multi-sensory therapy.
The use of musical material - phonetic-rhythmic
speech, free and metric rhythm, movement,
melos in speech and singing, the handling of
instruments - is organised in such a way that it
addresses itself to all the senses. Through these
multi-sensory impulses it is also possible to start
just where an important sense organ is weak or
damaged. In spontaneous creative activity the
child should express himself freely, give form to
his expression and use it in social relationships”
(G. Orff 1974/1980: 9).

From my experience with autistic children with a
pervasive developmental disorder- and therewith
extreme relationship disorder - the ability to
connect audible, visual and sensory stimuli as
presented by music and movement, enables the
regaining of the ability for a relationship to one’s
self and to the environment. If we add for example,
a further sensory modality to the child’s offered
form of expression, such as movement, by adding
music, we can help the child to hear what he would
otherwise only sense. If he combines these two
sensory experiences, the result is a more conscious
sense of himself. This is the basis of interpersonal
relationships (Schumacher 1994). It is crucial for
pervasively disturbed children to regain the
experience: “I hear myself”, I hear you” and “I
hear us” that is made through the musical
(instrumental and vocal) expression, “l sense and
see me and you”, as in the movement, dance
experience. Gertrud Orff's idea to consider music as
a multi-sensory phenomenon is not only useful for
therapeutic work, but necessary. The interpersonal
experience that feelings, sensations and emotions
can be shared is especially encouraging for building
relationships.  Singing, playing and dancing
together present a special possibility of
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experiencing  this sense of
(Schumacher 2004: 89).

“togetherness”

2. “Elemental music means music that one plays
oneself”

The importance of self-activity, the effect of
people’s own actions on their sense of self and their
creative potential, is more relevant than ever in our
current time. Over-stimulated by technical media,
intimidated by perfect rendition, the modest result
seen and heard from one’s own first activity, here
the self-expression through music and movement,
is often discouraging. If the sense of self is not
strong enough, and the social environment, i.e. at
least one other person does not show  appropriate
pleasure and appreciation of one's own expressions,
it is soon lost. Many people can tell you a thing or
two about the sensitivity of one’s own musical
expression because it is non-verbal and determined
by one’s emotional and psychological state. They
don’t sing or play any more if they have been
laughed at or ignored.

Music therapy as psychotherapy is a form of
treatment that — like any psychotherapy — can only
be effective through the mobilisation of the own
self-activating forces of the patient.

Crucial to the Orff idea is the rediscovery of the
value of self-activity and the necessary motivating
play-room for improvisation, music, movement and
speech, invented on the spur of the moment. A
playful, improvisational attitude as Carl Orff
repeatedly demanded, is not necessarily learnable in
education. Thus there were frequently teachers who
brought Orff-Schulwerk into disrepute by adhering
too strictly to the written music: One associates
xylophone factories and groups of children who sit
lined up and reproduce slavishly what is prescribed
by the conductor and the notes. The collection of
Orff-Schulwerk models developed from the
practice of sound experiments and music inventions
at the “Glintherschule” is a transcript of successful
events, “transcripts of set improvisations” (Orff
1932/2011: 66). They should appeal to the
imagination and the finding of one’s own sound
fantasy and invention. Although the recording and
publication of his work and structural models
helped to disseminate Orff’s music pedagogic
ideas, this carried within the seed of
misunderstanding. So Orff already wrote in the first
edition: “I knew that the publication and the
attendant fixing in notation form did not correspond
to the nature of improvisation, but it was
unavoidable for the development and expansion of
the work” (Jungmair 1992: 115). And later, even
more precisely: “it is not the playing from notation
but the free making improvisation that is meant and
demanded, for which the printed examples give

information and stimulus” (Jungmair 1992: 131).

3. “Elemental Music is music in which one takes
part not only as a listener but as a participant”

Not only does Orff emphasise being self-active, but
also playing, the spontaneous playing together as it
is possible by the developed instrumentarium. In a
newspaper article from 1932 Orff says:

“Musical instruction for a child does not begin in
the music lesson. Playtime is the starting point.
One should not come to music — it should arise
of itself. What is important is that the child be
allowed to play, undisturbed, expressing the
internal externally” (Orff 1932/2011: 68).

Playing and improvisation have a functional
character for Orff, and he says: “[...] the drive to
play initiates the satisfying activity, and following
from this the practise and out of these the
achievement”. Orff-Schulwerk provides impetus to
play with music, movement and speech and through
this to practise and learn” (Jungmair 1992: 108-
109).

For music therapy, which is today regarded as
psychotherapy, i.e. mainly as a mental - emotional
influence, the definition of psychotherapy by the
English psychoanalyst and child therapist D. W.
Winnicott recounts:

“Psychotherapy takes place where two areas of
playing overlap: that of the patient and that of the
therapist. Psychotherapy means two people
playing together. This leads to the conclusion
that the work of the therapist is focussed on
where playing is not possible, in order to bring
the patient of out of a state in which he can’t play
into a state in which he is able to play”
(Winnicott 1971: 49).

If Winnicott has used the help of ‘squiggle
drawings’  (Kritzelzeichnungen) among other
things, in his encounters with his patients, and has
sought to capture their mental state, the music
therapist offers musical expression as a means of
encouraging relationships. As infant research has
again confirmed in the last decades, mental -
emotional development and change is based on the
encounter of two people while playing. Music and
dance can enable an interpersonal encounter in a
special way.

In order to make musical expression possible for
the layman, Orff developed together with Kurt
Maendler the so-called “Orff instruments”. “The
player can simultaneously feel, see and hear which
kind and intensity of movement leads to which
sound result. Through the direct physical
relationship, the inner relationship to the
instrument, to the self-produced sound, to music,
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should develop” (Regner 1988: 97). However, this
inner relationship often needs to be acquired, in
order to use the self-produced sound as a means of
dealing with one's own psychological and group-
dynamic problems. Since elemental instruments
have the following characteristics, they are also
suitable for social-pedagogic and therapeutic work.
These instruments:

o appeal to all senses;

o are technically relatively easy to play;

o are physically close (do not separate the players
too far from the instruments and from each
other);

e are suitable as solo- and group instruments;

o are suitable for improvisation.

The functions of elemental instruments, as they are
used within pedagogic as well as therapeutic
frameworks enable the possibility of:

¢ immediately communicating and expressing;
¢ playing together with others;
o developing sound fantasies.

4. “Elemental music is unsophisticated, uses no
big forms, is near the earth, natural, physical,
within the range of everyone to learn and to
experience it, and suitable for the child”

Musical responsiveness is independent of the
intellectual level of a person, which makes its use
for the disabled as for non-disabled people possible.
A common musical experience is possible,
independent of age and previous musical
experience. The now much-cited research on the
pre-and postnatal development of the human senses
(Schumacher 1994, 2004) shows that the elements
of music (intensity, rhythm and form), are
perceived at birth. Also, at the same time, the
mother's voice can be differentiated from others.
William  Keller, composer and  music
pedagogue, one of Orff’s first colleagues, worked
since the 1960s with handicapped children and
adolescents. Keller says, “Elemental Music can
therefore be called the realisation of the original,
central musical power that is inherent in every
human being” (Keller 1980: 17-19). He developed
a form of elemental musical theatre, as Carl Orff
had realised in his artistic work, a musical and
scenic group playing in which each player receives
his role according to his abilities and disabilities.
Elemental Music Theatre is a form of playing and
performance in which both handicapped and non-
handicapped, young and old people can play
together (Keller 1980). Keller’s exemplary work
and his deep conviction, that disabilities can be
temporarily suspended through musical activity,

lives on in his students. Karin Schumacher (1970-
1973), Manuela Widmer (1974-1978), Julia Schafer
(1984), Michel Widmer (1987-1988), Ruth and
Bjorn Tischler (1990) and Shirley Salmon (1992),
among others, have applied and further developed
this idea, especially for work with mentally ill
children and in integrated groups.

| summarise

The differences between the pedagogically intended
Orff Schulwerk, the approach in the musical social-
integrative pedagogy and music therapy lie in the
indications and goals. The degree of the intensity of
the disorders determines which methodology is
meaningful (Tischler 1983: 93).

The differences are the target group, objectives
and methodology

Orff Schulwerk wants to address and develop the
“musical-dance” potential present in every person.
This method of approach is based on the inherent
abilities of normally developed human beings, who
can join in and imitate, who can “resonate” and let
themselves be encouraged to make their own
creative activities. The usual context for this work
is as a class or group. Music is used as a medium
for building personality and as a field of
knowledge.

The musical and social-integrative pedagogy
takes into account the disability and disorder and is
directed to the undisturbed or less disturbed
musical-dance possibility of mental and physical-
emotional disturbance.

Music therapy ‘uses’ this language to enable
people suffering from extreme lack of expression,
emotional disturbance and with this associated
contact and relationship disturbance, to gain
expression and build contact. Music therapy as
psychotherapy understands this musical - nonverbal
contact as an expression of the emotional state and
‘uses’ it to enable the patient to access his
emotional health problems. Like no other medium,
music is able to make audible relationships,
separation, transitions and problems such as
balancing closeness and distance in interpersonal
relationships, and therefore arouse awareness of
them. Methodologically, in active music therapy
there is instrumental and wvocal improvisation,
whereby the experience is followed by “bringing to
word”. The scope of this work depends on the
patient and the severity of his disorder. This work
can be either as in- or out-patient, in groups or
individually. The focus of evaluation is not the
musical-dance progress, but the improvement of
symptoms, observed and described through
diagnosis and indication, during the music therapy.
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The following basic ideas and means may be
used to connect the different fields:

1. The combination of music, movement and
speech through the rhythmical element and the
associated experience with several senses.

. The playful and improvisational principle that
encourages the child to act expressively on his
own initiative thereby creating the appropriate
playroom for active self-expression.

. The assumption that every person is responsive
to a musical-physical language and that this is of
great importance for the emotional development
of human beings.

. A technically relatively easily playable and rich
tonal range of instruments.

The experience with all one’s senses of playful
learning and forming, characterise the well-
understood approach to Orff-Schulwerk. For the
treatment of the disturbed ability for perception,
experience and relationships, especially with loss of
skill for playing that we regard as fundamental to
learning to adapt to the world, Orff’s ideas are of
vital and contemporary relevance. A clear example
of how the ability to play relates to making contact
and relationships is most evident in dealing with
such pervasively disturbed people such as autistic
children. But also for our healthy children in a
world of ready-made and stimulating, even over
stimulating opportunities, the individual ability to
process this stimulation, i.e. perception, selection
and self-activity is endangered. The room for one’s
own actions and their appreciation is therefore to be
maintained by using all means. If we define “The
Elemental” as something of its own that is “brought
to expression [...] coming from a present need”
(Jungmair 1992: 244), this should correspond to the
therapeutic approach when working with the
emotionally-mentally ill. Then, only if we succeed
in motivating the patient to express his mental
suffering, can this be communicated and therefore
accessible to helpful accompanying and treatment
of the patient.

The essential idea of Orff-Schulwerk formulated
by Barbara Haselbach (1990: 187) “the immanent
principle of rhythm, and the holistic involvement
with one’s own creativity that encourages as well as
challenges every human being in its spiritual,
physical and mental capacities” corresponds to the
picture of humanity which is the basis of social and
integrative pedagogy and music therapy that is
oriented on humanistic psychology.
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Elemental Music and Dance Pedagogy (EMDP):
Artistic and Pedagogical Opportunities for
People in Advanced Age

Christine Schoénherr

Abstract

Age and ageing are issues of high significance in
our times, and lead us to ask how this prolonged
lifespan can be spent in a most self-determined,
meaningful and satisfying way. The author’s
personal approach to working with this age group
is described and complemented by personal
reflections on this subject. The many objectives
include non-musical goals as well as music-
oriented objectives which can instigate valuable
and satisfying musical experiences of a high
guality. Fundamental principles include: becoming
a player — taking an active part; the interplay of
music, speech, movement and dance; improvisation
and forms.

Important parts of sessions are described as
well as their goals: the greeting ritual is of
importance and warm-up exercises can be offered
using movement or body percussion. Singing well-
known songs as well as new ones, and playing Orff
instruments are valuable activities. Movement is
also an important part of the sessions where
diverse objects such as gloves, sticks or peacock
feathers are used.

The Orff approach has the wonderful advantage
of being multifaceted, putting emphasis on
improvisation and individual creativity which

Introduction

“I am young again”. These words express the
feelings of a female participant' aged 96, after a
lesson in which we accompanied the “Annenpolka”
of Johann Strauss with percussion instruments and
danced to it, inspired by colourful scarves.

! A photo of this participant is shown on the front cover
of my DVD (Schonherr & Kallés 2012). This
photograph can be also found in the relevant DVD
reviews included in this special journal issue (see
Danuser 2013; Kessler-Kakoulidi 2013).

allows making music according to one’s own
abilities — something that is important for elderly
people — and offering many different impulses to
feel, to live and physically express music.

Keywords: elemental music; resources; social-
communicative competence; artistic opportunities
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Musik und Theater in Hamburg, Germany as well
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Email: chr.schoenherr@hotmail.com

“Satisfied ageing can be learnt”.
“Staying young in old age”.
“The next ones needing care will be ourselves”.

Headlines like these, drawn from newspaper
articles, underline the fact that age and ageing are
issues of high significance in our times.

The demographic development of our society,
increasing life expectancy (by 2050 almost 40% of
the German population will be older than 60) and
the simultaneously decreasing birth rates do not
only present us with new opportunities®. There also

2 See www.destatis.de/bevoelkerungspyramide/
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are numerous problems, unanswered questions and
conceptions such as the comprehensible wish to age
in health, remain in a good mental and physical
condition, and not to be put into retirement. It is not
only important how old we will be but also how we
want to become old.

This leads us to consider by what means and
how this prolonged lifespan can be spent in a most
self-determined, meaningful and satisfying way.
How should existing competences and resources be
used and how do the deficits that ageing bring
about have to be met?

The year 2012 was declared as the “European
Year of Active Ageing and Solidarity Between
Generations” (EYAA) by the European Parliament
and the European Council in order to direct
people’s attention to the challenges and chances of
a long-living society and to show the spectrum of
possibilities to cope with age(ing). Consistent with
this concern, the logo chosen for this campaign
shows two stylised people dancing, since moving to
music and actively making music realise the aims
of the European Year 2012 in an ideal way (Figure
1).

a 9 D
m European Year for Active Ageing ‘(
and Solidarity between Generations 2012

Figure 1: The EYAA logo

In 2007 the Wiesbadener Declaration — a 12-point
list made by the German Music Council —
demanded that “[t]he image of a human-oriented
society goes hand-in-hand with the conviction that
musical encounters in their own right should be
madg available as a fundamental element at any
age’™.

My personal approach

In 2003, my mother moved into a home for aged
people. | often visited her and had many
opportunities to observe, that living in a nursing

% See www.musikrat.de/musikpolitik/musizieren-
50/wiesbadener-erklaerung.html

home is not easy. There is no mixture of
generations but the more or less daily confrontation
with the death of other inhabitants and thus also
with one’s own mortality. One day is very much
like another, there are very few activities or events
and it is not easy to develop contacts and to
communicate with others.

This span of life is marked by the degeneration
of physical and mental abilities, by the shrinking of
the social network and the realisation that one is not
needed any more. In this surrounding the fulfilling
of such basic human needs such as feeling loved,
being embraced, nourishing one’s self respect,
having space for self-expression and self-realisation
is extremely limited.

What | observed there inspired me to start a
project offering music and movement to the people
living in this nursing home, so | developed the
following invitation to make the residents curious
and encourage them to come (Figure 2).

Einladung

Freude mit Musik und Bewegung
fiir Seniorinnen und Senioren

Zu diesergemeinsamen Stunde sind Alle herzlich eingeladen, auch
diejenigen, die gehbehindert sind oder glauben, unmusikalisch zu sein

» Musik horen

» Zur Musik sich sanft bewegen

» Singen y -

» Auf Rhythmusinstrumenten spielen

» Schopferische Fiahigkeiten in sich
entdecken und entwickeln

» Miteinander in Kontakt kommen

Musik verbindet und éffnet die Herzen

Jeweils am Freitag um 10.00 Uhr im Gemeinschaftsraum
mit Christine Schonherr

Figure 2: Invitation to music and movement project

This was the first step in changing my previous
field of instruction — with the students at the Orff
Institute, Mozarteum University in Salzburg and
teaching music and dance to children of different
age groups — to teaching groups of aged people.
Since then, every Friday during the semester for
one hour “Joy with Music and Movement” sessions
take place.

The sessions are attended mostly by about 15-20
residents aged between 75 and 100, many of whom
have mental and/or physical disabilities. There is a
hard-core group of enthusiasts who do their best not
to miss the sessions accompanied by two or three
students. This dedicated group of regulars, who
also insist on having the same “regular” seats each
week, are constantly confronted with change due to
the advanced age of the participants and deaths
among their fellow residents, an ever-present theme
when working with people in the last phase of their
lives.

By now several students who gained practical
teaching experience in this age group have shared
their knowledge in their written bachelor and
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master degree theses. A graduate from the
Department of Psychology at the Paris-Lodron
University Salzburg attended our lessons for one
semester and chose to write her master’s thesis on
“Music and Its Psychophysical Effect on People in
Advanced Age” (Anzengruber 2006).

From the beginning of these classes in 2003,
many lessons have been filmed as unobtrusively as
possible to avoid irritating the participants. So the
video insights have to be seen as precious
documentation rather than as professional
recordings.

The filming of these music and movement
educational sessions with the elderly over such a
long period of time is unique and enables us,
among other things, to witness a wide range of
topics. The many recordings, after a process of
filtering, have been compiled to make a DVD with
the aim of giving people insight into this area of
work to encourage and motivate them to provide
adequate opportunities and to develop their own
concepts (Schonherr & Kallos 2012).

Pedagogical reflections

Having taught students and children in the Orff
Institute for many years | was quite sure that a
weekly session of music and movement based on
the pedagogical concept of Elemental Music and
Dance Pedagogy (EMDP) developed by Carl Orff
and Gunild Keetman could help to bring joy and
happiness to the aged people. It could give them
many impulses to come into contact with each other
and could nourish some of their unfulfilled human
needs. When | started my work the following key
questions influenced my concept:

e Which contents and approaches of EMDP
“reach” people who live in a nursing home and
belong to the age group 75 years and upwards?

e What does an adaptation to age-related
difficulties and impairments look like?

e With which objectives and in which way do we
provide topics so that the participants will have
a sense of achievement and be open for the
elemental, emotional effects of music, to be able
to truly experience music and to spend their time
meaningfully and constructively?

e Are there any music and music-related topics
that are specifically “tailored” to this age group?

I realised the following for this group:

e It is of great importance to offer musical themes
easily accessible but with a musical impact and
especially to create a motivating, protective and
joyful atmosphere.

o Itis particularly important to always be aware of
the humorous side of situations that occur
during a lesson. Laughing and learning are an
absolute dream-team, which is supported by
findings from the field of neuroscience. A smile
builds a bridge between ‘me’ and ‘you’. Hearty
laughter stimulates the diaphragm and is
strongly linked to one of the most pleasant
human emotions: joy.

¢ One should try to establish a relaxed atmosphere
based on empathy and defined by mutual
appreciation and acceptance which is decisive
for the success of our work with people of this
age group.

In my planning of the lessons | am mostly led by
the following non-musical, human orientated aims
and music-orientated objectives.

Non-musical objectives
The sessions should:

activate emotional awareness;
e create phases of spending time meaningfully;

e play a part in revitalising or strengthening
social-communicative competence;

e promote a feeling of success and therefore
satisfying basic needs such as recognition and
esteem.

These objectives are not intrinsically musical.
Firstly, this clearly highlights the fact that, when
dealing with this age group especially, important
non-musical areas can be stimulated and
strengthened using musical activities. Secondly, it
should make us aware that this age group must be
given the privilege to decide for themselves freely
whether they want to take part in such a music
session or not, without any therapy-related pressure
to perform or learning objectives. This age group
should be allowed to enjoy the lesson in their way
and to decide for themselves what does them good.
This is what a resident once said to me after a
session: “lI needed something to pick me up today
that’s why I attended the session and it worked ”.

Music-oriented objectives

The list of non-musical objectives should not
however, hide the fact that these sessions are about
instigating valuable and satisfying musical
experiences of a high quality. With music we
provide a medium that can be truly enchanting and
can induce a wide range of positive aspects:

o the realisation that everybody has creative skills;
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o working with music to find undiscovered talent
and unused resources which can be enjoyed in
music;

o the ability to recall songs, instrumental pieces of
music and dances from the past and to
experience them in a new way;

o memories (not directly musical) of certain
events in life come alive again through music or
dance and can strengthen a feeling of self-
identity; and above all that

e even in old age new and unfamiliar music can
be interesting and inspiring and that learning,
whether it be it on an emotional, motor or
cognitive level, is still possible.

The perfect example of this is when a happy 90
year old participant commented after a session: “7
really learned something new today”, and her
neighbour added: “you see, we are not too old!”

Becoming a player

From the very beginning of my lessons in the old
people’s home it was clear that Orff’s fundamental
philosophy also worked for this age group: not
watching from the side-lines but actively taking
part and becoming a player. Of course there will
always be participants who take part in the
activities in a very reserved manner but who are
nevertheless very concentrated and often obviously
emotionally touched.

Interplay of music, speech, movement and dance

The extent to which the clients take part and join in
is, of course, inseparably linked to the choice of
medium in which the activities are conducted,
namely those embedded in the Orff philosophy: a
combination of music, speech and movement or
dance. “Elemental music is never music alone but
forms a unity with movement, dance and speech. It
is music that one makes oneself, in which one takes
part not as a listener but as a participant” (Orff
1964/2011: 144). This is the credo of Carl Orff.

Improvisation and forms

Equally important in the concept of the EMDP is
the area of improvisation and the composition
related to it. They offer space to find and to
discover for oneself and to live out one’s need to
play that is also there in this lifespan. Improvisation
leads to contact with the artistic potential inherent
in all humans and inspires participants to actively
express themselves. In such phases, joy of life and
creativity are shown, and it becomes apparent that
learning at an advanced age is also possible on
emotional, motor and cognitive levels.

Another advantage of improvisation is the scope
the participants have to adapt their own experiences
to their physical abilities, so that the likelihood of
being over-strained or frustrated with not being able
to perform the given tasks is minimised.

Insight into the practical work

Before the lesson starts the students and | welcome
every participant entering the room by shaking
hands, making eye contact and saying his or her
name. This helps to improve the feelings of self-
awareness for them. | then usually begin the
programme with a “hello ritual” to establish contact
between the participants. This can be a greeting
canon or dance combined with greeting gestures,
inspired by a well-known piece of classical music
such as a Contradance by W.A. Mozart.

A warming up exercise can be offered in
combination with body percussion which has more
than just a musical function: it stimulates the blood
circulation, raises the spirit, mobilises arms and
legs, and creates the feeling of being embedded in
the rhythm of a united community - something very
important in this life-phase. Next, is the singing of
well-known or new songs which enables
participants to share feelings and sensations with
each other. In addition, singing supports the good
health of the breathing organs through the fine
vibrations and the activation of the breath; hence,
the saying: “Singing is the queen of the breathing
exercises”.

Playing Orff Instruments is well accepted,
especially the  percussion instruments in
combination with rhythmical improvisation and/or
instrumental sound experiments. The
experimenting parts are more or less like a
workshop. Mutual contact becomes possible, the
joy of playing is reactivated and self-confidence
develops. Everybody has the freedom to improvise
and play according to her or his abilities. | often
join the percussion group by improvising on the
piano or on the recorder (Photograph 1)*.

* All photographs were taken by W. Minder.
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Photograph 1: The percussion group

A very important part in our lessons is the
movement, the dance while sitting on the chair, as
locomotion in the room is not possible for most of
the participants. Objects are helpful, such as gloves
in different colours, which inspire the fingers and
hands to do choreographies or hand sculptures in
duets, trios or small groups, or we use sticks which
motivate movements as well as develop sounds
(Photographs 2, 3, 4 and 5).

with  movement

Improvisation

1 g
e e ] 3 " S

Photograph  2:
inspired by gloves

Photograph 3: One stick for two people needs
cooperation

Photograph 4: A stick sculpture

Photograph 5: Exploring sounds with knitting
needles

Peacock feathers stimulate swinging movements in
connection with soft music in 3/4 or 6/8. The tempo
of the music must be carefully chosen to motivate
the dancing movements and nevertheless to avoid
excessive physical strain (Photograph 6).

Live accompaniment by the facilitator is
preferred using instruments such as the piano,
recorder, drum and voice and has the advantage of
being able to adjust to the bodily abilities of the
dancing participants.
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Photograph 6: Peacock choreography

Summary

The artistic and pedagogical opportunities for
people in advanced age are found at a point where
pedagogy and therapy meet, but our sessions — in
comparison to certain music therapy models — are
an opportunity to renew musical activities from the
past and to enrich it by getting to know new
themes. It is not about set situations with clearly
defined objectives: for example, using a specific
piece of music to achieve a certain effect or result
for a client in a therapeutic process.

The Orff approach has the wonderful advantage
of being multifaceted, putting emphasis on
improvisation and individual creativity which
allows making music according to one’s own
abilities — something that is important for older
people — and offering many different impulses to
feel, to live and physically express music. Music
animates, calms and moves. Music is a medium that
acts beyond the laws of linguistic syntax. Through
music, feelings can be lived without having to use
lexical statements. Music even manages to
reawaken emotions believed to be lost and to
penetrate inner psychic levels that words cannot
reach. According to the German revolutionary
Sophie Scholl (cited in Hartogh & Wickel 2008:
26), “very easily and without violence, music opens
the doors of the soul”. This quality of music is
particularly important when working with people
suffering from dementia.

Music unites, establishes bridges of contact and
communication, opens hearts and hence acts as a
counterbalance to social isolation. Music reminds
people of past times and experiences and therefore
strengthens people’s identities, which is very
important for aged people who are so often
confronted with the loss of their abilities.

At the end of a session the participants
sometimes express the effect of the lesson in the
following ways:

“I feel that I am living”

“Joy streams through me, and lets me forget
everyday sorrows, feeling no pain and being
back in the room everything still sounds inside
me”
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Abstract

In the school year 2012-2013 a cross-curricular
programme was designed by a class teacher and a
music teacher in a school for children with special
needs in Athens, Greece. The programme was
based on the Carl Orff approach. The purpose of
this article is to show the advantages and the
effectiveness of the elemental music and movement
approach when applied in a group of students with
special educational needs in a public school for
special education.

The motivation of the cooperating teachers in
selecting this specific group stemmed from the
particular challenges that they were facing. The
first challenge was the lack of homogeneity among
the students. There were children with mental
deficiencies, pervasive developmental disorders
(autism) and rare syndromes. The second challenge
was that the programme focused on only one
specific topic that sought to acquaint children with
their body and how to relate to it through space
and time. The final challenge was the use of music
and movement as the main means of achieving the
goals of this programme. The goals were both
musical and non-musical. The outcomes of the
programme were thought to be positive by both
teachers. The students worked in a group and their
cooperation increased progressively during the
programme. They showed progress not only
cognitively but also psychokinetically and socially.
At the end of the school year, their progress was
marked by their participation in the school festival,
in a performance of music and movement, which
was the result of their efforts all year.

Keywords: Orff approach; music;
autism; mental deficiency; body

movement;

Introduction

Over the last few years, in Greece, special music
education has been a place of exploration and
experimentation (Kartasidou 2004). Many recorded
applications show that musical education for people
with special needs proves to be effective and
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successful on many levels. As a result, music
teachers’ specific interest in this area is continually
increasing.

Many research studies concerning the field of
music education for people with special needs are
founded on case studies (Vamvoukas 1988). Based
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on this fact, the purpose of this article is to present
a case study concerning a music programme. This
programme was designed by a music teacher and a
special education teacher and was applied in a
music class of a public school of special education
in Greece. This music programme was based on the
theoretical principles and practices that Orff-
Schulwerk (elemental music and movement
education by Carl Orff and Gunild Keetman)
suggests, and it was adjusted to the specific
uniqueness of the students.

The last decade the value of cross-curricular
teaching is fully recognised in Greece. Therefore it
has been intergraded in the curriculum of
elementary education. Still, this cross-curricular
approach is usually designed and applied by the
classroom teacher alone, in typical elementary
schools. In schools for children with special needs,
the cooperation between educators with different
specialisations is  essential. Even  though
cooperation always exists between educators, the
implementation of  such cross-curricular
programmes with the cooperation and coexistence
of two teachers in the same class is rare, due to
curriculum issues and other everyday problems that
school facilities are facing (understaffing, problems
with material and technical infrastructure, etc.).

As Kouloubaritsi and Mouratian state (2004)
collaboration among teachers is successful when
there is a good relationship between them and when
both teachers wish for this collaboration. The
collaboration makes sense when teachers plan their
goals and assessment criteria together. In the
following report, a successful collaboration is
highlighted between the two specialists and the
good practice that took place in a public special
needs school in Greece, is presented.

Definitions

Orff-Schulwerk

At the first Convention of the Orff-Institute in 1962
that took place in the Mozarteum Academy, Carl
Orff stated:

“The Schulwerk has not found yet the place
where it belongs, the place where it will be more
effective and where its combination with other
topics can be detected, developed and beneficial.
This place is school. The Orff-Schulwerk is work
for school” (Orff 1978/1976: 245).

The Schulwerk, as Goodkin writes, may be called
the Orff approach or the Orff process and it is
applied in different environments. The Orff teacher
is responsible for finding the appropriate procedure
in his teaching inspired by his creativity and

musicality. This does not mean that there is a lack
of fundamental principles (Goodkin 2002). The
pedagogical base of the Orff approach is founded
on theories of Pestalozzi, Rousseau, Dewey, and
Montessori. It is a child-centred approach and
supports experiential participation (Antonakakis
1980). Orff-Schulwerk does not only support
musical education but also proposes a wide
cultivation and growth of a child’s personality.

Special education

Polychronopoulou-Zaharogeorga (1995) describes
special education as:

“[...] the specially designed teaching which is
supported or can be supported by special
programmes of additional services and can be
provided in appropriate arranged and equipped
spaces in order to meet the special needs of a
child. With Special Education a child can be
provided with the knowledge and the dexterities
that are required in order to be — according to
his/her  capabilities- an independent and
productive ~ member of the  society”
(Polychronopoulou-Zaharogeorga 1995: 30).

Literature review

The close relation between Orff-Schulwerk and
music in special education is apparent. Here, we
present the basic points where the two practices
meet:

o they address the whole personality of a child;
they use music, movement and speech as a
unity;

o they offer the possibility of participation to
everybody, by giving the chance to every
member to benefit from whatever is necessary
for him/her;

o they activate the basic elements of human
nature;

o they focus on the primary elements and
parameters of music;

o they facilitate the socialisation and integration of
a child;

o they respect the uniqueness of a child;
they support self-action through
participation.

active

Indeed, as it is indicated in the Cross Curriculum
Framework that is elaborated from the Ministry of
Education in Greece, the principles that special
education follows are the basic blocks on which the
philosophy of Orff-Schulwerk pedagogy is standing
upon. These are the principals of the music
programme that is presented here. More
specifically, Orff-Schulwerk adopts the principle of
self-action, meaning that the student is encouraged
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to act on his/her own intention. In modern times,
the educational goal is to have a school where the
pupil, according to Pestalozzi, is aspired to be a
three-dimensional being with head, heart and hand
(“homo sapiens, homo sentiens and homo faber”,
see Vertsetis 2003: 169). Other educational
principles are: the principle of wholeness, where
knowledge is based on every aspect of children’s
capabilities  (cognitive, psychokinetic, social-
emotional fields), the principal of induction, where
teaching follows the course from simple to complex
and from precise to abstract, the principle of
cohesion where the course of teaching is organised
in a structured form and the principle of sensory
perception according to which knowledge begins
from our senses. Other principles are
communication and proximity to real life and the
principle  of  cross-curricular  approach to
knowledge, in a way that a child can acquire an
overall and united extension of knowledge
(Vertsetis 2003).

The idea that the Orff approach could offer
experience and knowledge to all irrespective of
their abilities was first suggested to Carl Orff by
Wilhelm Keller, a teacher of music and
composition, in 1949. Keller then began to
experiment and in 1962 he began to teach at the
Orff Institute (Salmon 2011). Another important
person who highlighted the direct connection
between Orff-Schulwerk and music in special
education was Gertrud Orff (1980) in her book
“The Orff Music Therapy” (German original 1974).
In Greece, Polyxeni Matey (1970) referred to the
use of Orff-Schulwerk with children with special
needs and she actually composed a little song
dedicated to deaf children. Antonakakis (2006) has
also made important references to the contribution
of Orff-Schulwerk in special education. He has
reported that mental deficiencies, speech disorders,
cerebral palsy, autism and sensory disorders of
blindness and deafness, are cases where Orff
music-therapy can be applied successfully.

Orff-Schulwerk in a group of children with
special needs: Case study

During the school year 2012-2013 a specific music
education programme was implemented with pupils
of the preparatory class in an elementary special
school in Athens, with the collaboration of the
music teacher and class teacher. The subject chosen
by both teachers was titled “Acquaintance with our
body and its connection with space and time”. This
topic was considered to be suitable for the age
(seven to ten years old) and abilities of the children,
and the fact that it was a topic that applied to
everyone despite the variety of the class population.

There were five pupils: student (A) with Down
syndrome, student (B) with Angelman syndrome
and behavioural problems, student (C) with autism,
student (D) with developmental and cognitive
deficiencies  (delays) due to insufficient
environmental stimulants, and student (E) who was
also an autistic child with violent outbursts. The
first two students had come to elementary school
for the first time, but they had attended
kindergarten for two years. The other two children
were attending school for the first time that year,
and the last student was a bit older.

The students of this class, even though they had
many different needs, had some features that led us
to design this specific programme. First of all they
had poor self-experiencing skills: poor kinaesthetic
skills, poor perception of stimulants through the
five senses, deficiencies in fine motor skills, and
poor control of body movement. Also they had a
poor knowledge of self-hygiene and self-helping
principals, in everyday life. Furthermore, they
presented with issues in orientation and guidance
through space and time. These considerations led us
to the conclusion that the first step in meeting their
needs, would be for the children to start finding out
and controlling their bodies and connecting
themselves with space and time.

In order to find out the best possible way to start
working with these concepts we had to take the
special characteristics of the specific group of
children into consideration. Some of the students
did not have sufficient comprehension of speech
and most of them could not speak adequately. In
addition, they had poor social skills, they
sometimes presented with aggression and they
could not participate harmoniously in any kind of
group activity. They also needed to develop skills
that enhanced their ability to learn, such as
imitation, optical and acoustical perception, and
attention. We thought that the music class could
help with all of these issues and make the learning
process much more entertaining and effective, and
motivated us to design this programme.

The goals of the programme concerned the
cognitive, psychokinetic and social-emotional
levels of the students. These would be approached
through music and movement activities that were
based on principles and techniques of Orff-
Schulwerk and followed the Curriculum of Music
Education (Pedagogical Institute 2003a).

The cognitive goals, that were set from the
beginning, in order for the students to benefit in this
area, were:

e to recognise and to point to basic parts of the
body and of the face: in pictures, on their body,
in the mirror and on another student;

e to compose puzzles of a face and of a body;
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e to name (for those students that have speech)
basic parts of the body and face.

Music and movement activities were designed in a
way so that the students could:

o listen and respond in different ways to sounds,
music and silence;

e develop their vocal abilities by singing simple
songs;

e produce simple sound patterns with the voice,
the body and musical instruments;

o perform rhythmic and melodic motives at the
same time with the others;

e move their body following the music that they
played or heard.

In reference to the musical material that was used,
the play-songs that were chosen referred to parts of
the Dbody, inviting the children to imitate
movements or to point to specific parts of their
body or the body of another classmate. Music
listening also contributed to the activation and
realisation of the parts of their body. Songs that
were chosen provoked responses to the rhythm
according to the speed, volume and structure.

On the psychokinetic level, Haselbach (1976)
professor of dance, improvisation and creative
movement at the Orff-Institute of Salzburg in
Austria, named the skills that students need to
develop as follows:

o development of physical awareness (parts of the
body, muscular functions, warming up and
flexibility, steadiness — instability);

e basic ways of moving (walking, running,
bouncing, jumping and turning);

e realisation of movement through time
(breathing, slow — fast, rhythm and movement)

o realisation of movement through space (lines —
curves, directions, levels in space: high,
medium, low, levels of the body: horizontal-
vertical).

Through musical and movement activities, students
started to realise body shapes, the unity of the body,
the place of every part of the body and finally
formed an image of their own body (Photographs 1
and 2). Body shape connects the body to direct
experience, evolves through space and time and
from a psychoanalytical point of view, it
simultaneously  addresses the subconscious,
preconscious and conscious (Stavrou 2003).

Photograph 1: Drawing the body

Photograph 2: Here is my body!

Finally, on the social-emotional level, the
challenges that the teachers faced were for the
students to participate in class while preserving
their uniqueness and also to develop a sense of
being members of a group and what that entails (the
function of the group).

For this purpose, we gave emphasis to
cooperation, acceptance of everyone’s uniqueness,
to the need to share teachers’ time with each other,
to be patient until their turn comes and to have
boundaries in their behaviour. More specifically,
the goals were:

e to sit in a circle without getting up and disturb
the other children, for five minutes or longer;

o to walk freely in the room, all at the same time
without bothering one- another;

o to share materials (musical instruments, colours,
etc.);

e to interact with other children (to give
instruments to one-another, to form pairs, etc.);

e to wait for their turn, while the teacher was busy
with another student (Photograph 3).
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Photograph 3: Colouring one’s body all together

During the lessons, combinations of pedagogical
methods and techniques were used because of the
lack of homogeneity between students. The
teachers’ priority was to find motives and
exhortations in order for the children to be
interested in participating in the class and to focus
their attention for as long as possible. The
programme took place in an environment where the
children felt secure, in playful and amusing ways,
where they could feel trust, joy and were able to
express themselves freely. Within this educational
environment, some behavioural techniques were
used which were helpful and effective for children
with pervasive developmental disorders (PDD).

Adamek and Furman (2012) state that music
educators promote positive behaviour when they
create a sense of predictability and routine in the
classroom using a visual schedule and have a
predictable room set up, use familiar materials. For
example use of pictures that represent types of
activities that will help the student to understand
what is coming next. Small drawings can be used to
represent the  “opening  song/warm  up”,
“movement”, “singing”, “instrument playing”, and
“closing”. This can help the student to understand
the class schedule better.

Every class followed the principles of structured
teaching (TEACCH method) for the planning of the
classroom and activities so that children with
autism could get organised better and know exactly
what was asked of them and what they should do.
Through musical activities, they were also trained
in individual dexterities (performing simple and
complex instructions, imitation, eye contact)
according to the needs of every child (Pedagogical
Institute 2003). For better communication with
them, the Picture Exchange Communication
System (PECCS) was used whenever needed. At
the time of the programme steady limits were set,
with constant reminders by the teachers. Objects
and other elements that could be upsetting were
removed, in order to prevent disturbing behaviour
such as obsessive, stereotypical or explosive

behaviour. Reinforcement and rewards were
constant and immediate, so the children received
feedback and could comprehend which were
desirable reactions and behaviours. In general,
every class was adjusted according to the goals of
the teachers, the needs of the students and the mood
that the children were in (especially those with
autism) on every specific day.

Presentation of a model class

Goals:

e to play a musical instrument accompanying a
song;

e to give the ball to one another in a circle on a
point in the music and to clap their hands on a
second point as the music changed,;

¢ to walk to the sound of a drum and to music, and
to sit down at the pause (one at a time and then
all together);

e to point to the parts of their body that were
mentioned in the song, one at a time (every child
hears a different part of the body);

e to interact and to communicate with the music
teacher;

o to cooperate and to wait for their turn quietly.
Lesson- plan:

Welcome

Students sit in a circle together with both teachers
and hold hands. They sing the welcoming song*
(one at the time and then all together) (Photograph
4).

“Children hi to you, hi

Friend hi to you, hi

Come into our company

Again with joy™”’
ey I
édé fdd 4 v J
) = 6’ - " -

—

Photograph 4: Welcome song

! This song is composed by Theodoridis (2006).
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Song of personal contact with the music teacher

Goodbye song

and presentation of every student separately

The music teacher plays a song on her guitar
addressing every student with the question “You
are [name]” and waits for his/her response “It is
me” (for those who can speak) together with the
use of a sign. Every time the teacher completes the
greeting with a handshake, singing “We are friends
you and me”. The children without speech
participate and reply to the teacher with signs. The
rest of the students wait for their turn while they
watch the student that interacting with the music
teacher.

Song accompanied by musical instruments

Again, every student, one at a time, plays the
instrument that the music teacher has given (every
child then passes it to the next one), while the
music teacher sings “Come to play and dance and
sing [name] together”.

Respond to the sound of the drum by walking and
to the pause by not moving

Students, one at the time, walk outside the circle
following the sound of a drum that the music
teacher is playing, while singing “I walk, I walk ...
and... I stop”. When the sound stops the student
runs quickly to his /her chair. Everyone participates
by taking turns. The same activity is repeated, but
this time they walk accompanied by music. When
the music stops, again the student runs back to
his/fher chair. When they finish one by one, the
activities are repeated and they participate all
together at the same time.

Song for acquaintance with parts of the body

The music teacher addresses every child singing
“One-two the head, one-two the head, one-two the
head, show the head”. Every child is asked to show
a different part of the body, such as their hand or

leg.

Differentiation of movement at point A and B of
the music

Accompanied by tarantella music, the children pass
a ball to one another around the circle during the
slow part (A) of the music. At the fast part (B) the
child that has the ball makes it “dance” over his/her
head and the other children clap their hands. The
same is repeated with bells. Every time a different
child holds the ball or the bells and makes them
“dance” over his/her head to the tarantella rhythm.
Special attention is given to the communication
between students and the participation of everyone.

Again everyone holds hands and sings a variation
of the welcome song “Children.... we are going to
see each other next time”. The same song is sung
again for each child separately, using his/her name.

Important note

The role of the teacher of the class is especially
important. She helps the children throughout the
activities above, and when needed she intervenes
applying her educational goals referring to
behaviour and to handling outbursts of children by
following specific techniques.

Outcomes and reflections

The children in this programme succeeded in
forming a group, cooperating for quite some time
peacefully. They increased the time that they could
wait for their turn, shared the teacher’s attention
and decreased their behavioural problems.
Furthermore, they learned the different parts of
their body and applied their knowledge in songs
and in music and movement games. Music and
movement were the means that helped the students
to explore and realise the shape and the basic parts
of their body, while at the same time having fun
with the songs and the games. Starting with very
simple goals, the teaching advanced to more
complex requirements. The group developed
coherence despite the different needs of the
members. The structure of class gave them security
and stability and contributed positively especially
to the cases of students with autism.

The specific programme concluded at the end of
the school year with the presentation of a music and
movement  play-song  which  showed the
achievement of the goals that were set by the
teachers. The song urged to move both on an
individual level and to cooperate as a group. It gave
the opportunity to the children to sing and to clap
their hands, following the form of the song. The
song “Our game now begins” belongs to the
collection “Donia Xelidonia” from Polyxeni
Matey, the Greek music teacher who introduced
Orff’s ideas to Greece.

This teaching experience reinforced our belief
that the Orff approach offers the opportunity to
every student with special needs to find different
ways of expression, communication and
participation through music and movement. This
possibility is due to the existence of inborn basic
abilities in every human, which are revealed when
proper stimulus is given. The Orff approach can
contribute by using elemental music and movement
activities.
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Special Issue

The Orff approach to special music education and music therapy:
Practice, theory and research

Interaction Creates Learning:
Engaging Learners with Special Educational
Needs through Orff-Schulwerk

Markku Kaikkonen & Sanna Kivijarvi

Abstract

We consider the individual and the collective as
fundamentally interdependent. Interaction leads to
learning and therefore theories of interaction are of
importance. For a music teacher, the achieved
awareness can lead to practical advances.
Discovering the most productive interactional
strategy and understanding the consequences of
actions within the actual learning situation can be
helpful in creating interaction and learning.
However, as interaction is dynamic and complex,
especially those practitioners working with students
with Special Educational Needs (SEN) may not be
satisfied with the respective conceptual frameworks
on interaction processes.

In the present article, we reason that on close
inspection it is possible to develop a conceptual
approach that meets the diversified challenges of
pedagogical interaction. We also suggest that
pedagogical interaction with students with SEN can
be grounded on the insights of Orff-Schulwerk.

First, we briefly describe some of the key
principles of Orff-Schulwerk. After the theoretical
background the article continues with real case
examples with a view to illustrating the
applications of the approach and some of the
advances of the Orff-Schulwerk perspective in
special music educational environments. We close
with a summary, presenting some views on the
potential of Orff-Schulwerk in pedagogical
interaction with students with SEN.

Keywords: Orff-Schulwerk; music education;
special music education; Special Educational Needs
(SEN);  learning;  pedagogical  sensitivity;
pedagogical interaction; music teacher training

Introduction

The individual develops through interaction and
collaboration leads to learning. We emphasise the
importance of the thorough conceptualisation and
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evaluation of interaction phenomena in music
education. The main challenge in analysing
interaction is its complex nature due to the
versatility of people, contextual and situational
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dimensions. Fogel (1993: 34) summarises
interaction simply as follows: “[...] individuals
dynamically alter their actions with respect to the
ongoing and anticipated actions of their partners”.
On the other hand, Bandura (1997) concludes that
individuals develop and learn in social relationships
and within the patterns of interaction. In this article
we consider interaction as the complicated,
interpersonal sharing of information, opinions,
interests and feelings. An interactional sequence
includes verbal and nonverbal exchanges, actions
and reactions between two or more people. The
ideas of a two-way effect and continual change are
essential in our definition of interaction.

However, as comprehensive as these above
definitions on interaction might be, they seem to
cover the early stages of interaction superficially.
The differentiating feature of interaction, e.g. social
behaviour, from antisocial or disruptive behaviour
is whether another individual is taken into account
in one’s actions. We discuss what is required before
any actual, bi-directional interaction or learning
exists.

This approach is chosen due to the varied
special needs of human beings that often bring
additional challenges to interactions. For example,
developmental disabilities, psychiatric disorders or
physical impairments can create difficulties in
perceiving. A student’s behaviour is often
characterised by confusion or inflexibility and it is
difficult or impossible for him or her to find the
meanings and requirements in interactional
situations. Within pedagogical interaction music
educators working with students with Special
Educational Needs (SEN) are often faced with new
challenges, for example with unpredictability,
misconceptions and unusual or disruptive
behaviours (or both).

The perspectives of Orff-Schulwerk offer
valuable notions to support successful pedagogical
interaction and further music making and learning.
However, we focus only on five key principles of
Orff-Schulwerk that are especially applicable in
understanding pedagogical interaction. The main
purposes of this article are:

e to introduce Orff-Schulwerk within a special
music education context;

e to discuss some of the fundamentals of Orff-
Schulwerk and its benefits for the pedagogical
interaction with students with SEN;

e to introduce the Special Music Centre Resonaari
as a local example employing Orff-Schulwerk
and providing further and more in-depth support
and solutions for the improvement of the
pedagogical interactions with students with
SEN.

Some of the achievements of Orff-Schulwerk
within special music education are first discussed
conceptually. We also show how these five
principles of Orff-Schulwerk support the evaluation
of interactions in a special music educational
context. Below, a brief overview of existing
literature and research is provided, and two case
studies are described. This is followed by a
discussion regarding future potential steps.

Orff-Schulwerk and special music education

Based on the reviewed literature, the following five
basic principles of Orff-Schulwerk are summarised.
The following aspects are naturally interdependent,
but do not include all aspects of Orff-Schulwerk.

1. Individuality and diversity

Orff-Schulwerk is student-centred. The key concept
of Orff-Schulwerk is individuality that posits how
diversity in learning and pedagogical interaction
exists. Individuality means that the focus on
pedagogical interaction is based on each student's
abilities, interests and needs, and the teacher
operates in the role of a facilitator of learning.
Individuality in a learning process simply means
that the focus of activity is on the learners. In other
words, individuality is the basis for active learning.
Consequently special music education shares the
basic elements with Orff-Schulwerk (Goodkin
2012).

2. Differentiation and functionality

The basis of Orff-Schulwerk is that music making
is understood as a holistic and multidimensional
activity (Wang & Sogin 2008). Playing, singing,
speech, movement, dance and listening are at the
core of the learning and teaching process (Perki6
2013). Within music learning and musical
activities, the diversity of the students can often be
effectively met by differentiating the musical tasks
in a functional manner. Orff-Schulwerk approaches
the professionalism of the music educator
summarising that the most important characteristics
are the ability, willingness and commitment to
arrange the learning process in a way that it is
purposeful and equally challenging and motivating
for all the students (Orff & Keetman 1950-54).
Musical tasks and activities are a many-sided
source for advanced and reasoned differentiation
processes. During music learning there are endless
possibilities to design and adapt convenient tasks to
meet each student’s skill level including a new
challenge to create learning (Jungmair 2001).
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3. Appreciation and creativity

Orff-Schulwerk focuses on the learner’s potential
and capabilities. A student’s previous learning and
teacher’s working experiences shape the real-time
pedagogical interaction. However, applying the
principles of Orff-Schulwerk should not be limited
by the earlier skills and abilities of the learner. A
music educator employing the principles of Orff-
Schulwerk appreciates and encourages each student
and his or her individual learning style. A music
educator must bring forth the appreciation so that it
constructively develops the interaction skills,
motivation, creativity and self-actualisation of the
student. This principle likely contributes to
achieving successful pedagogical interaction and
builds the student’s creativity (Orff & Keetman
1950-54).

4. Independence and innovation

One advantage of Orff-Schulwerk is that it does not
only offer exact guidelines how to create music
learning but likewise recognises the situational
nature of pedagogical interaction (Perkid 2013).
Interaction is complex and continuous. It is
significant that the Orff perspective also presents
opportunities for an educator to develop, recognise
and process his or her own reflection on thinking
(Goodkin 2008). A music educator employing Orff-
Schulwerk is willing to grow and develop and, at
the same time, is confident of his or her own skills
and the key principles of Orff-Schulwerk, on which
the pedagogical practice is grounded.

5. Interaction and co-operation

The Orff perspective emphasises that the most
significant goals and values in music and dance
education are social: enabling music learning
together and enhancing communality. Music
making and learning are highly characterised by
sharing, i.e. listening, reacting and responding to
the other players’ actions. In some cases, individual
teaching may be necessary to support the student’s
basic musical or interaction skills, but all
individualised instruction should lead to the joint-
playing with others. At best, the students also learn
from each other and actual performances allow
further joining to the community (Griner 2011).
Orff-Schulwerk is also grounded on the idea that
very diverse learners with different backgrounds
and motivations can be engaged in collaborative
music making and learning processes (Perkio
2013).

Orff-Schulwerk in practice: The Special Music
Centre Resonaari and descriptive case examples

The Special Music Centre Resonaari (Helsinki,
Finland, www.resonaari.fi) is a globally networked
advocate and promoter of special music education.
Since 1995 Resonaari has created and guaranteed
opportunities for people with SEN to participate in
goal-oriented and comprehensive music education.
From its wide knowledge base, Resonaari arranges
continuing education to professionals and maintains
contacts with specialists and researchers working in
the field. The Centre focuses on research and
development and  enhances  professionals’
capabilities by generating models for future
pedagogical approaches and providing practical
applications, such as Figurenotes notation.

More than two hundred students in all age
groups are enrolled in Resonaari Music School and
the Centre enjoys official music school status in
Finland. Specially supported music education is
offered for students whose conditions for
development and learning have been impacted by
illness, disability, reduced functional ability or age.
The students participate in individual and/or group
lessons once or twice a week and receive
professional music education instruction. In
addition, Resonaari offers possibilities for students
with SEN to build professional musicianship.
Among the best-known achievements in Resonaari
in this respect is the musician project “Resonaari
Group” that has supported music employment for
diverse learners.

Resonaari offers basic education in the arts that
has goal-oriented instruction, progressing from one
level to other. The goals are determined in national
core curricula formulated by the National Board of
Education. The key principles in Resonaari’s
organisational culture are the goal-orientation and
the endeavours to improve the students’ capabilities
to perceive and comprehend. Because the learning
potential and the individuality of the students are
valued and sufficient support and differentiation are
provided, Resonaari enables very diverse learners
to receive goal-oriented music teaching and achieve
musical knowledge and skills.

Case 1: Creating interaction and learning

Simo, aged seven years, came to Resonaari for
an assessment period during which the purpose
was to evaluate whether he could participate in
lessons or if music therapy would be a better
option for him to develop. According to the
background information, Simo had severe
challenges with interactions. The first lessons
confirmed his difficulties interacting during
instruction. There was no interaction or contact
with Simo, who tested instruments in the
classroom independently but neither reacted to
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any instructions nor to the teacher’s efforts to
persuade him to try playing together with him.

Case 2: Creating interaction, learning and
commitment

The teacher tried to engage Simo with facial
expressions, voices, speech, movements and
touching without any success. However, during
the third lesson something happened. The
teacher brought a drumstick and placed it in
front of Simo. There was the solution.
Instinctively, Simo grabbed the drumstick with
both hands and immediately the teacher started
to sing. He improvised a song: “Up and down,
up and down, up and down”. At the end of the
section he sang: “...and then we play”.

Simo and the teacher held the drumstick
together and moved the stick to the pulse of the
song. At the end of the section, the teacher
offered Simo a djembe. He played his own solo
after the second section (“...and then we play”).
There was a clear structure in the song and it
always ended with Simo’s solo. He understood
when he should stop his solo and return to the
first section of the song (“Up and down...”).

The up and down movement was challenging
enough, but very quickly Simo understood the
idea of the song and before long he could play
independently. Even the verbal concepts were
very easy to understand and adopt. The singing
and the entire action was framed by the solo at
the end of the song. The song guided Simo to the
up and down movement and created a clear end
to the activity.

Simo could perform his first song independently
and remembered the song in later lessons. When
Simo arrived to the next lesson, he took the
drumstick and waited until the “Up and down”
song began. Simo understood music making and
learning and the song had created a new structure in
Simo’s behaviour. The song offered him a sense of
control and he understood what playing together
meant. Playing the song also helped the teacher and
Simo to interact. This interaction opened a
possibility to collaborate, learn new skills and enjoy
music making. Simo did not need music therapy
but continued as a student in Resonaari Music
School.

From the teacher’s point of view Simo’s
progress expressed something essential about the
student’s potential and capability. The teacher
approached the student as an individual. Gertrud
Orff (1980: 15) summarises: “Each session should
be an experience in itself on which one can build.
When the seed of the interest has been sown and
the therapist has been accepted, everything will
develop a step at a time”.

When Tuomas started at the Resonaari
Music School, he was twelve years old and
had severe difficulties with concentration
and understanding instructions. He came
into the classroom but was not willing to
take part in the joint-playing with others and
mainly only observed the activities and
fussed around (testing instruments, walking,
etc.). Because the group activities seemed to
be too challenging for Tuomas, the teacher
decided to focus on individual teaching and
testing different instruments with him, but
Tuomas still declined to interact or play
together with the teacher.

However, the teacher was satisfied as
Tuomas was willing to take part in the
lessons. He never pushed Tuomas to take
part in the group activities. He would sit in
the classroom following from the side what
the others were doing. Tuomas was
especially interested in watching as the
drummer played.

After a while, Tuomas started to imitate
the drummer’s movements and the teacher
gave him drumsticks. Tuomas imitated air
drumming. Next, the teacher prepared him
to participate in joint-playing and gave him
an opportunity to play the drums. Tuomas
imitated playing without touching the drums
with the sticks. Finally, he started to actually
play the drums and his air drumming turned
into audible music. The teacher decided that
Tuomas could have a role in the band as a
co-drummer by imitating and following the
actual drummer.

Little by little, the teacher gave Tuomas
more musical responsibility by giving him
solo parts and differentiated tasks. Tuomas
started to listen to his own playing and the
other students’ playing more carefully and
joined the group by contributing as a
member who complemented the music of the
group. He also began to respond to and
understand  the teacher’s instructions.
Tuomas turned into a band-person. After a
couple of years of music studies, Tuomas
became a keyboard player in a band and in
his twenties he is now an experienced singer
who frequently performs.

Tuomas’s development required plenty of
time and space in the early stages of his
musical career. It was essential to
understand that he was truly interested in
musical activities but the interaction
situations and the principles of producing
music were at first too strange to him.
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The teacher valued Tuomas’s musicianship,
learning style and pace. In a participating learning
situation, a sense of security is the most important
precondition for motivation, commitment and
learning new skills.

It is also likely that the student’s own
construction of meaning is much stronger and more
effective than a completely guided, planned and
controlled learning process. The student must have
flexibility to learn. This denotes that it should be
recognised what can be demanded from the student
in the particular situation. In this context, the
teacher’s utmost purpose was to support Tuomas to
participate fully through thorough observation.

The teacher must have courage and patience to
see each student’s individuality to take part and
commit to musical activities. Equally, the teacher
must also be sensitive enough to utilise the pleasure
of the already existing capabilities and recognise
the particular moments when the student is able to
learn new skills and knowledge.

Over the course of interaction, the actions must
be sensitively varied to support the student’s
capability to perceive and react. Furthermore,
lessons should be designed to train the student to
understand musical elements and activities and to
develop his or her musical skills in a supportive and
appreciating atmosphere in which one can also try
again when not successful. Hence, it stands to
reason, that the teacher must always be a model of
high musicianship, guiding students toward
constructing order from disorder and developing
musical understanding (Kaikkonen 2009).

Summary

We see the individual and the collective as being
fundamentally interdependent. Interaction leads to
learning. The interaction and learning processes
have a personal emphasis and they depend upon the
personal characteristics of the individuals.
Students’ ideas, beliefs, attitudes and image of
themselves as learners affect their general
motivation and orientation towards tasks, activities
and challenges. Furthermore, music in itself is
about sharing and highly characterised by a social
dimension.

The case material above and its context denote
that there is a need for clear tasks, recursion and
sensitive evaluation. Also, explanations of the
learning environment and the course and ways of
interaction are required. To achieve a
comprehensive understanding of interaction as a
phenomenon it is essential to approach the
complexity of interactions systematically using
applicable frameworks, such as Orff-Schulwerk.
For a music teacher, the achieved awareness and
developed thinking can turn into practical advances.

Discovering the most productive interactional
strategy and understanding the consequences of
actions within the actual learning situation can
enhance interaction, learning and commitment.

However, Orff-Schulwerk is indeed about
actions and reactions. It is critical to comprehend
the principles of Orff-Schulwerk, but it is essential
to do more than this. Therefore, a music teacher
who fully comprehends and is committed to Orff-
Schulwerk also assumes responsibility. In this
article, we have discussed only some of the key
principles of the Orff approach and, clearly, the
above case examples are context dependent and
concrete. According to the descriptive cases, the
essence of the entire teaching and learning process
is pedagogical sensitivity that creates the basis for
actual interaction and Orff-Schulwerk practice.

There are many uncovered and complex
challenges still left to be explored within this field.
Still, our experience highlights some obvious
advantages of Orff-Schulwerk to music educational
practice with students with SEN.
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Eido Tevyoc

H mpocéyyion Orff oty etk povotkn moudoyoyiki kot ot povetkobepomeio:
[paén, Bewpio kot Epevva

MovowkoOepaneia otnv Ewdowny Ayoyn:
A&woroynon g [owwtrog Xyéong

Acmnocio @paykovin

Iepiinyn

H mopodoo morotiky epevvntiky  peAéty —uéow
Prvteoaviivons  povoikoOepamevTik@dy  oLVEIPIWOV
TOIOIOV  UE OVTIOUO Kol TOoIOl®V UE VONTIKH
KaBvatépnon— diepevva ) O1adikocio. ONUIovPYIag
oyéong uetald BGepamevtyy kKol wOLOIOD O OTIYPUES
novawkoleporeicrv  mov  owelnybnooyv oe  €101Kko
oyoieio. H avalvon twv Oepomevtikay otyuwmv
wpoyuotomoOnre  uéow tov  epyateion  EBQ
oonyaovrog A) oy olloddynon S wOLOTHTOS
oyéons uetold Oepomevt-raidiod e avtiouo /Kol
vontiky koabvotépnon kara ) Oepameia, B) orov
Edeyyo s avtioToyiog TS mOPEUPATHS WS TPOS TO
eminedo avantolng tov Taidiov, kabws ko I) otny
eCoywyn OVUTEEPOGUATOV — TOGO yio ™
O10POPOTOINCY  THG TOIOTHTOS — OYE0NG  UETOLD
Oepamevt-noudiod  ue ovTIOUO  H/KOL  VONTIKR
kabvotépnon, oco kar  yioo to0  uéyeboc  THG
OVYKEKPIUEVHS — OLAPOPOTOINGHS O OHUOVTIKES
otiyués povoikobepaneiwv AramotwOnke ot: () n
Hovaixolepormeio. o€ wOLOIG EVOEIKVVTOL OTAV TO
To1dl TOPOVOIALEL O10TOPOYN OTH OOVOLGONUOTIKY
ovamToén Kol oty 1IKAVOTHTO, ONUIOVPYIOS OYEOHG
xar (P) n povowkoOeporevtiny mwopéufaocn mov Ostel
w¢s apetypio epebiouota mov mPOEpyoviar omd To
010 10 TNl — oKxolovBovios TIC OpxéS THE
OTOLYEIOOOUIKIG LOVOIKNG, Omws v dptoe o Carl
Orff xoz #u Gunild Keetmann — umopei va
KIVITOTOUGEL TO VYIEG KOUUATL TOLOIWV UE ODTIGUO
7 vontixy kaBvotépnon, mpowlmvrag Ty olomievpn
ovantoény  tovg.  Ta  dedouéva g Epevvag
TPOEPYOVIOL OmO TH OLOOKTOPIKY OlaTplfn  THG

Ewayoym
To ovykekpyévo Gpbpo avapépetar o pia
MOIOTIKY] EPELVNTIKY] UEAETN] TOL —pECE® TNG

Bwteoavaivong  povoikofepameidy TOdIDY pe
OUTICUO KOl OV He vonTik Kabvotépnon—
a&oroyel v mowdtnra. TG oyxéong petagd
Oepamentn Kol Toudov (UE aVTIGUO H/KOL VOTTIKT
kaBvoTtépnon) oe oTiyuég povoikobepaneiog mTov
dieénynoov ce edikd oyoreio. H a&lordynon
mpaypotonoleitar  uécw tov  gpyoreion EBQ

ovyypopéws: «H povoikn wg Gepomevtind uéoo yio
TOIOLG UE WOYIKES OLOTOPOYES TTO ELOIKO GYOAEION
(Ppayrovin 2012).

AéEarg  Khewdrd: povowobBepameis  ALTIGUOC
vonTikn Kabvotépnomn: yoykn dwotapayn: epyoireio
EBQ- TOLOTNTA oyxéong Sapopemon
ouvausOMpoTog

Aomnacio ®paykoOrn: Awcvfdvipio tov Eiducon
Anpotikod Xyoleiov OnPag / Awdktop TOL
[Mavemompuion ABnvov (O@épa: H povown og
OegpamevTicd péco  ywoo ToudE  HE  WUYIKES
dlotapayéc oto eWkd oyoleio: A&loloynom g
no0tTog oyéong péow tov gpyaieiov EBQ) /
master of arts ot povowobepaneion  ©TO
IMavemomuiov tov Teyvodv tov Beporivov (UdK
Berlin) / petamtoyokd dimlopa €dikevong oty
e ayoyn oto IMavemotuio Abnvov / wruyio
Madaywyikod Tunuatog Mavemiotuion AGnvov /
dimioua povadiog EOvikon Qdsiov ABnvav / uéhog
Tov XvAAOyov MovcwoBepamevtdv  [eppoviog
(DMTQG)].

Email: afrangouli@yahoo.com

Inpeioon: Mépog ovtov Tov GpBpov dnpoctevdnke
apyikd oto Poyoloyikd Ouata, TNV TEPLOJIKN £KOOOT
Tov ZvAAOYov EAdfvev Yuyordyov (BA. @paykodin
2011-2012).

(Instrument zur Einschéatzung der
Beziehungsqualitét), to omoio Baciletal og Oewpieg
¢ avamtuélakng yuyoloyiog (Schumacher, Calvet
& Reimer 2011).

2170 TPOTO UEPOG OVOPEPOVTOL ETYPOLLLLLOTIKE
Bewpiec ™G avamtullokng yuyoloylag Kot Tng
yoyoloyiag tov Ppepdv mov cvuuPdiiovy otV
KATOVONGOT TOCO TNG KOW®VIKO-CUVOICONUATIKNG
avAmTLENG TOL OIS0V, OGO Kol TV TOPEKKAMGEDV
™mg avanTuéng, Kkafodnymvrag ™m
povoikofepamevtikn epyacio. Eniong, avagépovtan
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EPELVNTIKG OedOUEVA TTOL APOPOVV GTNV AVATTVLEN
™mM¢  HOLOIKNG  OovTIANYNg TOoL 7O, EVO
Tapovcldlovial —m¢ TUPEKKAMGELS OTIV OVATTUEN—
N 7Taboroyi TOL OULTICMOV Kol TNG VONTIKAG
kabvotépnone. Kotomwv opiletor 1 évvown g
povckodepaneiog Kot mEPLypAPOVTOL Ol OPYES TNG
Bacwopévng  ommv  avoamtuélokn  yoyoloyia
poveikoBepamenTikng pebddov yio mondid g Karin
Schumacher kot 1t Claudine Calvet mov
aKoAoLOel TIC OPYES TNG OTOLYELOOOMIKNG LOVGIKNG
(Elementare Musik'), énwc v 6pioe o Carl Orff
(Schumacher & Calvet-Kruppa 2007). EmumAéov
opifetar mn évvolr g povowobepaneiog otV
eWIKN oaymyn Kot emonuoivetor 0 pOAOC TNG
Oepamevtikng Tapéupaocng yio T SWUOPP®ST NG
BepamevTikng oyéong.

210 dgVTEPO UEPOG TAPOVGIALETAL 1] EPEVVITIKT
UEAETN] TOV  HOVGIKODEPATEVTIKDOV  GLVESPLDV.
Méow g Pwvteoavdivong Kot KAT® ond TO
pikpookoémio tov epyaieiov EBQ odvnke mog
TPAyUoTL €vo Toudl pe dlaTapayr oTNV avTiAnym
Kol TN vONoT UTopel Vo TPOGEYYIGTEL OpYIKA LOVO
LEC® LOVGIKO-COUOTIKOV BepanevTikdv
mopeuPacewy, ol omoieg AauPdvovv vVIOYN TIG
opy€c NG HOLGIKO-KIVNTIKNG  TOO0Y®OYIKNG
npooéyyiong tov  Orff wor tg Keetmann,
a&lomowwvtag o gpedicpata mov mpoépyovtal amod
70 1010 T0 TOdi.

H avéntoén ot Ppeeun nikio

H yvodon mov nporumtel and Tig mapoukdato Bewpieg
™G avoartu&lakng Yuyoroyiog — eW0kOTEPA 0Td TN
Oewpia v ™ pYOUIoT TOL CLUVUIGONUATOG KO TV
avantoén  tov  owodnceov ToL  g0LTOV—
dapopemvel T Oewpnrikn Pdon Tov gpyareiov
a&loldynong tng molotntag oxéong EBQ, 1o omoio
kaBodnynoe Ko otNpiEe TO €PELVNTIKO PEPOG TNG
TapovcaG UEAETNG €QPAPUOYNG HOVGIKOOEpamEing
o€ €101k oyoleio.

Kowawviko-yvwoetikyy  avartolny oty fpepixn
nAkio

Zougova pe tov Piaget (PA. ITavorodrov-Mapdtov
1998), n avantvén tov Tad0H GTO TPDOTA YPOVIA
g {ong Bewpeitan 1 MO OTOPAGIOTIKN PACT TNG
GULVOMKT|G TOV avVATTUENG.

[potapyikn popen pdbnong Oewpeiton 1
avakdloyn tov Ppépovg OTL LRAPYEL GVUVOEOM
OVAUESO OTN OLUTEPIPOPE  TOV KOl  OTIS
avidpdoelc tov GAov. H avaxdioyn avt
Bocileton

L' H petdppaon tov 6pov «elementare Musik» ac
«GTOYEWOOOMIKY HovoK» glvar amd tov Toaptapion
(1997).

e 0T OITPOTIKY OVTIANYN 7OV EMTPENEL TN
UETAPOPE  TOV  TANPOPOPIOV  UETAED TV
Ao TNPLIKOV KAVIALDV,

e oIV IKAVOTNTA TOL Bpépovug va pupeita,

e oV avEAvOUEVT] ETOOTNTA TOL PpEéPovg va
OAAMAETIOPA  pe TO WPOCOTO  YOPW®  TOL
(Ziegenhain, Fries, Butow & Derksen 2006).

H Ocwpio tov Daniel Stern yio Tqv avartoén twv
areBjoewv’ Tov eavtob

O Stern (2007) meprypdper ™V avamtvén TV
alcOnceov tov eavtod, Toviloviag mwg KAbe
aioBnon oVVoOEVETL ond Wiaitepa
YOPOKTNPOTIKA KABDG Kol omd pio SLPOPETIKNG
HOPONC TOLOTNTO GYECGNC UE TOV GALOV.

Ol TpdTEG OE GEPA EUPAVIONG OoONCES TOL
€aLTOL (0md TNV TTEPI0d0 TNG EYKVHOGVVIG UEYPL TO
12° pnvo) givar o1 aoBfoElg Tov ovadLOUEVOL
€0LTOV, TOL TVPNVIKOL €0VTOD Kot ToL  (O1)-
VTOKEWEVIKOD €0VTOV, Ol OMOIEG OMOKOADTTOVTOL
apyoTep 6TOVG GAlovg YOpw oto 18° ufve pécw
™G YA®GG0G (AEKTIKOD E00DTOD).

Eyyevelc wovotnteg OmmG: M OTPOMIKY Kot
QLoOYVOWIKY  avtianyn  kafdg kol Ta
cuvarectuato {OTIKOTNTAG, TOL TPOKVTTOVY UOVO
péoa amod TN SvOpdmvn emagn, cuufdriiovy o
Swpopemon g oaicBnong tov  avadvopevov
£atod (Yévvnon-2° unvog).

H dwopdppwon g aicbnong tov mupnvikod
gowton (2% - 7% uRvag) mpodmodétel TNV avamtuén
g aiocOnong g auTeVEPYEWNS, TNG CWOUATIKNG
oLVOYNG, NG MWVMHMG,  OmM®G Kol TG
ouvoeONpaTIKOTNTOG TOL 1610V E0LTOV.

O dr-vrokeevikog tpomog emaprg (7°° - 12%
unvag), o omoiog BepeldveTon oty aicnon tov
TUPNVIKOD €00TOD, TPODTODETEL TN Slapopomoinen
TOV GOUATIKOD Kol atsOntnplaxod eovtol pe Tov
GANo.

Nonrtikég KataoTdoels mov yapoktnpilovv v
avanTuén  €VOC  LTOKEWWEVIKOL Kol  €vOog  Ot-
VTOKELLEVIKOD €0TOV  glvol TO HOlpacHa TNG
gotiog ™ 7mpocoyng (O10-TPOCEKTIKOTNTA), TO
poipacpo t@v mpobécewv emkowwmviag (dia-
gumpobeootnta), T0 poipacpo TV
cuvaeOnuUaTIKOV KOTOOTACEMY (dw-
cuvausOnuotikdTTe) KabdC Kol T0 PAIVOUEVO NG
kowovikng avagpopds (Emde et al. 1978, oto Stern
2007). O Stern (2007) ewdyst TOV  OpO
cuvaucOnuaTiky  cuvpynon/evapudvion Yo va
opicel éva &€ldoc O1-UTOKEEVIKOTNTOG UETAED
untépoc-Ppépovg mov Paocileror ot pUNTPIKN
gvouvvoloOnoia, coufdriioviag UECH TOV KOWMV

2 . . , ,
H petdppaon tov épov 1@V a160McEOV TOV £0VTOV

KOOGS KOl TOV YOPAKTNPLOTIKOV TOVG &ivol omd TOvg

Kovylovpovtlaxn kot Toovptov (1999).
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CUVOICONUOTIKOV EUTEPIOY OTNV TPOOONoN NG
EMKOWVOVIOG Kol NG YAMOOIKNG £KOPACNG TOV
Tod10v.

H Ocwpio s opydvmens TS GCOUTEPIPOPIS Kol
3 onuacio TS Yo THY avdrToény

O1 tpomotl cuumepLPopds Tov PPEPOVS PAVEPDVOLV
TN CULVOICONUATIKY] TOV KOTAGTOOT), ETITPETOVTOG

OTOVG  eVAMKEG v avTOpAoovV  GUECA,
EVEPYOTTOUDVTOG avtioTolyo KOTOAANAES
VIOGTNPIKTIKEG OTPATNYIKESG OVTILETATIONG

(Brazelton 1978, oto Schumacher, Calvet-Kruppa
& Stallmann 2006).

H d10u6ppwaon Ty S10mpocoTIKOY CYECEDY

To dropo Pacel Tov YOPOKTAPO TOV TPOULOV
EMOVOAOUPOAVOUEVOV  EUTEIPIOV  OAANAETIOPOONG
LEe TOLG Yovelg, avamTOOoEL TPOGOOKIESG LOPPDV
oAANAETIOpAONG HE TOLG GAAOVG, YEYOVOS TOL
opiCeton amd Tov Bowlby (2008) wg sowmtepikd
HOVTELO epyaciag. AVTN 1 €0MTEPIKN VONTIKN
OVATmOPAGTAGT) TOL deopov emnpedlel acvveidnta
TNV 1KOVOTNTO TOL OTOUOVL VO, EUTICTEVETOL TOVG
GAAlovg kot va cuvdéetor pali Toug.

Ocwpio TS GVVUGONUATIKHG AVATTOENG

H 6swpio cuvoicOnuotikng avamtuéng tov Sroufe
(1997) mpooceyyiler ™ ocvvaicOnpatikny avamtoén
TOV OTOUOV YOPIG Vo TopofAEmel T onUocic TOL
KOW®VIKOD  TAOLGIOL Kol Tng  YOVEIKNG
CLUTEPIPOPAC oTn  dvvatotnto  pvobuiong Tov
ocuvacONUaTog ToV PBPEPOVLE, GTNV TTOLOTNTO TOL
Buopatog kot otov Tpdémo  emefepyasiog NG
oLuvoeONUATIKNAG eumelpiag omd To mTodi.

H oavamroln TS HOVGIKHG OVTIANWHG KATd TH
Ppepixn nlikio

Eivar evtunooclokdg o tpdmog, pe tov omoio m
UNTEPO, EMIOLMKEL VO ETKOWVOVNGEL E TO PPEPOC,
TPOCPEPOVTIAG TOVL  OucOntikd  €va LOVGIKO
nepdilov mov Talplilel OTIS OVOTTLEIOKES TOV
duvartdtres. ‘Epevvec deiyvouv Otl O UnTpikd
Tpoyoddt Tpofd TNV  TPocoyn Tov  Ppieouvg
TEPLOCOTEPO OO OTL 1) UNTPIKY AEKTIKY] £KPPOOT
(Trehub 2003).

To povowd otoyeio omwc pelmdio, pvOude,
TOVIKOTNTO, TOV TPOGOIO0oVV [0 GLVALGHNLOTIKY
amOYP®ON GTO S1AAOYO HE TN UNTéPQ, EMnpediovv
ONUAVTIKEG AELTOVPYiEG OTNV TTopEin AVATTVENG TOV
noudov (Gembris 2005).

H dnuovpyio povoikng and modid popaletol
TOAMAG YOPOKTNPIOTIKG LE L OVOTTUELKT] GOy
TOV TOLYVIOLOD, AEITOVPYOVTIOG Kol MG UETAPATIKO
avtikeipevo, kabnovyaloviog Kot cuVodeDOVTAG Ta
(®paykodAn & Iavorodrov-Mapdtov 2012).

Hopekkiricelg g avamtoéng: AvTiopos Ko
vonTiki kefvotépnon

Avticuos

O ovtopog €xel yapoKTnploTel g Slatapoyn
(PACGHOTOC, TOV onuaivel 0Tl 1 KAWVIKY KOV, TOV
elvan avopotloyevrs. H dwatapayr tov avticpod
umopet vo, mpokAnbel and ddpopeg artiec (Schmid
1998).

Atopo pe ovtiopd pmopel va mopovcsialovv
MO0TIKG  EAAEippaTa oty apolaio  KOWmVIKY
GUVOAAOYT] KO ETKOWV@ViD, EVD cuyvd epeavilovy
EMAVOALAUBOVOLEVOVS KOl GTEPEOTLTOVS TPOTOLG
CUUTEPLPOPAS,  evilapepdvTtOY Kol TPAEEDV
(Dilling et al. 2000). O avtioudg emnpedlet v
avamTuén NG IKOVOTNTOG  TPOCOPHOYNS, TNG
EMLYVOONG, NG OLVOYNG KOl TOV KLVATPOL Yol
mpa&n, e&oobevavtag v mpdheom Tov Tadov Yo
g€epevvnaon, dnuovpyia kot fiowon véwv euneipidv
(Trevarthen 2001). ouewva pe tovg Rogers kot
Pennington (1991, oto Kusch & Petermann 2002:
444) 10, ATONO LLE OVTIGHO OEV EYOVV TNV TKOVOTNTO
«vo umovv otn Béom Tov GAAOL KOl VO LOIPOGTODY
pali tov to 1010 cvvaicOnpa», evd eugaviovv
SLOTOPAYHEVEG TIG IKOVOTNTEG TNG «OmO KOOV
npocoyng (joint attention), tov ocvpuPorikod
oy Voo  kKoBmdg Kot TG ppmong g
GUUTEPUPOPAS TOV GAAOV.

O outiopdg epPavifeTor 6TV TPOUN TOIOIKY
niio 1 otV Toudkn nikia, dapkel o {on kot
dev mpémel va Bempeitor g pio oTATIKN KATAGTOOT
(Dilling et al. 2000- Remschmidt 2002).

Nontiky kaBvetépyon

Nontwknp  kabvotépnon  elvar 1 Kotdotoon
kaBvoTtepnUEVNG 1 0TEAOVC avarTLENG TNG VO ONG.

O avBpomor pe  vonTikny  kobvotépnon
mapovcsllovy  ouYVE  OVETOPKN  YVOOTIKY
wavoTTa emiAvong CLUVUCONUATIKOV

GLYKPOUGE®V Kol Wmopel vo LTOPEPOLV  Omd
OAOKANPO TO QPACHUO TOV YOXIK®OV OloTopayDV
(Parsons et al. 1984, cto XZtavpakdakn 1988).
Yrdpyovv oidpopor Pabupoi xabvotépnong:
ghaepd, pétpia, coPfapn kot Bapid. H artiodoyia oe
MEPUTTAOGELS ATOUOV YOPIG EUPOVEIG OpYaVIKEG
Swtapayég lvan dyvoot (Ztavpokdkn 1988).

MovowkoOepaneia

H povowoBepanmeio 0éter ko  emrvyydvel
OepameVTIKOVG  GTOYOVG  EKUETOAAEVOUEVT]  TIC
wwitepeg  1W0OWOTNTEC TG UOVGIKNG  (MYOYP®LLO,
pLOuo, uermdio, appovia, dvvoulkn) Kabdg Kot TIg
SVVATOTNTEG TOL LOVGIKOV OVTOCYESOICUOD OTO
T 0iG10 QoG GLVEIINTA SOUOPPOUEVIG
Bepamevtikng oyéong (Vocke 2007).
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H povowobBepaneic g yoyobepamentikn
puébodog otoyevel otn  Bepameion Tov  YLYIKE
acBevovg, otmnpiloviag v avdaykn TOoL Yo
éxppaomn (Schmoelz 1971).

MovaoixoOcparnsia kol mwardi pue avTicuoé Kovn
vontixy kabvetépnon

E@ocov 1 datapoyn 1060 T0L aVTICUOV, OGO Kol
g vonTikng Kabvotépnong umopel vo Bewpndei
dlTapay KOWMVIKNG Kol cuvoleOnuoTIKng
pvoemg (Zrovpakdxn 1988- Wing 1997), ot
OepoamenTikol  OTOYOL  EMIKEVIPOVOVTOL  OTNV
Tpodbnon g ovvacONUATIKNG avamrTvENg TOL
Todloy KoBMG Kot TNng KovOoTNToS ONpovpyiog
oyéong.

Q¢ evoederypévn povoikobepamevtiky pEBodoC
vroAoyileton M «Poaciopévn oy avamTvElok
yuyoAoyio» povcwobepaneio, mov eo0TAlEL OTIg
ocuvouoOnuatikég Kot avamrtulokég ovAyKeEG TOL
moudlov, ovpPdrioviag oty ek véov Piloon
TPOU®V cuvaucHnuatikdv eumepiov (Schumacher
& Calvet-Kruppa 2005).

H Pocwopévn omv avoartoélokn yoyoloyia
povckofepamevTiKn pébodog vy moudid
YPNOWOTOIEL  apYéC NG MOVOIKOTOIOOY®YIKNG
apocéyyiong Orff wc Oepamecio. (Schumacher &
Calvet-Kruppa 2007).

H povowonodaywyik npocéyyion tov Orff
dgv 0QOpa oe £VoL «GLYKEKPLUEVO Kal emBEPANLEVO
TpOTO  povGIKOTAdOY®YIKNG  epyaciog»  (Liess
1966, oto Benedict 2010: 202) olld oe «uia
TPOGEYYLGT, 1 0TTolo. 00N YEL TO TALdT G EMVONTIKEG
KoLl €VQAVTOCTEG SLOOIKAGIEG TOV AVTAOVVTOL OO
TN OQUOIKY €KEPACT TOL 1010V TOV TALdLOV».
[Ipoéxerton yio por Tpoc€yyion Katd tnv omoio M
HOVGIKY, O AOYOC koi m Kivmom &ivor dppnkro
ouvdedepéva PECH TNG YAMOOOG Kol TOV GTLY0V LE
Toudikd kol dnuotikd tpayovdio (Benedict 2010:
202).

O Carl Orff (1963, oto Haselbach 2011: 144)
OVOPEPEL YOPAKTNPLOTIKAL:

«H otoyelodokny povotkny dev  givar udvo
HOVLGIKY], GUVLTTAPYEL LE TNV Kivnom, T xopd Kot
t0 Adyo... Eivor o povowkn, omv omoio
Kdmolog dev  eival omAd  oKpooTng, Yiveton
ovumoiktng. H otoyelodopkn povoiky etvon
TPO-TVELHOTIKY], Oev  mapovcldlel  oOVOeET
popon, etvor ynwvn, QULGIKY, COUOTIKY, UTOPEL
va T padel kot va T Pidocet o kobévag, eivat
KOTAAANAN Y100 TO TOUdI».

Méoca oamd T1¢ eumepiec  TOL  HOLGIKOV
OVTOGYESIAGLOD, TO TOUOLY UTOPOHY — OVIAOYQ UE
TO 6TAO10 TG avAnTLEN TOVG — VO dNULOVPYTICOVY
puOpoLe Kot KwvnTkd potifa mov  avadvovton
afioocta amd T ELOIKNG TOVE EKEPACT. ZVUE®V
ue tov Orff, n oToLEl0d0UIKT LOVGIKY| TOPOTEUTEL

omv txvn tv Movodv kol amevBovetar GTo
GOVOAO T®V EKQPUCTIKOV OSLVOTOTHTOV  TOL
avBpdmov, emmpedloviag T COUOTIKY KOt
QPOVNTIKN TOL &KQPOoT KaODC Kot TNV EKEPACT
TOL HECH TOV HOVGIKGOV opydvav (Schumacher &
Calvet-Kruppa 2007).

Ot gumepieg: «Me akovmy, «Xe akobmy, «Mog
OKOV®», TOV TPOKLITOVY WEG® TNG HOVOIKNG
£KQPOONG LUE LOVOIKO Opyavo M LE TN GmVY|, OT®G
emiong, ol eumepies: «vimbo kot PAEn® ecéva Kot
pévay pécw g éxkppoaonc pe xivnon M yopd,

OTOTEAOVV ™ Baon mg dnuovpyiag
dampocwmk®v  oyéoewv  (Schumacher 1999,
2004).

Youpovo pe ™ Schumacher (2001: 103), n
OTOUYEO00MIKY]  HOVGIKY]  «OlELVKOADVEL TNV
gvooudtoon tov owodnoceoy, v oviiinyn tov
1010V GONOTOC MG dNUOVPYOD TPdEewV KaOMOS Kot
10 Plopa 60Tt Ta cvvolcHpata etvar dSvvatov va
EKPPOCTOLV KOl VO LOpAGTOOV pe Tov dAlovy. Ot
TOPOTOV® LOVGIKES EUTEIPIEC, Ol TOCO CNUOVTIKES
YL TNV OVATTTLEN TG TPOSHOTIKOTNTOG TOV TS0V,
KafioTobV amopaitnTn TV £QPOPUOYH TOV APYDOV
™G povoIKonadoyyikng mpocéyytong Orff ot
OepomenTikn epyocio e T LE CLUVOITONUATIKEG
Ko Yoykég dtatopayég (Schumacher 1999).

Awpdpowon  oyéonc  otn uovoikobepameio  pe
TToudLd pe avticud 1 vontikn kabvotépnon

Y povokoBepaneion 1 oyéon Oepomevtn Ko
OO0 Pe  OUTISHO 1 vonTikn  Kabvotépnon
SLOUOPEMVETAL HEG® TNG MHOLGIKAG Kol TMV
napepPaoewv (Tupker 2001).

Agetmpia g Oepamevtikng mapéuPfoocng sivol
gpebiopato mov mpoépyovral amd To 1010 TO Todi.
MOoVoIKO-COUATIKA Kol YA®GOIKG — moyviolo
TPOCOEPOLY AGPAAELN, CLUPAAAOVTAG HECH OO
EMOVOANYELS

e omVv EVOOUATOON TV
160N TNPLOKOV EVIVTOGEDVY,

e 01N POOUIOT TNG EYYLTNTOG—OTOCTACNG,

e ot pvOuon tov cvvarsHuatog (Schumacher
1994, 2004).

Arnopaciotikig onuaciog givol o Bgpamevtg va
umopel va yelplotel KatdAinia o Lovsikd dpyava,
MOOTE VO, KATAPEPEL VO, PYGAEL T LOLGIKY GO TO
wondi  (Schumacher, 2004), ocvvovi®vtag TO
HOVOIKG oTO emimedo Tov  ekelvo  Kiveitol
(Schumacher & Calvet-Kruppa 2007).

LELOVOUEVOV

Movoiko0gpomeio 6TNV EOKH 0yw®yn

H povowobBepaneio oty €101k ayoyn sival po
Yuyo0epomenTik | TPO®ONTIKNY TPOGEYYIoT Yo
o018 Kot VEOLG, OV QOLTOVV GE E101KG, GYOAEin
(Mahns 1998).
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Soupova  pe  tov  Mahns  (1998), 1
HLOVGIKOOEPATEVTIKT TPOGPOPA GTO GYOAEID £xEL TOL
eENG TAeoveKTNLOTOL:

® NG &yKapng epapuoyne g Bepamneiag (yo v
OVTULETOTION Y oG TopaPaTiKng
CLUTEPIPOPAS TN OTLYUN TTOV ep@avileTar)

™G €QOPUOYNS o€ olkelo mepPdArov ywo TO

poonen.

O vrmoompKTIKOG POAOS NG MovoikoBepameiog
oTNV OyY®YW/EWIK aymyn &eVIoYVETAL Omd T
CLUTEPACLOTE  EPELVNTIKAOV  UEAETOV,  OM®G
TOPOVGIALOVIOL GE EMCTNUOVIKEG OTLOCIEVCELG
povowkobepansvtov  (Hippel 2005- Hippel &
Laabs 2006- Piontek 2004- Tlpker 2009).

H gpeguvnTiki] epyocio

2Téyo1 TS épevvag

e H epappoyn tov epyoreiov EBQ oto €1dwod
oxoielo yio v afloddynon g moloTNTOG
oxéong Katd tn povoikobepomeio

o H gluaywyn counepacpitmy yio:

(a) ™ Oetkn dapopomoinon ™C TOOTNTAG
oyxéong peta&d BepamedTplog Kot modlov,
Kot

(B) To uéyebog tng dapoponoinomng.

I.aic1o epapuoyns

To epgovnTiKO TPOYPOUUL TPAYUATOTOMONKE GE
OMUOGL0 EMANVIKG €151KO GYOoAEiD.

Agiyua

To deiypa g épevvag amotelody E€L pobnTéc Tov
oyoireiov 8 émg 11 etdv (tpelg pabntég ue
SyvoT ouTIGUOC Kot TPEIS nabntég pe didyvoon
vontikn kabvotépnon).

Epyaicio EBQ

To EBQ civor éva epyodeio mopatipnong kot
a&oAdynong g moldtnToag oxéong Kotd N
Oepaneio, 1O omoio OnNovpynonke amd

povoikoBepamevTplo. Karin  Schumacher ot v
yoyordyo Claudine Calvet (Schumacher, Calvet &
Reimer 2011- Schumacher & Calvet 2007).

O Khipaxeg a&oddynong tov gpyaieiov EBQ
Bociloviaw oe  Oewpiec g  avamtv&lokng
YOYOAOYIOG KO EMIKEVIPMVOVIOL GE OLOPOPETIKA
Qowvopeve, €kopoong (Ekepaorn HECH  HOVOIKOD
0pYyavov, POVNTIKN—TPOYA®GGIKN £Kopaon,
CLUVOICONUATIKI-COUOTIKT EKQPOCT), GTOYEDOVTOGC

OTNV  OVTIKEWUEVIKT] a&loAOYNoN NG MO0TNTOG
oyéong katd  Oepamncio.

A&oloyelton ko 1 Bepamevtiky mopéuPoon,
ONA. 10 €0MTEPIKO HOVTEAO  €PYOCIOG  TOL
Bepamevtn (Bowlby 2008) mov avtikatomtpilet to
ocuvawcOnuata  avtipetafifacng tov Bepamevty
kaBopilovrog Tig TENVIKEG TOpEUPaong.

To epyodeio EBQ mepthapPdver téooepic
KMpoxkes afloddynong, ov omoieg eotilovv o€
YOPOKTINPIOTIKA ~ ONUElR  TOPATAPNONG  TOV
ompiCouv kot koBodnyobv TNV avaivon Kot
a&loldynon.

1. K\ipoko KEBQ (k6rperlich-emotionale
Ausdruck)  yio  ™mv  afoldynon g
GUVOGOMUOTIKAG-COUATIKNG £KQpoong.

Eotualet ota e€nc:

Evdonmpocomikt|, diampocmnikn oyéon
ZOUATIKN ETOON

YuvoicOnpo

BAéupo/Preppatikng emapn

. Kipoaxa  VBQ  (stimmlich-vorsprachliche
Ausdruck) ywa v a&loAdynon g eOVNTIKNAG-
TpoyAwooikng ékppaonc. Eotialel ota e&ng:

e OQov
Evdompoconikn, diampocmnikn oxéon

[Ipoyhoooikd-@mvnTIKE pHéEca

KA\ipoxo IBQ (instrumentale Ausdruck) ywo thv
a&loAdynon TG £EKPPOoNG LEGH LOVGIKOD
opyavov. Ectidlel ota e€ng:

Movciko 6pyavo

Xyéom L aVTIKEILEVO
Movoiwkd péoa

Kowog ydpog ocvuvavinong

K\ipoko TBQ (des Therapeuten und seiner
Interventionen) yw v afloloynon ™G
Oepamevtikng mopéuPacne. Eotidlel ota e€ng:

Agpetnpia g Bepamevtikng mapéppfoong
YuvoioOnpatikny Katdotaon Tov Bgpamevt
Yn60eon epyaciog

Koategvbuvon g mapépupaocng

[Hopéppaon

Movowad péoa

Kowog yopog cvuvéavinong

To &idog g mowOTNTOG GYEOTG MOPOLGLALETAL GE
entd emimedo avamTTLENG, OV AVTIGTOLYOVV GTO
otadln avantuéng tov ocbncewv Tov €0VTOV,
onmw¢ dwtumdvovton ot Bempia tov Stern (2007).
Ta enineda avantuéng tov kKhpakov KEBQ, VBQ
kot IBQ sivat:
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‘Elewym  emaeng/

e Eminedo avantuéng O:
ATOPPIYT] ETOENS/ TAHOM

e Eminedo ovantoéng 1: Emaen péow tov
oalonoewVv/ emaen-TpdTH avTidpoon

e Eminedo avantuéne 2: Emaer| péoo xeipiopod
TOL GAAOL 1 TOV HOVOIKOD OpydvoL Yo
TPOCHOTKES OVAYKES

o Eminedo avantuéng 3: Eraen pe tov 1610 gavtd/
Bimon Tov 18iov eavton

e Eminedo avantuéng 4: Enaen pe tov dAro/ d1-
VTOKEWEVIKOTNTO

o Emimedo avamtvéng 5: Zyéon pe 1oV GAAO/

dtdpaon
o Emimedo  avdamtvuéng  6:Xvvavinon/  dwo-
cuvasOnpatikdTTo

Me avéioyn otabepny axkolovbia mapovoidlovron
Kot Ta enimeda avamtuEng ¢ KAipakog TBQ:

o Eminedo avamtuéng 0: Movowkdg ydpPog ®¢
QOMG

e Eminedo avamtuéng 1: Xovdeon g avtiAnyng

e Eminedo  avémtoéng 2:  PoBuon 1oL
cuVaeONUATOG

e Eninedo avamtuéng 3: Bimon tov 1diov gavtov/
ouveldNTOTOiNoN

o Eminedo avantuéng 4: Al-0TOKEWEVIKOTNTO/O
OepamenTnc Yivetal avTIANTTOC MG TPOCOTO

e Eminedo avdntuéng 5: Movoikog dtdAoyog

o Eminedo avamtuéng 6: Iloayvidvdwoockédaon—
pavtocio

To epyoreio EBQ, oe ouvvaptnon pe to €1dkd
EPOTAUOTO TOV TIBEVTOL KOTA TNV EQOPLOYY TOL,
pumopel vo  ypnowwomombel: i SyVOOTIKOVG
OKOTOVG, YlO. TNV Kataypa®n kot agloddynon g
Oepamentikn|g  epyaciog, 7Yoo Tov  EAEYXO NG
avtiototyiag g Oepamevtikng mapéuPfoong pe to
eminedo avamTuéng Kol KavOTNTOG OMUIovpPYiog
oxéong tov Todod, KOG Kol Yy T HEAETN
EPELVITIKAV EPMTNUATOV.

H o&womotic tov  epyoieion EBQ  éyxer
depeuvnOel, wor éyer Ppebel peydho moc00TO
CLLPOVIOG avapeca, oTIg a&10A0YNGELC
LOVGKODEPATELTAOV EKTOIOEVUEVMV GTY| XPTOT| TOV
gpyaieiov  (Schumacher,  Calvet-Kruppa &
Stallmann 2006).

H payvnrookoénnon tov Hovcikofepamevtikmy
ouvedplov etvar TpobimdOeomn yio TV PAPUOYT TOL
epyoreiov EBQ.

Mo Bepamevtikny cuvedpia pumopel va avodveTol
kot va  afloloyeiton  eite  oAOKANpM  eite
EMAEYOVTAG, OEIYUUTOMTTIKG, OALYOAETTO WEPT
¢ ovvedpiog. H pukpoavaivon/Pivteoavdivon
OMYOAETTOV  pEP®V  ovvedplag  agopd  of
Aemtopepn| O1001KAGI0L EVIOMIGUOD KOl KOTOUVONGNG
eEapeTikd LUIKPOV SL(POPOTOINGEDY ce

SLOTPOCOTIKEG OYECELG KOl QAANAETOPACELS, OTMG
kot otn povoikn (Plahl & Koch-Temming 2005).

Inuovtikny oty otn Oepameion opileTton m
OTIYUN TNG OAAAYNG TNG TTOLOTNTOG GYECNG UETAED
Bepamevty ko acBevodg (Schumacher & Calvet
2007).

Ewwa gpotipota

2N GLYKEKPUEVT EPYACIO TEOMKAY TO TOPAKATM
E01KA EPOTAULATOL:

e g moto emimedo avamTuéng Kveitol To wondl Kot
oe mowo eminedo aviantuéng oamevBdveTon 1
mapéuPocn tov Bepoamevtn;

e Ilpaypatomoteiton  mol0TIK  dropopomoinon
otV ToldTNTA GYEoNG MOdl0V-OepamevT KaTd
T BgpamevtiKn otiyun;

o [loweg mpovmobécelg mpémer va mAnpol o
povoikofepamevtiky  mapéuPfocn, ©ote  vo
&umvnoel To KivTpo o€ Tadld e 1O1UTEPOTNTEG
OTNV KOW®OVIKO- GUVALGONUOTIKY GUUTEPLPOPA
va £pBovv 6€ ETAPT [LE TOV GAAOV;

M£00060g 6VALOYNG 0EO0UEVAV KO 0VAAVGTG

O HOVGIKOBEPUTEVTIKEG cuvedpieg
payvntookomOnkay kaf’ OAn n d1dpKeld Toug e
ynowkn  kauepa. Katomyv  emdéybnkav ot
ONUOVTIKEC GTLYLEC TV GUVESPIDV Kt oKkoAovONcE
N avdAivon Tovg péom tov gpyareiov EBQ.

2vvedpies TOV EPEVYYTIKOD TPOYPAUHUATOS

To apoypoppa Elafe ydpa apyéc Maiov 2010 kon
dumpxeoe tpelg efdopnadec. [paypoaroromnie pio
atopkn cvvedpia v gfdopdada, dSdpketag 307, pe
kaBévo amd To WOdd TOL SElypoToc. TLVOMKE
mpaypatoromOnkay 18 ocvvedpieg (tpeig ya kabe
Todt).

Emiioyn
GTIYHOV

TV 7wPos avdlveny OepoamevTiKdv

Y11c Ogpamentikég otrypég mov TEMKE emAEyOnKay
-KoTd mv avtiinym me
EPELVNTPLOG/ LOVOIKODEPOTEDTPLOG-  OVTO OV
ottypwoio.  Sadpapatifeton  delyver T OeTikn
dweopomoinon oty mowTNTo  oYéong Ko,
avTIoTOlY®C, TN METAPaCT TOL TToudlov amd Eva
emimedo  avamruéng  mpog  €va  vynAoTEPO,
MAOVOVTOG MG TPOKELTAL Y10, CNUOVTIKEG OTIYUES
¢ Oepamneiog.

EmiAéytnray tpeig onpavtikég otryuég yio Kabe
nodl. To mpog avaivon vikd (18 Oepamevtikég
OTIYHEG) avTAnOnKe TeAikd amd Tig 16 cuvedpieg
TOL TPOYPAULOTOC,
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Emidoyn klipaxag alioloynong

H oavdloon kot agloddynon ¢ kdbe onUavTIKIG
OTLYG TPOYLLOLTOTTOLEITON [LE

o ekeivn v KAlpoko tov gpyoieiov EBQ, mou
€0TIGLEL OTO PAIVOUEVO EKQPACNG TOV TOdLO0
Hécm TOV omoiov dwmotdveTor M
dpopomoinon 6TV Tow0TNTO GYXEGNGS, KaOMDG
Ko

o ue v KAlpoka TBQ mov oa&oloysl v
mapEuPoc.

Avdlvon Twv dedousvaov

Metd amd AemTOUEPY] WAPATAPNON, 1 OLOIKAGIOL
7oV axoAovBeital eivar n axdAovon:

e ovoAVETOL O TPOTOG £KOPOONG TOV TodLov
€oTdlovTog ota YUpOKTNPIOTIKG onpeio, Tov
opifer n ekdotote KAipoka a&OAOYNONG TOL
epyoreiov (m.y. PAEUUIOTIKY ETOQN)

® GUYKPIVETOL T TOPOTOV® OVOADCT HE TNV
neplypoeikn  afloldoynon  tov  ekdotote
YOPOUKTNPLOTIKOD Om®G ToPOVCIALETOL GE
koBéva amd To entd emimedo g KAiMoKOC
a&loldynong tov gpyaieion

® JMOTAOVETOL GE MO0 EMMEDO TNG KAILOKOGC
avTIGTOYKEL M OvVAALGT TOL TPOTOL £KPPOOTG
TOL TSV Kal £T61

o ofloAoyeitor 1M WOWOTNTO OYEONG  TALOLOV-
Oepamentn KoTd T OEPOmEVTIKN GTIYU.

[No va dwumotwbei n drapopomoinon e TodTNTOG
oxéong, a&loloyeitor yoplotd M opyn omd TNV
KatdAnEn g OepamevTikng oTIyung, TOG0 [e TV
KApoko a&loldynong tov TPOTOV EKPPAGTC TOV
oud1ov 060 kol pe TV KAlpoka a&lohdynong g
napéuPfoong.

Qg apyn N apykn GAcT TNG CNUAVTIKNG OTLYHNG
opioviar T0 TPOTO OELTEPOAETTO, OTAL OTOiN
TOPOTNPEITOL U0l LOPPT] EKPPACTG TOV TS0V,

Q¢ katdAnén N KataAnkTikn eaon opilovrol ta
TEAEVTAIO, OEVTEPOAETTO, TNG OTMUOVTIKNG OTIYUNG
Omov mopoatnpeitol  pol  TOWOTNTA  EKEPOOTG
SLPOPETIKOD EMMTESOV AVATTLENC OO KEIVN NG
apyNG, omodelkvoovtag OtL 1 epamenuTiKy oTIyun
aQOPd GE GMUOVTIKN oTiyuN| TG Oepamneiog.

Yuvenmg, N a&loldynon kabe oTyung Snimvetot
Ue TéooEPIC aplOpong:

e 01 V0 mpdTol apBpol (vag yuo kibe pdon g
OTLYMG) OVTIOTOLOVV Of EMMEd OVATTLENG
g KAlpakag Tov epyaieiov EBQ mov a&oroyel
TOV TPOTO £KPPOOTG TOV TAd10V, Kol SNAMVOLV
T0 €minedo avanTLéNng TOL OGOV OTMG CVTO
eppavifeTor oty apyn Kot oty KatdAngn g
OepamEVTIKNG GTIYUNG,

e 01 GAlot dVo apBuoi apopodv oty allorldynon

g mapEUPaong Yo TNV opyn Kot TNV KatdAnén
™G BepATEVTIKNG OTIYUNG.

Kobévag amd tovg téooeplg apBpodc pmopel va
€xel TN amo to undév (0) €wg to €E1L (6), pia kat Ta
emineda  wkdbe  KAipoxag elvar  emtd (7).
Atevkpwileton 6t1 o1 800 mpdTor appoi, mov
a@opolV otV a&loAdOYNGoT TOL TPOTOL EKQPACNS
KOl GUUTEPIPOPAS TOL MOS0V, €ival avToi 7OV
TPETEL KUPIMG VO S1POPOTOLOVVTOL, Yo VO UTOPEl
va op1oTel 1) OepamELTIKY] GTIY U] MG GNUOVTIKY].

A&iomiorio

O éleyyoc oaomwotiog ™G a&oAdynong g
gpeovnTpog  (n omola mpaypaTomoince Kot TIg
ocuvedpleg  povoikoBepameiog)  €yve péow
ovykpiong pe v a&lordynon €51 YEpUOV®V
povoikofepangvtdv EKTOOEVUEVDV oV
epoppoyn tov epyoieiov EBQ. Bpébnie vyniodg
Babuods cvugpaviag (0,9 émg 1), wo ko (cdueova
pue tov Fleiss 1979, oto Schumacher, Calvet-
Kruppa & Stallmann 2006) an6 0,74 kot Téve to
TOGOGTO GLUP®VING Bempeitar TOAD LYNAO.

YnoOéoeig

1. O povowoBepamevtiKdg TPOMOG €PYAGIOS OV
PBaciletor oTIg apy€g NG  OTOUXELOOOMIKNG
HOVGIKNG EVEPYOTOLEL T, VYU GTOLYEIN TALOIDY
HE YUYIKT O0TOpoyr, TPOCOEPEL ECMTEPIKO
KkivnTpo mpocéyyiong tov dAlov KabdG Kot T
dvvatomnro  Pioong  Oetikdv  eumeElpLdV
SLITPOCOTIKADOV CYEGEWDV.

2. To epyareio EBQ Ponbd to povcucobepamevty
VO KOTOVONGEL TNV outic NG €mtuyovs N Un
£xPaong g ovvedpiag.

Amnoteléopora

Ytov mivaxo 1 mopovcsialoviol Kol ol dEKOOKTM
0epOmEVTIKEG ONUAVTIKES GTIYUEC TV EEL TOUOLDV
Tov delypatog (Tpelg ouvedpieg avd moudt) ol omoieg
emAEyOnkav, avoaivOnkav kot agoloynOnkav
PECH TOV KAMUAKOV 0E0AOYNoNG ToL gpyaAeiov
EBQ.
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Eninedo Eninedo Xpovuai Xpovuxi)
InpovTikn z . - 2 ovdpkero olapKeLln
s B e e M g e
oty (0.0) i e Ppaong TG @aong ™S
G.G. 6.0.
) (Guvs%‘):)i(x g 009600 \T/Sg : : 00:51,00  00:04,00
;‘&?ﬁgg (Gmf;m 012000 .'FESQ 2 3 (K"pf’l“’m""s) 00:1400  01:05,00
(GUVS:?):){OL 2) 00:42,00 :fggQ 2 2 00:25,00 00:15,00
B (Gnvs]é:):)i(x 2) 02:54,00 EI'BBQQ 2 j 01:00,00 01:54,00
g&?g:;g (owa%:m 3) 01:08,00 TKBEQB = é j 00:37,00 00:70,00
(vas:g;)i(x gy 00:56,00 -I?ESQ j 6 (o Z‘P‘”G") 00:2000  00:30,00
0 ((suvsg;){(x 1) 01:15,48 !rBB% 2 i 00:22,00 00:53,00
J&?gi(é:g (ngg;{a 2) 00:48,64 I—?SSQ 1 4 (Kop13’)(pmon) 00:18,40 00:30,00
(GUVS?éT;)l’(X 3) 01:26,96 I.?ggQ 8 g 00:26,24 00:60,66
C) ((suvsg;){(x 1) 01:06,96 I‘?SSQ j 2 00:35,84 00:30,96
n(;\?./lga: (GDVS?;;)I’(X 2) 05:05,28 553(2 5 j 01:14,00 03:51,28
S%Ty/ﬁﬁ (ow:élm 5 0L04L6 I%SQ g j 00:4216  00:22,00
A (Gmgm p 010976 ITBB% g g 00:17,30 00:52,31
n(;\?./lga: (GUVE)ZS:){(X 2) 04:46,16 ¥g§ 2 g 00:11,12 04:35,00
(GDVS?(%L{(X 3) 02:00,56 !I_BBQQ g j 00:30,40 01:30,00
7 (GDVSJ(;:){OL 2) 01:37,44 I.?ggQ g j 00:20,80 01:16,44
mlf./ly(i_“: (Gmg:m p 020728 I%SQ j g 00:23,76 01:43,00
g:))V#(l)OS: (GDVS?(%L{Q 3) 00:30,72 !rBB% g 2 (Kopg(pco(m) 00:21,12 00:19,60

Hivaoxog 1: Ov onpavtikéc oTiypég (6.6.) TG EPEVVITIKNAGS EPYAciag Kot 1] a&loAdYNG1] TOVS

¥ Trévia, pikprg SpKeLag TOIOTTA GXEGTS TOL SNAMVEL SUVOTOTNTEG OVATTVENG TOV TAULSIOV.
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Avaivon ko 0EOAOYNON MOG  GNUOVTIKIG
OgpamevTIKig oTIypg Tov podnty X. (mAkio:
OKT® ETAOV / 1AyVMO61): GVTIGNOC)

Leprypapij

H Oepamedtpro tpayovdd £€ve vavovpiopd, v
TavTOYpova Akvilel oto B0 téumo tov X., mTOL
BplokeTon UITPOLUVTO HEGO OTNV ODPO. XTOIIUKA

0 X. ONK®VEL TO KEPAAL, KOUTOVIONG TPOG TNV
katevBovon mov  akovyetal 1M HEA®Ol Kot
ekppdleTor  POVNTIKA e TO QoVhAeV (1) He N
HOPOT POVIUATOV Yapdc. AKPIPAOC LE TO POVAEY
(1) oamavtd Tpayovdoviog m OepamedTplo 6TN
permdio Tov vavovpicpatoc.

LN ROVTIKI 6TLYp) TOL X.

Khipoxa VBQ Eztins&o (xpovuciy Srapkera: 00:56,00)
avantuéng
XopoKTNPLoTIKG GNUELN TOPATPNONS
Dovn: 0 X. dev mopovctalel Kopio @ovnTIK) ovTidpaon.
Enmsé}o a\’/amuéng ms . 0 H moiétnrta g oyxéong: dev gppavilel 001e evOoTpocmmikd ovTe
APXUTIS PAOTS TS EMenym SMPOCOTIKS YALPUKTHPOL
oTiyung (%.6.:00:51,00) ETOONG '
DovnTIKd-TpoyA®ookd péca: dgv yivovtol avTiAnmTd.
d)a)\{n': TPOTEG POVNTIKEC EKQPPAGEIS HE TN HOPOT] QOVNUATOV
) ) Xopoc.
Eﬂﬁﬁﬁﬁmﬂg ms 1 H mnowdmra g oyéong: evOOMPOCHOTIKY] TOWOTNTA GYEOTG
e crrllyw']gng paons TPMOTN dnuovpyeital avapeoa otn eovn kol oto copa O . exepdletol
(1.5.:00:04.00) avtidpaon Yo uKkpn %.0. POVNTIKA Kot GuyYpOVOS KIvel To KEQAAL.
Dovnrkd-rpoylocoukd péoa: TPMTES TpooTadeleg
LOPQOTOINGNG POVNULATOV XOPAG
MMivaxkag 2: Avaivoen kot aSloloynon SNUAVTIKIG GTIYUNS TOV X.
Xovroun  avdlveny kar  alloloynen  THG dwyvootik@v  cvpmepacpdtov  pEc® NG
mopéufacns GUYKPIONG TOV OTOTEAESUATOV NG a&OAdYNOoNG

H mopéuPaon péow g khipokag TBQ extipdton
070 eninedo avantuéng 1 (cvvdeon ¢ avTIANYNC),
Qo Kot To vavovpiopo and tn Oepamevtplo oTo
pLOud Mg kivnong tov Tdlov OTNV AP,
onuovpynoe  Oetikég  eumelpiec  GLVTOVIGUOD,
odNymvtag og  dlopomikl  oOVoEsH, OmOv Ol
aloOnplokég EVIVTOCELG TOV Tod100
(aueBdavouar, axkobm) NEbav oe TANPN cvpEOVia.

YoprepdopaTo

Egapuoyn tov epyaieioo EBQ

To gpyoreio EBQ katd v gpguvnrikn oladikoocio
ouvéfaie  ovoloTik@  A)  otov  evromioud
onuovtik®v Bepamevtikdv  otiyucdv, B) omyv
OVTIKEWEVIKT a&lOAOYNON TNG TOWOTNTOG OYEOMG
TOV OOV KOTA TIG ONUAVTIKEG oTLYUéG, ) otov
éleyyo g Bepamevtikng mapuPacns g Tpog TNV
avtioTolyi Tng HE TO emimedo avamTuéng TOov
TO10100, A) o1 S10THTOGT] GUUTEPAGUATOV Y10, TN
povoiwkobepamevtikny  gpyacio, kabog kot E)

Tov  moudwwv (U ouTIoNd KOl VOMTIKY
KaOLGTEPTON) TOV BELYHOTOG TNE £PEVLVOC.
Awmotdbnke, emmAéov, OTL PEC® NG

eQopuroyng tov gpyaieiov EBQ dev emruyydveton
uévo n a&loAdynon g moldTNTug oYEons uetatyd
modlov-0epamevty), oAl digpguvdrtol Kot
Katovogitar Kor 1 Sdikacio g dmuovpyiog
oyéong katd ) Oepameio.

A&oloynen Tov mapeufdcewv s mPOS THY
TOI0THTO, CYEGHS TOV TAIOLOV

Ztov mivako 1 mopovstalovtol To omOTEAEGLOTOL
TNG EPEVVITIKNG UEAETNG Kol SLOMIGTMOVETOL OTL GE
0Aeg TIG BepamevTiKéc oTIyUéEG TOV ovolvOnKay Kot
a&lohoynOnkov:

A) Tapampeitoan Oetikn dwapopomoinon otV
TOWOTNTA TNG OYE0NG UETALD Todo0 HE ouTIoUO 1
VONTIKY| kafvoTtépnon Ko
OepomedTplog/epevvnTplog OVANESO GTNV  APYIKN
KOl KOTOANKTIKY @AoT ¢ 0epamentikng oTiyung,
YEYOVOG MOV LG EMTPEMEL VO YOPOKTNPICOVLE TG
emAeypéveg OepamevTIKEG OTIYUEG (O OTUOVTIKEG.
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B) [opotmpeiton 611 ko 1 Ogpoamentikn
napéuPaocn okorovbel o peydAo mocootd N
dlwpopomoinon g mowwTNTUG OYEoNG Katd TN
ONUOVTIKT CTUYUN.

I') Awmotdvetar 6Tt o eninedo avamTuENG 61O
omoio amevBOveron mn mopépPacn eaiveror va
OLUUPOVEL OmOADTO UE €KEIVO TOV 7OV UE
vonTikn kobvotépnon, tO60 otnv apyn 060 Kot
omv katdAnén g onuavtikng otyuns. [H
acvpemvio  mov  mopatnpeitor  HETAEL NG
a&loAdynoNg NG POVNTIKAG EKOPACTS TOV Hobn
A. (KMpoko VBQ) xor g a&oddynong g
Oepamevtikng mopépuPoong (khipaxae TBQ) «otd
™mv apyikn edon g 2™ onuavtikig oTryung Tov A.
eneényeiton TOPAKATO. |

A) Zto modd pe avtiopd —KOTA TNV OpyIK)
(AGCT] OPKETAOV CNUAVTIKOV GTLYHMV— 1 Tapépfoon
a&lohoyeitar pe vynAhdtepo eminedo ovamTLENG OF
oUYKplon He ekeivo mov Ppiokdtav 1o Toudl pe
auTicpd.  Avtifeta, otV KATOANKTIKY  @don
KOOV GTUOVTIK®OV GTIYHOV TodldV UE OVTIGUO
mopotnpeitor 0Tt M mwapéuPaocn afloloyesiton pe
YOUNAOTEPO eminedo avamtuéng amd ekeivo TO
omoio ayyiletl To Toudi pe ovTicuo.

Amd v opada TOV TOWIOV HE  VONTIKN
kabvotépnon  (odpewva pe tov  wivako 1)
napoatnpeitor otn SeVTEPT ONUAVTIKY GTLYUN TOV
pobnt A, acvppovie ovapeso oto  eminedo
avamtuéng Tov padnt (og tpog v kKiipaka VBQ)
Kol oto emimedo avdmtuéng mov  QaiveTal va
amevivetor 1 mapépPacn. Atevkpvileton 6Tl TO
eminedo  avamtuéne 0 oty Kiipaxe VBQ
(povnTikn éxepaocn) pe to onoio aglodoyeital o A.
dgv a@opd oe EAAEyM emopng, 0AAd og wavor. H
moldTnTa Bacng, onA. n modtTa oL Yopaktpilet
ocuvnbmg T ovumepupopd Tov pabnty A. givol to
eminedo  avamtvéng 4 (O1-LVTOKEWEVIKOTNTA),
dedopuévon  OTL 1 CLUEEPLPOPA  TOL A,
yopaxtnpileton évtova amd TO QAIVOUEVO TNG
KOWOVIKNG  avoeopds (emPePoiwticd PAEppata
TPOC TOVE AAAOVC) Kot TNV emtBupia va dpdoet pall
HE TOV GALNO. TN apyIKn QAT TNG CLUYKEKPLUEVNG
ONUOVTIKNG oTypns, o A. (av a&oloynfel pe v
KAipoxo 1BQ/ékppaon péom opydvov) Ppioketon
070 eminedo avamtuén 4.

Ye OAeg TIG oOLVEDpPiEC, OTOYOC NTOV Vo
Aoppdvetor vwoOYN 1 OPYIKN KOTAGTOON KOl TO
oLVOLCONUATIKO TEPIEXOUEVO TOV OVTIOPACEMY TOL
o0 wpw NV wapéuPaot, TPOKEWEVOL 1
HOVUCIKY  {pooopd NG OgpamedTplog  va
avTomoKpiveTol ©T10  emimedo  avamtvéng  Tov
Tod100.

2vvaicOnuarikij kardoraocn s OspansiTprog

Kvping otig cvvedpieg pe 1o modid pe ovtiopo
VIPEAY  OPKETEG  OTIYMES  AVACQAAELNG KO
ofepardotntog. Méoco omd por Btk vrobeon
gpyooiog v v teMkn ékPaon g Oepamneiog,

mapoTnPRONKAY  OTO  GLYKEKPIUEVO  TOLOLH
duvaTdTNTEG, YEYOVOC TOV KATOlEG (POPES KT TNV
ekkivnon ¢ BepamevTIKng oTYUNG 001ynNoe o
oT1OYEVOT NG TopERPacng Aiyo Tapamdveo ond to
OVTIKEWEVIKA Olyvocpuévo (Lécm tov gpyaieiov
EBQ) eminedo avamtuéng tovg. H mapépPaon
oniadn €Bece mo vYNAOVE 6TOYOVE OO AVTOLG
OV  VWESEIEE TO  OVTIKELUEVIKA  OlyVOOUEVO
eMIMEdO AVATTVENG TOV TOOLDV.

BéBoata, 6tav mapatnpidnkav 610 mACiclo TV
OTIYU®V avomtuélokd GAuaTo TV Todlov  UE
oUTICUO o€ LYNAOTEPO  emimeda  OVATTLENG
(KopLem®6ELg), N TapépuPaocn dev akoiovnce Tavo
aVTH TN dPOPOTOINoN, EMAEYOVTAG VO GLUVEYICEL
Vo EMOIOKEL PEC® NG OepamevTikng epyaciag ™
otafepomnoinomn molottv Bdone, Tédvm oTig omoieg
Oo ompydel 10 Eedimlopo TOV KAVOTHTOV TOL
To1d100.

Ynuewdverorl 6t o podnmg B. (ov ko woudi pe
OVTIGUO) TPOKAAOVGE GAANG TOLOTNTOG
cuvasOnuato Katd tig cuvedpieg ot BepamedTpio.
Awmotdveror €tor 0Tt kGbe moudl eivor  pio
SlpopeTikn mepintmon Kot avtd glvar KATL TOL

wpénel  vo  AouPavetor  cofapd  vmdyn ot
povoikobepameia.
ZvijTyon

YOpemvo  pE TO  OMOTEAECUATO NG  UEAEING,
dwmothbnke 6Tt To. TS HE  OLTIGUO  TOV
delypatog g Epevvag:

® oIV 0pYN] TOV CNUOVIIKAOV CTIYH®OV BpicKovTat
OTO TPMTO, EMMEDD AVATTVENG TOV KAUAK®V
aloldynong tov gpyareiov EBQ, OV
QVTIGTOYOVV GTO, TPMTO, GTASIN, AVATTVENG TV
alodncemv T0V g0VTOV, OO JTLTOVOVTOL
ot Oewpia Tov Stern-

® KOTG TNV KOTOANKTIKA QAGT TOV GTUOVIIKOV
oTlyU®V umopel vo  oyyiovv TO  emimedo
avantuéng 3 (Bioon tov diov eavtov), va
@tdoovvy  oto  emimedo  ovamtvéng 4
(OrmoKeEVIKOTNTA), 0ALG Kot va ayyi&ovv To
eminedo avdntuéng 6 (do-cuvasOnuaTikdTTa).

Hopoampnnke 6t 10  eminedo avantuéng 5
(0140paon) OPOPA GE GTAVIO. TOLOTNTO GYECNS YN
Ta, TS0, e OTIoUO, OTIMS aKPPOS Kol TO ENinedo
avantuéng 6 (dw-cuvarsnpotikodTnTa.
Awmotdbnke, emiong, 0Tl To TOOE HE VONTIKN
kaBvoTtépnon umopst:

e vo Ppiokovior otV apyn NG ONUOVTIKNG
OTIYUNG 0T0 eminedo avantuéng 2 (emapn PHECH
YEWPWOHOD TOL GAAOL 1 TOL Opydvov) M GTo
eminedo avamtuéne 3 (Pimwon tov 1diov govtov)
oAAG kol oTo  emimedo  avamtuéng 4
(OITOKEYEVIKOTNTA), KoL
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T0L

id10

Amo

e vo @taoovv £m¢ TO emimedo avamtvéng S

(014opaon), oAAG Ko 6 (ow-
oUVAICONUOTIKOTNTA).
[opatmpeitor 6Tt T mOdd  pe  vONTIKN

kaBvotépnon Eekivouv pe Sopopd omd To Todld
UE OUTIGUO TOLAGYIGTOV VO EMMEI®V OVATTLENG
TOV KAMPAKoV Tov gpyaieiov EBQ, danictwon mov
OULVOEETOL KOl [LE TNV EMAOYN TNG TAPEUPOAOTC ATd
T OepanedTplo.

H Pwreoavdivon £€0e1e 611 0NV KOTOANKTIKY|
(AocT NG CNUAVTIKNG OTIYUNG Umopel va @tdcovv
oT0 LYNAOTEPO EMIMEDD, OVATTLENC TOV KAUAK®V
gpyaieion EBQ, OSmiadn oto eminedo
avamtuéng 5 (dddpacmn) kot 6to eninedo avanTuéng
6 (d-cvvausOnuoTikdtTa) TOGO TO TOOG e
OUTICUO, 000 KOl TO 7O HE  VONTIKN
KaBvoTtépnon.

Toviletan 611 M To1dTNTA GYEOMG EVOG TS0V LIE
OUTIGUO OTOV QTAVEL Eva VYNAO EMITEDO AVATTVLENC
elvar dwapopetikr] amd exelvn &vdg moudod pe
VONTIKY KoBuoTtépNon, OKOUM Kol oV aPopd GTo
eninedo avamtuéne TOV  KMUAK®OV  TOV
epyoreion EBQ. Avtd oyetifetor: A) pe
OlIpKELDL TOPOAUOVIG OTO VEO emimedo avAamTuéng,
kot B) pe v mowdmra g PAEPUOTIKNG ETOQNS

TOV TTOO100.

BéBaia, aveEdpmmra amd v maboioyio, 1
nepintwon tov kdbe madlov elvar SoPOPETIKN Kot
YU aDTO TPEMEL KOl VO, TPOGEYYILETaL S10.POPETIKA.
Méow tov gpyareiov EBQ éywve capég 61t T0
eminedo avamntuéng tov modlov kaboploe TNV
avtiotoyn mapéuPaocn, g onoiog oTOXOC NTOV M
dnuovpyics €VOC HOLGIKOD YMPOL GLVAVTNGONG
KatdAANAov yio epmelpieg: (o) OLTEVEPYELNG Ko
avto-Agttovpykotntog, (B) pvduong eyyvmrog -
ATOGTUOTG, ) pOOuIoNG, Sopudpemong,
cuviynong/evapuoviong Kol HOPACHOTOS  TOL
oLUVUCONUATOG, OOTE TOGO TO TOUOLA LE OVTIGUO,
660 kol To TOW pe vonTikn  kabvotépnon
avaAoyo HE TIG OVOTTUEIOKES TOVG SLVOTOTNTES Kot
To. avartuElokd Tovg eAleippata va Bldcovy Tig
TPMOTEG AVTIOPACELS EMAPNG, VO TPAYOLOT|GOLV KOl
va €pBovv KoVt UE TOV GAAO OKOMO KOl OV OgV
vmapyxel  PAeppotiky  emoer, OAAL Kot vo
avanmtoéovy  ovufolkd  moryvidr Kol KavoTNTo
S1adpaone Ue TOV AALO, QTAVOVING GTO HOIpUCLO
CLUVOICONUOTIKOV KATAGTAGE®V KOl PEATIOVOVTOG
TNV TOWOTNTA TNG GYECTG TOVG UE TOV GALO.

2ournepdaouara

T, omoteAéopaTo TV 0E0AOYNCE®V
emPeforddnkav ot 600 Pacwég vmobécelg G
épeuvag:

1. O povowofepamevTIKOG TPOTOG EPYACING TOV
Baciletar oTIg apyég TG  OTOUXELOOOLUKNG
LOVGIKNG EVEPYOTOLEL T VY] GTOXEID TSIV
UE WYUYIKN OlOTOpOyT), TPOCPEPEL ECMTEPLIKO

KivTpo TPOoEYYIong Tov AoV Kabdg Kot T
ovvatdtro  Piwong  Betikdv  gumelpldv
OLOTPOCMOTIKDOV GYECEWDV.

2. To epyoieio EBQ Bonbd to povcikobepamevt
Vo KOTOVONGEL TNV ortia NG emttuyovs N Un
ékPaong g ovvedpiag.

Emmiéov, oe OAeg TIC eMAEYUEVEC OMUOVTIKEG
OTIYHEC PAVIKE TG TOGO TO TOUdLA E AVTIGUO OGO
Kot To Toudld pe vonrtiky kabvotépnon yperdlovron
VIOCTNPIEN Kol GLVOOELD Yl VO OPYAVACOLV TIG
EUTEPIEC TOLG Ko v puBuicovy o cuvaicOnud
TOVG, MOTE VO KATAPEPOLY Vo avamTOEOLY 1 val
Beitidoovy Vv wavoTnTa dNUovPYiag oYECEMV.

Ta dpaoTIKG CLGTATIKA TNG LOVGIKNG, ONAAOT O
pLOUOG, M SUVOIKY, TO MYOYPOUA, M HEA®Si
(néoa amd  KaTOAANAES BePATEVTIKEG TEYVIKES GTO
mAaico oG BepamevTikng oxéons) TPOGPEPOLY
€va Ol0POPETIKO KoviAl mov Ponbd to moidl va
EKPPOOTEL, VO EMKOWVOVNGEL Kol va eneEepyaotel
OGLVEIONTEG EVOPUTOELS.

AMG o oyéom, kopiog pe éva modl e
QVTIGUO, £XEL MO 1O10HTEPT) TOLOTNTA KOL UTOPEL VO
dnpovpynBel amoxdelctikd Kot udvo oto eminedo
avantuéng oto omoio Kwveitor kol Ppioketar To
Toudi.

Ol HOVOIKEG N TPOAEKTIKEG TOPAUETPOL, Ol
omoleg TPOGOUOIILOVY UE TN UNTPIKN GOV GTNV
apyn ™c Long, opilovv To ¥dpo 61OV TO TOdl £)EL
T0 JKaimpo va givol Omog elvar Kot vo Kiveiton
onwg embopel. Avt| akplpdg 1 Kotdotaon Tov
o000 yiveTan agetnpio g Kabe Ogpamentikng
mapéuPacnc.

H ovykekpévn Bepamevtikny apyr oyvel Kot
Yo ToL TOUOLG e vonTikn kabvoTtépnon, mov AOYm
g TadoAoyiog TOVG VIOPEPOVY GLUYVE OO YUYIKEG

dwtapayéc, ot omoieg Kou meplopilovv TNV
KovOTNTA TOVG va emeEepydlovtan
CUVOCONUOTIKEG  KOTOOTAGEC KOl ECMTEPIKES

GUYKPOVGELS, OVGKOAEDOVTOC TO GTNV KOW®MVIKA
GUVOAAQYYT] KOL TN OMOLPYID CYECEMV HE TOLG
GgAAovg.

H Bwreoavdlvon ToV ONUOVIIKOV OTIYUDV
£€0e1&e 011 Bepamevticég mapeUPAcels, 0TI OToieg M
TPMOTN TPOGPOPE ETAPNG YIVETAL LECH SLOTPOTIKNG
ovvdeoNC —OmoV TO COUATIKA gpebicpata Kot To
ouvaicnue Tov TodH EPYOVTOL GE L0 LOVGIKY|
OUUPOVIO—TPOKOAODY  TIC  TpdTEG  OeTIKEG
avVTIOPACELC ETOPNG TOV TOLOL0D.

Méoca omd ™ Pvieoaviivon TOV GNUOVIIKOV
OTIYUAV QAVNKE OGO OMNUOVTIKN €ivol 1 opyKn
gpyooia pe 1o copo ot Oepameio Toadimv (Kupimg
UE OVTIGHO, OAAG Kol pue vontikn Kobvotépnon),
mov  eupavifouv o dtopayuévn  aicbnon
COUATOS,  OVOTTOOCOVTIOS  GLYVA  CGOUOTIKES
oTEPEOTLTiEG otV Tpoomdleld tovg — petald
6Aov — va TiBocgboovv pova Tovg Eviova
GLUVOLCOMHOTO TOL ECMOTEPIKOV TOVG KOGLOV.
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YOUATIKA 7oy vidlo, KOUVNUo OtV  oldpo
aKpPdG 6to pLOUO TNG LOVCIKNG EMTPENOLY GE
éva, modl va  mpepnosl,  va mEPLopicEl  TIg
oTEPEOTLTIEG KOl Vo 0dnNyNnbel 61N cuvéyeln péca
OO EUTEPIEC  CLUVOICONUATIKNG CLVAYNONG Kol
avinynons, om Ploon eumepidv avtevépyelag,
OVTO-AEITOVPYIKOTNTOC, KOOMG KOl GTNV avTiAnyn
KO TEPLYPOPT| TOV 10imV TPAEEDY, EVIGYOOVTUS TNV
aioBnon Tov govtov.

Y10 mAoiclo  TETOOL  €100VG  LOVGIKMV
TPOCPOP®Y  OAANAETIOPAONC  TPOCOEPETAL 1)
duvatdtnra  eveg  O100KESAOTIKOD  KOWOU

moyvidloyv, 10 omolo  cvuvodevetar Ao
cuvosOnuato xopds, acPAAELNS Kol EUTIGTOGVVNG.
To modi Povel ovvaisHfuota, to omoia TO
TOPOKIVOUV VO EMOOEEL TV EXAVAANYT], DCTE V.
EavaPpet v evkapia vo arsBavOei Tapdpota.

Avdloya v mepintoon Tov KAOE TS0V,
TETOLOL €100VG emavarapPavopeves eumelpieg sival
duvatd vo  eoMTEPIKELTOVV amd TO  Toudi,
emmpedlovtag e TOV KOPpd TNV TPOCOMKOTNTA
TOV.

To Plopa tov vo ccBdavecor Kot va polpdlecan
ocuvoucOnuate pe Tov GAAO0 KvnTomolel amd Hovo
Tov 10 7odl vao  ekPpacTtel TOGO  QOVNTIKA
(tpayovdmvrag) 660 Kot pécw opydvov. Etot, mépa
amo TN YA®GGIKN avantuén, tpowbeitol kot 1 opon
YPAON TOV OVIIKEWEVOD, avoiyoviag To OpoLo,
1660 oto moudl pe aVTIGHO OGO Kol GTO Todl UE
VONTIKY] KaBuGTEPN O, YIo SLUPOPETIKNG TOLOTNTOG
oY£0ELS.

H Pwreoavdivon édei&e Ot péoa  amd
OUYKEKPIUEVEG TEYVIKEG mopépuPaong pmopel va
emtevybel, aviloya v mepintmon kabe moudon
pe oavticpd, (o) n avimroén g aicOnong g
ocopoTikng ovvoyns, (B) M ovvoioOnuatikn
avantuén kabmg kot (y) N avamTuén TG IKOVOTNTOG
aAAnAemiopaong pe Tov GALO.

Emiong, 1o moudid pe vonrtikny kobvotépnon
KOTAPEPOV HECO OO TO LOVOLKA O VIOl Kol TOV
oVTOGYKESIGHO  (0) VO EKPPAGOLY  KOL VO
HopaeTOVV 10 cuvaictnud tovg, (B) va Pidcovv
eumelpieg avtevépyelng, (y) va exepdoovv péca
a6 T0 GLUPOALKO TTayvidt poPieg, dyym, embuopieg,
0AAG KOl VO, KAVOUV J10.0KESAGTIKODS GUVELPLOVC,
(0) va &edumhdoovv TNV KOVOTNTA TOLG Yo
dudpaon péca 0md TO LOVGIKO oLy Vidl, fudvovTag
gumelpiec mov TpowOovv T YVOoTIKN avarTuén Kot
YA®GGIKN KQPOOT.

H povowobepaneian Bo  pmopovoe  va
AELTOVPYNOEL VITOGTNPIKTIKA GTO E101KO GYOAEIO Ko
YEVIKOTEPU OTNV E01KT aymyn, (o) evioydovTag To
Kivntpo tov Todly Yo dpactnpromoinon, (B)
cupupdAirovrog om CLUVUCONUATIKY TOV
otabeponoinon, (y) ompilovtag to moudil Woykd
KOl CUVOICONUATIKA — OKOUO KOU GE TPOANTTIKO
eminedo, mpwv ol evoei&elg yivouv cupmtopata, (8)
TPOETOALOVTAS TO £30(p0G GE TOdAYMYIKEG 1)

dAdov gidovg BepamenTIKEG TPOGEYYIGEIC, OTMG TT.Y.
AoyoBepameio.

Yrootmpiletar 611 t0 gpyareio EBQ umopei va
€QOPLOOTEL 6TO TANIGI0 TOV €101K0D GYoAEiov: (ar)
Y. TNV Kataypoaen, oviilvon kot agloddynon
Oepanevtikdv cvvedpudv, (B) yio v aglordynon
Tov €id0oVE NG TOOTNTOG GYECNG aveEdpTNTA OO
TO NMKLOKO EMMESO OVATTLENG KAOE Todlov KaTd
™ ovvedpia, (y) Y 11 StdHTOOoT SoyVOCTIK®Y
GLUTEPUCUATOV, KAt (3) Yl TV EPELVNTIKY LEAETT
E0IKOV EPMTNUATOV TOV 0POPOVYV GTNV EMIOPACT)|
¢ povoikoBepaneiog oe Kamoleg maboAoyies, ot
OepamevTiky] mopela katd T HEAETN TMEPIMTOONG
€VOG OO0V K.0L.

v Tapovca HELETN péom tov gpyaieiov EBQ
EVIOMIOTNKAY EMTUYEIG OMNUAVTIKEG OepamenTikég
ottyués.  Ymoypappifetoaw o0t ot Ogpameia
VILAPYOLV EMIONG KO AVETITUYEIG OTUYUES, Ol OTTOIES
0o pTopovGAV VO OTOTEAECOVY TO OVTIKEILEVO HLOG
HEALOVTIKNG EMOTNUOVIKNG EPYOGIOC.

Avaloyeg UEAETEC EQOPLOYNS
povoikofepomeiog o€ modWG pE owTIOUO T/KoL
vontikn kabvotépnon Bo Mrav, emiong, yPNOULES
YO TNV TEPAUTEP® OLEPEVVIOT] TNG EMIOPUACNC TNG
povoikofepomeiog tOc0 oty maboroyio TOL
OVTIGUOL OGO KAl TNG VONTIKNG KaBueTéEPNONG.
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Music Therapy in Special Education:
Assessment of the Quality of Relationship

Aspasia Fragkouli

Abstract

This qualitative scientific study - by means of
analysing recorded therapeutic sessions with
children with autism or mental disability in a
special school - examines the process of creating a
relationship between the therapist and the child in
the context of music-therapeutic moments. The
analysis of therapeutic moments was carried out
through the AQR-instrument (Assessment of the
Quality of Relationship) and led to a) the
evaluation of the quality of relationship between the
therapist and the child with autism or mental
disability during therapy, b) the evaluation of the
correspondence of the therapeutic intervention to
each child's developmental level (modus), and c)
the appreciation of the differentiation in the
relationship between the therapist and the child
with autism or mental disability, as well as the size
of that differentiation. Regardless of the pathology,
it was observed that music therapy with children is
advisable when the child shows disorders in his/her
emotional development and in the ability to create
a relationship. Music-therapeutic interventions that
use the child itself as a starting point and follow the
concept of elemental music, succeed in mobilising
children's healthy part and promote their
development, in many areas. Research data are
based on the author’s dissertation thesis: “Music
therapy for children with psychological disorders
in special education” (Fragkouli 2012).

Keywords: music therapy; autism; mental
disability; psychological disorder; AQR-instrument;
quality of relationship; shaping of affect

Introduction

This article refers to a qualitative research
dissertation which — via video analysis of music
therapy sessions with children suffering from
autism and children with mental disability —
assesses the quality of the relationship between
therapist and child with autism and/or mental
disability in music therapy moments during
sessions that took place in a special education
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school. The assessment is performed through the
AQR-instrument (Assessment of the Quality of
Relationship), which is based on developmental

psychology theories (Schumacher, Calvet &
Reimer 2011).
The first section considers theories of

developmental psychology and infant psychology
that contribute to understanding as much of the
social-emotional development of the child as the
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deviations of development, by guiding the music
therapy work. In addition, research data are also
mentioned concerning the development of musical
perception in the child. The pathology of autism
and mental disability are presented as well as
deviations in development. Further on, the concept
of music therapy is defined as well as the principles
of Karin Schumacher and Claudine Calvet’s music
therapy method for children based on
developmental psychology following the principles
of elemental music, as defined by Carl Orff
(Schumacher & Calvet-Kruppa 2007). The concept
of music therapy in special education is defined and
the role of the therapeutic intervention for the
formation of the therapeutic relationship is pointed
out.

In the second part, music therapy sessions from
the research study are presented. Via video analysis
and under the AQR-instrument microscope, it
really became clear how a child suffering from a
disorder in perception and intellect may be
approached initially through the music-somatic
therapeutic  interventions, which take into
consideration the principles of Carl Orff and Gunild
Keetmann’s music and movement pedagogy and
utilise the stimuli originating from the child itself.

Development in infancy

The developmental psychological knowledge,
which originates from the theories below—
especially the ability for the regulation of emotional
processes, as well as the development of the self —
form the theoretical basis of the assessment AQR-
instrument, which has led and supported the
research of the present study of the application of
music therapy in a special school.

Social-cognitive development in infancy

According to Piaget (see Panopoulou-Maratos
1998), the development of children in the first years
of their lives is considered the most decisive phase
of their overall development.

The infant’s discovery that there is a connection
between its behaviour and the reactions of others is
considered a primary form of learning. This
discovery is founded on:

o the intermodal perception allowing the transfer
of information between sensory channels;

e the infant’s capacity to imitate;

e the increasing alertness of the infant to interact
with the people around it (Ziegenhain, Fries,
Bitow & Derksen 2006).

Stern’s theory of the development of the senses of
self

Stern (2007) describes the development of the
senses of self, underlining that every sense is
accompanied by particular characteristics as well as
by a different form of relationship quality to the
other person.

The first senses of self (from pregnancy until the
12" month) in the order they appear in are the
senses of the emergent self, the core self and the
(inter)-subjective self, revealed later to others,
around the 18" month, through language (verbal
self).

Intrinsic  capacities such as amodal and
physiognomic perception, as well as vitality affects,
resulting only through inter-human contact,
contribute to forming the sense of emergent self
(birth — 2™ month).

Formation of the sense of core-self (2™ - 7"
month) presupposes the development of the sense
of self-agency, self-coherence, self-history, as well
as self-affectivity.

Intersubjectivity (7" - 12" month), founded on
the sense of core self, presupposes differentiation of
the corporeal (somatic) and sensory self with the
other.

Intellectual situations characterising
development of a subjective and of an inter-
subjective self are: sharing the focus of attention
(inter-attentionality), sharing intentions (inter-
intentionality), sharing affective states (inter-
affectivity) as well as the phenomenon of social
reference (Emde et al. 1978, cited in Stern 2007).

Stern (2007) introduces the term affect
attunement in order to define a kind of
intersubjectivity between mother and infant based
on maternal empathy, contributing, via common
emotional experiences, to promoting
communication and linguistic expression of the
child.

The theory of behaviour organisation and its
significance to development

The infant’s modes of behaviour reveal its
emotional state, allowing adults to respond directly,
by activating the respective, adequate and
supportive strategies (Brazelton 1978, cited in
Schumacher, Calvet-Kruppa & Stallmann 2006).

The formation of interpersonal relationships

A person, based on the character of his/her repeated
experiences in interacting with parents, develops
expectations of interactive forms with the others, a
fact which is defined by Bowlby (2008) as an
internal working model. This internal intellectual
representation of the bond unconsciously affects the
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person’s capacity to trust others and connect to
them.

Emotional development theory

Sroufe’s (1997) emotional development theory
approaches a person’s emotional development
without overseeing the importance of the social
frame and parental behaviour in the possibility to
regulate the infant’s emotion, in the quality of the
experience and the mode of elaboration of the
emotional experience in children.

The development of musical perception during
infancy

The way via which the mother tries to communicate
with the infant is impressive, by instinctively
offering it a musical environment corresponding to
its developmental possibilities. Studies show that
maternal singing attracts the infant’s attention more
than maternal verbal expression (Trehub 2003).

Musical elements such as melody, rhythm and
tonality, which give an emotional colour to the
dialogue with the mother, affect important
functions in the developmental course of the child
(Gembris 2005).

The creation of music by children shares many
characteristics with a developmental notion of play,
also operating as a transitional object, soothing and
accompanying the children  (Fragkouli &
Panopoulou-Maratos 2012).

Deviations of development: Autism and mental
disability

Autism

Autism has been characterised as a spectrum
disorder, which means that its clinical picture is not
homogeneous and may have diverse causes
(Schmid 1998).

Individuals with diagnoses on the autism
spectrum may display qualitative impairments in
social interaction and communication and often
manifest restricted repetitive and stereotyped
patterns of behaviour, interests and activities
(Dilling et al. 2000). Autism affects the coherence
and flexibility of motivation and consciousness and
it weakens the impulse of awareness to seek new
experiences and reduces the capacity of a child's
purposes to react in creative ways to the
contingencies of experience (Trevarthen 2001).
According to Rogers and Pennington (1991, cited
in Kusch & Petermann 2002: 444) individuals with
autism do not have the ability “to put themselves in
others’ shoes and to share with them the same
feeling”, as well as, the lack of ability of joint

attention, of symbolic or imaginative play and of
imitating others® behaviour.

Autism appears in early childhood or during
later childhood and it lasts a lifetime; it should not
be considered as a static situation (Dilling et al.
2000; Remschmidt 2002).

Mental disability

Mental disability is the state of incomplete
development of the intellect. People with mental
disability often present insufficient cognitive ability
to solve emotional conflicts and may suffer from a
whole spectrum of mental disorders (Parsons et al.
1984, cited in Stavrakaki 1988).

There are different degrees of mental disability:
slight, average, serious and severe. The aetiology in
cases of persons without apparent organic disorders
is unknown (Stavrakaki 1988).

Music therapy

Music therapy sets and reaches therapeutic goals
utilising the special properties of music (timbre,
rhythm, melody, harmony and dynamics) as well as
the abilities of music improvisation in the frame of
a consciously formed therapeutic relationship
(Vocke 2007).

Music therapy is a therapeutic method aimed at
treating patients with psychological disorders — as
well as other groups — supporting their need for
expression (Schmdlz 1971).

Music therapy and children with autism and/or
mental disability

Since the disorder of autism as much as the
disorder of mental disability may be considered
disorders of a social and emotional nature
(Stavrakaki 1988; Wing 1997), the therapeutic
goals focus on promoting the child’s emotional
development as well as his/her ability to create a
relationship.

Music therapy based on developmental
psychology is considered a music therapy method,
as it focuses on the emotional and developmental
needs of the child, contributing to a new experience
of emotions (Schumacher & Calvet-Kruppa 2005).

Music therapy for children based on
developmental psychology uses the principles of
Orff-Schulwerk as therapy (Schumacher & Calvet-
Kruppa 2007). Orff-Schulwerk is not a “rational,
prescribed scheme or work™ (Liess 1966, cited in
Benedict 2010: 202) but “rather a way in which to
engage the child in the imaginative processes that
derive from the natural self-expression of a child.”
It concerns “a way in which music, speech and
movement are inextricably linked through the
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engagement with language and the textual
connection to nursery rhyme and folk song”
(Benedict 2010: 202).

Carl Orff (1963, cited in Haselbach 2011: 144)
states:

“Elemental music is never music alone but forms
a unity with movement, dance, and speech. It is
music that one makes oneself, in which one takes
part not only as a listener but as a participant. It
is unsophisticated, uses no big forms, is near the
earth, natural, physical, within the range of
everyone to learn and to experience it, and
suitable for the child”.

Through improvisation and elemental music
experiences, children are able to create rhythmic
and movement patterns that emerge from their
natural development. According to Orff, elemental
music refers to the art of the muses and addresses
the whole of the expressional abilities of man,
affecting bodily and phonetic expression as well as
expression via musical instruments (Schumacher &
Calvet-Kruppa 2007).

The experience: "I hear myself," "I hear you"
and "l hear us" that is made through the musical
(instrumental and vocal) expression, "l sense and
see me and you", as in the movement, dance
experience is the basis of interpersonal
relationships (Schumacher 1999, 2004). Elemental
music facilitates the incorporation of senses, the
perception of one’s own body as creator of acts, as
well as the experience that feelings can possibly be
expressed and shared with the other (Schumacher
2001: 103).

These elemental music experiences that are so
important for the development of the whole
personality of a child necessitate the application of
Orff-Schulwerk’s principles in therapeutic work
with children with psychological and emotional
disorders (Schumacher 1999).

The formation of a relationship in music therapy
with children with autism and/or mental disability

In music therapy the relationship of the therapist
and the child with autism or mental disability is
shaped via music and interventions (Tpker 2001).
The starting points of the therapeutic
intervention are the stimuli originating from the
child itself. Music-body and language games
provide security, contributing, through repetitions

e to incorporating the isolated
impressions
¢ to regulating proximity-distance

o to regulating feelings (Schumacher 1994, 2004).

sensory

The therapist decides how he/she may adequately
handle the musical instruments in order to succeed

in taking the music out of the child (Schumacher
2004), by meeting with the child musically at the
child’s own level (Schumacher & Calvet-Kruppa
2007).

Musical therapy in special education

According to Mahns (1998), music therapy in
special education is a psychotherapy or promotional
approach for children and youngsters studying in
special schools.

Music therapy in schools presents the following
advantages:

e immediate practice (i.e., handling with a certain
behaviour at the moment it appears);

e practice in an environment that is familiar to the
student.

The supportive role of music therapy in schools and
special schools is enhanced through the conclusions
of research studies as they appear in music therapy
scientific publications (Hippel 2005; Hippel &
Laabs 2006; Piontek 2004; Tiipker 2009).

The research study

Obijectives of the study

. To apply the AQR-instrument in a special
school in order to assess the quality of the
relationship during music therapy

. To draw conclusions:

a) on the positive demarcation of the quality
of the relationship between therapist and
child, and

b) on the size of the demarcation.

Application frame

The research programme was performed in a Greek
public special school.

Sample

The research sample constituted of six students of
the school aged 7 to 11 years old (three students
diagnosed with autism and three students diagnosed
with mental disability).

The AQR-instrument

The AQR is an observation and assessment
instrument of the quality of relationship during
therapy, created by the music therapist Karin
Schumacher and the psychologist Claudine Calvet
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(Schumacher, Calvet & Reimer 2011; Schumacher
& Calvet 2007).

Assessment scales of the AQR-instrument are
based on the theories of developmental psychology
and focus on different expression phenomena
(expression via a musical instrument, vocal-pre-
lingual vocal expression, emotional-bodily
expression). They aim to objectively assess the
quality of the relationship during the therapy.

The therapeutic intervention is also assessed,
which is the therapists’ internal working model
(Bowlby 2008) and reflects the therapist’s counter
transference of emotions, determining the
intervention techniques.

The AQR-instrument contains four scales with
different foci. These scales set their focus on the
observation of specific characteristics creating a
foundation and guidance for analysis and
assessment.

1. The PEQR-scale (Physical-Emotional Quality of
Relationship) for the assessment of the physical-
emotional expression. The PEQR-scale focuses
on the following specific characteristics:

Relationship: intra- and interpersonal
Sense of body/physical contact

o Affect

Eye-contact

2. The VQR-scale (Vocal-pre-lingual and vocal
Quality of Relationship) for the assessment of
the vocal-pre-lingual expression. The VQR-
scale focuses on the following specific
characteristics:

e \oice

e Relationship: intra- and interpersonal

e Types of vocalisation and pre-speech
expressions

3. The IQR-scale (Instrumental Quality of
Relationship) for the assessment of the
children’s instrumental expression. The IQR-
scale focuses on the following specific
characteristics:

Instrument
Relationship to object
Musical media

Room for play

4. TQR-scale (Therapeutic Quality of
Relationship) for the assessment of the
therapeutic  intervention. The TQR-scale
focuses on  the  following  specific
characteristics:

e The starting point of the therapeutic
intervention

o State of affect of the therapist
e Scenario
¢ Intervention focus

Musical media

Room for play

The type of quality of relationship is present on
seven levels of development (modi), corresponding
to the developmental stages of the sense of self, as
stipulated in Stern’s (2007) theory. The modi of the
PEQR-, VQR- and IQR-scales are:

Modus 0: Lack of contact/ contact refusal/ pause
Modus 1: Contact-reaction

Modus 2: Functional-contact

Modus 3: Contact to oneself / sense of a
subjective self

Modus 4: Contact to others / inter-subjectivity

e Modus 5: Relationship to others / interactivity

e Modus 6: Joint experience / inter-affectivity

In corresponding sequences the modi of the TQR-
scale are as follows:

e Modus 0: Musical space — surrounding

e Modus 1: Perception — connecting

e Modus 2: Affect attuning/ allowing oneself to be
functionalised

e Modus 3: Contact to oneself / sense of a
subjective self — aiding awareness

e Modus 4: Inter-subjectivity — being included as
a person

e Modus 5: Musical dialogue — musically
answering and questioning

e Modus 6: Playing space — playing/having fun

The AQR-instrument, in connection with special
questions asked during its application, may be used
for diagnostic purposes, for recording and assessing
the therapeutic work, for controlling the correlation
of the therapeutic intervention to the level of the
child’s development and capacity to create a
relationship to the child, as well as for studying the
research questions.

The AQR-instrument’s reliability has been
investigated and an important percentage of
concordance has been found between the
assessments of trainees in music therapy and the
use of the instrument (Schumacher, Calvet-Kruppa
& Stallmann 2006).

Videotaping music therapy sessions are a
precondition for applying the AQR-instrument. A
music therapy session may be analysed and
assessed either as a whole or by selected parts of
the session, as samples with durations of a few
minutes. Microanalysis / video analysis of the short
parts of the session concerns a detailed procedure
of locating and understanding exceptionally small
differentiations in interpersonal relationships as
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well as interactions, and in the music (Plahl &
Koch-Temming 2005).

A significant moment in therapy is the moment
during which a change of quality in the relationship
between therapist and child occurs (Schumacher &
Calvet 2007).

Specific research questions

In this particular project the following specific
guestions were examined:

o What is the child’s stage of development
(modus) and at which level of development
(modus) is the therapist’s intervention?

o Does a qualitative differentiation in the quality
of the child-therapist relationship occur at the
therapeutic moment?

e Which conditions does a musical therapy
intervention have to satisfy in order to awaken
motivation in children with peculiarities in their
social-emotional behaviour, in order for them to
come in contact with others?

Data collection and analysis method

Music therapy sessions were videotaped for their
whole duration with a digital video camera.
Afterwards, the significant moments of the sessions
were selected; their analysis followed with the
AQR-instrument.

Research programme sessions

The programme took place at the beginning of May
2010 and lasted three weeks. A personal session
took place every week, of 30 minutes duration with
each one of the children included in the sample.
Eighteen sessions took place in total (three with
every child).

Selection of the therapeutic moments for analysis

In the therapeutic moments that were eventually
selected — according to the opinion of the
researcher / music therapist — what takes place
instantly shows the positive differentiation in the
quality of the relationship and, respectively, the
transference of the child from one developmental
level to a higher one showing thus that these are
significant moments in the therapeutic procedure.

Three significant moments were selected for
every child. The material to be analysed (18
therapeutic moments), was finally taken from the
16 sessions of the programme.

Selection of assessment scale

The analysis and assessment of each significant
moment were performed according to

e The scale of the AQR-instrument which focuses
on the phenomenon of the child’s expression via
which the differentiation in the quality of the
relationship is ascertained, and

e The TQR-scale, which assesses the intervention.

Data analysis

Upon detailed observation, the procedure was as
follows:

e The mode of expression of the child is analysed,
focusing on the specific characteristics defined
by each assessment scale of the relevant
instrument (e.g., eye-contact).

e The aforementioned analysis is compared to the
description assessment of each characteristic as
presented in the seven levels (modi) of the
instrument’s assessment scale.

e |t is necessary to see to which level (modus) of
the scale the analysis of the child’s mode of
expression corresponds, and thus

e The quality of the child-therapist relationship at
the therapeutic moment is assessed.

In order to find out the differentiation of the quality
of the relationship, we assessed the start and the
end of the therapeutic significant moment
separately, on the child’s mode of expression
assessment scale and on the intervention
assessment scale.

The first seconds were defined as the start
(initiation) or initial phase of the moment, during
which the child’s mode of expression was
observed.

The final seconds of the significant moment
were defined as the end or final phase, during
which a quality of expression of a different
developmental stage was observed to the one at the
start, showing that the therapeutic moment
concerned a significant moment of the therapy.

As a result, every moment’s assessment was
expressed in four numbers:

e The two first numbers (one for each phase of the
moment) correspond to modi of each scale of
the AQR-instrument which assesses the child’s
mode of expression and state the level of the
child’s development as it appears from the start
to the end of the therapeutic moment.

e The other two numbers concern the assessment
of the intervention for the start and the end of
the therapeutic moment.
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Each one of the four numbers may take the value
from 0 to 6, since there are seven modi on each
scale. It should be noted that the first two numbers,
which concern the assessment of the child’s mode
of expression and behaviour, are those that should
be mainly differentiated in order to define the
therapeutic moment as a significant moment.

Reliability

The reliability control of the researcher and music
therapist was performed via comparison with the
assessment of six German trainees in music
therapy, in the application of the AQR-instrument.
A high degree of accordance was observed (0.9 to
1) and, according to Fleiss (1979, cited in
Schumacher, Calvet-Kruppa & Stallmann 2006], a
level above 0.74 is considered very high.

Hypotheses

1. The way of working in this music therapy based
on elemental music activates healthy elements in
children with mental disorders; it provides an
internal motivation to approach the other as well
as the possibility to experience positive
experiences of interpersonal relationships.

2. The AQR-instrument helps the music therapist
to understand the causes of a successful or
unsuccessful event of the session.

Results

Table 1 shows the eighteen significant
therapeutic moments of the six children
included in the sample (three sessions per
child) which were selected, analysed and
assessed through the scales of the AQR
assessment instrument.
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Modus Modus Ll Time
Sl Tealii Time AQR- of the of the duration duration of
Sample 9 duration o . of the initial ~ the final
moment (s.m.) (td) scale initial phase  final phase hase hase of the
o of the s.m. of the s.m. ofrt)he om p om
st
s (sesslion 3) 00:56,00 }I_/SS 2 1 00:51,00 00:04,00
pathology: 2" _ PEQR 0 3 (pick?) _ _
. . 01:20,00 00:14,00 01:05,00
autism (session 1) ' TOR 1 1 ‘ '
rd
(sessBion 2) 00:42,00 .IID_ZQRR 2 g 00:25,00 00:15,00
st
(sesslion 2) 02:54,00 !rQQRR 2 j 01:00,00 01:54,00
nd
path(\)/logy: (sesgion 3) 01:08,00 'I:I"IéQRR é j 00:37,00 00:70,00
i e .
e (SessBion gy 00:56,00 ?Z%R j 0 (F;'Ck) 00:2000  00:30,00
st
(Sessli onpy 011548 IT%RR 2 . 00:22,00  00:53,00
P 2" . PEQR 1 4 (pick) _ _
pathology: (Sessign 2) 00:48,64 TOR 1 3 00:18,40 00:30,00
autism 3" ' PEQR 0 4 . .
(session 3) 01:26,96 TOR 0 3 00:26,24 00:60,66
st
T (sesslion 1) 01:06,96 ?Z%R j 2 00:35,84 00:30,96
pathology: 2M , PEQR 2 4 _ _
mental (session 2) 05:05,28 TOR 5 1 01:14,00 03:51,28
speech g : . .
digorder (session 3) 01:0416 TQR 2 4 00:42,16 00:22,00
st
5 (Sessli on1) 01:09,76 IT%IE g 2 00:17,30 00:52,31
pathology: 2" _ VQR 0 5 _ _
. 04:46,16 00:11,12 04:35,00
mental (session 2) ' TOR 4 5 ’ '
disability 31 _ IQR 3 2 . .
(session 3) 02:00,56 TOR 3 1 00:30,40 01:30,00
z 1 _ PEQR 3 4 _ _
pathology: (Sessign 2) 01:37,44 TQg 3 2 00:20,80 01:16,44
mental 1 , PEQR 4 S : :
disability (session 2) 02:07,28 TQR 2 5 00:23,76 01:43,00
syndrome 3° . IR 3 5 (pick) _ _
SOTOS (session3) 203072 op 3 = 00:21,12  00:19,60

Table 1: The significant moments (s.m.) of the research project and their assessment

! Scarce, small duration quality of the relationship showing developmental possibilities of the child.
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Analysis and assessment of a significant
therapeutic moment of the student S. (age: eight
years old / diagnosis: autism)

Description of a significant moment

The therapist sings a lullaby while, at the same
time, rocking S. at the same tempo; the child lying

face down on the swing. Progressively, S. lifts his
head, looking towards the direction from where the
melody comes from and expresses himself vocally
with the vowel (i) as a phoneme of joy. The
therapist responds by singing the same vowel (i) of
the lullaby.

Significant moment of S.

VQR-scale Modus (time duration: 00:56,00)
Specific observation characteristics

Voice: S. does not have any vocal reaction.
M]Zglejsc)?];r;[';iflg?:icant 0 The quality of relationship: does not present neither intrapersonal
Enoment (time %Iuration' lack of nor interpersonal character.
00:51,00) contact Types of vocalisation and pre-speech expressions: are not

perceived.

Voice: First vocal expressions under the form of vowels of joy.

. The quality of relationship: intrapersonal quality of relationship is
“ﬁzg:so?{t:r;z:lﬁ?:icam 1 created between the voice and the body.
pmoment (timeg contact- S. vocally expresses himself (short period of time) and, at the

reaction same time, he moves his head.

duration: 00:04,00)

Types of vocalisation and pre-speech expressions: First attempts

to shape joy phonemes.

Table 2: Significant moment analysis and assessment of S.

Short analysis and assessment of the intervention

The TQR-scale intervention was assessed at
Modus 1 (Perception — connecting). The therapist’s
lullaby meets the rhythm of the child’s movement
on the swing; it created positive coordination
experiences, leading to an intermodal connection,
where the sensory impressions of the child (I feel, |
hear) reached full harmony.

Conclusions

Application of the AQR-instrument

The AQR-instrument during the research process
substantially contributed a) to localising therapeutic
significant moments, b) to the objective assessment
of the quality of the children’s relationship during
the significant moments, c) to observing the
therapeutic intervention as to its correspondence to
the level of development of the child, d) to drawing
conclusions of the music therapy work, as well as
e) to drawing diagnostic conclusions via the
comparison of the results of the assessments of

children (with autism and mental disability) of the
research sample.

Furthermore, we reached the conclusion that
through the application of the AQR-instrument not
only the assessment of the quality of the
relationship between child and therapist can be
achieved but also the process as to how the
relationship created during therapy is investigated
and understood..

Assessment of the interventions as to the quality of
the child’s relationship

In Table 1 the results of the research study are
shown. One may ascertain that the following were
analysed and assessed during all therapeutic
moments:

a) A positive differentiation in the quality of
the relation between children with autism or mental
disability and the therapist/researcher is observed
between the initial and the final phase of the
therapeutic moment, a fact allowing us to
characterise the selected therapeutic moments as
significant moments.
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b) We observe that the therapeutic
intervention as well follows, to a great extent, the
differentiation of the relationship quality during the
significant moment.

c) We observe that the level of development
(modus) to which the intervention is addressed
seems to agree completely with that of the children
with mental disability as much at the beginning, as
at the end of the significant moment. (In the
paragraph below the disagreement that is observed
at the beginning of the assessment of the second
significant moment of student D. between the
VQR-scale and TBQ-scale is explained and
justified).

d) In children with autism — during the initial
phase of a fair number of significant moments — the
intervention is assessed with a higher modus in
comparison to the one of the child. Contrary to the
end phase of some significant moments with
children with autism, we observe that the
intervention is assessed with a lower modus than
the one in regard to the child with autism.

From the group of children with mental
disability (according to Table 1) we observed, at the
second significant moment of student D., a
disagreement of the level of development (modus)
of the student (at the VQR-scale/vocal-pre-speech
expression) and the modus to which the
intervention was assigned. It must be made clear
that modus O in the VQR-scale, with which D is
characterised, does not concern a lack of contact or
contact refusal but a pause. The basic quality,
which is the quality usually characterising D.’s
behaviour is modus 4 (intersubjectivity), given that
D.’s behaviour is intensely characterised by the
social reference phenomenon (assertive glances
towards others) and his desire to act along with the
other. At the initial phase of this particular
significant moment, D (if assessed with the IQR-
scale / instrumental expression) is at modus 4.

During other sessions, the aim was to take the
initial situation and the child’s reactions and
emotional content into consideration before the
intervention, for the musical offer of the therapist to
correspond to the child’s developmental level.

The therapist’s emotional state

In the sessions with the children with autism, and
mainly in those sessions, there were a fair number
of moments of insecurity and uncertainty. Within a
positive work hypothesis for the final advent of the
therapy, in these particular children possibilities
were observed, a fact which sometimes, at the start
of the therapeutic moment, led to the intervention
targeting a little higher than the objectively
diagnosed (via the AQR-instrument) level of the
development.

Of course, when, in the frame of the moments,
developmental leaps were observed on behalf of the
children with autism to higher developmental levels
(apices), the intervention did not always follow this
differentiation, choosing to continue to aim at the
stabilisation of the basic qualities via the
therapeutic work, on which the unfolding of the
child’s capacities could be founded.

It should be noted that the student V. (even
though it is a child with autism) caused another
quality of emotions in the therapist during sessions.
Thus, we come to the conclusion that it is a
different case and this is something to take into
account seriously in music therapy.

Discussion

According to the results of the study, it was
ascertained that the children with autism, included
in the research sample:

¢ at the initiation of the significant moments, were
at the first levels of development (modi) of the
AQR-instrument assessment scales,
corresponding to the first levels of development
of the senses of self, according to Sterns’ theory;

e during the end phase of the significant moments
that may come close to modus 3 (contact to
oneself), they may reach modus 4
(intersubjectivity), but also reach modus 6
(inter-affectivity).

It was observed that modus 5 (musical dialogue)
concerns a rare quality of relationship for children
with autism, as modus 6 (inter-affectivity). It was
also ascertained that the children with mental
disability may:

e be at modus 2 at the beginning of the significant
moment  (functional-contact) or modus 3
(contact to oneself) but also modus 4
(intersubjectivity), and

e reach up to modus 5 (musical dialogue) or even
modus 6 (inter-affectivity).

We observed that the children with mental
disability started off with a difference in
comparison to the children with autism, a
difference of at least two levels of development
(modus) of the AQR-instrument scales, an
affirmation connected to the selection of the
intervention by the therapist.

Video analysis showed that at the final phase of
the significant moment both children with autism
and children with mental disability may reach the
highest levels of the AQR-instrument scales, which
are modus 5 (musical dialogue) and modus 6 (inter-
affectivity).
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It is stressed that the quality of the relationship
of a child with autism, when having reached a high
level of development, is different to the one of a
child with mental disability, even though it
concerns the same modus of the AQR-instrument
scales. This is related to: a) the duration of staying
at the new developmental level (modus), and b) the
quality of the child’s eye-contact.

Certainly, and independently from pathology,
each child’s case is different and this is why it
should be approached differently.

Using the AQR-instrument it became clear that
the child’s developmental level determined the
respective intervention, the aim of which was to
create a musical meeting space adequate for
experiences: (a) of self-agency and self-
functionality, (b) regulation of proximity -
distance, (c) regulation, formation, assonance and
sharing of feelings, for the children with autism as
well as for the children with mental disability. This
was according to their developmental capacities
and their developmental deficits, in order for them
to experience their first contact reactions, to sing
and come close to the other even without eye-
contact, but also to develop the symbolic play and
interactive capacity, reaching the level to be able to
share emotional states and improving the quality of
their relationship with the other.

Conclusions

From the results of the assessments, the two basic
hypotheses of this research were confirmed.

1. The way of working in this music therapy based
on elemental music activates healthy elements in
children with mental disorders; it provides an
internal motivation to approach the other as well
as the possibility to experience positive
experiences of interpersonal relationships.

2. The AQR-instrument helps the music therapist
to understand the causes of a successful or
unsuccessful event of the session.

Furthermore, in all selected significant moments, it
was obvious that the children with autism, as well
as the children with mental disability need support
and attendance in order to organise their
experiences and regulate their feelings, in order to
succeed in developing or improving their capacity
to create relationships.

The components of music (rhythm, dynamics,
timbre and pitch) provide a different channel via
adequate therapeutic techniques in the frame of a
therapeutic relationship that helps the child in
communicating and elaborating unconscious drives.

Another relationship, with a child with autism,
has a different quality and may be created

exclusively and only at the level of development in
which the child is at.

The different types of music or pre-discourse
parameters which resemble the maternal voice at
the beginning of life determine the space where the
child is entitled to be as it is, and move as it desires.
This state of the child becomes the starting point of
each therapeutic intervention.

This particular therapeutic start is also valid for
children with mental disability, who, due to their
pathology, often suffer from mental disorders
which restrict their ability to process emotional
states and internal conflicts, making it difficult for
them in social interactions and in the creation of
relationships to others.

The video analysis of the significant moments
showed that therapeutic interventions, where the
first offer of a contact was performed via an
intermodal connection — where bodily stimuli and
the child’s emotion come to a musical agreement —
cause the first positive contact reactions of the
child.

Via the video analysis of the significant
moments it became apparent how important the
first work with the body is in children’s therapy
(mainly with autism, but also in the case of mental
disability). Children who present a disordered sense
of their body, often develop bodily stereotypic
movements in their attempt — amongst others — to
subdue intense feelings of their internal world on
their own.

Body games, swinging movements in time to the
pulse or rhythm of the music, allow a child to calm
down, to limit stereotypic movements, and to be
led, via experiences of affect attunement, and
resonance, to have self-agency experiences, self-
functionality, and to perceive and describe their
own acting, reinforcing their sense of self.

In the frame of such musical interactive
activities, it is possible to develop a shared game
which is fun and which is accompanied by
emotions of joy, safety and trust. The child
experiences emotions which motivate it to seek for
repetition, in order to find the chance to feel
something similar again. According to the case of
each child, such kinds of repeated experiences can
be internalised by the child, affecting in time its
personality.

This experience to feel and share emotions with
the other mobilises the child to express itself
vocally (by singing) and via an instrument. Thus, it
is pushed beyond linguistic development and
correct use of the object, and a way is thus opened
to the child with autism as well as to the child with
mental disability for relationships of a different
quality.

Video analysis showed that through specific
intervention techniques, according to the case of
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every child with autism, the following can be
achieved: (a) the development of the sense of body
cohesion, (b) emotional development, and (c)
development of the ability to interact with the
other.

In addition, wusing musical games and
improvisation, the children with mental disability
were able (a) to express and share their feelings, (b)
to have self-agency experiences, (c) to express
phobias, stress and desires through the symbolic
game and to make amusing associations, (d) to
develop their ability for interaction through the
musical game and have experiences that promote
linguistic development and expression.

Music therapy could act supportively to the
special school and special education in general by
(@) reinforcing the child's motivation for action, (b)
helping his emotional stability, (c) supporting the
child mentally and emotionally even preventively,
before the first signs become symptoms, (d) to
prepare the ground for pedagogical or other types
of therapeutic approaches, such as speech therapy.

The AQR-instrument can be applied in the
frame of special education schools: (a) to record,
analyse and assess therapeutic sessions, (b) to
assess the type of relationship quality,
independently from each child’s developmental age
level during the session, (c) to have an effect on the
diagnostic conclusions, and (d) for research on
specific questions as to the effect of music therapy
on some pathologies and on the therapeutic course
during the study of each case.

In this study, via the AQR-instrument,
successful significant therapeutic moments were
detected. We underline the fact that there were also
many unsuccessful moments during the therapy,
which may become the object of a future scientific
project.

Similar studies on the application of music
therapy to children with autism / mental disability
would also be useful in further investigating the
effect of music therapy as much on the pathology of
autism as on mental disability.
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Special Issue

The Orff approach to special music education and music therapy:
Practice, theory and research

Students with Special Needs in the 21* Century
Music Classroom: Practices and Perceptions of
Orff- and Non-Orff Trained Educators

Lori Gooding, Michael Hudson & Olivia Yinger

Abstract

Students with special needs are increasingly
incorporated into the music classroom, yet research
suggests music educators feel unsupported and
inadequately prepared for work with students who
have special needs. The current study investigated
music educators’ experience with and perceptions
of students with special needs in the music
classroom. A total of 99 participants enrolled in
graduate level Orff-Schulwerk and non-Orff-
Schulwerk courses answered 26 questions on (a)
experiences with special learners in the music
classroom, (b) teaching practices, and (c)
perceptions regarding special learners in the music
classroom. Results suggest that the only factor that
significantly impacted feelings of preparation to
teach special learners in the music classroom was
the number of music-specific courses taken related
to teaching special learners. The only demographic
variable predictive of teachers’ use of multimodal
activities in the classroom was the level of Orff
training. This suggests that coursework on teaching
special learners in the music classroom may
contribute to teachers’ feelings of preparation and
that the multi-sensory nature of the Orff approach
has practical applications for teaching students
with disabilities. Future studies should explore
other factors that may impact teacher perceptions
and practices when working with students with
special needs.

Keywords: special learners;
perceptions; teacher training

Orff;  music;

Lori Gooding, PhD, MT-BC, earned her doctoral
degree from Florida State University and joined the
University of Kentucky as the Director of Music
Therapy in July 2010. There she established the
graduate academic program in music therapy, as
well as the clinical music therapy program at the
University of Kentucky UK HealthCare. She is
actively involved in music therapy research,
earning a grant from the National Institute on

Aging in 2011 and from AARP (formerly the
American Association of Retired Persons) in 2012.
Dr. Gooding currently serves as President-Elect for
the Southeastern Region of the American Music
Therapy Association and is a member of the
Journal of Music Therapy editorial board.

Email: lori.gooding@uky.edu

Michael Hudson is Assistant Professor of Music
Education at the University of Kentucky School of
Music. Prior to earning his Ph.D. from Florida State
University, Dr. Hudson taught high school bands
and orchestras in the Brevard County Public School
System in Florida. His duties at the University of
Kentucky include teaching undergraduate courses
in instrumental methods, conducting, behaviour
modification and introduction to music education.
Dr. Hudson has presented his research findings at
regional, national and international conferences and
serves as research coordinator for the Kentucky
Music Educators Association. His research interests
include sociology in music education, music
perception, and music performance skills.

Email: Michael.hudson@uky.edu

Olivia Swedberg Yinger is Assistant Professor of
Music Therapy at the University of Kentucky. Dr.
Yinger previously coordinated the Tallahassee
Memorial HealthCare/Florida State University
Music Therapy and Arts in Medicine Program, as
well as the National Institute for Infant and Child
Medical Music Therapy. Dr. Yinger currently
serves as a Fellow of the National Institute for
Infant and Child Medical Music Therapy and
presents and publishes at a regional, national, and
international level. Her primary research interests
are procedural support music therapy, neonatal and
paediatric music therapy, and music therapy for
individuals with neurological disorders.

Email: Olivia.yinger@uky.edu

© Approaches / GAPMET 2013
ISSN: 1791-9622

166



http://approaches.primarymusic.gr/
mailto:lori.gooding@uky.edu
mailto:Michael.hudson@uky.edu
mailto:Olivia.yinger@uky.edu

Approaches: Music Therapy & Special Music Education | Special Issue 5 (2) 2013 | http://approaches.primarymusic.gr

Although a growing number of students with special
needs are being included in music classrooms, the
literature suggests that many music educators feel
unprepared to teach students with special needs
(Hourigan 2007; Wilson & McCrary 1996). In fact,
music educators, when surveyed, often state
concerns about integrating exceptional learners into
the classroom, citing less than adequate training and
limited contact (Heller 1994; Hourigan 2007; Kaiser
& Johnson 2000). Though the concerns of music
educators are not new, recent research appears to
provide continued support for such concerns.
According to a 2010 study, only 29.6% of higher
education institutions required a course in teaching
music to special populations (Salvador 2010).
Likewise, Colwell and Thompson (2000) found that
over a quarter of schools surveyed did not even offer
a required or elective course in special education.
Given that the research suggests that practical
experience with students with special needs directly
affects music educators’ confidence (Hourigan
2007), the issue of students with special needs in the
music classroom warrants further research.

In 1975, the United States Congress passed
PL94-42, a law that allowed children ages 3-21
improved opportunities in public education. This
law has since been renamed the Individuals with
Disabilities Education Act (IDEA; Hammel &
Hourigan 2011). Since the implementation of
PL94-42, music teachers have been challenged to
find effective ways in mainstreaming students with
special needs in the music classroom. Even ten
years after the implementation of PL94-142, music
educators felt that they were still inadequately
prepared to work with students with special needs
and received little support from their administration
(Gfeller & Darrow 1987). Three years later, a study
by Gfeller, Darrow and Hedden (1990) examined
the practices of mainstreaming students with
disabilities in the music classrooms of schools in
lowa and Kansas. The findings of the study were
similar to findings in previous research that
indicated teachers continued to feel under prepared
in working with mainstreamed students and that
there is a perception of difficulty of incorporating
students with certain special needs into the music
classroom.

The practice of mainstreaming students with
special needs into the music classroom has
prompted the addition of several publications to the
literature that include suggestions and effective
strategies (Adamek 2001; Hammel 2004; McCord
& Watts 2006; Hammel & Hourigan 2011).
Strategies such as continuous dialogue between
teacher, administration and counsellor have been
suggested as highly effective in understanding a
student’s Individual Education Program (IEP), an
educational plan which is required for all students

with disabilities in the United States. The goal of
the IEP is to assist teachers in implementing
individualised learning goals and objectives that
best meet the needs of the student. The adaption of
alternative materials and the creation of alternative
goals have also been suggested as effective ways in
serving the needs of special learners in the music
classroom (Adamek 2001).

Prior to entering the teaching field, pre-service
music teachers can gain a better understanding of
working with students with special needs through
observation experiences. The field observations
provide an opportunity for pre-service music
teachers to experience several varied classroom
situations with a wide range of student populations
including students with special needs. In a 2009
case study, Hourigan sought to learn about what
pre-service music teachers valued in learning to
work with students with special needs. A detailed
orientation process prior to working with children
with special needs provided the pre-service teachers
with a foundation of what to expect and how to
work with students with special needs. Observation
and keeping a journal of classroom experiences
were also found to be very valuable in preparing
pre-service teachers for working with students with
special needs. Educational supports can serve as
effective tools for pre-service teachers in adapting
music lessons in order to best meet the needs of
students with various types of learning styles and
disabilities. Whipple and Van Wheelden (2012)
found that after a five week filed experience, pre-
service music teachers’ incorporation of the use of
educational supports such as color-coding, written
word, icons, echoing and the buddy system with
students with special needs proved to be helpful
teaching aids in general music classes.

Examining students’ attitudes regarding the
inclusion of students with special needs and
students without special needs into the music
classroom has been an area of past research interest.
Johnson and Darrow (1997) examined the
attitudinal statements of elementary, middle and
high school band students on the integration of
students with special needs in the ensemble.
Participants who received treatment of a 30-minute
video presentation showing students with special
needs participating in a band class had significantly
more positive attitudes than those who did not
receive the thirty-minute video presentation.
Differences in the attitudes of music students from
the USA and Italy toward special needs students in
the music classroom were also investigated by
Johnson and Darrow (2003). The study found that
there was little difference between the attitudes of
students from Italy and the USA toward students
with special needs in the music classroom.
Responses to the questionnaire revealed that both
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Italian and American students had similar feelings
about students with special needs. Further analysis
revealed that female respondents demonstrated an
attitude of acceptance more than male respondents.

Social and academic behaviours are a continued
area of research interest with special needs student
populations.  Jellison (2002) examined the
relationship between proximity and on/off task
behaviours in an inclusive music classroom
environment. Results showed that typically
developing students exhibited more on- task
behaviours when they were not in close proximity
to students with special needs. This suggests that
creating a social environment in which students
with special needs are mainstreamed in the music
classroom can present certain challenges, but a
proactive attitude and careful planning can make it
a less daunting task (Hammel & Hourigan 2011). It
also suggests that it cannot be assumed that an
inclusive classroom will be free from any negative
social interactions. The possibility for positive
social interactions will largely be dependent on
how the method of instruction from the teacher is
structured (Jellison, Brooks & Huck 1984).

The purpose of the present study was to
investigate music educators’ teaching practices with
and perception of students with special needs in the
music education classroom. More specifically, this
study examined differences in experiences and
perceptions among individuals with and without
Orff-Schulwerk training.

Method
Participants

Music educators (N = 99) enrolled in graduate level
music education courses at two large south-eastern
universities were recruited to participate in this
project. Courses were selected based on music
education content; individuals in both Orff-based (n
= 74) and non-Orff based (n = 25) courses
participated. All participants were at least 21 years
of age and had completed a minimum of a
bachelor’s degree prior to participation.

Materials and procedure

A researcher-created survey containing 26
questions related to (a) participant demographics,
(b) experiences with special learners in the music
classroom, (c) teaching strategies, and (d) teacher
perceptions was given in paper format to
participants. Participants were asked to provide
information using closed-ended responses, Likert-
type questions, and open-ended responses. The
Likert-type scale used in the survey asked
participants to circle one number (1 to 5) for each

question, using the anchors never (1), rarely (2),
occasionally (3), frequently (4), or always (5).

After approval by the Institutional Review
Board, a committee who oversees all research
involving human subjects, the researchers contacted
graduate instructors of Orff- and non-Orff courses
in order to gain permission to recruit students as
participants. A total of four instructors gave
permission. Students enrolled in those courses were
then approached to participate during regularly
scheduled course meetings. The researchers were
not instructors in any of the courses, and
participation was voluntary.

After a brief explanation, individuals were given
the opportunity to complete the survey. Survey
completion took approximately 10 minutes. Once
completed, participants placed the surveys in a
manila envelope, which was collected once all
individuals had completed the survey. No
identifying data was collected in order to maintain
confidentiality.

Data from the 26-question survey were analysed
descriptively, and correlations were run using SPSS
20. Open-ended responses were examined for
thematic content and grouped into categories by
one of the researchers. A second researcher then
reviewed the groupings; any discrepancies were re-
evaluated by both researchers until categorical
agreement was met.

Results
Demographic information (Questions 1 to 7)

Demographic information regarding the
participants (N = 99) is shown in Tables 1 to 6. The
majority (65%) of participants had a bachelor’s
degree (Question 1) and 33% had one to four years
of teaching experience (Question 2). Most teachers
(52%) reported having taken one general education
class about teaching special learners (Question 3),
and 58% reported having taken no music-specific
classes about working with special learners
(Question 4). Of the 99 participants, 74 (75%) had
completed at least one level of Orff training, while
12 (12%) had completed some level of Kodaly
training, three (3%)had completed some level of
Dalcroze training, and one (1%) had completed
some level of Gordon music learning theory
training (Question 5). The majority of participants
reported that they taught elementary school general
music (Questions 6 and 7).
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Level of No. of

No. of

. % Area taught %
Education responses responses
Some college 0 0% General music 60 61%
Bachelor’s 60 65% Choral 13 13%
Master’s 13 14% Instrumental: Band 17 17%
Rank I 2 2% Instrumental: Strings 2 2%
0,
PhD 17 19% Table 6: Area taught
Table 1: Level of education
Special learners in the music setting (questions 8
Years of Number of to 13)
teaching responses % .
experience Because responses to the survey were discrete and
0 years 16 16% ordinal, both means and modes are shown in the
1-4 years 33 33% following tables. Most participants (i.e., the mode)
5-9 years 23 23% reported that they teach individuals with disabilities
10-14 years 14 14% in their music classrooms occasionally (Question
15 or more years 13 13% 8), receive information about these students

Table 2: Years of teaching experience

General Music-specific
o, o No. of No. of
classes : % : %
responses responses
0 16 16% 57 58%
1 51 52% 25 25%
2 20 20% 12 12%
3 or more 12 12% 5 5%

Table 3: Number of special learners’ classes taken

Additional

Mrelinig re?p?ér?sfes %
completed
Dalcroze 3 3%
Level 1 0 0%
Level 2 2 2%
Gordon 1 1%
Kodaly 12 12%
Level 1 3 3%
Level 2 0 0%
Level 3 5 5%
Orff 74 75%
Level 1 29 29%
Level 2 15 15%
Level 3 30 30%
None 31 31%
Table 4: Music trainings completed
Age group No. of %
taught responses
Early childhood 0 0%
Elementary 56 57%
Middle School 11 11%
High School 14 14%
College 8 8%

Table 5: Age group taught

! Rank | is an advanced training option beyond the

master’s degree available for teachers in the state of
Kentucky, USA.

frequently (Question 9), and always encourage
students with disabilities to participate in
performances and extra-curricular  activities
(Question 12). In spite of this finding, most
participants reported that they never participate in
the IEP process for students with disabilities
(Question 10), never connect students with
disabilities with community resources (Question
11), and never have parent-teacher conferences
with the parents of students with disabilities
(Question 13; see Table 7).

Teaching practices (questions 14 to 17)

Most participants reported that they frequently
individualise lessons and activities to meet the
needs of students with and without disabilities
(Question 14), frequently use multimodal or
multimodal activities to aid learning (Question 15),
and always use activities that encourage social
interaction as a part of music making (Question
16). In keeping with the finding that most
participants reported never participating in the IEP
process, most participants reported never
incorporating IEP goals into their lessons (Question
17; see Table 7).

Teacher perceptions (questions 18 to 26)

When asked regarding their comfort level working
with students with disabilities, most participants
reported that they were frequently comfortable
working with students with physical, mental, and
learning disabilities (Questions 18, 19, and 20),
although examination of the means of responses
indicates that participants were slightly more
comfortable working with students with learning
disabilities than they were with students who have
physical or mental disabilities (see Table 7).

Most participants reported that they always
believe it is important to have students with
learning differences (Question 21), yet they only
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frequently felt that having students with disabilities
in their classrooms had been a positive experience
(Question 26). Most participants reported that they
frequently felt comfortable adapting activities,
instructional techniques, and assessment procedures
for students with disabilities (Question 23), and
they occasionally to frequently felt comfortable
adapting instruments or performance techniques for
students with disabilities (Question 24). In spite of
their comfort level, participants only occasionally
believed that they had been adequately prepared to
handle students with disabilities (Question 22) or
that they were adequately supported by special
education staff and related service personnel in
their work with students with disabilities (Question
25; see Table 7).

A correlation matrix was generated using a
series of Spearman rank-order correlations for
ordinal data. The correlation matrix included six
potential predictors (demographic data): level of
education (Question 1), years of professional
teaching experience (Question 2), number of
general education classes taken (Question 3),
number of music-specific classes taken (Question
4), level of Orff training completed (Question 5),
and age group taught (Question 6). Area taught
(Question 7) was not included in the correlation
matrix because it represented nominal level data.
The correlation matrix also included 12 potential
outcomes, which consisted of responses to three
guestions regarding teaching practices (Questions
14-16), and the nine questions regarding teacher
comfort level and perceptions (Questions 18-26).
The six questions regarding special learners in the
music setting (Questions 8-13) and Question 17
were not included in the matrix because they relate
to factors which may be controlled in part by the
teacher’s school or district and are unrelated to
teachers’ perceptions, such as whether teachers
receive information about students with disabilities
or participate in the IEP process. Significant
correlations between potential predictors and
potential outcomes (p < .05) were found for two
dyads (see Table 8).

A small positive correlation (r = .31) was found
between level of Orff training and use of
multimodal or multimodal activities to aid learning.
A univariate ordinal logistic regression was
conducted using SPSS 20 to measure the extent to
which level of Orff training predicted use of
multimodal or multimodal activities. Results
indicated that a linear model was somewhat
predictive, based on Nagelkerke’s pseudo R? (.132).
This model was significantly predictive, ¥2(3, n =
91) = 11.791, p < .01, as compared to an empty
model, indicating that level of Orff training
explained 13.2% of the variance for use of

multimodal/multimodal activities. Because ordinal
logistic regressions are non-parametric, the pseudo
R? values identified in ordinal logistic regressions
are not equivalent of those found in linear
regressions; however, they have found to be close
approximations (Menard 2001). A test of parallel
lines in this model indicated that there were no
significant differences in the model’s ability to
predict equally across ordinal categories for level of
Orff training (p = .65).

A small positive correlation (r = .39) was found
between the number of music-specific classes
completed about working with special learners in a
music setting and participants’ belief that they had
been adequately prepared to handle students with
disabilities in their classrooms. A univariate ordinal
logistic regression was used to measure the extent
to which the number of music-specific classes
predicted participants feeling adequately prepared
to handle students with disabilities. Results
indicated that a linear model was somewhat
predictive (Nagelkerke’s pseudo R? = .172),
however, a test of parallel lines in this model
indicated that there were significant differences in
the model’s ability to predict equally across ordinal
categories for number of music-specific special
learners courses taken, ¥2(9, n = 97) = 17.27, p <
.05. The test of parallel lines is likely to result in
rejection of the proportional odds assumption when
the number of explanatory variables is large. This
was the case in this test since there were four
possible responses (0, 1, 2, or 3+) for Question 4,
which asked the number of music-specific classes
participants had taken. In order to decrease the
number of explanatory variables, responses to
Question 4 were compressed so that participants
who reported taking 1, 2, or 3+ music-specific
special learners classes were grouped together
resulting in two groups: those who had taken a
music-specific special learners course, and those
who had not. A separate ordinal logistic regression
was performed, which resulted in a more
conservative Nagelkerke’s pseudo R’ value, .143,
yet did not violate the parallel lines assumption, p
=.96. This model was significantly predictive, y2(1,
n =97) = 14.09, p < .001, compared to an empty
model, indicating that the number of music-specific
classes taken predicted 14.3% of the variance in
feelings of preparation to handle students with
disabilities.
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Question themes Questions Mean*  Mode* N %
8. | teach individuals with disabilities in my music 339 3 92 93%
classroom
9. | receive information (written, verbal, etc.) about 0
the students with disabilities in my classes) 317 4 3 94%

. lQ. | pgr.tlm_pate in the 1EP process for students with 1.86 1 9 93%

Special learners  disabilities in my classes.

Isgtfcri]rf music 11. I connect students with disabilities with

g community resources (music lessons, ensembles, 2.23 1 93 94%
etc.).
12. I encourage students with disabilities to
participate in performances, extra-curricular 3.80 5 92 93%
activities, etc.
13. I have parent-teacher conferences with the 0
parents of students with disabilities 2.17 1 92 93%
14. I individualise lessons and/or activities to meet 0
the needs of students with and without disabilities 3.69 4 a1 92%
1_5. | use_multl—sensory or multimodal activities to 393 4 91 92%
. aid learning.

Teaching

practices s - .

16. I use activities that_encourage social interaction 491 5 91 92%
as a part of music making.

17. I incorporate IEP goals into my lessons. 2.73 1 90 91%
18. I am comfortable working with students with 0
physical disabilities (CP, visual, hearing, etc.) 3.58 4.00 97 98%

Teachers’ . . .

19. I am comfortable working with students with 0

co_mfort level mental disabilities (EBD). 3.46 4.00 96 97%

with students
20.1 am C(_)mfpr_tz_able working with students with 400 400 9% 97%
learning disabilities.

21.1 pelleye itis |mp_ortant to have students with 430 50 97 98%
learning differences in my classroom.

22. | believe that I_ hav_e be_ep _ade_quately prepared to 2 80 30 97 98%
handle students with disabilities in my classroom.

23. | feel comfortable adapting activities,

instructional techniques, and assessment procedures 3.45 4.0 97 98%

Teachers’ to meet the needs of students with disabilities.

perceptions 24. | feel comfortable adapting instruments or
performance techniques for students with 3.44 35 97 98%
disabilities.

25. I believe that | am adequately supported by

special education staff and related service personnel 3.06 3.0 95 96%
in my work with students with disabilities.

26. Overall, having students with disabilities in my 378 40 87 88%

classroom has been a positive experience.

*1 = never, 2 = rarely, 3 = occasionally, 4 = frequently, 5 = always

Table 7: Responses to questions regarding special learners in the music setting, teaching practices, teachers’
comfort level with students, and teachers’ perceptions
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. 3.Gen. 4.Mus. 5.0rff 6.Age

QUIEIIR LIzen 2.Exp. class class level taught
14. | individualise lessons and/or activities to .06 A2 -01 .04 .06 -11
meet the needs of students with and without
disabilities
15. | use multi-sensory or multimodal activities .19 13 -.05 -.10 31* -.13
to aid learning.
16. | use activities that encourage social .16 .09 .03 -.02 27 -17
interaction as a part of music making.
18. | am comfortable working with students -.07 -.02 .26 A7 -.01 -12
with physical disabilities (CP, visual, hearing,
etc.)
19. | am comfortable working with students -.03 .10 .20 15 .04 -22
with mental disabilities (EBD).
20. I am comfortable working with students -.02 13 .23 .10 -.04 .05
with learning disabilities.
21. | believe it is important to have students -.16 .01 15 .08 .16 -.05
with learning differences in my classroom.
22. | believe that | have been adequately -.18 -13 18 39 * -21 .01
prepared to handle students with disabilities in
my classroom.
23. | feel comfortable adapting activities, -.20 -17 18 24 -.15 -.01
instructional techniques, and assessment
procedures to meet the needs of students with
disabilities.
24. | feel comfortable adapting instruments or -13 -17 14 .16 -.14 .06
performance techniques for students with
disabilities.
25. | believe that | am adequately supported by  -.04 -.03 -.02 .09 .01 .02
special education staff and related service
personnel in my work with students with
disabilities.
26. Overall, having students with disabilitiesin ~ -.06 A2 15 .09 -.03 -.02

my classroom has been a positive experience.

*Indicates significant correlation, p < .05.

Table 8: Correlation matrix

Discussion
Teaching practices

The purpose of this investigation was to examine
music educators’ teaching practices with, and
perceptions of, students with special needs in the
music education classroom. More specifically, we
were interested in determining which aspects of
teacher preparation, including Orff-Schulwerk
training, had an impact on educators’ work with
students with disabilities. In general, the results
suggest that music educators support active
involvement of students with disabilities in both
performance and extra-curricular activities. The
majority of participants stated that they frequently
individualised goals for all students, yet most do
not participate in the IEP process nor do they
include IEP-related goals in the music classroom.
Perhaps one of the most interesting findings is
the fact that most participants stated that they rarely
connect students with disabilities with community
resources, and that they rarely have parent-teacher

conferences with the parents of students with
disabilities. It has been suggested that music
educators should make a “special effort to contact
and get to know parents” (Sandene 1994: 33) to
promote student retention. This would seem to be
especially important when working with students
with disabilities given their wide range of needs,
yet very few respondents to this study did so.
Likewise, Reis, Schader, Milne and Stephens
(2003) suggest that the use of a broad selection of
music enrichment experiences may increase
musical engagement and enhance learning in other
areas for students with disabilities. Again, however,
participants in this study rarely connected students
with community resources, potentially limiting
musical enrichment and missing opportunities to
enhance non-musical learning. This suggests that
music educators need more information on the
importance of connecting with the parents of
students with special needs as well as connecting
students with disabilities to community resources.
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Results of this study also indicate a possible
connection between Orff-Schulwerk training and
classroom practices, specifically related to the use
of multimodal activities. Interestingly, the only
demographic variable that predicted teachers’ use
of multimodal activities in the classroom was the
level of Orff training. This is especially important
given that multimodal instruction, which involves
the use of visual, auditory and kinaesthetic-tactile
approaches simultaneously, has been recommended
for children with disabilities for decades (Vaughn
& Linan-Thompson 2003), and has been shown to
be effective in improving academic outcomes
(Thompson 2008; Vickery, Reynolds & Cochran
1987). McRae (1982) stated that Orff educators,
with their non-traditional, developmental approach,
automatically provide opportunities for skill
development through varied sensory experiences.
As a result, children with differing needs can be
successful in an Orff classroom without “radical
restructuring of the curriculum” (McRae 1982: 32).
This suggests that it could be important to expose
future music educators to Orff concepts and
highlight their potential effectiveness with students
with disabilities.

Teacher perceptions

Of all the demographic variables examined in this
study, the only factor that significantly impacted
feelings of preparation to teach special learners in
the music classroom was the number of music-
specific courses taken related to teaching special
learners. Most respondents felt comfortable
working with students with special needs; however,
despite their general comfort level, the mean scores
indicate that the majority of respondents only
occasionally felt confident in their preparation to
handle students with disabilities and that they only
occasionally felt adequately supported by special
education staff and related service personnel in
their work with students with disabilities.

Taking coursework on teaching special learners
in the music classroom appears to contribute to
teachers’ perception of being adequately prepared
to teach students with disabilities. Previous
research indicates that music educators often work
with special learners without the necessary
competencies essential for effective teaching
(Hammel 2004). Hammel (2004) and Colwell and
Thompson (2000) concluded that music educators
would be best prepared to meet the needs of special
learners if the necessary competencies were
included in college music education curricula.
Results of the current investigation are consistent
with these findings, strengthening the argument that
music-specific special learners courses are the most
appropriate way to address the unique needs of
special learners in the music setting. Unfortunately,

such courses are infrequent and often difficult to
offer (Hourigan 2007).

Requirements for the number and type of
college level courses that music education students
in the USA must take related to teaching special
learners vary not only from state to state, but also
among colleges and universities within the same
state (Colwell & Thompson 2000; Heller 1994).
Although beyond the scope of the present survey, it
would be of interest to investigate in future research
which colleges and universities currently offer
courses on teaching special learners in music
settings. The percentage of schools which offer
such courses could be compared to earlier surveys
(Colwell & Thompson 2000; Heller 1994) to see if
this figure has increased over the past decade.

Conclusion

The two primary findings of this study provide
support for music-specific special learners courses
and Orff-Schulwerk training as effective means of
preparation for and teaching of students with
special needs. While the information gathered about
music-specific training related to students with
disabilities is consistent with the current literature,
the information regarding Orff-Schulwerk’s impact
on classroom teaching practices in relation to
special learners provides new insight into working
with students with special needs. Given that none
of the other factors studied (years of experience,
level of education, etc.) significantly influenced
comfort level, future studies should explore other
potential factors that may impact teacher
perceptions when working with students with
special needs.
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Special Issue

The Orff approach to special music education and music therapy:
Practice, theory and research

Children’s Storybooks in the Elementary
Music Classroom: A Description of Their Use
by Orff-Schulwerk Teachers

Cynthia Colwell

Abstract

The purpose of this study was to examine the use of
storybooks in the elementary music classroom by
music teachers who are members of state chapters
of the United States American Orff-Schulwerk
Association. The researcher plans to use the
information obtained from this survey to develop
criteria for choosing children’s books for the
elementary music classroom and for music therapy
settings for children focused on music (educational)
and non-music (therapeutic) objectives. These
criteria can then be used to choose books for Orff-
Schulwerk orchestrations that can be composed to

address  specific musical and non-musical
objectives. The survey consisted of seven sections:
an information statement, participant

demographics, experience with Orff-Schulwerk, use
of children’s storybooks, general criteria for
choosing storybooks, personal criteria for choosing
storybooks, and objectives addressed (musical and
non-musical). The researcher  descriptively
analysed survey responses of 329 participants.
Responses provided interesting information about
how children’s storybooks are used in the
elementary classrooms of Orff-Schulwerk approach
music teachers and what criteria these teachers
consider when choosing books for integration into
the music setting.

Keywords: Orff; children’s storybooks

A description of the use of children’s storybooks
by Orff-Schulwerk teachers

Elementary teachers commonly use children’s
storybooks as a component of the educational
process. Storybooks are used to develop a variety
of emergent literacy and subsequent reading skills
(Martinez & McGee 2000) including sequencing,
left-right directionality, letter and sight word
identification, phonemic awareness, phonics,
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fluency, vocabulary, comprehension, and sentence
structure (Justice & Ezell 2002; Justice, Meier &
Walpole 2005; McCathren & Allor 2002; Pearman
& Lefever-Davis 2006; Senechal 1997; Sipe 2000).
They supplement subject areas such as science
(Broemmel & Rearden 2006; Pringle & Lamme
2005), math (Copley 1999; Morrison, Dittrich &
Claridge 2002; Zanger 1998) and social studies
(Owens, 2001; Zarnowski 1995); and develop
social skills including diversity acceptance
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(Dockett, Perry & Whitton 2006; Glazer 1996;
Kim, Green & Klein 2006; Lee & Johnson 2000;
Marshall 1998).

Emergent literacy, defined by Sulzby (1989) as
the reading and writing behaviors that precede and
develop into conventional literacy, is a primary
objective when teachers use storybooks in
preschool and elementary educational settings
(Allor & McCathren 2003; Koppenhaver, Coleman,
Kalman & Yoder 1991; Otto 1993; Senechal 1997).
Justice and Kaderavek (2002) list four key areas of
emergent literacy: print awareness, phonological
awareness, alphabet knowledge and literacy
constructs that can be developed through storybook
reading. Allor and McCathren (2003) expand on
this to actually describe strategies for using
storybooks to facilitate emergent literacy in the
areas of oral language, phonological awareness, and
print awareness. These strategies include Storybook
Preview in which the reader examines and
discusses the illustrations prior to reading the text.
In Storybook Read Aloud, the teacher reads the
story to the group. Activities that relate the books to
other aspects of the children’s lives are included in
the Storybook Celebration. Storybook Sounds are
activities that focus on phonological awareness and
target the text of the storybook and the sounds
within the text. Storybook Letters and Words
includes activities such as identifying and matching
letters, matching letters to their initial sounds,
spelling, and other phonic development activities.

Depending upon the objective for the use of the
storybook, teachers consider a variety of factors
when choosing a book. These include content (age
appropriateness and thematic material), length
(number of pages/characters/themes), layout (size
of book/text/pictures, balance of text and pictures),
illustrations (level of visual stimulation, uniqueness
of artwork, age appropriateness, congruency with
the text), text (repetitive passages, amount per page,
rhythmic nature, reading level), and level of invited
participation inherent in the book (Colwell 2007
Epstein 2002; Fang 1996; Pringle & Lamme 2005;
Stoodt-Hill & Amspaugh-Corson 2008).

Most children’s books contain illustrations and
are primary factors when teachers choose a
storybook for classroom use. If illustrations are
appealing to the children, they are more likely to be
engaged in the reading or activity associated with
the storybook (Glenberg & Langston 1992). There
are controversial theories as to whether illustrations
support comprehension and memory of the text
(Fang 1996; Gyselinck & Tardieu 1999; Schallert
1980) or not (Elster & Simons 1985). Andrews,
Scharff and Moses (2002) examined the
relationship between illustrations and reading
comprehension in relation to children’s preferences
by creating a new story with four versions of

illustrations  (bright-realistic, bright-abstract,
sombre-realistic, sombre-abstract). Bright
illustrations were preferred over sombre with
bright-realistic most preferred. Subjects read the
story with illustrations, had the story read to them
with and without illustrations, or were given
illustrations and character’s names and asked to
make up their own story. The text plus illustration
condition resulted in better comprehension
although results varied depending upon gquestion
and illustration preference.

The addition of multimedia (sounds, music,
movement, graphics) to storybooks may enhance
targeted academic skills (Gabbei & Clemmens
2005; Matthew 1996; Verhallen, Bus & de Jong
2006). Using storybooks in the elementary music
classroom may also provide an opportunity for
collaboration between the elementary classroom
teacher and music teacher and enhance musical
skill development (Calogero 2002; Fallin 1995;
Gauthier 2005; Grant & Ammon 2003; Paul 2004).
Children’s literature has been used in the
elementary music classroom to enhance teaching of
musical subjects and concepts. As part of a series
entitled Tools for Teaching Literacy, McDonald
and Fisher (2006) contributed a volume that
focused on integrating literacy instruction and the
arts in K-8 These same authors (McDonald &
Fisher 2002) had previously described a program
for upper elementary students using children’s
literature to enhance a unit on stringed instruments.
Focusing on genre, Grant and Ammon (2003)
described a unit on jazz for upper elementary where
child appropriate books about jazz musicians were
read aloud. In addition, Wolf (2002) discussed the
use of children’s literature with young children to
develop an understanding of music and language
simultaneously.

In contrast to a specific focus on music
objectives, there has been a “push” for using
children’s literature and music as a means for
integration or cross-curricular work. Calogero
(2002) described an approach to using children’s
literature through the thematic approach, for
example, animals. Paul (2004) expanded this to
include historical (i.e., Civil War) and emotional
connections (i.e., feeling or mood) in addition to
thematic biographical connections (specific person)
across the curriculum.

Teachers trained in the Orff-Schulwerk process
have incorporated children’s literature in their
elementary music classrooms with information
shared in The Orff Echo, the journal of the
American Orff-Schulwerk Association (AOSA)
(Falkner 2004; Palastro 1995). Bunker (1990)

! K-8 refers to grade school in the United States. Kindergarten
through Grade 8.
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compiled a bibliography of picture books that were
inspired by folk songs for classroom use. Beth
lafigliola reviewed two videos of clinicians
presenting at the national AOSA conventions
focused on this topic, one by Vivian Murray
entitled Opening the Book (lafigliola 1997), and
one by Sarah Guterman entitled The Magic of
Children’s Literature in the Music Class (lafigliola
2003).

Aim of the study

The purpose of this study was to examine the use of
storybooks in the elementary music classroom by
music teachers who are members of state chapters
of the United States American Orff-Schulwerk
Association (AOSA). The researcher plans to use
the information obtained from this survey to
develop criteria for choosing children’s books for
the elementary music classroom and for music
therapy settings for children focused on musical
(educational) and non-musical (therapeutic)
objectives. These criteria can then be used to
choose books for Orff-Schulwerk orchestrations
that can be composed to address specific musical
and non-musical objectives.

Method

Participants (n = 329) were members of state
chapters of the AOSA. Some states have more than
one chapter; some states do not have a chapter.
There was no discrimination based on age, sex,
race, or other special characteristics. Demographic
guestions were asked for information purposes but
were not used to exclude them as participants.
Presidents (n = 93) of each chapter were sent an
email with the following information: researcher
background, explanation of study and its purpose,
and a link to an online survey. Presidents were
asked to forward this email to chapter members.

The survey questionnaire had eight sections.
The first section was an information statement
required by the researcher’s university to support
the practice of protection for human subjects
participating in research following an ethics board
review. If participants completed the survey, it
implied informed consent. The second section was
participant demographics and included years of
teaching, grades taught, size of school, age
category, gender, and home state.

The third section was experience with Orff-
Schulwerk and included completion of Orff-
Schulwerk training, participation in workshops or
presentations and membership in AOSA. Levels 1
to 3 are certification training levels. The Master
Class is for individuals wishing to advance their
training after completing the three levels.

Apprenticeship is for those individuals wishing to
become Orff-Schulwerk teacher trainers of the
levels program. The fourth section was children’s
storybooks and included frequency of use of
children’s books, where books were obtained,
possible titles, and grades and venues with most
frequent use.

The fifth section was general criteria for
choosing children’s storybooks and included the
categories of content, length, text, illustrations, and
layout of the books. Participants were asked to
respond to statements under each category along a
five-step continuum including strongly disagree,
disagree, undecided, agree, and strongly agree on
the impact of the statement when choosing a book.
Within each of these five categories were potential
factors that would impact choice. For example,
under content, participants were asked to respond
whether they strongly disagree, disagree, are
undecided, agree, or strongly agree that age
appropriateness (of the storybook content) is
something they consider when choosing a book for
integration in the music classroom. Another
example would be under the text category and
whether or not the text being rhythmic in nature
impacts their choice. The sixth section was more
detailed about personal criteria for choosing
children’s storybooks found within general
categories. Participants were asked to give a
specific issue under each category that they
consider when choosing a book. An example
statement for each of the categories was provided to
indicate the type of responses solicited. For
example, under content, “I look for themes that are
comparable to their academic curriculum, i.e.
animal identification for younger grades” or under
layout, “I like the text to be clearly visible to the
children and not overshadowed by the
illustrations”.

The seventh section was objectives (musical and
non-musical) and included questions about the
National Association for Music Education’s
(NAfME) national standards in music, elements of
music (i.e., dynamics), and non-musical domains
(i.e., social, communication) addressed when using
children’s storybooks. The eighth and final section
was music used with children’s storybooks and
asked how the teachers added Orff-Schulwerk
media and materials to the storybooks (i.e., chants,
body percussion, ostinati, and songs).

Results

Survey results were tabulated and reported through
descriptive analyses. There were 346 individuals
who started this survey. Seventeen were deleted
who completed only demographic information or
stopped completing the survey at the question
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asking about their frequency of use of children’s
storybooks. It was assumed that if they stopped
filling out the survey at this point, they were not
interested in the topic or did not feel they had
enough expertise to continue. Out of the remaining
329, 291 individuals answered every question in the
survey. Although some individuals did not answer
every question, all data were included in the
descriptive analyses.

For the purpose of determining regional location
of survey participants, each individual listed the
State they lived in during completion of the survey.
The researcher collapsed this information into the
six regions designated by the AOSA:

e Region 1: Alaska, Colorado, ldaho, Montana,
New Mexico, Oregon, Utah, Washington and
Wyoming.

e Region 2: Arizona, California, Hawaii and
Nevada.

e Region 3: Arkansas, lowa, Kansas, Louisiana,
Minnesota, Missouri, Nebraska, North Dakota,
Oklahoma, South Dakota and Texas.

e Region 4: Alabama, Florida, Georgia,
Maryland/District of Columbia, North Carolina,
South Carolina and Virginia.

e Region 5: Connecticut, Maine, Massachusetts/
New Hampshire/Rhode Island, New Jersey,
New York and Pennsylvania.

e Region 6: lllinois, Indiana, Kentucky,
Michigan, Ohio, Tennessee, West Virginia and
Wisconsin.

Section three of the survey focused on experience
with Orff-Schulwerk. Participants were asked about
their level of Orff-Schulwerk training, membership
in AOSA, conference and workshop attendance.
Responses to questions asking how many national
conferences or workshops participants had attended
yielded a combination of blanks, numerical years,
or comments such as “tons” or “years and years”,
therefore, the researcher did not analyse these.
Analysed results indicated that the majority of
respondents taught at larger elementary schools
(85%), were female (91%), with over half (63%)
past forty years of age. Region 3 had the highest
respondent rate (32%) of the six regions. The
majority of respondents (75%) had at least a Level
1 Orff-Schulwerk certification and most were
members of AOSA (72%). The majority (80%) had
attended workshops that focused on using
children’s storybooks in the elementary classroom
yet only about a quarter (23%) had presented such a
workshop. Demographic results are reported in
Table 1 with experiential results reported in Table
2.

Section four of the survey was titled children’s
storybooks and talked about the general use of
storybooks. For logical presentation, the question
from section five asking participants if they use
storybooks presented by fellow teachers (87%),
workshop  clinicians  (92%), or conference
presenters (72%) is reported with this information.
Results indicate that the frequency of use of
children’s storybooks is high (65% reported often
or frequently) and participants typically get their
books from bookstores (51%). Teachers include
books most frequently in Kindergarten with use
steadily declining through to Grade 6. Most are
used in the classroom (99.7%), with some also
appearing in performance settings (42%). Results
are reported in Table 3. The question asking
participants to list the books they use most
frequently in the classroom yielded a total of 975
titles noted at least once with the most prevalent 24
listed in Table 4.

The general criteria for choosing storybooks in
the fifth section of the survey was divided into five
categories based on the researcher’s own
experiences when choosing children’s storybooks
for use in music settings: content, length, text,
illustrations, and layout. Specific response results
are reported in Table 5. Participants seem to agree
or strongly agree (total percentages added) that age
appropriateness (96%), thematic material (94%),
and inherent level of participation (92%) of the
content are considered when choosing a children’s
storybook. Although length is also a factor,
participants were not as convicted with only 65%
agreeing or strongly agreeing that the number of
pages or amount of characters and/or themes (56%)
should be thoughtfully considered. Text results
revealed strong views on two of the factors within
this category with participants selecting books with
repetitive text passages (94%) and texts that are
rhythmic in nature (92%). Less impactful was the
amount of text per page (66%), the reading level
(59%), and whether or not the text was already a
song (62%). lllustrations were considered with
agree or strongly agree responses for age
appropriateness of the artwork (91%), level of
visual stimulation (87%) and uniqueness of the
artwork (76%). The layout of the storybook seemed
less of a determining factor as indicated by agree
and strongly agree responses to the size of
text/pictures (71%), balance of text/pictures (65%),
and size of actual book (55%).

In the sixth section of the survey, participants
were given the opportunity to provide free
responses of specific personal criteria using the
same categories as in the previous section (content,
length, text, illustrations and layout). The
researcher summarised these responses by category
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and added new factors where necessary. Responses
are found in Table 6.

In section seven, objectives addressed (musical
and non-musical) participants indicated which of
the nine national music standards, eight elements of
music, and six non-musical domains participants
target when using children’s storybooks. The music
ised in children’s storybooks, section 8, asked
participants to indicate frequency of use of a variety
of Orff media and materials. When examining the
addressed objectives, the majority (92%) focus on
the national standard of singing and the relationship
to other arts (91%), the musical element of rhythm
(94%), and the non-musical emotional (88%) or
social (87%) domains. Table 7 reveals that many of
these categories were quite close in percentages and
should be examined accordingly. In response to the
question about music used with children’s
storybooks, elementary teachers responding to this
survey had used all of the media and materials
listed. Those reported with the highest percentage

under the often and frequently response categories
combined were adding classroom instruments
(69%), rhythmically chanting the text (63%),
adding movement (59%), and adding barred
instruments (58%). Detailed data are reported in
Table 8.

Question

N participants who responded

% participants who

total number of Catego Al ) responded to individual
rgspondents N/%) o g Trelyie e qesiiorn P guestion

Years of teaching Mean = 15.42 years 98.0
(323/98%) Range = 1 to 45 years '

Grades currently K 281 86.7

teaching (324/99%) 1 290 89.5

2 299 92.3

3 290 89.5

4 281 86.7

5 267 82.4

6 86 26.5

Size of school <100 6 1.8

(326/99%) 100-300 42 12.9

>300 278 85.3

Age category 21-30 57 17.3

(329/100%) 31-40 64 19.5

41-50 78 23.7

51-60 107 325

>60 23 7.0

Gender (328/99.7%) Female 297 90.5

Male 31 9.5

AOSA region 1 59 18.0

(329/100%) 2 32 9.7

3 104 31.6

4 34 10.3

5 39 11.9

6 61 18.5

Table 1: Participant demographics (percentages are based on the number of those that responded to the question

and thus varies among questions)
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Question
(total number of Category

% participants who

N participants who responded responded to individual

to individual question

respondents N/%b) guestion
Orff training Yes 248 75.4
(329/100%) No 81 24.6
Yes to training Level 1 88 26.7
Level 2 69 21.0
Level 3 66 20.1
Master 18 55
Apprentice 7 2.1
Member of AOSA Yes 236 72.0
(328/99.7%) No 92 28.0
Years as member Mean = 10.01 years
(236/72%) Range = 1 to 40 years
Attend conferences Yes 179 55.1
(325/99%) No 146 44.9
Attend workshops Yes 259 79.7
(325/99%) No 66 20.3
Given workshop Yes 75 23.1
(325/99%) No 250 76.9

Table 2: Experience with Orff-Schulwerk

QBRI N participants who responded e participa_nts_vyho
(total number of Category partl g idual P responded to individual
respondents N/%) to individual question guestion

Frequency of use Never 0 0
(327/99%) Rarely 13 4.0
Sometimes 103 315
Often 137 41.9
Frequently 74 22.6
Books from... Library 91 28.0
(325/99%) Teacher 8 25

Bookstore 165 50.75

Online 61 18.75
Venue for use Classroom 324 99.7
(325/99%) Performance 135 41.5
Demonstration by: Teacher 242 86.7
(279/85%) Clinician 257 92.1
Presenter 202 72.4

Grade Frequency rank

Rank by grade use K 1.83
(324/99%)* 1 1.99
2 2.71
3 3.68
4 4.61
5 531
6 6.10

Table 3: Use of children’s storybooks in the elementary music classroom (all respondents teach all 7 grades so
ranks were reported as mean scores of those who responded to this question for each grade as an indication of
use)
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N participants who listed

Title of children’s storybooks S —
There Was an Old Lady Who Swallowed a Fly 73
Mortimer 47
Froggy Books (collection, not specific titles listed) 46
The Remarkable Farkle McBride 42
The Little Old Lady Who Wasn’t Afraid of Anything 38
Zin! Zin! Zin! A Violin 38
Brown Bear, Brown Bear 35
Follow the Drinking Gourd 35
Itsy Bitsy Spider 35
Jump Frog, Jump 28
Wheels on the Bus 27
Chicka Chicka Boom Boom 26
Down by the Bay 24
Over in the Meadow 24
Abiyoyo 22
Jazz Fly 22
Peter and the Wolf 22
What a Wonderful World 22
Alexander and the Terrible, Horrible, No Good, Very Bad Day 21
America, the Beautiful 21
Napping House 21
This Land is Your Land 21
We’re Going on a Bear Hunt 21
Old McDonald Had a Farm 20

Table 4: Children’s storybooks used most frequently as reported by participants (top 24)

General Specific (Number of Responses) SD D U A SA
Content Age appropriate (315/329) 13 13 1.9 33.7 61.9
Thematic material (314/329) 13 1.6 3.2 39.5 54.5

Inherent participation (312/329) 13 1.0 5.8 40.7 51.3

Length Number of pages (312/329) 29 128 19.6 48.1 16.7
Amount of characters/themes 39 177 22.2 44.7 11.6

Text Repetitive passage (313/329) 03 26 35 43.1 50.5
Amount per page (312/329) 16 11.2 21.5 46.2 19.6

Rhythmic nature (312/329) 00 26 5.4 36.9 55.1

Reading level (313/329) 16 204 19.2 41.9 16.9

Already a song text (314/329) 35 191 15.9 35.7 25.8

Illustrations  Level of stimulation (315/329) 03 44 8.3 51.1 35.9
Uniqueness of artwork (313/329) 03 6.7 17.3 44.7 31.0

Age appropriateness (314/329) 00 25 6.1 43.0 48.4

Layout Size of text/pictures (315/329) 00 124 16.8 54.9 15.9
Size of book (314/329) 06 207 23.2 44.3 111

Balance of text/pictures (312/329) 03 128 21.8 49.0 16.0

Table 5: Criteria for choosing children’s storybooks: reporting percentages of actual responses (SD=Strongly
Disagree, D=Disagree, U=Undecided, A=Agree, SA=Strongly Agree)
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Category

Factor

Personal criterion

Content

Age
appropriateness

correlate with age appropriate education curriculum

connect with students’ interests at different ages

Level of inherent
participation

books that have different verses for solo parts

topics of ballets, operas, composer lives

opportunities to naturally add musical elements

Thematic material

connect to curriculum, social studies, science, or maths

seasonal, holiday, current events, cultural traditions

simple themes, i.e. up/down, loud/soft, counting, colours

moral outcomes, character traits, psychological impact

accuracy of information, origin of material

Musical concepts

supports musical terms/concepts, i.e. steady beat, jazz

functions to teach a song, illustrates folk songs

apply music elements and district benchmarks/standards

connect to curriculum/textbook series/listening lessons

able to use a piece from the “volumes” with book

can be developed for a performance

Creativity

ability to add music for creativity/composition purposes

books that are adaptable for dramatisation

simple story line with room to improvise musically

encourages sounds effects

Length

Number of pages

appropriate for the age (typically less than 15-20 pages)

length can vary depending upon book and objectives

naturally breaks into sections for older classes units

reading time accessible within one class (i.e., 15 minutes of 30 min class)

Amount of
characters/themes

minimal time to get to point of plot

not overly involved plot or character development

consider having librarian/classroom teacher familiarise class with book, then
music teacher can develop it with music activities

limited superfluous information

Amount of text

consider age appropriate ratio of pictures to words

avoid chapter books

use texts with repeated phrases or sections

Text

Repetitive passages

cumulative or repetitive style of text, sequencing

natural cadences for refrains/choruses

opportunities for student participation due to repetition

Amount per page

enough text so students can examine illustrations during reading

no more than half a page has text, no more than 4-5 lines

ability to summarise text if illustrations support story

Rhythmic nature

text can be spoken rhythmically, “music friendly”

rhythmic text specifically in four line settings

duple or triple meter

flowing text, opportunities for student participation

Reading level

grade level vocabulary and sentence length

age appropriate language with engaging words

accurate and appropriate grammar

Rhyming patterns

rhyming patterns and words

poetic use of language

Sound words

sound words, i.e. bang, clops, etc. and sound effects

opportunities for expressive reading, descriptive phrases

words that stimulate movement naturally

Illustrations

Visual stimulation

colourful illustrations, black/white used sparingly

large enough to be seen by class

not distracting, overly busy or stimulating

Uniqueness of
artwork

diverse style of art/types of media

exceptional artistic quality

culturally diverse, appropriate and suitable

potential relevance to art class
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simple, main characters perform action from the text

Age tells story with minimal text needed for younger grades

appropriateness larger illustrations for younger grades

complexity changes across age groups

text matching with pictures for vocabulary development

assist comprehension of story and drawing inferences

Functionality of add meaning to the story, related to the concepts

illustrations illustrations stimulate discussion and thoughts

Caldecott awards (presented to best illustrations that demonstrate story)

consider having children illustrate story themselves

easy to hold and visible to the whole class

Size of book dependent upon class size and how it will be used

single versus double pages to display illustrations

size relative to age or class size

Size of text/pictures easy to read fonts that correlate with style of book

ability for teacher to read book upside down

more pictures than text for K-1

Layout Balance of consider text on opposite page from illustrations

text/pictures pictures not overly distracting from text

text not overlapping illustrations for clarity

preference for uncluttered layouts

diversity including pop-ups, flaps, big books, etc.

Uniqueness of ability to lay flat on display for leading orchestration

layout paperback versus hard cover versus board book

Table 6: Personal criteria as suggested by survey participants

Question N participants who % participants who
(total number of Category responded to individual responded to individual
respondents N/%) question guestion
National standards Singing 270 91.8
(294/89%) Playing 261 88.8
Improvising 230 78.2
Composing 162 55.1
Reading 138 46.9
Listening 191 65.0
Evaluating 135 45.9
Relation to arts 266 90.5
History/culture 258 87.8
Musical elements Dynamics 259 88.7
(292/89%) Harmony 56 19.2
Instruments 261 89.4
Meter 159 54.5
Melody 243 83.2
Rhythm 274 93.8
Tempo 237 81.2
Timbre 227 71.7
Non-musical Social 253 86.9
domains Emotional 257 88.3
(291/89%) Behavioural 218 74.9
Motor 231 79.4
Communication 230 79.0
Cognitive 208 715
Do not address 11 3.8

Table 7: Objectives addressed (musical and non-musical)
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QL) TOtafl § N Rarely  Someti of F |
(289/88% answered) 0 ever arely ometimes ten requently
responses

Original orchestrations 291 14 (5) 36 (12) 131 (45) 67 (23) 43 (15)
Adapt orchestrations 286 14 (5) 25 (9) 113(39) 80(28) 54 (19)
Read as part of activity 290 24 (8) 99 (34) 127 (44) 32 (11) 8(3)
Add pre-composed song 288 20 (7) 33(11) 155 (54) 63 (22) 17 (6)
Add original song 287  25(9) 40 (14) 127 (44) 69 (24) 26 (9)
Set the text to melody 284 22 (8) 47 (16) 122 (43) 63 (22) 30 (11)
Rhythmically chant text 287 3(1) 10 (4) 93(32) 110(38) 71 (25)
Create/add chant refrain 285 21 (7) 28 (10) 102 (36) 92 (32) 42 (15)
Add body percussion 289 8 (3) 24 (8) 103 (36) 91 (31) 63 (22)
Add movement 288 7(2) 15 (5) 97 (34) 103 (36) 66 (23)
Add instruments 287 8(3) 6 (2) 74 (26) 110(38) 89 (31)
Add barred instruments 288 10(4) 22 (8) 88 (30) 95(33) 73 (25)
Add borduns 287 28 (10) 41(14) 99 (35) 70 (24) 49 (17)
Use improvisation 288 17 (6) 37 (13) 118 (41) 80 (28) 36 (12)
Add ostinati 278 29 (10) 27 (10) 99 (36) 86 (31) 37 (13)

Table 8: Music use with children’s storybooks [data are presented as frequency (percentage) of total responses to

each choice]

Discussion

The purpose of this study was to examine how
music teachers involved in the Orff-Schulwerk
process are using children’s storybooks in the
elementary music classroom. The researcher plans
to use this information to develop criteria for
choosing children’s books for the elementary music
classroom and for music therapy settings for
children focused on musical (educational) and non-
musical (therapeutic) objectives. These criteria can
then be used to choose books for Orff-Schulwerk
orchestrations composed to address specific
musical and non-musical objectives.

A diverse representation of participants
completed the survey. Participants were teachers
with minimal (1 year) to significant experience (45
years) representing all age categories from 21 to
over 60 years of age, and lived in states from all 6
regions of AOSA. Participants were primarily
female as expected, with a significant portion
having completed some level of Orff-Schulwerk
certification and membership in the national
association. About half had attended national
conferences, with a majority having attended
workshops focusing on children’s literature. Only
about a quarter had presented a workshop targeting
children’s literature themselves.

Since the majority of participants reported that
they often or frequently (65%) used children’s
storybooks in their elementary music classrooms,
the researcher was encouraged that she could obtain
interesting perspectives on specific titles, criteria
for choosing, and ways these books were
integrated. Participants were asked where they
found books and whether they wused books

demonstrated by another music teacher, a workshop
clinician or a conference presenter. An open ended
response was available so that participants could
list additional sources. Responses included
bookstore exploration, local storytellers, television
shows, professors, Orff-Schulwerk levels training

programme, music publications, displays at
conferences or children themselves.
When  choosing  storybooks, participants

responded to heading categories of content, length,
text, illustrations, and layout. Participants strongly
agreed that content (especially age appropriateness)
was important. There was also a focus on the text
of the book if there were repetitive passages or the
text was rhythmic in nature. Similar to content, the
respondents felt age appropriateness of illustrations
was also a strong factor when choosing storybooks.
Slightly less predominant was the focus on the
length and the layout of the storybook. The
researcher was appreciative of the care participants
took in adding statements about their personal
criteria when choosing storybooks with a wealth of
perspectives provided for readers as input when
choosing children’s storybooks to use in the music
classroom or music therapy setting.

As a music therapist and music educator, the
researcher was interested in what objectives
participants targeted when using children’s
storybooks. As this study was based in the United
States, she asked participants which of the national
standards in music they typically addressed when
using children’s storybooks. Singing, national
standard 1, was the most prevalent (92%) followed
closely by relationship to the arts (91%), playing
instruments (89%) and connection to history and
culture (88%). National standards least addressed
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were evaluating music (46%) and reading music
(47%). Eight typical musical elements were listed
as target options for the participants. Rhythm
received the highest percentage of focus (94%)
from the teachers followed by instruments (89%)
and dynamics (89%). The element least addressed
was harmony (19%). From a music teacher’s
perspective and relating this to the age at which
these teachers most commonly use children’s
storybooks (Kindergarten with a gradual decline
through to Grade 6), it is logical that the focus is on
singing, rhythm, playing instruments, and dynamics
as these are core building blocks for the elementary
music curriculum. To target non-musical domains,
the researcher listed 6 domains typically addressed
by music therapists. It was interesting to note only
11% of those who responded to this question shared
that they do not address non-musical domains when
using children’s storybooks. The six domains were
fairly evenly distributed with participants targeting
cognitive least frequently (72%) through to the
emotional most frequently (88%).

Participants were asked to respond to a question
about how music was integrated into the children’s
storybook. Fifteen different options were listed and
teachers were asked to indicate use as never, rarely,
sometimes, often, or frequently. As indicated in the
results section, the four most prevalent options
when combining the often and frequently response
categories were adding classroom percussion
instruments (69%), rhythmically chanting the text
(63%), adding movement (59%), and adding barred
percussion instruments (58%). In contrast, options
receiving the highest percentage of ‘never’ and
‘rarely’ response categories combined were reading
the books as part of a music activity but not
actually adding music to the book (42%), setting
the text to melody to create a song (24%) and
adding borduns (24%). An open ended response
was available so participants could list additional
ways that they integrate music with the children’s
storybooks and responses included using scarves,
visuals or manipulatives, making vocal or other
sound effects, and creating dramatisations with
costumes, masks, or puppets.

Limitations of this study can be primarily
focused on respondents and survey questions.
Although more teachers responded to the survey
than the researcher had anticipated, it is still
approximately only about 10% of those teachers
who are members of AOSA. It is important to note
though, that only individuals who use storybooks in
the classroom likely chose to respond to this online
survey. In this case, the percentage of survey
respondents to members who actually use
children’s storybooks frequently enough to want to
participate in this survey would likely be higher.
Although there was representation from all six

regions, it was not balanced, with region 3
providing the highest percentage of respondents. As
a point of information, regions are not all the same
size, with regions 3 and 6 being the largest.
Another limitation, yet perhaps advantage, was the
openness of some questions. The question asking
teachers to list titles of storybooks they use yielded
a formidable list of books (975). What is missing is
the connection between individual titles and the
specific relationship with their criteria for selection,
focus on the national standards, musical elements,
non-musical domains, and musical media/material
incorporated.

In a follow-up study, the researcher would like
to contribute: 1) criteria or a set of guidelines for
choosing storybooks for use in the elementary
music classroom which could potentially transfer to
working in music therapy settings, 2) knowledge of
what purposes specific children’s storybooks are
used for in the elementary classroom (i.e.,
addressing singing, focusing on rhythm, targeting
emotional domains) and 3) an understanding of
what areas need to be further developed (i.e.,
connection to reading music, music element
harmony, or cognitive domains).

For future development of this topic, the
researcher would like to design an additional survey
using the most frequent titles gleaned from this
current survey. Questions could then be connected
to specific titles and the criteria for choosing each
book, the focus on musical and non-musical
objectives and specific music activities. The
researcher would also like to survey music
therapists in a similar format and examine their use
of children’s storybooks in music therapy settings
focusing more specifically on non-musical
objectives.
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Special Issue

The Orff approach to special music education and music therapy:

Practice, theory and research

Universal Design for Learning:
Special Educators Integrating the Orff
Approach Into Their Teaching

Kimberly McCord

Abstract

Music and the arts are powerful tools for reaching
children with severe disabilities. Most often music
educators and therapists are the professionals
responsible for working with students with
disabilities through music. Special educators
sometimes use music to complement their teaching
if they are comfortable modelling for their students.
This article describes two special educators in the
Chicago, Illinois Public Schools and their process
of learning to integrate music into their curriculum
as part of a semester-long project. Students in the
project came from two schools (one high school
and one K-8 elementary school) in low-income
neighbourhoods. Two teachers were introduced to
the Orff approach by using rhythmic speech and
un-pitched percussion. The Orff approach naturally
uses principles of Universal Design for Learning
(UDL). The focus of UDL is providing a flexible
means of presentation, expression and engagement
(Rose & Meyer 2006) This article will highlight
examples of UDL and how, through this process, |
learned how to better implement UDL with students
who have severe disabilities. Guidance and
collaboration with special educators is essential for
music educators and therapists to learn how to
better sequence tasks for students with severe

Introduction

Music educators and therapists often cite success in
reaching students and clients through music. Persons
with disabilities can be easily motivated to engage
with the world when music and movement are
introduced and sustained as a method of teaching
and implementing therapies. Joint attention is key in
music- and art-related teaching and therapeutic
methods. It is an essential skill in developing social
connections and learning to read, or in learning just
about any skill. Thompson (2011) identifies two
types of joint attention. Responding to joint attention
involves “following the direction of gaze and
gestures of others in order to share a common point

intellectual disabilities. Students with autism
presented challenges with an inability to maintain
focus to learn and some students had a lack of
speech, which made it impossible for students to
sing or to perform rhythmic chants in typical ways.

Keywords: Universal Design for Learning (UDL);
Orff-Schulwerk; special educators
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of reference” (Thompson 2011: 34). Initiating joint
attention “involves the child’s use of gestures and
eye contact to direct others’ attention to objects,
events, and themselves” (Thompson 2011: 35).
Mundy and Newell (2007) further explain that joint
attention is the ability to share attention between
another person and an object and that it plays an
important role in early development. For example,
joint attention in children with autism is often a
struggle, but children will often look at and engage
with instruments that produce interesting and
pleasing sounds (McCord & Lee 2012).
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The project

I was fortunate to participate in a project funded by
the John F. Kennedy Center and VSA (formerly
Very Special Arts) during the months of January
2013 to June 2013. The project involved working
with Chicago Public Schools’ (CPS) special
educators to integrate the arts into their curriculum.
An outcome was to develop meaningful assessments
in the arts for students with mild to severe
disabilities. Illinois State University’s team of arts
and special educators worked in two public schools
in neighbourhoods that have developed partnerships
with Illinois State University. All teachers, schools
and parents of students provided signed consent for
their names and images to be used in publications
and presentations about the project.

One school, a public high school in a diverse
neighbourhood, is dedicated to serving only
students with severe intellectual disabilities. Many
students also have secondary disabilities including
physical, vision, hearing and emotional disorders.
The school has a strong arts curriculum. All
teachers are special educators who are hired
because they also have talent in one or more of the
arts. The school performs a Broadway-style
musical each spring.

The other CPS school, a K-8 elementary school,
is located in a high poverty African-American
neighbourhood  with  three  self-contained
classrooms for students with mild to severe
disabilities. Two classrooms consist primarily for
students with autism and the other is a self-
contained classroom for students with emotional
and behavioural disorders. The special educators in
this school have no background in the arts and
revealed in evaluations at the end of the project that
most had participated in the project mostly for the
financial incentives offered through the grant. By
the end of the project most teachers were eager to
continue using the arts as a means to enhance their
curriculum and to engage students in learning and
life skills.

Special educators and paraprofessionals (support
staff) who elected to participate in the project
received an honorarium and supplies needed to
teach the arts. The teachers and paraprofessionals
attended five professional development sessions
and agreed to collaborate on lesson plans and the
development of assessments that were linked to the
National Standards in Arts’. We were interested in
using principles of Universal Design for Learning
(UDL) to create lessons and assessments to
determine effective ways to measure skill
development and mastery in drama, dance, visual
art, photography and music.

! http://artsedge.kennedy-center.org/educators/
standards.aspx

Three arts educators (dance, music and theatre)
and two special educators from lllinois State
University participated in the project. A university
art  education professor also  collaborated
occasionally on the art lessons. The university
team observed the special educators teaching and
interviewed the teachers at the beginning and the
end of the project. The university arts educators
modelled lessons and strategies for teaching the
arts. For example, one professional development
session focused on guiding the CPS special
education teachers through the steps for teaching a
song.

Two of the CPS special educators decided they
would like to integrate music more into their
curriculum. They wanted guidance with how to
include all of their students and help with acquiring
instruments and materials appropriate for the
abilities of their students. The two teachers are
Maria, a special educator at the CPS high school
and Rollins, a special educator at the CPS
elementary school.

Maria

Maria is a high school special educator in a self-
contained classroom of students with severe
intellectual disabilities at the CPS high school.
Students range in age from 16-21. Her classroom
includes a few students with multiple disabilities.
Two students are in wheelchairs with limited
physical abilities, another has profound hearing loss
and obsessive-compulsive disorder. She has four
full-time paraprofessionals and a class of ten
students when all are present. Paraprofessionals are
support staff trained to work with specific
populations of students with disabilities.

Maria, 39 years old, is an accomplished
musician who was originally a music education
major in college. She plays flute and piano. She
switched to special education in college when she
became frustrated in her music theory classes.
Maria often remarks that she believes music is the
most successful tool she has as a teacher for
actively engaging her students. She is eager for
ideas of how to use music in age-appropriate ways
to engage with her teenage students.

She complains that there is a lack of
commercially available resources for teaching
music to her population of high school students and
related that resources that are obtainable for
students with intellectual disabilities tend to be
songs that are primarily new lyrics to familiar songs
like Twinkle, Twinkle Little Star, a song she feels is
too “baby” for older students. She would like to
find more age-appropriate music for her students
that is relevant to African-American and Latino
teenagers. She would like to use instruments more
in her classroom because singing is difficult for
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about half of her students who have limited or no
speech. About half of the students in Maria’s
classroom are Central American or Mexican
immigrants. Maria is from Central America, speaks
Spanish and is very comfortable singing songs in
Spanish.  She likes songs with  guitar
accompaniment and she has considered teaching
guitar to her students. She also realises that using
the guitar would be challenging for her students but
is not sure what instruments would be best suited
for her population of students.

Rollins

Rollins is an African-American special educator
with over thirty-five years’ experience teaching
students with autism in self-contained classrooms.
Her school is over one hundred years old and is
showing signs of wear. Plaster is falling from the
ceiling, windows do not open, lighting is dim and
her room is crowded with worn furniture and “well-
loved” books. This is her last year of teaching; she
plans to retire but her assistant principal has asked
her to return in the autumn to help transition the
new special educator who will take her job.

Despite the challenges of teaching children who
are homeless and live in poverty, Rollins is an
engaging teacher who is able to make the best of a
bad situation and is highly effective. She is a
powerful advocate for her students. She provides
clothing and food for many of her students and
most of her classroom resources are her own. She is
very religious and opens each class each morning
by singing Gospel music. One of her
paraprofessionals accompanies her on an electric
keyboard. She also occasionally plays recordings
for her students to help create a positive mood for
learning. She has no background or training in
music other than singing in her church choir.

She was initially sceptical of our interest in
collaborating with her on arts integration, and she
constantly reminded us of her position as the senior
teacher at her school and her respect in the
community. She has taught two generations of
families in her community and attended the same
school in the 1950s.

All of the university team members are white,
yet almost all the faculty from the two schools were
either Latino or African-American. It was important
to me to not only collaborate on teaching the arts to
students with disabilities, but to also be aware of
developing lessons and assessments that were
culturally responsive and connected with the
children by using music that is familiar and
comfortable. The other arts educators on the team
taught the other arts. Music lessons had to be
accessible to children with a variety of disabilities
using principles of UDL. Orff-Schulwerk is a
natural approach for inexperienced teachers to use

rhythmic chants, un-pitched percussion and
movement to meet Individual Education Plan (IEP)
goals. The IEP is a legal document developed by a
team that holistically tests and evaluates the student
in regards to health, educational functioning,
family, and social functioning.

Universal Design for Learning (UDL)

Universal design began as a tactic for designing
buildings in order to make them more accessible for
all people. For example, instead of adding
wheelchair ramps after the building is constructed,
entrances are designed to be on the same level as
the sidewalk. In education, UDL is focused on
lesson planning and implementation and
assessment of the lesson. Lessons are created to be
accessible to all students without needing to add
special adaptations or activities after the lesson is
constructed. Instead, the lesson might include
experiences in fast and slow tempo that include
multiple learning modes. In addition, the Center for
Applied Special Technology (CAST) recommends
that good UDL lessons include multiple means of
representation, action and expression and
engagement.

When the lesson content is presented in different
ways (i.e. kinaesthetic/tactile, aural and visual)
students with disabilities are able to access their
strongest learning mode. An example would be a
student with hearing loss who is engaged through
visual or kinaesthetic modes of learning. If steady
beat is the objective of a lesson, the student can
experience steady beat by playing a hand drum
while watching the teacher who sets the tempo and
later move with the hand drum and experience the
steady beat both by playing the hand drum and
moving at the same time. Students need to be able
to demonstrate understanding in different ways in
order for a lesson to be accessible to all learners.
Students with some types of physical disabilities
may not be able to show fast and slow tempo
through movement but they might be able to tell the
teacher when the music changes from fast to slow.
Engaging students in learning requires teachers to
personally know the interests of their students in
order to motivate students to fully participate.

Integrating Orff-Schulwerk in special education

Maria and Rollins had varying experience with
music. Maria (a high school teacher) read music but
Rollins (an elementary teacher) did not. Their
students had differing abilities and experiences with
music. Rollins’ students participated in music each
morning but otherwise did not have other musical
experiences in school. Maria wanted to use music
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but had not been regularly including music in her
curriculum.

Frazee (1987: 14) describes the Orff approach
beginning with statement “[t]he rhythm inherent in
the child’s native language is an important resource
for Orff teachers”. Even though some students in
the two special education classrooms were non-
verbal, transferring rhythmic speech to un-pitched
instruments connected the students who were non-
verbal to the verbal world by experiencing speech
and then playing the spoken rhythms on
instruments. Ostinati to accompany speech provides
further opportunities for multiple means of
engagement in music for students who need a part
that repeats and is easy to remember. | decided to
help the two special educators to use rhythmic
speech, ostinati and un-pitched instruments in
chants that were age and culturally appropriate for
their students.

Many of Maria’s students were working on life
skills to prepare them for being able to function in
the world outside of the classroom. Knowing how
to identify coins that are used to pay for bus
transportation, food and recreation is an essential
skill that Maria teaches. It was difficult to find
music that supported basic learning skills that
Maria’s high school students needed to know.
Songs and chants tended to be too simple because
they were designed for young children. In addition,
Maria’s students were African-American and
Mexican immigrants and responded best to
syncopated music that related to hip-hop culture.
We wanted to engage the students in culturally and
age-appropriate music. One verse of a chant |
composed in collaboration with Maria as part of a
lesson is included below:

A
1t’s a penny UM, it’s got ONE, UM!
It’s a penny UM, it’s got ONE, UM!

B

Penny, UM nickel, UM dime, UM quarter,
oh yeah

Penny, UM nickel, UM dime, UM quarter,
oh yeah

C
Brown, middle, little, BIG!
Brown, middle, little, BIG!

D
One, five, ten, and twenty-five
One, five, ten, and twenty-five

E
And the money buys my stuff, yeah!
And the money buys my stuff, yeah!

Hand drums were purchased in four different sizes
and | drew the front of four coins on each drum
(penny, nickel, dime, quarter). Each student had a
drum and played on the “ugh” that followed the
name of their coin. The chant was age appropriate
because the words and rhythms were in a familiar
hip-hop syncopated groove. With five different
sections Maria could focus on what the coins
looked like visually, how many cents each one gets,
and the name of the coin.

The lesson was not successful until Maria
helped me to understand how to sequence it so the
students could perform it with few musical errors.
Maria wanted her students to demonstrate the
ability to recognise coin values through this lesson.
I expected students to learn a simple chant like this
one in a single lesson. Maria’s students needed ten
fifty-minute lessons to be able to learn and perform
the chant. Maria modelled a lesson for me (lesson
four) with the additional steps she used to prepare
the students for identifying the coin drums.

Photograph 1: Playing the ‘dime’ hand drum

Maria helped me to see how she would present the
information by using multiple means of
representation. For example, before she introduced
the drums she provided each student with plastic
coins and as she chanted the different coins so that
the students would find the correct coin. She also
took care in how students were assigned to different
sizes of hand drums. Students with weak muscle
control used smaller drums. A larger male student
with coordination challenges played a large drum
that made it easier for him to hit a bigger surface.
Her student with profound hearing loss played a
large gathering drum with a mallet. He could hear
the deep sound and feel the vibration as he held his
hand on the frame of the drum.

The students had multiple ways to musically
express what they knew about coins through speech
and un-pitched instruments. In addition, they met
their IEP goals of learning to identify coins and the
amounts the coins were worth. Maria translated the
chant to Spanish and the students who were native
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Spanish speakers heard the chant spoken in their
most familiar language. Spanish speakers were
motivated to learn because she used their language
and they played their drum after they heard the
word for their coin in Spanish.

African-American children in Rollins’ class
were familiar with hearing and singing Gospel
music. | wanted to create a chant that used a call
and response structure and included a hip-hop
improvised section. Rollins was interested in
combining music and drama. Sandi (the university
theatre education professor) and | decided to create
a little musical based on the storybook, Where the
Wild Things Are. The students used puppets to
create the story and each time the wild things
(monsters) appeared in the story the students
chanted “monsters with bad teeth, where the wild
things are!” This was an ostinato that | developed
to work with the Eddie Harris Gospel jazz
composition, Listen Here! The paraprofessional
who plays the morning Gospel music on electric
keyboard accompanied the students when Where
the Wild Things Are was performed in Eddie Harris
style. Students improvised rhythmic speech over
the ostinato that described their imaginary
monsters.

Students were presented with multiple ways to
experience their imaginary wild things through the
rhythmic chant with improvisation or, they could
elect to use a puppet to show how monsters dance
and behave using growls or animal noises.

Flexibility with sounds enabled students without
speech to still have puppets who vocalised. Rollins
was working on vocabulary with her students and
using describing words for feelings was a goal in
most of the students’ IEPs. Rollins’ students could
choose to participate through the ostinato, the
improvised speech or by movement (puppets).
There were multiple opportunities for action and
expression. Students with autism who often have
difficulty making eye contact and relating to people
chose to use puppets as their preferred way to
engage. Others liked the repeated ostinato, and a
few improvised syncopated descriptions of
monsters. Rollins’ students were engaged through
multiple ways of experiencing monsters in the
context of a story and a chant.

Assessing students with disabilities in music

The US National Standards in Music have been
cumbersome for teachers to implement who work
with students with some disabilities. For example,
the first standard states that all students (K-12) will
perform on instruments alone and with others.
Maria and the teachers who participated in this
project helped to develop a prompting hierarchy
rubric that allowed for student participation at
varied levels including support from an aid (see
Figure 1).

Rubric #1 Data Collection

amount of support to assist student with task/skill.
Independent (no support needed)

Gesture (number of cues needed: 1-2, 3-5, 6+)
Verbal (humber of cues needed: 1-2, 3-5, 6+)
Visual/Picture (sequence steps of task for reference)
Model (teacher, paraprofessional, student/peer)
Partial Physical (hold instrument when student plays)
Full Physical (hand-over-hand)

Directions: Use the prompting hierarchy key below to score the student work product. Begin with the least

Natural Cue (follow peers, transition to next class when bell rings)

Support
Task / Skill uppor

(refer to prompting hierarchy key)

Was the student able to demonstrate the
skill when support was provided?

Yes No

Additional comments:

Student is having a good/bad day, student works well with certain peers and/or staff, student affected by
environmental factors, student showed growth/regression on specific skill, student has some health concerns.

Figure 1: Rubric developed by arts and special educators
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The rubric is designed to encourage the student to
complete a task with the least amount of prompting
possible and still be successful. Using the
prompting hierarchy helped when assessing
students performing on instruments. Many students
needed multiple lessons to progress through the
levels of prompting to be successfully independent
when playing the hand drums with the money
chant. Many students also needed multiple lessons
to progress through the hierarchy to learn to
identify different coins. This was a different
academic standard that Maria wanted to assess as
part of her curriculum.

Conclusions

UDL complements Orff-Schulwerk in the way that
children are included and engaged. Flexibility
occurs on multiple levels. In typical pieces taught
in inclusive classrooms using Orff instruments,
there are often parts that are challenging and parts
that are more accessible to students with
disabilities. For example, contrabass bar parts are
often more rhythmically simple and the bars
themselves are easier to play because of their size.
Because of the many ways that students can
participate in an Orff-based lesson, there is
flexibility with the mode that students use to
express themselves. If a student without speech
chooses to demonstrate ‘so-mi’ on an instrument
instead of singing, the teacher can still assess that
the student understands the concept of ‘so-mi’.
Likewise, through movement, high and low pitches
can be shown through Curwen hand signs or
moving eyebrows high and low for a student with
very limited movement.

The Orff approach does not require use of specific
Orff instruments. Rhythmic speech and un-pitched
instruments worked best for special educators
wanting to integrate music into their curriculum.
Both teachers found rhythmic chants easy for them
to teach and easy for students with a range of
disabilities to learn. Rhythmic chants with repeated
sections are very accessible to students with
intellectual disabilities and autism. Use of
repetition is a strategy that both teachers used to
introduce and solidify new learning. The university
arts and special educators in collaboration with the
CPS special educators developed assessments that
were used by the teachers. These assessments
helped me to understand how to sequence a lesson
and deliver it in a way that ensured musical success
for students with severe disabilities.

The Orff approach was used in this project as a
new tool that classroom special educators learned to
use in teaching and motivating their students to
learn aspects of their curriculum. Music was a
powerful way to engage students in learning and

becoming more socially aware of their peers. Using
instruments, rhythm and movement encouraged
students to focus on aspects of the curriculum that
the two special educators often spend much longer
to teach. Maria spends years teaching her students
to recognise and use money, and Rollins works
daily to engage her students with autism in reading
and listening to her instructions. Where the Wild
Things Are is a favourite book for Rollins’ students.
Through the grant, multiple copies of the book
were given to the students in Rollins’ class. The
students selected the book and read it again and
again on their own, sometimes even sitting together
to read. Maria uses rhythm and instruments to teach
many concepts in her curriculum. Both teachers
intend to participate in an Orff course in the future
and to integrate music and instruments more into
their everyday teaching.
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Eido Tevyoc

H mpocéyyion Orff oty etk povotkn moudoyoyiki kot ot povetkobepomeio:
[paén, Bewpio kot Epevva

"Eva IIpoypappo MoveikokKiviTiKg AYOYNS
Carl Orff yvo MaOntéc pe lpofipata Akong

Mopia O1ldvov & Evayyeiio I'odoavaxn

Iepiinyn

2wy moapodoo  gpyooia  mopovolaletor  Evo
Tpoypopuo.  povotkokivytikng  oywyns Carl  Orff
(Orff-Schulwerk) yio. pobnréc ue mpofliuazra axong
— Kwpovs kai fapnkxoovs pualntés. To mpoypouuo
Paociletar oty Oéon on n axovotiky omwAElR Ogv
OTOKAEIEL TO  QVOTTUGOOUEVO GTOUO OFO TN
oVVOTOTHTO. EVOGYOANGHS TOL e T povoikh. H
XPHOLUOTHTO. KoL 1] TPOTOTOTIO, TOV TPOYPGUUOTOS
Eykertal 010 0Tl amoteAEl pia amo TS TPDTES
wpoormabeies oty EAladoa  yia  povoikokivytikn
oaywyn Koeov kol fopnkowv uodntav, n omoio.
eival  UEPOS TOD WPOAOYIOL TPOYPOUUATOS TOD
oyoleiov. Méypr mpiv amd Aiya ypovia, n povoikin
oaywyn TV amoumv e mpofAiuoto.  oKOng
ovTIUETOTILOTAY e EMLPVACGLEIS KO TPOKATOANWELS
WS WPOS TRV QVOYKOIOTHTO.  KO1  THV
omoteleouotikotyre,  wme.  Ilapovoialovion ot
Oewpnuixés  apyéc ong omoies Pooiotnke 10
TPOYpouUe, Ol  OTOYOl KOl  T0  UECO.  TOD
TpoypouuaTog, Kobws kar o0 TPoOmos adloloynons

v uobntov.  Toviletor n  ovufory g
waadaywyikns mpooéyyions Orff oto ovykexpiusvo
apoypouue, kabwog o1 Poowoi  aloveg  Tov

TPOYPOLUUATOS GOVAOOVY uE TIS Oewpntikes apyég
s gilooopios Orff kor éyovv vioBstnbesi oty
POy To. UECO, 01 WOLOGYWYIKES TEYVIKES KOL TO.
opyova. TG OpYNOTPOS OVTAS THS TOLOOYWOYIKHG
TPOGEYYITNG.

Aégerc  Kkhewdrd:
TPOPANUOTO  OKONG:
KWWNTWKO TPOYPOLLLLOL

Orff-Schulwerk:-  moudid e
OMOAELL OKONG  LOVGLKO-

H Maopia ®uwadvov civor povoikdg oto Eidiko
Anpotikd Xyoleio «Pola IuPproty Kaicapiavig
o€ HOONTEG PE VONTIKN VOTEPNOTN Kol OLH(LTES
avantuélakég dwatapayéc. [Troylovyog kiBdpag Kot
OTOPOITOG TOL OLETOVG EMOYYEALOTIKOD KUKAOL
omovddv Movowokwvntikng Ayoyng Carl Orff

omv  AOfva. [Itogovxoc tov  Tunuatog

DOrhocooios-TTadaywywns-Poyoroyiog Tov Ilave-
motuiov ABnvav pe madayoykn Katevbouvon Ko
UETATTUYIOKEG OTMOVOEG OTNV E0IKY OY®YN OTO
[Mowayoywé Tpquoe Anpotikng  Exmaidevong
ABnvav. ‘Eyetl d1daEel povoikn og koed / Bopnikoa
o018 €L GEPAG ETOV OAAG KOl GE TOLdOLA TUTIKTG
aVATTUENG TPOGYOAIKNG KOl GYOAMKNG MAKIOG.
AWACKEL GTO TPIETEG TPOYPOLUO ETAYYEAUATIKAOV
OTOLOMV HOVGIKOKIVITIKNG aywyng Carl Orff oty
AbMva kol etvar  avtimpoedpog Tov  EAAnvikov
ZuAhoyov Movaeikokivntikic Ayoyng Carl Orff.

Email: mariafilianou@otenet.qgr

H Evayyeda Tolovdkn elvor  avomAnpoTplo
kaOnynTplo  e€EMKTIKG  yuyoloyiog — GTO
[Mowaywyiké Tuquo Anuotikng Exroaidevong tov
[Movemomuiov ABnvav. ‘Exet «kdver Pooikég
OTOVOEG WYOYOAOYIOG, HETATTUYIOKO OTY GYOAIKH
Yoyoroyio. Kot OOOKTOPIKO, E VTOTPOPIO, TOV
[3pvparog Kpatikav Yrotpopidv, otnv eEeMKTIKN
yoyohoyie. Eivar ovvroviotpio tov  KAddOL
€EEMKTIKNG yoyoroyiog ™mg EXnvikng
Yoyohoyume Etapeiog. Eivor cuvyypoeéog tov
Bpriov «Oéuora Avamrviaxns Woyoloyiog», «H
Nexpnp Mntépa: Avolnraoviag tig Avamrolioxés
Pilec s WPoyrng dwotopoyns» xou «Movaéia:
Avarroéiary Llpoaéyyion». Epgovec kot peléteg g
éovv onuoolevbel oe eAlnvikd kol debvn
EMLOTNLOVIKA TEPLOOIKAL.

Email: egalanaki@primedu.uoa.gr

Inueioon: H moapodoo perémn Poociletonr o
SMAOUATIKY €pYOCio TNG TPMTNG GLYYPUPEDS VIO TNV
enmiPreyn g deVTEPNG GLYYPAPEDS, Yol TV ATOKTNOT|
TOV HETAMTUYLOKOD SIMADUATOG €OIKELONG OTNV E181KN
ayoyn, oto Iadoyoywd  Tuqua  Anpotiknig
Exnoaidevong tov  EfBvikov ko Komodiotplokod
Havemotnpiov ABnvov.
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Ewayoy

H évta&n g povoikng oty exmaidevorn modidv
pe mpoPfANuOTO OKONG — KOOOV Kol PapnKowmv
TodlOV — OVTILETOTILETOL ®¢ TOPAdoEn Kot Un
OTOOEKTY] TPOOMTIKY) omd TOAAOVG  €101KOVG
(Zmetoioe & Iatcavi{oémoviog 2000). H otdon
vt Olpopomoleital avaloyo pe To Pabud g
OKOVGTIKTNG ATMAELOGC.

m  debvp  xowdtmra  Su®C,  VIAPYOLV
mopodeiypata mov otnpilovv m 0Oéom OTL 1
OKOVOTIKY] OTMAED, v kol emnpedlel TOAAOVG
TopElG otV aviamTtuEn TOV  KOQOV  ATOR®V,
EVTONTOIG dgv oTeEPEl TN SuvaTOTNTO EVOOYOANGNC
TOVG L€ TN UOVGCIKY, OKOUN KOl GE ETUYYEAUATIKO
eminedo. Qg TPOg TNV KAAMTEYVIKY] dpacTnpldTnTa,
avagépovpe v Evelyn Glennie (2010), yvoot
KOEN oLYYPOV] KpPovuctd, Kot Tov  Signmark
(Marko Vuoriheimo) (2006), didonpo ko@ed Aavod
KOAMTEYV] TNG POT HOLGIKNG. XTOV TOUEN NG
povowkng ekmaidevong, n Wendy Smith (2001),
KOON 00oKAAO KOl LOVGIKOG 1) 1010, 68 Epevvd TNg
10 1998, dwmictwoe 611 610 Hvopévo Baciielo n
HOVGIKY OW0ACoKETOL GE GYOAElD KOQOV Kot
a&lomolgitol €ite VTOOTNPIKTIKA Yiow TNV avarTTLEN
g opMoag eite ®g péco yuyaymyioag. O Paul
Whittaker  (1987), «ko@b6g  UOVOIKOG KoL
KOAMTEYVIKOS O1e00LVTIG TOV UN KEPOOGKOTIKO
copoteiov Music and the Deaf, cuvéfode pe
dpdon Tov GTNV AVATTLEN TOL EVOLUPEPOVTOS TV
dUOKAADY TOV KOPOV uatntdv yio m didackaiio
NG LOVGIKNG GTO GYOAELO.

Emiong, moAhoi povcwkoBepamevtés, Omwc ot
Robbins kot Robbins  (1980) kot o
povcikobepamevtnig kot Aoyobepomevtic Claus
Bang (2008, 2009), tekunpudvovy pe TO £PYO TOVG
TNV OMOTEAEGULOTIKOTNTO TNG KOVGIKNG Oxl HOVO
o Oepomeia, 0AAG KoL OTNV EKTOIOELCT| TOV
KOE®OV atopmv. Ot enl Gelpd €TV €pyaciec Tovg
avESEIEAV TN OTUOVTIKY] GLVEIGPOPA TNG HOVGIKNG
OTNV OAOTAELPT] OVATTTVEN TOV KOQDV OTOUWDV.

Ymv EAAGSa, to pdbnua TG HOVGIKNG GTNnV
EKTTOIOEVOT TOV KOPOV Kol BapNKo®V TadIdV Oev
wpoPrémetor ot0 Awbepatikd Eviweio ITAaicio
poypappdrov Znovdov (AEIIE) (TMoudaymywd
Ivetitovto 2003) kot oto Avaivtikd Ipdypappo
Ymovdwv (AIIX) Ttov Anuotikod Xyoleiov vyio
pobntég pe mpoPAnuate  okong (IToudoywywd
Ivotitovto 2004), ovte ¢ Eexwplotd YVOOTIKO
aviikeipevo, o0Te  péco  amd  UEHOVOUEVEC
dpaotnpotnree. Movo  oto  mloiocw  TOL
vnrayoysiov, oty evotnte «Ilodi, Anuovpyia
kot 'Exppaon» vrdpyel evOEIKTIKG Vo TPOYPOLLLOL
oYe0lOoHoD Kol ovamTuéng  SpaoTNPLOTHTOV
LLOVGIKNG.

OL mpoteg mpoomibele  €QAPUOYNG  €VOC
HLOVGIKOKIVITIKOD TPOYPAULOTOS Yo, HobNnTég e
TpofApaTe akong oty TpmToPfdduie ektaidevon
otV EAMGSa Eexivnoav and v Tpdtn cuyypapia
to 1995, ota miaicln TOV SPUCTNPLOTATOV TOL
YvoAroyov Tovéov kot Kndespdévov oto EOviko

Topopo Kopov (EIK) omv Adhva. To 2000,

EQOPUOCTNKE Ao TNV 1010 £Vl TIAOTIKO TPOYPOLLLLOL
LOVGIKOKIVI|TIKNG Oy®YNS OTO E€W01KO  OMUOTIKO
oyoieio Tov EIK. H a&loAdynom tov mpoypdppotog
£€0e1&e 0Tt avtd elye Betikd amoteAéopoTo OTNV
eKkmaidevon TV  poONTOV KOl OtV TOLOTIKN
avapdaduion g oyxohkng Cong Ov  pobntég
OMEKTNCOV LE TN MHOVGIKH évav  emmpocbeto,
ONUOVTIKO TPOTO EKOPACNG KOU  ETKOWVOVING
(dudvov 2009). H Oetikn  a&loAdynomn Tov
TPOYPAUUATOG OUTOV 0ONYNoE Tn OloiKNoT TOV
oyoAelov oV amoOPAcT vo. To cuveyicel. AT TO
2002 oto Ewdwkd Anpotikd Xyorelo Koodv kot
Boapnkoéwv tov EIK, 10 pdbnuo g HOLGIKAG
eVTAYONKE 6TO OPOLOYIO TPOYPOLLLL TOV GYOAEIOV.
To 2008 to oyolelo vmnydn ot10 Ymovpyeio
Iodeiag, Ao Biov Mdafnong kot @pnokevpdtmv
KoL Yio Tpio xpovia HTay T0 UOVO GYOAEID KOP®OY
oTN XOPO KOG TO OTOi0 TOPElYE EMOMNUA LOVGIKN
ekmaidevon.

Agetpio yoo T Onpovpyion Kot TNV eKTEAECT
TOV TPOYPAUUATOS LOVGIKOKIVITIKNG Oy®YNG NTaV,
OpYIKE, TO  EMOTNUOVIKO  EVOLLPEPOV  TNG
UOVGIKOTOSOY®YOD  (TpMdTNG  GLYYPOEEMG  TOL
napovtog  Gpbpov) kat, akorovBwg, 1 OgTikn
avTomoKplon Kot evBdppuvorn amd Tovg KOLPLOVG
eVOL0peEPOUEVOVE (TO KOPG kol Papnkoo moidid)
Kot otd 10 EEEIBIKEVUEVO TTPOCOTIKO TOL GYOAEIOV.
Q061660, Y10 AOYOLS OUKOVOUIKOVG, O101KNTIKOVS Kot
YEVIKNG EKTOOEVTIKNG TOATIKNG, TO TPOAVaPEPOEY
oyoAeio éxheloe, e amotéeoua, HETOED AAAWY, Va.
SloKOoTEL TO GUYKEKPIUEVO LOVGIKO TTPOYPOLLLLAL.

To mPOYpOULO HOVGIKOKIVNTIKNG Oy®mYNG 7OV
TEPLYPAPETOAL GTNV TOPOVGO UEAETT amOTEAEL €val
TOPASEIYIO UOVCIKNG ekmaidevong podntov pe
TPOPANUATA OKONG, KOl EPAPUOCGTIKE GTO dNUOTIKO
GYOAELD KOPOV Kol PapnkdmV Y10, TO 07oio yiveTan
AOYog Topamdve. ATooKomel Vo, AEITOLPYNGEL MG
£VOLOUO  YI0L TOV TEPOITEP® OYEOIOUO  HOG
MEPLGGOTEPO GUCTNUOTIKNG OO TNV LIEPYOLGCA
omv EALGSa povoikng ekmaidevong yioo dtouo. pe
TPOPA LT OKOTC.

To wpdypappa oyedidotnke pe KHPLO GKOTO Tal
KOEO 7o Vo YVOPIGOLUV TN  HOVLGIKY, VO,
OTOKTNGOLV KIVNTPO Y10 TNV EVOCYOANCT TOVG LE
OUTH] KOl VO EUTAOKOUV EVEPYHN GE HOVOIKEG
dpaGTNPLOTNTEC. Avt n dradtkacio
mpayuotomolninke o€ Eva TepIBArAOV TOL GEPeTan
TG avaykeg kor a&lomolel TG duvatdTnTeg TOV
OOV, He dES0UEVO OTL 1] GLUPOAT] TNG HOVGIKNG
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oTNV OVATTLEN TNG TPOCOTIKOTNTAS TMV TOOIDV
glvol Hovodikny Kot TOAOHopET. XNV Tapodod
gpyacio mopovotdlovtal ot BempnTiKéc apyéc oTig
omoieg Paciotnke To TPOHYPOUUUA, Ol GTOYOL KOl TO
MEGO. TOL TPOYPAUUATOS, KOODG Kol O TPOTOG
a&lohdynong tov podntdv. ToviCetor n cvpPoin
mg modoaywywkng  mpoofyywong  Orff oto
OUYKEKPIUEVO TPOYPOLMO, UG Kol Ol Paocikol
dEoveg TOL TWPOYPAUUOTOS GUVAOOLV  HE  TIG
Bewpnrikéc apyéc g erhocooing Orff kot &yovv
vioBetnbel oty mpa&n ta péca, ol TOdAYWYIKES
TEYVIKES KOl TO. OPYavo. TNG OPYNOTPOS QVTNG TNG
TodaymYIKNG mpocéyywons. Ta amoteléopata amod
TNV EQOPUOYN TOU GUYKEKPLUEVOL TPOYPAMUIOTOS
TPOKELTOL VO, TAPOVGLACTOVV GE EEXOPLETO Gpbpo.

Iepreyépevo TOL TPOYPAUNATOS  NOVGLKO-
KivnTikig ayoyig Carl Orff yio ko@oig kou
Papikoovg podntég

Zoppwvoa, pe to MHabaywywod Ivetitovto (2003: 5):

«Ot yevikol okomol NG OYOMKNG €KmAIdELONG
koG Kol ot ovadvopeveg amd ovTovg o&ieg
npomBovvral PEGO omd TO TEPIEXOUEVO KOl TNV
emkoporoinon ¢  a&dAoyng yvoong, TG
OTAoELS, TIG 0e&lOTNTEG KOl TIG dpacTNPOTNTES
mov avaeépovton oto AEIIIE kot oto AIIE TV
SLPOPOV YVOOTIKDY OVTIKELEVMOVY.

Ka0e AETIIIE Aopfdvel vmoyn Tov TIC avAYKEG TOV
pontdv g TpmTofadag ekmaidevong, ot oroiot
avTihapupdvovial Tov KOGHo UE TIC a1cOneelg Toug
KOLL L€ TIC VONTIKES IKAVOTNTEG TNG NMKING TOVC.

To yvootkd ovtikeilevo 1ng  HOVGOIKNG
yopoktnpiletor  amd  Swbepatikdmre,  EVO
TavTOYPOVO, dSloTtnpel TV ovtovouia Tov.

«H d100gpatikny Tpooéyyion TG yvdoNs TapEEL
OoTOVG MaONTEC pe avamnpieg T duvatdTnTe Vo
ovppetéyovy ot dwdackoiie [...] kot va
pabaivoov péocw twv dvvatothtov tovg [...],
xopig vo anokAeiovtarl amd ) pabnon Adyo g
advvapiog Tovg vo emdoBovv og dpacTnploTTES
evoc  ovykekpiévor  tomov»  (TToudoywykd
Ivotirovto 2003: 8).

>10 AEIIIIX ka1 oto AIIX emonpaivetal, exiong, n
ovayKn oYEO10G OV eEatopukevpévov
EKTOAOEVTIKAOV TPOYPOUUUATOV Y10 TOVG HodNTEG pe
avamnpio, OOTE Vo TPOGOPUOLETAL 1] EKTOLOEVTIKT
TOPEUPACT OTIC OVAYKEC KOl 1O10UTEPOTNTEG TOV
k60e pabnt. Onwog avaeépeTal 6To YeVIKO TANIG1O
tov AEIIE, 1o AEIIIX «d&bs yvootiko)
avTikelévov dlabétel eveMéia, doTE Vo VIEdPYEL M
duvaToOTNTA TPOCAPUOYNG TOV TEPIEXOUEVOL TOV
otav avtd kpivetar avoykaio. Koartafinbnke
npoonabelo, dote M gveMéio, g OeTikd GTOYKEID
KkG0e mPOYPAUUATOG aymYNS, Vo yapoaktnpilel kot
TO TPOYPULLLO TOV TAPOVGIALOVLE.

To mapdv mpOYPALLLLE LOVGIKOKIVITIKYG OY®YTS
Orff PBoocileton oto AEIIX kot oto AIIX ¢
HOVGIKNG Yo To dnpotikd oyoieio (PEK 304B/13-
3-2003), xabfm¢ xal ota Pifiic povoKNAg Yo TO
onuotikd oyoAeio (Biprio Mabntq, Terpadio
Epyocidv, Ko Birio Exmoudevtikon)
(Mowbaywywd Ivotitovto 2010) g yevikng
exnaidevong. 1o AEIIE ¢ Hovoikng otn YeVIKN
ekmaidogvon  mapovcdloviol 0  OKOmOS NG
dwaokaAiiag ToL padnpoTOC, o1 AEoves TOL
YVOGTIKOD TEPIEYOUEVOD, 01 0EIEG, O GTAGELG KOl OL
de&otteg mov mpémel va amoktnBolv amd TOoLg
pantés. Oha avtd akoAovBovvTal GTO TPOYPOLLLOL
OV TOPOVGLALOVLLE.

O polog TOL EKTAOELTIKOD T®V 7AWV HE
mpofAnuata  akong elvar ovvBetog, kabdg o
oYeOGUOC Kal 1 VAomoinom g mopeiog g
dwackaAiag kaBe pobntq oamoitodv vo Anebovv
VIOYT KOl VO GUVUTTOAOYIGTOVV TOAAOL TALPAYOVTES
OT®G: Ol OTOMKEG EKMOIOEVTIKEG OVAYKES TOV
uobnty, TO TWEPLEYOUEVO KoL Ol OTOYOL TOL
ponuoatog, mn  SbepaTIKOTNTO KOl Ol YEVIKEC
ouVvOnKeEG TOL EmMKpATOOV OV TAEN — Yo
TaPAdEYHA, 0 aplOUdg Kot 1) oOVOEGT TG GYOAKNG
T4éng —, xobmdg kot 1 dbeocudTTe ETOTTIKOD
vikoy (Howayoywod Ivotitovto 2004). Qg ek
TOUTOV, GTO GYEOOGUO TNG OOOCKAAING YO TOVG
KOEOHG Ko Baprkoovg pobntég, 0
HOVGIKOTTOOOY®YOG EMAEYEL Kol OLOUOPPAOVEL TO
VA OV TPOocEEPETAL Ao Ta, PIPAic LOVGIKNG TNG
Yevikng ekmaidevone. Ot HOVGIKEG dpaoTNPIOTNTES
OV EMALYOVTOL GOLPMOVA, LE TOVS GTOYOVS Eivan M
ONUOVTIKOTEPT €VOVVY] TOL LOVGIKOTOONYWYOV,
a@o¥ avtég Oo, kateLBHVOVY TOVG HabNTES TPOC TIg
Ostikég eumepieg ko1 ™V OEEAEW. Omd TNV
mapéuPfoon.

Baowkés apyés TOL TPOYPAUNATOS MOVGLKO-
Kivntikng ayoyins Carl Orff yio ko@ods ko
Papikoovg podnrtég

Kd&0e oyedroopdg mpoypapotog LOVGIKOKIVITIKTG
ayoyng otnpiletar oe Bewpntikéc apyég mov Exouvv
SOITVTTOCEL  GNUOVTIKEC UOPQEC NG GOYYPOVNG
TOWAYOYIKNG  EMOTAUNG.  XT0  TPOYPOULO
LOVGTKOKIVITIKNG aYOYNG Orff TOL
mapovctalovpe, Aapufavetol vadyn ot ot uabntég
S10VOOLV TO GTAJO TV GLYKEKPLUEVMV VOTTIKOV
depyociov  (7°-11°  éroc  mepimov), OMWC 1O
dwrtonwoe o Jean Piaget (1967). To moudi
YPNOLLOTOLEL TIG AOYIKEG VONTIKEG dlEPYaoies Yol va,
OKEMTETOL Y10, TO OVTIKEIPEVA, v TO. TaSVopel Kot
va avtihoupavetot tic petald toug oyéoels. Kotd
tov Piaget, o avOpwmog opyavadvel avbdpunta Tig
EVEPYEEG TOL KOl TIG OKEWYELS TOVL, Ol OMOIEC
PBpiokovton oe o ovveyn — OSadikaocio
gficoppomnong pe 10 gpebiopata  TOL
nepPdAlovtog kot to avtikeipeva g yvoons. Ot
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dradkaciec mov yopaktnpilovv auth T AgrTovpyia
glvar M agopoioon Kot 1 ovupdpewon. H
TPOGOPUOYN TOL avBpdmov oto TePPEALOV, MG
OMOTEAECUO. NG OQopoimong kot g
CUUHOPPOOTS, BpiokeTal atn PACT TG YVOCTIKNG
avamTuéNG ToV.

Eriong, 610 TapoOv TPOYPOLLLLOL
MLOVGIKOKIVI|TIKNG 0y®YNS, AUPAvOVTAL DVITOYN Kot
ot 0éoeig tov Jerome Bruner (1960) ywo to
OYEOOGHO TMV OVOAVLTIKOV Tpoypappdtov. «Eva
pnabnuo umopei vo, dwoybel amoteAecpoTiKG oF
omolodnmote moudl, doyera amd TO OTAOIO TNG
avanTuéng tov, apkel va ypnoomombei 1 yAdooo
7oL ovtd KotohaPaivery (Kacowtakng & drovprg
1981: 126). O ddokorog opeilel vo O10GCKEL TO
pofnt) tov 6nwg o padnmg avtilopPaveror tov
Kdopo Kot T yAdoca tov. Emopévmg, ta yvootikd
avTikelipeva TpEmel vo. Tapovcslalovtol Pe TPOTO
amAd Kot ocvpPatd pe TIC poONolOKES  TOL
duvatotnteg. O omelPpoedng TPOTOS OOACKOALNG
mg VANG, onAadn m mopein amd TO OAWAO GTO
ovvbeto, OmwG eQopuoleTor oNuepO Omd  TO
AEIIIE kot to ALY, givon mpdtaon Tov Bruner. To
OTELPOELDEG TTPOYpappo otpiletar ot d1000) KN
avamtuén Oepdtov Kol EVVOLOV GE OLOPOPETIKG
oyohkd emineda. O pobntig pobaiver v amin
pHopen evog BEHOTOC Kol EMAVEPYETOL OE TLO
obvheTo Ko TPpOY®PNHEVO eTimedo, eupfadivoviag
oto 1010 Bépo kol o&lomoumvtag To OPEAOS NG
EMOVAANYTG.

nuovtikn  ouuPorn  oto  oxedlloud  TOL
TOPOVTOG TPOYPAUUATOG lye Kot 1 Oempio Tov Lev
Vygotsky (1997), o omoiog vmoypaupice tnv
oAANAETIOpOOT TOV PlOoAoYKOD [E TO KOWMVIKO-
moATIoKO ototyeio. H avamruén mpoodiopiletan
oL poévov amd Proyevetikohg TapdyovTes, aAld Kot
and T0 TOMTICUIKO TmepPdAlov. Emopévog,
avayvopiletar 1 pueyoln  onuocic g
exmadevtikng mopéuPaocnc. O Vygotsky ovouooe
TOV EKTOUOELTIKO «OLEVKOAVVTN TNG Habnomneo» ko
TOVIoE TNV EMOPAON TOV GLVOUNMK®V G
puabnon. Emonuove, axdun, tn onupacio tng
YADOOOG Yo TNV avATTLEN TNG OKEYNGS, KOOMG Kot
70 POLO TOL TALYVIOOL GTNV AVATTLEN TOL TALSLOV.
Olec avtéc ol Béoeig Aapfdvovtal vroyn Kot
0&10moovVIOL 0TO GYESGUO KOl OTNV EKTEAEOM
TOV TTPOYPAUUOTOG LOVGIKOKIVITIKNG aymyNg Orft.

Amd ™ Bewpia tov David Ausubel (1968), to
mopov Tpoypappa vobetel ™ Pacikn apyn g
«TPOOJEVTIKNG OLOPOPOTOINCTG» OV APOPE TN
oK TIKN-padnotlakn dadikacio. ZOUE®VO Ue TV
apyn avt, 0 OAoKOAOG JOACKEL TPOTA TIC TLO
YEVIKEG KOl TEPLEKTIKEG €vvoleg Kabe pabnportog
Kol 0KOAOLOOUV Ol ALYOTEPO TEPIEKTIKEG KOl Ol
OUYKEKPIUEVEG TANpoeopiec. H apyn yw v
opybvworn tng VANG evog Habnuotoc, Kotd Ttov
Ausubel, givor 1 «oloxAnpopévn cvoyétion TV
EMUEPOVC OTOLYEIDV TNG», TOV oNUAivel OTL 01 VEEG

YVOGELS TPEMEL VAL GLOYETILOVTOL TOGO HETAED TOVG
000 KOl LLE TIC TPONYOVLEVES YVAOOCELS, £TGL DOTE VO,
TPOKLTTEL £VOL eviaio oOvolo. Katd tn 0100KTIKY
wpaén, o Ausubel (1960) mpoteiver va
YPTCULOTOLOVUE TOV «TPOKATABOAKO OpYyOvOTHY,
miadn  éva  ecayoywd  keipevo-08épa, o
TopAdEY IO oL TEPIANYM 1 £va, TparyoDdt, Tov divel
vV guKopio 6To pobnty va SlopopeaOcEL €val
mAOiCl0  OYETIKO pE TN OaoKoAo mov  Oa
axolovOnoet kot vo gowkelwbel pe T £vvoleg Tov
panpatog (Kacsomtdkng & ®iovpng 1981). Avtn
n mpdtaon tov Ausubel viobeteitar otov mOpoOV
TPOYPOLLLLOL.

0O KOTOAANAOG  TPOYPOUUOTIOHOG NG
SWaokoAiag pe TNV TPOCOPUOYN TNng VANG oTo
emimedo tov pabnty eival, katd tov Robert Gagné
(1965), mpoimdBeon yo amoteleopatikyy padnon.
H véa pdbnon owodopeitor 7maveo  otnv
TPONYOVUEVT] €UTEPiOL KOt YvAdOoTN TOL podntn.
Ortav dev €xel apopolwbel n Tponyoduevn yvoon,
eupaviCovton  pobnowoxd  keva. O Gagné
vrootnPle OTL OAOL o1 podnTé eivar og Béom va
péBovv Gtav dev vmdpyelt vonrTikd TPOPANUOL.
Aw@opomoteitar 0 puOUdg Kol 0 TPOTOG LE TOV
omoio pobaivel o kébe avOpwmog (Kacowtakng &
®lovpng 1981). Avtéc ot Paocwkés apyés g
Oewplag tov Gagné oa&lomoobvtar 6t0  TAPOHV
TPOYPOLLLLLOL.

H avagopd otig Beopntikég apyég otig omoieg
ompiletart  TO  TEPLYPAPOUEVO  TPOYPOLLLLOL
mePAaUPavel Kol BOCIKES WYUYOVAAVTIKEG ATTOWELG
Yl TN ONUOGio TOL TaLVISOD GTNV avAarTvén TO
nondod. Kord tov Donald Winnicott (1971), to
mayviol elvar pia dSmuovpytkn epmepio. Kdaver v
EUEAVICT TOL amd Vv apyn g (NG Kol maipvel
duapopeg popeég oty mopeia g avantuéng. To
petafotikd  avtikeipevo kol to  petofatikd
avopevo epeoviCetolr 6to mpdto £€1og TG NG
GTO JUVNTIKO YDPO:

«O  duvnTIKOG YDPOC TPOCPEPEL  AMEPAVTES
duvatdmteg avantuéng kot dnpovpyiog [...J.
Y10 ydpo oawtdv, eueoviovior apywd Ta
petafatikd  avtikeipeva kol to  PETOPOTIKA
Qowoueva, OopyoTEPE  TO  TOLVIOL KOl 1)
dnuovpyia Kat, 6€ TEAKN 0vAAVOT|, OlKodoEITAL
0 TOMTIOUOG: Ol EMOTNAUES, Ol TEXVES, M
oocopia, mn Opnokela. I ovtd wor o
Winniccott (1971) ovouale ovtd 10 dSvvnTiKO
¥®po Ttomobecio TG TOMTIGUIKNG EUTEPLOC.
Kdétow amd evvoikég ovvOnkeg, kabe yevid
“railer” pe Ta avtikeipevo og pia Tpocmdbelo vo
Bpet Tov moArtiopnd oy (Fadavakn 2003: 24).

To moyvidy, Aowov, €xet a&io wxor givor oty
EVYEPELN TOV TAUOUY®YOD VO dDGEL TN duvaTOTITA
0T0 TTodl VO OVOKOADYEL TOV €0LTO TOV KOl TO
nepPdAlov (PuoIKd Kol KOWVOVIKO) HEGO OO TO
moyviol.  AMowote, Olec  or  OewmpnTikég
TPOoEYYIGEIS amodéyovial T0 omovdaio poAo Tov
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TOYVIOWOD  GTN  YVOOTIKY, WYUYOKWWNTIKY KOl
KOW®OVIKOGUVOICONUOTIKT OvATTTUEN TOL TOd100
(Apbrog & Mmiviag 2009). Xto mapdv TPOYPOLLLLL
OAEG Ol HOVGIKEG dpaoTNploOTNTEG Elval Tayviola,
OV  J1EVKOADVOVY T0 Todl (ave&dpnta omd Tig
Omoleg AKOVGTIKEG dvvaTOTNTEG TOV) va {f|oEL GTO
dUVNTIKO YOPO UE TIC OMEPOVTEG OVLVOTOTNTEC
dnuovpyiog Tov AVTOC TPOSPEPEL, OVCLUCTIKA VO
yvopicel Tov avlpdTIVO TOATIGHO Kot — yiatl Oyl
— va GUUPAAEL GE ALTOV.

‘Evag Pacwkdg mapdyoviog mov €xer AnebOel
VROYN OTNV EKTOVNGN GUTOD TOL TPOYPALLOTOG
Kol 0Qopd YEVIKA oTn Odackoiio KOEOV Kot
Bapnkodéov givar 1 YAd®coco emtkovaviog, 1 omoia
amorteiton vo eivon 1 EAAnvikn Nonpotikn F'Aocca
(ENI'). H oyxohxny povada omv  omoia
EQOPUOOTNKE TO &V  Ady® mpoOypoppo  giyxe
vioBetioer omd 10 1984 v ok uébodo
EMKOWOVIOG. ZOUPOVE UE oVTN, YPNOUYLOTOLEiTOL
KkdOe duvarr] diodog TPOGANYNG TG TANPOPOpPiag.
O podntéc eméyovy kabe otiyun pue moto Tpdmo
0o TpocAdfovv Kot Bo HETAOMOOVY TA UNVOUOTA
touG. O ddokarog ypnowonotel kvping EAAnvikd
pe vonuata kat tnv ENI, dnAadn tnv optiio Kot To
duKTLAIKO aApapnto. ‘Etol, o pobntg éxer
duvatodtnTa. vo KOVEL YEAeavayvmon Kol va
YPNOUYLOTO|GEL TO VTOAEPUPOATA TNG OKONG TOV
mopdAAnAa pe v ENI. Mmopei va vonuorticst, vo
yphwer pe 1O SaKTLAMKO OAQAPNTO, OAAG Vo
YPNOUYLOTO|CEL KOl TNV OUAOVUEVY]  EAANVIKN
vAdooa. Ta televtaio ¥povia €yel EMIKPATAGEL M)
diyAmoon eKTOIdEVTIKN TPOCEYYIoT OTA GTOUN WE
npoPAnuata axone. ['vopilovtag 1o 6@elog avtig
NG MPOGEYYIONG, OTO TAPOVGLOLOUEVO TPOYPOLLLLLOL
d00nKe 1Wwitepn éupaon ot ypnon g ENI. Ta
KOEA modld eivor amopoitmto va €xouvv  €va
mobo  yAwoowod  mepipdAlov kol owTo
emrvyydvetor kot pe v ENI. Emopévoc, eivon
omapaitmty n  yvoon ¢ ENI' and 10
povowonadaywyd. EEdAlov, avth gival | yAdoca
OV YPNCOTOLEITAL GTO, VONUOTIKE Tpayohota, pio
TPOTOHYVOPN EUTEIPIR KO Y10 TOVG OKOVOVTEG. X TN
VOTNUOTIKT EIGAYOVTOL KOl Ol LLOVGIKEG EVVOLES KOL T
Lovaikn oporoyia apyotepa (Oiidvov 2009).

H Swo0gpatikn) d1060v3e0n TG LOVGIKNG HE TO
Ao pobnuoto tov AIIX divel éva emumAdéov vonua
GTNV OVAYKY] HOLGIKNG ay®YNS TOV KOEOV Kol
Boprikowv madidv. Ot Paocwkég  dabepotikég
€Vvoleg GTO TPOYPOUUIO HOVGIKOKIVINTIKNG OY®OYNG
Orff npooeyyilovtan HOVGIKOKIVITIKGL,
TPOCPEPOVTOC UL EVOLUPEPOVCH OTLTIKN GTO KOPE,
kot Papnkoo modid kot epmiovtilovrag  TO
TEPLEYOUEVO TAOV  YVOOTIKAOV OVTIKEYWEVOV  TOV
ATIX.

To mpdypoppe povoikokivnTikng aywyng Orff
OV TTEPLYPAPETOL £XEL Propatkd yapoktipa. Afvel
éupacn ot Jwdikacio Tng pabnong kot o
Todayyds €xel 0 pOAO TOL gpyvymt. Eivot

TOPEUPOTICO TPOYPOLLLO, YIOTI OTOCKOTEL Kol GTNV
OVTILETOTION TOV  WOHTEpOV  avOyKAOV — TOV
padntaov oy dpbpwaon, v opAia, T ypon TV
VTOAEWUATOV TNG OKONG KOl OTNV ovATTLEN NG
YA®OGOG. Méow NG evaoyOANCNG LE TN MOVGIKY
Kot pEcm g Kivnong, o modaywydg Tapéyel ot
ool Evo 0oQOAEG, dounmuEVO Kal TOLTOYPOVA
dveto mepPdAlov, dote o Toudd va mailovv, va
EMKOWVMOVOLV Kot va exppdlovior aficcta kot
avbopunra.

2TOX0L TOV TPOYPAUNOTOS MOVGLKOKIVITIKIG
ayoyfig Carl Orff o ko@ovg kol Papikoovg
padntég

Tloté poveixn awo uovy g, aAla
OVVOEOEUEVN e TO OO, TNV KIVIOT, TO
xopo. Movoikh Oyt yio. axpooon, oALG
UOVGIKI] TOV OTOKTA VOHUO. UOVO OV
OVUUETEYEIS UECTL THG.

Carl Orff

H nmpotn emagn pe tn povowkn esivor wdaitepa
ONUOVTIKN Y10 TO KOEA Kot Baprjkoa Toidid, apov
TIG TTEPIGGOTEPES POPES OVTO EYOVV Alyo, LOLGIKE
PBiopata, dev €xovv maiel pe povoikd dpyova Kot
dgv €YOVV CULUUETACYEL OE GYEOIGUEVT] LOVGIKN
dpacTNPLOTNTO. XTO VNTOY®YEID KOl OTIG TPATES
Té&elg tov dnuotTikoh oyoAeiov, TO KOEA Kol
Bapnioa modid apyilovv va Sapopedvovy
G6TAOT TOVG AMEVAVTL GTI] LOVGIKY, KO Ol EUTELPIES
OVTAG TNG TPOYPOUUATIGUEVIC KOl OPYOVAOUEVNG
HOVGIKNG ay®@yNg eival KaBoploTikig onpaciog.

Avt n Widlovoa Katdotaon emeoptilel pe
wpochetn €vbivn kabe €dIKd Tov embuuel va
mopéuPer  ywoo va  leoydyst  To ool UE
TPOPANUOTA OKONG OTOV KOGUO 1TNG HOVGIKNG.
[potopykds ckomdg, Aomodv, TOL TPOYPAUATOS
povoikokwvntikng ayoyng Orff  eivon, Omog
ekppaletor amd to AEIIE g povowkng, «n
a1oOnTiK amdAavon Katd TNV aKpOUoT|, EKTEAEON
Kol OMUIOVPYIDL UOVCIKNG ®F WOC Omd  TIg
EKONADOEL;  KOAMMTEYVIKNG  €KOPUONG Kot
dnuovpywotraey (Mowaywykd Ivetitovto 2003:
337). Ot empépovg oTdYOL TOV TPOYPAUUOTOS TTOV
npoteivovpue, pe Pacn to AIIY kot pe KOTOAANAN
TPOTOTOINGT MOTE VO VAPYEL GEROCUOS TPOG TNV
1010UTEPOTNTA KOL TN SLOPOPETIKOTNTO TOV KOPDV
Kot Papnkowv padntav, givol ot axoéiovdot:

1. Na aoxnBobdv ot pabntég mate v, Tpoyovdovv
YPNOLOTOIDOVTIOS T  QOVI] TOLG KOl TN
VONUATIKT YADGGO GOUPOVO UE TIG SUVATOTNTEG
TOVG,

2. No avortoovv TV 0KOLGTIKT TOVG KOVOTNTA.

3. No xotavoncovv Paocikd otoyeio kol Pacikéc
£VVOLEG TOV MOV Kal TNg Oempiog TG LOVGTKNG.
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4. No éABovuv og ema@n HE TN VEOEAANVIKY|
LOVGIKT TOPpAoos.

5. No avartoouv T1g HOVGIKEG KOVOTNTEG TOVG
oTovg aKkOAovOovg Tpelg GEoveg: ektéleom,
dnuovpyia Kol LOLGIKT 0KPOAGT.

6. No cvveldntomomoouvy T oyéon g HOVGIKNG
UE TIG GAAEG TEXVEC KOL UE TO GAAD YVOOTIKA
OVTIKEIPEVA TOV O1046KOVTAL GTO GYOAED.

7. No ovarthéovv pECHO NG HOVLGIKNG TVEVLUQ
cuvepyaciog, vmevBuvotnrag, meapylog Kot
EMKOWMVIOG, OTOLEIL TOL OLEVKOAVVOUY TNV
KOW®VIKOTOINGT TOVG.

8. Ocov apopd Tovg 6TOHYOVG 6T SLAPOPO ETITEDAL
avATTLENG TOV TA1OVY, 1 TaPEUPACT] GTOYEVEL:
(0) o10 Yvootkd emimedo, otV  avamTuén
LOUCIK®OV KOl  KWNTIKOV  IKOVOTTOV, TNV
avantuén YAdoocog kol OpAMOG KoL oTNV
OTOKTNON TPOYUOTOAOYIKOV YVDGEDMV GTA
EMUEPOVG YVOOTIKG ovTikeipeve (LY. HEAETN
nepidilovtog, 1otopion  k.&.), (B) oto
YOYOKIVNTIKO  €MmEd0, OV OVTIANYM TOL
OYNUOTOC KOl TV AEITOVPYIDY TOV GOUOTOC,
TNV OMTIKN KOl OKOVGTIKY ovTinym, v
avTiAnyn Tov ¥OPOL, TNV 0PYAVHOCT] GTO YMPO-
YPOVO KOl GTO GUVOAIKO GLYYPOVIGUO, Kot (V)
0T0 KOW@VIKocuvosOnuatikd eninedo, otnv
avAmTLEN  KOW®VIKOTNTOG, TNV omdKINon N
gvioyvon 1oL  aVTOCLVOIGHNUOTOC KOl TNg
OVTOEIKOVAG, TNV evBdppuven TG avaAnyng
TPOTOPOLAM®Y, GTNV Yuyoywyio Kot Tn xopd
amd TNV TPOCOTIKA Kol TN  GLAAOYIKN
dnuovpyia.

Etvar epoavég 6t1 to Tpoypapplo LLOVGIKOKIVITIKNIG
aywyng Orff dev eotialetan OVo 6TOVG YVOGTIKOVG
OTOYOVG, OTMG TOAAG TPOYPAUUOTO «CUUPATIKNAC
exmaidevong. Eivar amd ™ @von tov cuvovaotikd
KoL EMOUDKEL TNV EMTEVEN 0TOYWOV GE dVO emMinedo,
To akOAovOa:

1. Avéoeidn «or  vmoothpiln  eEEIdIKEVUEVOV
OTOYOV TNG EKMOIOELONG TOV KOOV Kot
Boprkowv TodIdY, ¥PNOT TOV VTOAEUUATOV
OKONG, OVATVELGTIKY ovamtusn, PeAtioon tng
apBpwone, ¢ optMag, TG YAMGOOS Kol TOL
GUVTOVIGLOV TOV KIV|GEMV.

2. Zvoyétion KOl TOVTOXPOVN TPYUOTOTOINoN
OTOYMOV OTOVG TPES TPOavVOPEPHEVTEG TOLEIG:
YVOOTIKO,  WOYOKWVNTIKO KOl  KOW®VIKO-
ovvalsOnuatiko (Pridvov 2002).

e avtd TO TPOYPUULE, 1] LOVGIKN GUVILALETAL UE
kivnon,  A0Yy0 Kol VONUOTIKA  YADGCOO,
npoceépovTag mowkila epebdicuarta. ‘Eva mAovoio
OKOVOTIKO  TEPIPAMAOV  UETAPEPEL OTO  CMUA
TOAUIKEG dovioelg Kot vrootnpileton amd OmTIKY
KOl KNtk Opdor. X& oauth TN Onuovpykn,
yohopn oTpudéceopo, 1M @oVRA, 0 AOYOC TOL

ouvodebel T dpactnplotnTo expépetar afiacta,
gmruyYdvetal pvOKOS GLVIOVIGHOC KOl  TO
omotéAecpa  evBoppovel  Tovg  pobnTéG va
EKPPACOVY TOV YOYIKO TOVG KOGUO HE OAEC TIC
a160ncelg TOVG. AVTH 1| GLYKEVIPMOTIKY, OMOTIKN
mpocéyylon avkdvel v TpoKANon Yo pabnon ko
EMKOWVOViaL.

Emedn 1 povoikonadoywytky TpocEyyion Tov
Carl Orff Bpioxel oe peydro Pabud epoppoyr ce
oVTO T0 TPOYPUUUO LOVGIKOKIVITIKNG OY®OYTG TMV
KOOV Kol BopnKonv woudldyv, TEPTYPUPOVUE
OpEcmS TopakdTe Pootkéc Bempntikég apyés Kot
TOUdAYWYIKEG TEYVIKES TG Ttpocéyyiong tov Orff-
Schulwerk, ot onoieg evtdcoovtal ot @rlocoeio
KOl TOV TOPOVTOG TTPOYPALLLLATOC.

Avtipetonilovtag tov GvBpomo ®g chvoro
COUOTIKO, TVELHOTIKO KOLYVYLIKO, TO TOLOY®OYIKO
épyo tov Orff &yel kbplo o16X0 TV OAOKANp®OT
MG TPOCHOMKOTNTOG TOV avBp®OTOL Kol TOV
gumhovtiopd G (NG Tov péca amd TV avamTuén
™m¢ éuevtng povokdtrog (Frazee 1987- Matév
1986° dwiavov 2002). H éugutn povotkdtTro
GUVOEETOL HE TNV KavoOTNTA TOL avOpdTOL Vo
avTidpd, omd v apyn g CoNg Tov, UE PLGTKS Kot
gvepyd TpOMO  ©TO0  AKOLGUO TNG  MOVGIKNG
(Trevarthen 2009) ka1 dgv el oo HE TO OPYOVO
TG aKong:

«H povowodmta etvar n wkovoTo Kamwolov vo
dwtnpei, vo avayvopiletl kot va mwapdysl nynTikd
potifa katl vo to cvoyetilel pe cvvaicOnuata,
aAAG kot GAAec eupmepiec. Omwodnimote 1
povokdTTa dev givol KATL OV KOTOWKEl oTa
avtid. Katowel oto vov. H povowdtnra eivon
MEPIGCOTEPO o OEOTNTA TOL VOU TaPd 1)
wKavotnta Kamowov v akovew (Robbins &
Robbins 1980: 22).

Avtéc o1 Béoelg elval oNUOVTIKEG KOl OTOTEAOVV
Pacwég  apyés oto  oxedoud  ovTov  TOL
TPOYPALUUATOS  HOVGIKOKIVITIKNG — ay®yNg Yo
KOPOVG Ko foprikoovg pobntéc.

O Carl Orff, éovrag vmoyn TOL OVTH TNV
€yyevi Kavotnta tov avlpmmov, £Bece Tig Pdoeig
Yoo T «otoryewkn povokny (elemental music),
€0TIALOVTOG 0T TPWOTOYEV GTOLYEID TG HOVGIKNC,
¢ Kivnong kot tov Adyov. H mpocéyyion Orff €yxet
TOAVHOPPIKT S1ACGTUCT), POV KATO TNV EQPUPLOYN
TOV ponudTov povotkokvntikig aymyng Orff ot
TEYVEC EVOTOL0VVTAL Ko wapepPaivouy n pic otnv
GAAN divovtag éva olokinpopévo amotéiespo. H
EVAOYOANON UE TIG OLOQOPETIKEG LOPPEG TEYVNG,
omwg 0 Adyog (meog, pLOUIKOE, UEAICUOTIKOC), T
dMUovpyIk” Kivnomn Kot 0 yopog, 1 dPALOTOTOINGT
N Ol EIKOCTIKEG AVAPOPES, diVEL TNV gvKaLpia. GTOVG
GUUUETEYOVTEG VO  OVATTOGGOVTOL TOAVTAEVPAL.
Avt v emidpacn ovadelkvoesl katl 1 Oswpia g
moAlOTTA)G  vonpoovvng  tov  Gardner  (BA.
Koaoowtakng & ®rovpnig 2003). Qg ex tovTov, GTO
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TPOYPOUUUO  LOVGIKOKIVNTIKNG  aywyng Orff yu
KOEOVC kot Papnkoovg upadntég odiveton oTO
pafnT 1 SuvVaTOTNTA EKPPACTG KOl EMKOVOVING
péEco amd TOANATAEG EVOANOKTIKEG 000VG KOL WE
o mopeio. amd TO amAd KoL YVOOTO TPOG TLO
ovvBeteg OpaoTNPLOTNTEG.

To mapbév 7wpoypoppo £€xel viobenoel TIg
TOOAYOYIKEG TEYVIKEG TTOL TPOTEIVEL 1] TPOGEYYION
Orff, diodn ™ pipnon, v eEepegvvnon,
onuewypoeiocc kot  tov  avtooyxedacpo. Ot
mEPOaTIcpol apyilovv He TPpOTO OPYOVO TO GMLLOL
Kot T ewvh. Emiong, ta Opyava g opynotpog
Orff kot To povokd vAKO (ostinati, pedal 1) bordun,
descant Kol TEVTOTOVIKES, OOTOVIKEG KOl OTOVIKEG
KMUOKEG) OV YPNOUYOTOLEITAL OTNV TPOCEYYIoN
Orff éyovv KOpra BEom 6€ AVTO TO TPOYPOLLLLLOL.

Ot mpotdoeig g Gertrud Orff — cvlbyov ToL
Carl Orff xot povcikoBepoamedTplag, m omoic
gpydomnke pe poOnTéG pe mpoPAnpato okong —
YPNOiLELGOY 1d10iTEPE GTO OYEOGUO Kol  OTNV
epopuoyn tov mopdvtog mpoypdupatos. Mo ta
moowd pe mpoPAnuoatoa axong, m Gertrud Orff
(1980) mpoteivet £€va TAOVGIO OE  OKOVLOTIKA
epebiopato  mepipdrrov, mov  Ouwg  Oa
vrootnpileTon and ontikd pésa. H coppetoyn oty
ouado dlvet Avom oty amopudvmon oty omoio
Bpioketar 10 KOPO TOdl AGY® TNG EMUCOIVOVIOKNG
duokoAiag Tov Kot evBapplhvel T cvupetoyn tov. H
KWYNTIKNY avTidopaon He To yTOmo evOg TOUTAVOL, TO
TEPTATNLA [LE TN GLVOOEID EVOG TPLYDVOL, OGYETMS
€qv givol okovotd, divovy TNV gvkKopio 6To Toudi
v cuppeToy. O pabnThg dev 0KOVEL AmOPOLTTO.
LE TO aVTLY TOV, OARG VIODEL e TO COO TOV TOVG
Nyove. Me ta pdtia tov avtiotofuilel katd kKamolo
poémo v akovotiky andieioe. H Gertrud Orff
(1980) mpoteiver, 6tav 0 pabnthig emtdyel pa
OpaoTNPOTNTO, VO TOPUUEIVEL GE ATV, Kol O
ddokahog vo Tov divel evkoupio vo emm@eieiton
00 TIC ETOVOANYELC.

Ta 6pyava etvar dvvatdv vo moybovv pe évav
TPO-UEADIIKO TPOTO, ONAdN Yopic HEA®OIKN
Hopoen, Kol e €vav Tpo-pubuikd tpomo, dniadn
Yopic ewdwod povdud. Avtd eivor éva  ompeio
ekkivnong g Oepamevtikig mpoocéyyong Orff,
xopig mv avaykn AEKTIKNG/YA®OGIKNG
EMKOWOVING, YOpig Kovoves, He TNV EEXY®PIOTN
pLOK” dopn| Kot VTacT Tov TO 1010 TO Tl £xel
avaykn. Me avtév tov tpdmo, evBoppiveTon M
embupio TOV TOOUDV Y10 GUUUETOYT KOl KOWVOVIKN
aAAnienidpaon (G. Orff 1980).

«H vonuotikny €xet €kgpaom kot ybpn. H
LOVGIKY emiong EXEL EKEPACT, SVVOUN KoL Yapd Kot
npoonofodpe va To @épovpe poli, ®ote va
eTidEovpe €vo PEGO KOAMTEYVIKNG £KQPOGCTG TOL
elvar povadikd», avapéper n Payne (1986: 29),
d0oKAAO GE OYOAElD KMP®MOV. AV KOl 1 OTMOAEL
aKoNg OETEL TEPIOPIGUOVG OTO TMG EVA KOPO Todi

OVOTTOOOETAL POVGIKA, 0V €lval UmOSI0 Yo TNV
EUEVTY OVAYKT) VO TPOYOLOA TTapEa. e GAAOVC,.

«To mepBdArov pmopel va avtictaduicst pe
Siipopovg  TPOMOVG TNV OMMOAEWL  OTIG
AVTIMTTIKEG TANPOPOPIES, Yo TapAdelypa, Ue
TEYVOAOYIKG Pondnuoto, pe ) cvuforn tov
ONUOVTIKOV OGAA®V, pHe KaOnpepvd HOVLOIKE
epebicpota. To  tpoyovdt  opeiket  va
avTipeToOnileTol ¢ pa oMoTIKY dpactnplotTTa
OV GLVOEEL TNV KOWOVIKN-cuvalsOnpatikny {on
e tig epmelpiegy (Yennari 2010: 294).

Méoa TOV TPOYPAUNETOS HOVGLKOKIVITIKIG
ayoyfig Carl Orff o ko@ovg kol Papikoovg
padntéc

Ye yevikég YPOUMES, M MOLOKN, M Kivnom, TO
TPOyoldl, 1 0KpOOoN Kol 1 (PNON HOLGIKAOV
opyavov givor ta HEGO NG  LOVGIKOKIVITIKNG
aywyng, OTmg meptypdpovtat omd tov Carl Orff (BA.
Avtovakakng  1996). EmmpocBétwmc,  diveran
éupaorn ot Popatikn pabnon, n omoio givon
amopoitnTn vy éva modi mov poMc Eekwva v
EMOPN TOV pE TN HOVGIKY]. AvTr givor TAéov 1) Béon
TV meplocdtepov EAAMveV povcikomaidaymydy
(ywo. mapdderyua PAéne Kapadniuov-Atdtoov 1996

Xépyn 2003).
[No va emrtdyer tOLE O©TOYOVG TOL, TO
TPOTEVOUEVO TPOYPOLLLLLOL LLOVGIKOKIVI TIKNG

ayoyng Orff yio pantéc e mpoPAnupoata okong
ypnowonotel to  okdiovBa péca, To  omoia
TEPLYPAPOVTOL TO OVOALTIKO OUECMG TAPOKATH
(emiong PAéme dumavov 2002):

POVN — AOYOG — TPOyoudt,

Kktvnon Kot yopoc,

nyoictopieg — dpapoTonoinom,

HOVLGIKTN aKkpdaoT,

TEYVIKT KOl EKTEAECT LOVOIKMDY OPYAvVAV,
LOVLGIKT YPOOY| KOl 0OVEYyV®OT).

o~ E

1. dwvij — Adyos — Tpayoiol

H yAdooa givar évog Epeutog pnyavicpog Kot ivo
BéParo 611, 6tav VEGPYEL TO YAOCOIKO TEPPAALOV,
o KOEA 7Toudld EYOvv TNV TAGH Vo avamtOEovy
vAoooa (Kovpumétne & XatlomovAov 2010). Ot
KoEoi dev PAovv Kabapd emedn dev aKobve TNV
optlovpevny yAmooa, ov Kot 1 AoyoBepomein
amotelel faciKn TEPLOYN TNG EKTOIOEVONG TOVG,.

H omdktnon yimoocog omnd to KO Todud
axolovbel avomrvélokn mopeion opipavong g
YADGGOG avTioToyn HE QLT TOL TopaTnpEiTton
oT0L.  OKOVOVTO Toudld, kot e&optdtol amd TO
neplpdAlov 610 omoio pEYOADVOLV (T.Y. KOO
MO0 KOPOV YOvE®V), &V 1M omdKINoN NG
opAiag oyetiCetar pe to Pobud TG AKOVOTIKNG
andiewng (Hatzopoulou 2008). Ta wpo-yAwooikd
KOEA Todld, 6 cUYKPIOTN LE TO aKOVOVTO, TOLdLd,
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mapovctdlovy kabvoTtépnon 4-5 ETOV ©G TPOG TNV
avamtoén g oudog (Kovpumétmg &
Xatfomoviov 2010). Emopévme, avti cvvieleiton
Kot TNV €600 Tov Todh GTO  GYOAIKO
mepPdAlov.

To mpdypoppa povoikokvntikng aywyng Orff
elvar dvuvotov vo cupfdrer Betikd otov TOpén
aVATTLENG, APYIKA TNG YADGGUS, OTMG EEGALOL Kot
OTO OKOVOVTO T, EVA TAVTOYPOVA TPOKOAEITOL
N xpnon mg eovng péoa  amd  JbpopEeSg
MOVGIKOKIVITIKEG dpaotnpiotnteg. Ot Darrow kot
Starmer (1986) peAétnoav to OMOTEAEGUOTO TOV
TpOyoudlov Kot tng €£AoKnong g e®vAg oTo
POVNTIKO TOVO TOV TOOIMV LE TPOPANLOT OKONG,.
To amoteAéopoto TG dovAeldg tv Darrow kot
Starmer £6ei&av mog N eeVNTIKY e&doknon péca
OO TN HOLGIKY] Y1 £val O1AGTNILO OKTD £fOOUAd®V
avéavel ) eovntikn éktacn (Silvestre & Valero
2005).

210 TOPOV TPOYPApUA, TO KOO Kot Poprkoa
o0 mpokaAovvTal Vo €EEPELVGOLY KOl VO
MEPOLATIOTOVY  UE TN  QOVI] TOLG, VO TNV
amelevBepdoovy, va Vv  eAéyEouv Kol va
EKQPOCTOVV YMPIC TIC AmUITNOELS TG YA®GGac. Na
BuOGOLV TIG HOLGIKEG €VVOLEC UE TN ¥PNOM €VOG
LLOVGLKOD 0pYAVOL OV VIAPYEL GTO CAUN TOVG. X€
oavtd 10 onuelo, o pvBukdg Adyog  ToL
ypnowomnotet o Orff Ppioker v mo oeEéun
epappoyr] tov. O pvBudg g owAiag elvar pa
pLOKY Kivnon v opydvav Tov AdYov, 0TS M
OVOTVOT], 1 GOVY] KOl Ol KIVIGELS TOV GTOUATOG E
TOUg MYOvg Tov Adpuvyye. H ovvepyocioa tov
OUVTEAECTAOV  OLTOV  OUOPPAOVEL TN GOV
(ITamokwvotavtivov  1985). O  tovicpdg, 1
TovikotnTa, 1 0é0m T™C eOVAG Kot M €KTaoN TG
BeAtiwvovv v xatavonon g opiiac. Otav 10
KOEO Tondl emMTOYEL TNV EKUAONON TOL TPATOL
YPOATTOO KOl TTPOQPoptkoL Aeihoyiov, KAVOLUE
¥PNoM Tov pLOUKoD AOGYOVL KOl TNG OMIAOVUEVNS
YADOOOS.

H dueon oyéom tov Adyov pe o Tparyovdt givar
GAAoc  évag  oNUOVTIKOG  TOPAYOVTAG  TTOL
VIOYOPEVLGE GTO TOPOV TPOYPOAUHO TV EVTAEN TOV
AOyov-opMOG OTO GUVOAO TMOV  EKTOLOEVLTIKMOV
dpaotnprotnrov. «IloAléc  @opéc Ta  Opla
OOy yEAIOG-TPOyoudloD aAAnAokoAVTTOVTOL AVTO
Oumg odev  pelovel kabBoiov v aflo  TOL
TPOPOPLKOV AOYOVL — PLOLKOD 1 LEAIGUATIKOD — MG
HEGOL  OUOONTIKNG KOAAEPYELDG TOV — TOLOIDV
yvevikotepay (Aviovakding 1996: 74). Ta puBuukd
AEKTIKA OYAUOTO HE TNV EMAVAANYN Kol TNV
TOIKIAMO TOVG OmOTEAODV Y10 TO KOQA 7TOLod
gpyorelo oty avamntuén tov Adyov Kot givon
TOLTOYPOVO, U0 EVYOPIOTN KOl OlOCKESUOTIKY
eumelpioL.

Ta tpayovdomaryvidie Kot ot piueg Ue
Tavtdypovn pudukn Spdor amaitohv GLVTOVIGUO
YEPLDV, TOOIDYV, SAKTOA®Y, OU®OY, KAODS TO a0l

KWvoOvTol okolovBdviog to Tpayobdl. AvTtog 0
GLYYPOVIGLOG PonBd otnv avamTvEN E€0MTEPIKNG
pvOKN g otabepdtnToc, mov ypelaletal T6c0 GTNV
EMKOVOVIO-EKQPACT] 0G0 Kol € AAAEG LOONCLOKESG
dlodkaoieg, yio mapdadelypo otnv aviyvoor. Katd
TNV EMAOYY] TOV TPOTMV TPAYOLOLDV, TPOTEIVOVTOL
TpoyoOdlo. pe Alyec apywed AéEel, oAAd €vioveg
permdieg kol puOuikég emavarnyelc. To Tpayodor,
ektOg amd guyopiotnon, Oivel ota KOEA moldd
gukapleg OmOKTNONG vEOou Ae&hoyiov,
otafepdtnTag Gt Pon TOL AGYOV KOl EAEYYO TOV
aépo. TOL EKMVEETOL KoTd TN OldpKeEld TOV
tpayovdov. EmumAéov, m ypnon AMyov Ttovikdv
e06yyov (Zoh — Mit - Aa) Ponbd ot
otabeponoinon Katd TN QEOVNTIKN TOPUY®Y, UE
EMAVOAMYELS TOL 10100 KOl GAA®V  TPayoLOLDV
(Yaross 1985). Eivor yvootd 0Tl T0 Tp®TO TOLOKA
Tpoyovdte. mov pobaivovv To axovovta OO
otmpifovtor apywkd oto ddoTnue TPITNG LUKPNG
(20oA — Mu). 'Etol dievkoAdvetor kot 1 6OAO
amodoon amd To Toudi, mov OEAel va vidbet
ACQOAELD Y100 VO, EKPPACTEL KOl TOALEC QOPEG Yia
V0. 0VTOGYEJIACEL.

Otov 0 6T0X0¢ Yo TPAYOVdL EIVOL OTOLTNTIKOG
Y évo KoQO modi, tote Ppiokel EVOALUKTIKOVG
TPOMOVG  GULUUETOYNG:  pe  puBuikn  kivnonm,
ypnowonotdvtag  uévo  Pacikd  QOVNEVIA,
aKkoAovOmvTag TO  HOLCKO  mEPlEYOUEVO M
ypnowonowdvtag pio cvAiafy povo (Yennari
2010). Zopewva pe Tov Welch (2008: 92):

«To TPAYoLdIoTIKG TTpocovTe, eEehMocovtal e
6TOdKO TPOTMO. TVYKEKPIUEVO GVGTATIKA, OTTMG
0l HEAMOIKEG PPACELS, YIVOVTOL KTHKO LOG TPV
amd  oAdKANpa  Tpayoddw. O  cLVILOOHOC
KEWEVOL Kol HOVOIKNG TpokaAel duokorio otol
piKpd  moudld  Kupimg, oaeov  omortel  OumAN
avTinmTikn “eotioon” og AéEeig kat povoikn. Ot
ddokorot avretonilovy ovtd 10 TPOPANUA
yopifovtag ta 600 o6tav Sddckovv €va véo
TPOyoudt Kot cuvdVALoVTAG Ta apyOTEPOY.

YT1c peyaAdTepeg TOEELG, N OTAOIOKG AVEAVOUEVT
YA®OGIKN] KOTOKTNOT Kot 1 ekuddnon g
avéyveoong Kot tov ypamtoh AOGYoL oamd TOVG
pofntég OtevkoAdvel v ekudOnom Tpayovdmdv
oV €Yovv emAeyel KATAAANAOQ KOL TN HUETOTPONY|
TOVG GE TPAYOVOD UETOPPACUEVE GE EAANVIKA
vonuata n tpayovdn oty ENIT — ta vonpatikd
tpoyovdto. Ta vonpotikd tpoyovdie sivor Evag
TPOTOG Vo, pabaivouy To KOEE ool akovdvTmy
yYovémv T vonpatikn yhooca. 'Etot, fonbovv oty
AVATTLEN KOWVOVIKNG KOl TOMTICUIKNG KOVATOVPOG
ocwv ypnouonotovy v ENI' (@idvov 2002).
Avtd To vonuaTtikd Tpayovdia eivar éva amd To
KOpw  péco OV YPNOLOTOOVVIOL  GTO
TPOTEWVOUEVO TPOYPOLLLLOL.

H ypnon g eovig otovg Koeovg pnabntég dgv
glvar ekt otV apyn, €o¢ O6Tov 0 pUBNTAG
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eKTOOEVTEL VO, EKPEPEL-APOPDCEL TOVG NYOVG Kot
Vo, OVOTTTOEEL TNV IKOVOTNTA ORIALOG OTNV EAANVIKTY
yAdooa otadtokd. IlapdAinia, evtdoostolr oTo
tpayovdt m ENI, divoviog avt v 1dwitepn
aicBnon  HOVOIKNG-KIVNTIKAG Kot puOUIKNg
evOTNTOg TOV  VONUOTIKOV — TPAyoudldV. XTIG
MEPMTMOEL TOV OEV EMTVYYAVETOL 1| TOPAYOYN
Q®VNG TOL TS0V GE VAV IKOVOTOMTIKO Babuo, n
vONUaTIKY] YAOooo aviikadiotd €€ ohokANpov
(®VY] GTO TPOTEWVOLEVO TPOYPOLULLO.

Y10 mpoypoaupa ekmoidevong tov Claus Bang
(2008, 2009), ot kwEoi kot Popnkoot podNTES
BeAtidvouy TN HOLOIKN TOLG AVTIAMYM Kot
EMTVYYAVOLY TNV TOPOY®Y YOV HE O14pOopo
Tovikd Oyoc. 'Etol kot 610 mopdv TpOypOappd, T
KOVOTNTO GUVEWONTNAG OLPOPOTOINGTG GE TOVIKO
VYog emrTLYYOveETOL OTAdOKE, 0EOD To KOOA
ToOW  mEPVOUY  TTPOTAL OO TO  OTAS0 V.
TPOyoudovv og €vo LOVOV M0 Kat, avdAoyo LE TO
Babud 0oKoVOTIKNG OMOAEWSG KOl OKOVGTIKNG
eVioYVONG, EKTALOEVOVTOL VO, TOPAYOVY HEAMOKEG
epdoelc pe 000 Kal TEPIGTOTEPOVS TOVOUC.

2. Kivyon rkai yopog

O pvBude amoterel to Bepédo AiBo ™G HOVOIKNAC
ayoyng kabe modiov. Eivor mapdv omd v
evoopuntpla {on, T660 610 cOUN TOV EUPPVOL OGO
KOl GTO COUO TNG UNTEPAG TOL. MEeTA TN Yévvnon
Tov 10 Ppépog Ppiokel To pLOUO TOVTOL YOP® TOV,
0TO PLGIKO KOl KOW®VIKO TEPIPAAAOV TOV.

Me 1 gpfion mmpov xwnoeov (body
instruments, body percussion), ekepdletalr o
pLOUOG Kol elvor TN YOPAg KO oLy Vidl.
[MoAopdiio, YTOTNUATO PE TO OAKTUAN, GTO YOVOTO
Kot 6T TOOLQ, e PiUno”m i o, ot YNPES KIVIGELG
elvar omd TG TPOTEG dPAGTNPLOTNTEG OTN LOVGIKN
ayoyn (Goodkin 2002). To mowdi aficcta Kot
avBopunta Kveitar Kot yvopilel 1o copa Tov Kot
t0 7wepPariov  kivarstntikd.  Emidioén  tov
TOPOVTOS TPOYPOUUATOS €lvarl v avamtoel v
KNtk €Kepoorn tov modod Kol, HECH NG
avAYKNG TOL TEAEVLTOIOV Y10 TEPAUATIOUO Ko
eepevvnon, va tov dmoel KotevdHveelg Yo va
kivnlel eAevBepo kol va  avamtoéel  Pacikég
KIvNTIKEG 0e&l0TNTEC: Yvopio pe v Kivnon tov
HEADV TOV CAOUOTOC, YVOPLUN HE TO GYNLO TOV
OMOTOG, LLE TOV TPOGOVOUTOACUO GTO YMPO KOl TO
CUVTOVIGUO O©TO YpOvo, HE TNV avamtuén g
KOvOTNTOG 100PpPOTIOG Kol TN HETOKIVIION e
dtapopovg Tpdémovg (Lunz 1982). ‘Etot, avanticost
v KavOTNTo  oUTOoYESINGHOD Kot 0&LVEL 1T
MUV PYIKOTNTA TOV TS0V,

Y10 mpdypapupe TOL  TAPOLGIALOVUE €00,
emyyelpeiton n Pertimon Tng aovVVIOVIGTNG Kivnong
opwopéveoy Koeav podntov. Otav ot pobntéc
amokthoovy eumelpieg pe Pacikés kvnoelg (uéoa
amod Toyvidln, 1oTopieg OpAcMG, TPUYOLdld UE
KIVNGELS, aVTOoYEdOoUO), akoAovBohv ot puOukég

KIWWNOELS 6€ GUVOLOCUO TAVTO e TO pLOKO Adyo.
O puBuodg Prdvetor amd 10 coOpa tovs. To chpa
yivetar dpyavo pe Tig Mympéc kivnoels. Otav ta
OO KOTOKTOOV  €v0  GUYKEKPIUEVO  puBuikod
OYAMO, YEVVIETOL €vag puOuIKOg Yopog Kol TOTE
umopel va EeKvnoel M HOVCIKY €KTEAEOT] OTA
opyova. H onpovpyikn ekepocTikny Kivnon mov
odmyeitot oo TN HOLGIKT 0KOAOLOEL apydTEPQ.

3. Hyoictopics — dpoparomoinon

H nmruwn emévdvon o 1otopiog elvor  pio
Sl00KESUOTIKY OPUCTNPIOTNTA YlO. TO TOUOLRL E
mpofAnpata aKong, 1laitepa oTiG HIKPES NAKiES,
OT®G £XEL POVEL KOTA TNV TAOTIKY €QUPUOYN TOL
mpoypaupatog avtov. Eivor évac tpdmog va
dmyovvTor pe Myovg owbopunTa pio 1oTopio. TOL
elte ta 10w dpapatonolovy gite kdmolog dunyeiton
ot vonuotiky yAdooa. H myntikny  oanddoon
TPOCPEPEL TO, LECH Y10, OMUIOVPYIKTY) EKPPOCT] KOl
EMKOWVMVIOL KOl  OVOTTUGGEL TNV  KAVOTNTA
GUYKEVTIPMONG, EAEYYOL Kol ACKNONG OA®V T®V
alcOncewv. Ta modid 0dnyohvial 6TV OpyavmGn
KOl EQUPLOYT TOV HOVCIKAOV YVOGEMY TOL £YOLV
KOTOKTNOEL

4. Moveoixy axpoacn

Eivar oyeddv BéPato 6TL Ta axovovio Todld
Eexwvobv ™ oyolkn tovg {on €yovtag 1dn Pidoet
éva €0POg  JPOPETIKOV LOVCIKOV €MV Kot
éyovtag MOM  dloapopemocel  gvauctnoieg o€
GUYKEKPLUEVO YOPAKTIPIOTIKE TV S10QOpmV EWBMV
LOVLGIKNG OV akoVV €lte 610 oTiTL TOVG €lTE GTO
guphtepo  Kowwvikd Ttovg mepaiiov  (Welch
2008). "o 70 kPO Kot PapKoo ATOUO OUMC, CVTA
o Puopoto givor gAlmn. Q¢ ek TovTOL, €val
TPOYPOUUE UOVOIKNG Yo KOQGH 7adld Exel tnv
gubovn va dwyeplotel avtyv v EMdewym. H
EUTEPIO VAL OKOVUE HOVGIKTY gival cuyvd dtaitepa
OTTOAOVGTIKT KOl TOAAOL 0o gl TNV amolntovpe
KOL TNV KAVOLUE HEPOG TNG KadnuepvoOTNTAG Hag:

«H ovvoicOnpotikn TAevpd TG HOVOIKNG gival
agediAVTO  GUVVQUCUEVT] HE TIS OLVELONTEG
gumepies Hog, OTMG Kot e TN 6TAOM oG TPOG TN
povowr. To ovvaicOnuo eivor évag ToA
duvatdg  vmokvNnTHG OtV eKpddnon g
HOVGIKNG, WTOPEl OUMOG VO ATOTEAEGEL KOL TOAD
peyaAn  dbvoun amodokipociog, Kovh  vo
0OMYNOEL G€ OMEUTAOKN amd TN HOVGIKN €6V Ol
HOVOIKES oG epmelpieg etvar apvnticéey (Welch
2008: 87).

H axpdoon kot m 014kpion QUOIKOV My®v gival
MPOTAPYIKNG ONUOGIOS YL TNV EMOPY, HE TOV
Koopo Tov Mov. Ot mpoondbeieg yvopiuiog Tov
Nov Tov TEPPAALOVTOC KOl  apYOTEPL TMV
HOVGIK®Y 0pYAV®V £IVOL 01 TPMOTEG OPACTNPLOTNTES
aKpdOoNG YO TO KOEEQ Toudld. ZEEKVOVTOG omd
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TOVG NYOLG TOVL HOG TEPLPAAAOVY, amd TO LOLGIKE
opyava, omd To pLOUIKE GYNUATO, OO TN SLOKPLoN
TOV QOVOV KOl TOV TPOYOLII®OV, To KOO Todld
odnyobvtal pE TN YPNoN TEYVIKOV Pondnudtmv
omv a&lonoinon TOV LTOASUUATOV OKONG TOL
dwbétovv. O 16v0g TV MY®V TOV YPTGLLOTOLOVUE
010 Tpayovdt givan yOopw omd to pecoio Nto (C)
oto mavo (261,63Hz) xou m véta omv omoia
Kovpdiletar n opynotpa, to Aa (A) (440,00Hz).
Avtl mn  Teployn KOAOTIEL TO  €VPOG  TOV
TEPICCOTEPOV VITOAEWUUATOV OKONG TOV KOQOV
ooy (Keiner 1984).

xm orocopia OV TPOYPALLATOS
povowokvnTikng oywyng Orff divetar épgpoon
KUPI®OG GTNV EVEPYNTIKY aKPOAGT, KATA TNV Omoio
ol pobntég ovppetéyovv eite pe xivnon elte pe
TOVTOYPOVY| TAPAYMDYT| YOV GTA OPYOVCL.

5. Teyvikn Kai EKTEAEGH HOVGIKOY 0PYAVOV

To mopdv mTpdypappa ypnoonolet ta dpyave g
opynotpag Orff. Ta 6pyava avtd, pe v TotKiAin
TOV MYOYPOUATOV Kol TOL TPOTOL TAPOYOYNG
NYov, kabdC Kol pe TNV modTNTA TOL VALKOD
KOTOOKELNG TOLG, YONTELOLV TO. TOLdd KOl TO
KOAOUV Vo, dOKIUAGOUY KOl Vo, €EEPEVVIIGOVY TNV
nopaymyn Tov Nxov. H Etpextloyiov (2008: 114)
avaQépeL OTL:

«Méoca amd TG JOKIUES SLUPOPETIKAOV TPOTMV
YPNOEMG MYNTIKOV OVTIKEWWEVOV GLUTEPILOUPO-
VOUEVIC TNG P@VNG TOVG, ol padntég eEepevvoivv
avAUESO OE GAAEC SLUVOTOTNTEG KOl TO VWYIOTO
eminedo éviaong. H efepedvnon avty Tovg
odnyel TeEMKG ©6TO VO, GLYKEPAGOLY T VYIGTA
dvvnrikd enineda Evtaong pe ovtd To omoia givart
ot 1010t wavol va Tapdyovv, kabdg eniong Le Tig
AVAYKEG KOl TOVG TTEPLOPICULOVS TOV OPYOUVIGLOV
Toug (T.y. Oplo. €vacHNGiog TOL ALTIOV TOVC),
OALGL KOl HE TOVG KOVOVEG TOL KOW®MVIKOV
TAOLGI0V €GO GTO 0010 TOPAYOVY TOV YO TOVG
(m.y. v t6&N). Méoa and avtiv T Swdikacia,
dtevplvetal kol OEOLVETOL 1 OKOVOTIKY TOLG
avtiinyn, KobdG Kol 1 AVTOAVTIANYN TOVE, EVD
6€ KOW®mVIKO eninedo pabaivovv va 16oppomovy
TG emBvpieg TOVG pE TIG AVAYKES TNG OUASUCH.

Tao opyava Orff Bonbodv ommv koatavonon tov
WO0TATOV TOL NYOL Kol TOV CTOYEI®V YeVIKA NG
povowkng. T mopdderyua, ektdég amd  TOV
OKOVOTIKO TPOTO Yo TNV OVTIANYN TOL TOVIKOD
vyovug, elvar dvvatdv vo dobel M évvowr g
SPOPAS TOV TOVIKOL VYOVG o€ YauUnAd kot yniod
a6 to uéyebog Tmv papdmv oe Eva LETOAOP®VO M
oe ¢éva &uilopwvo. Oco peyaddtepo elvar To
péyebog 1000 MO YOUUNAOG YOG TOPAYETOL, KOl TO
avtifeto. H dvvotomta omtikig avtiinyme tov
Slapop®V GToV M0 tvar Wioitepa ypHoLun yo. Eva
KOOSO Todt.

210 MPOTEWVOUEVO TPOYPOUUA, OO TIG NYMNPES
KIWVIOELG TO AL 001 YOUVTOL GTO KPOVGTE Opyoval
kaBopiopévou 1 akabBdpiotov Tovikov vyove. Ta
OO pe TPOPANHUOATA OKONG TOL £PYOVIOL GE
EMOPN UE TOV KOGHO TOV N0V &ite Bo apéokovtal
oe BopvPovg Otav mepapotilovor pe HOLGIKE
opyoava eite Bo  elvar  Ootaxtikd  yuoti  Oa
apPPaArovy av Bo aKoHGOoVV TOV TUPUYOLEVO T)XO.
To PéPoao  Opmg elvar o6t evBapplOvovror.
Apydtepa, oaut M évtoorn  PEUOVETOL KoL
emdidoviar oto va pabovv TNV TEYVIKN TOV
0pYOVOV, MOTE CTOIOKA VO OIIOKTOVV EAEYYO KoL
GUVTOVIGHO GTIG KIVIGELS TOVG.

Ot koeol kot PBoprkool pabNnTég emTvyyavovV
T Onuovpyic. HOLCIK®Y GLUVOA®V KOl TNV
EKTEAEGT] OAOKANPOUEVOV HOVGIKOV GLVOECEMV.
Ta povoikd 6pyova mov mailovv ot pabntég eivan
TOVIKG, KOl WY TOVIKG KPOLGTO KOl UEAOVTIKEG.
Kdamoeg popéc vmapyet 1o evdeyodpevo va {ntiocovy
ot idtot ot pabntég va maiovv éva dpyavo. Otav ot
HaONTEG £YOVV ATOKTNGEL EUTEIPIEC OE EKTEAEGELG
ue ddpopa opyova, gival o Béon va exppalovv
évtovn embopio v va mailovv cvykekpuéva
opyova, TO OOl TOVG TPOSPEPOVY  UEYAAN
guyapiotnon.

6. Movaoikn ypapn kat avdyvaon

H povown ypoaen kot avdyvoon eivar onpovtiko
otoyelo TOL TPOTEWOUEVOL TPOYPALUOTOS Yo
KOEA Kol Papiroa Todld, EPOGOV VIAPYEL OVAYKN
OTTIKOD KMOKA. Anpovpysitor po acpaing fdaon
gmKovoviag Yo Tig povotkég évvotec. H ypaon
Eexva pe apnpnuéva cOuPoia oV TPOTEIVOVTOL
a6 To TodLd (YPOPIKEg TapTITOVPES) Kat, aviloya
UE TIG IKOVOTNTES TOV TOLOIDV, OPYOTEPO EICAYETOL
M oOYYPOVN OVTIKY LOVGIKT] GNUELOYPOPIQL.

A&ohdynoen  Tov  TPOYPARNOTOS  HOVGIKO-
KivnTikng ayoyns Carl Orff yie ko@ois ko
Papikoovg podnrtég

Avto to taion, yeuaro exminceg, dev eivor
aVTOOKOTOG, 0L 1] TopELa

yio v’ avartoy el To arouo oe
0AOKINPWUEVH TPOTWTIKOTHTA.

Muyding Ztavpidng (2008)

H Poacwkn katebBovon vy v alohdynon g
HOVGIKOKIVITIKNG aY®YNG, OnmG Tifetar amd To
AEIIIIE, givor 1 akdilovdn:

«H a&lohdynomn g mpoondbelog Twv podntov
oTN HOVLOIKY YiveTtol pHovo omd Tovg SaoKAAOLS
Kol pHéca amd TV TOPUKOAOVONoN TG Topeiag
TNG GUUUETOYNS TOV HLOONTOV GTNV EKTOLOELTIKN
dwdwkacia [...]. H oa&ordynon npéner vo
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eotialetal ©0TO  CLVOUCOMUOTIKO KOl  WYuyo-
KIVNTIKO TOUEN KO OEVTEPEVOVTIOG OTO YVAOGTIKO.
Kot tovto ywti o pobnmg avripetoniletor og
0AOKANPOUEVT] TPOCOTIKATNTA Kot GTOYOG oG
etvar va Pondnbel mote va Pertidost ™V
avtoavtiAnyn tov kot va Eemepdoet Tig TUYOV
advvapiec Tov péoa oe £va KALA amodoyns Kot
aAANAeyying, doTE Vo UTOPECEL OTAOOKE Vo
TPOYWPNOEL o€ avtoa&lordynon ™mg
npoondBelag tovy ([Mawdaywywd Ivotirovto
2003: 351).

H a&loldynon oto npdypappa Tov Topovctdlovpe
&xel SUOPPOTIKO YopakTnpa, €ivar dniadn pio
ouveyng dladkacio Tov avatpo@odotel T pdbnon
kot T Owackoiio. ABpoioTikn elvar oto ompeio
OV OTO GLYKEKPUEVO TPOYPOUUO  ETITEAEITOL
a&lohdynon yw v enitevén N un TOV oTOY®V 1OV
éxouv 1ebel Yoo TIG MOPOVGIACELS GTIS OLAPOPES
ooAKéG ekdnAmoels. H dtapopowtiky a&loldynon
oev €oTldleTol 61O OMOTELECUO, OAAL TEPLYpAPEL
Kot gpUNVEDEL TNV OAN Topovasio Tov kdbe padnty,
To onueio amd to onoio Eekivnoe, TIC TPOoTADELEG
TOL KOl TI E€mTvyieG TOL G€ oyéon HE TIG
duvatottég  tov.  Eivar o Sedwoaoio
eCatopkevpévn, mov mapEyel TN OLVOTOTNTO O
pabntig vo pobaivel 0to d1kd Tov pLbud Kal pe To
o6 Tov Tpdmo. To povtéro avtd g aloldynong
€xel  avaTpoPodOTIKO YOPOKTAPO Kol 0EW0A0YEl
17660 10 nadnTA 660 KOt TIG SOUKTIKES Hebodevoelg
(Dpvddxn 2007):

«O  ekmodeLTIKOG  TNG HOLCIKNG  &YeL
dvvatdra vo cuvBétel kat va eneEepydletan To
TPOPiA TV podnTdv Tov Aappdvovtag vdyn T
YOPOKTNPIOTIKG TOL KAGOe pobnty), dnAadn to
YVOOTIKO TOV €minedo, Tig de&I0TNTEG TOV Ko TIG
emBopieg tov. Avtd yivetor péoa omd TNV
Topatpnon Kot to Odhoyo péco amd TNV
TPOCMNIKY  €TAPT] HE TOVG MadNTéG TOLY
(TMatoavt{omovrog 2008: 25).

HeKvmvTtag, A0V, amd avTh Tr YVOOoT Yo ToV
k6Oe padnt), oxeddlovpe TOVG OTOYOLS KO
opovtilovpe  vo  KOTAYpAQPOLUE TN  HOVLGIKN
CLUTEPLPOPA TOV HOONTOV oG, ETAEYOVTUS, OTMG
npoteivet o Flowers (1993), v xotaypoon o€
péovta-cuveyn AOYo  (ONAOY]  OVTIKELUEVIKT
KaToypaon ONUOVTIK®OV YEYOVOT®V |
CLUTEPLPOP®V TOV OYeTilovTol HeE Tr HOVLOIKN
puabnon), karoloyovg moapatipnong (checklists) 1
kot olofoduotikég  KAiuakeg (rating  scales)
(ITowdayoywd  Ivotitovto  2010). Emiong, n
nyoypaonon Kot PrvieookOmnor eKTEAECEMV 1
ovvBécewv Tov Ty sivol o A uébodog
a&loAdYNoNG TOL TOPOGVTOG TPOYPAUUATOC, 1| OTToin
TPOCPEPEL OVATPOPOIOTNON, OAAG AgtTovpyel Ko
®¢  owTtoa&loAdyNom, 0eob o1 pHobntég apéokovtal
va PAEmoVV Kol vo o0AAlovY TIC TOPOVGLAGELS
tovg, oamokopilovtag moAAG o@éAn. [ v

a&loldynon viobeteiton ko 1 dnpovpyio EokEAmv
(portfolio assessment), wov TepAapPivovy TOGO TIg
MOPOTAVD  KOTAypoesés OGO Kol  OTOUIKEG 1|
OHOOIKEG EPYOCIEG TOV TOUOIDY, VIO TOPASELYLO
YPOPIKEG UOVCIKEG TOPOCTAGES KOl  QUAAQ
gpyooiog TomoBetnuéva pe xpovoroytkn oelpd. Me
avt TN péEBodo afloAdyNnong, 0 EKTOIOELTIKOG Kol
0 podng cvvepyalovtal Yo TV TPOYUOTOTOINGe™
TV 6TOY®V ToVG (PpLddKn 2007).

210 mapdv Tpoypappa, He T ANEN TG OYOAIKNG
TEPLOOOL Ol UabNTéEG €yovv TN duvoTOTNTO VO
TOPOVGLACOVY GTOVG dacKdaAovg, GTOVG
GUUUAONTES KOl GTNY OIKOYEVELDL TOVG TO PAKEAO LE
TIG €PYNGIEG TOVG KO TEAKG VoL TOV QUAGEOLY GTNV
TPOCOTIKN TOLS PLAtoOMK.

Avti gmloyov

H mapovoa egpyacia elye o16)0 va meptypdyet Eva
TPOYPOUUE  HOVOIKOKIVNTIKAG aywmyng Orff oe
pofntés pe mpoPAnpoTe 0kKoNg oTo  EAANVIKO
oyoieio. Ileprypaomkav or Bswpntikég apyés, ot
GTOYOL KOl TO. LLEGO, TOV TPOYPAUIOTOC, KAOMG Kot 0
TpOTOC a&l0AdYNONG TOV HaONTOV.

Kdémoleg kowvotopes ekmodevtikés Opacelg
apyiovv pe v mpotoPfoviic, TNV ETUOVH KoL TO
a01AELTTO GOEVOG HELOVOUEVOV EKTOdELTIKGY. H
moAltel opeilel va moapakoiovBel kol va divel
GUVEYELD GE OTES TIC OPUCELS, LE HOVAOIKO oTOYO
T0 0Qpglog TV pobntov. Ot yopeg mov oNuepa
£YOVV TO TPOVOLLO VO TPOGPEPOLY TNV EVKALPIN GE
dropo pe mpofAnuata axong va Piodvovv tn xopd
NG HOLGIKNG CLUUETOYNG otnpilovv Tapouoleg
gvépyetec. v EAMGSa, pio tétoto. mpoomadeio
opeidel va evBoppuvlel, ®oTE VO TPOCEEPEL TA
kivntpa ko TIC PACEC Yoo TN oLVEXIOT NG
EQUPLOYNG LOVGIKOTULOAYDYIKAV TPOYPUUUATOV,
mov Ba mapéyovv TO SKOi®PO NG HOLGIKNG
ATOAOLONG KOl KOAAMEPYEWNG OTOVG pHobntég pe
mpoPAnuate okong o€ Olec T Pabuideg g
EKTAIOEVOTG.

Ot povowonadaywyol mov €xovv eEedikevtel
7060 OV €QOPUOYR  TNG  TOOUYOYIKNAG
npocéyylong Orff 660 kot oty €101k aymyn £xovv
ToL EPOJLNL VO, EPOPLOCOVY Eva TPOYPAULD OGS TO
MPOTEWVOUEVO KOl VO EPYOCTOVV  (GTE VO
LGYVPOTOMNGOVY TO EVEPYETIKA OMOTEAECUOTO TNG
HOVGIKNG EKTOIOELONG TOV OTOU®V LE TPOPAN LT
OKONG.
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Abstract

This article provides a historical review of the
Hellenic Orff-Schulwerk Association (ESMA) from
its founding until today. Polyxeni Matéy introduced
the Orff approach in Greece during the third
decade of the 20™ century and her students have
played an important role in expanding the Orff
approach in Greece. After a brief reference to the
history of the two first decades of the successful
function of ESMA, the article focuses on the
associations’ goals and perspectives in the third
decade of its existence. In the current situation of
Greece and its socioeconomic conditions, ESMA
places great importance on linking its activity to
fields such as inclusive education and social work
providing scientific support to teachers that work in
these areas.
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Introduction

The purpose of this article is to present the value
orientation and goals of the Hellenic Orff-
Schulwerk Association (ESMA). We shall therefore
proceed, using archived materials and interviews, to
outline a brief history of the association from its
creation to the present day. We shall review the
reasons that led to the foundation of ESMA as well
as the association’s relationship with the original
aims of Orff-Schulwerk, the modern-day social
issues and the development (update) of Orff-
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Schulwerk as expressed in the International Orff-
Schulwerk Forum. We also evaluate the way these
factors affect ESMA. According to Carl Orff, the
Schulwerk needs to remain open and in constant
development by teachers and artists in all countries
and at all times. It needs to be protected from being
trapped in a fixed theoretical model or boxed in a
strict method which would take away its simplicity
(Haselbach 1992; Regner 1996, 2006). ESMA tries
to keep the approach open, to highlight its values
and aims. Constant contact with the Orff-
Schulwerk Forum, liaison with other associations,
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collaboration with national organisations of life-
long education, as well as the conduct of seminars
and production of publications are some of the
main actions used by the association to achieve its
goals.

The Orff approach in Greece: The process of
creating ESMA

Although Greece is a country that does not belong
to central Europe, it received Orff’s pedagogical
ideas very early on. Polyxeni Matéy introduced the
Orff approach in Greece during the third decade of
the 20" century.

After spending several years abroad, Matéy
(1902-1999) returned to Greece in 1931 as a
successful piano soloist. Until 1935 she worked in
the school run by her first cousin, Koula Pratsika,
and was introduced to Dalcroze Eurythmics and the
intellectual circles of Athens, as expressed by the
literary current of the “1930s generation”. She
became interested in pedagogical studies and
decided to attend the Guntherschule (1935-1936).
There, she met Carl Orff. It was the beginning of a
collaboration and friendship between the two that
was meant to last until the end of the composer’s
life. In 1938, she started the “Polyxeni Matéy
School of Rhythmic Gymnastics” in Athens. It is
there that she had the chance to explore the concept
of music and movement within the Greek language,
always aided by her lifelong friend, the teacher and
renowned representative of the Demotic movement,
Manolis Triantaphyllidis. Eventually, Matéy’s
school became a meeting place for the artists and
intellectuals of its time (Tsioli-Plagianou &
Alexiadi 1977).

In 1957, Carl Orff visited Athens bringing along
the first Orff-Schulwerk publications. He
encouraged Matéy to “work in this direction” and
to create the Greek version of the Schulwerk,
Matéy took his advice. The result was the first
volume of the Greek Orff-Schulwerk; a bilingual
work based on Greek traditional music and dance,
published in 1963 (Matéy 1963).

Matéy attended the Salzburg international
seminars, which paved the way for the founding of
the Orff Institute in 1961 (Sarropoulou 2003).
Among the first twenty students of the Institute was
the then, 18-year-old Greek pupil of Matéy, Danae
Apostolidou—-Gagné, who had been living in the
United States since 1965 and remained in close
contact with Greece and ESMA.

The prevalence of the term “Music and
Movement Education” in Greece is also attributed
to Matéy based on the subtitle of “Orff Schulwerk:
Music fur Kinder: Elementare Musik-und
Bewegungserziehung” (Matéy 1986). Matéy used it
to gradually replace the term “Rhythmic”. In her

earlier books, she uses the term “Rhythmic” to
express what she later calls “Music and Movement
Education”. The transition seems to be marked by
Matéy’s 1986 definition: “We use the term
‘Rhythmic’ to describe a music and movement
education suggested to people as a physical,
emotional and intellectual whole” (Matéy 1986: 7).
Also due to Matéy, the Orff approach is known as
the “Orff system”. Even today, most Greeks use
this term to refer to this specific pedagogical
approach.

In 1970, the Orff approach was taught in a
Greek elementary school for the first time, namely
in the Arsakeio Elementary School by Fotini
Protopsalti. Protopsalti went on to teach in the
Moraitis Elementary School. In 1985, she
concluded her tenure there with a training seminar
for teachers on the “Orff system”. The seminar was
conducted in collaboration with the Greek Society
for Music Education (EEME / GSME) and was
attended by 240 teachers. Angelica Slavik, Matéy’s
close collaborator, was among the seminar teachers.
Slavik was Matéy’s student in Austria, whom
Matéy invited to Greece in order to help her
propagate Orff’s ideas. Slavik took up residence in
Greece and her contribution to the propagation of
the Orff approach has been fundamental and
constant until today. Among others, she
collaborated with Matéy in the Greek Orff-
Schulwerk published in 1993.

The success of the seminar resulted in the
setting up of a one-year informative seminar
supervised by Polyxeni Matéy and this contributed
to the development of professional training in the
Orff approach. In 1986, with the help and guidance
of Herman Regner and Polyxeni Matéy, the
Moraitis School started the two-year postgraduate
course in Carl Orff Music and Movement
Education. The course was the first form of
professional training in the Orff approach offered
outside of Austria in Europe, under the supervision
of the Orff-Schulwerk Forum.

In November 1990, the graduates of the first two
courses, together with others actively involved in
the Orff approach, formed the Hellenic Orff-
Schulwerk Association (ESMA). According to its
charter, all graduates of the Moraitis School two-
year postgraduate course and of the Orff Institute
could be full members of the association. Anyone
interested in the approach and propagation of Carl
Orff’s pedagogical ideas could be an assisting
member. The association organises seminars, has
published two books by Polyxeni Matéy and in
1991 started publishing the magazine “Rhytmoi”.

© Approaches / GAPMET 2013
ISSN: 1791-9622

208


http://approaches.primarymusic.gr/

Approaches: Music Therapy & Special Music Education | Special Issue 5 (2) 2013 | http://approaches.primarymusic.gr

On the way to today: Twenty-two years of
history

The international Orff—Schulwerk associations are
organisations of music and dance teachers, inspired
and motivated by elemental music and movement
pedagogy according to Carl Orff and Gunild
Keetman’s Schulwerk, adapting its principles to the
language and culture of their own country. Their
goals are the furthering of various target groups in
all the aspects of elemental music and dance
education, as well as professional development and
publications. The associations are in contact with
the Orff-Schulwerk Forum along with the
associations of other countries and exchange
experiences.

ESMA is already in the third decade of its
existence. Its course has been marked by several
fluctuations in: a) the nature, frequency and
intensity of its activities; b) the number of its
assisting members; c) its value orientations; and d)
its ability to accomplish its main goals.

During its first decade of running, ESMA
focused on spreading the concept of Music and
Movement Education to the fullest extent within
the Greek teaching community and on supporting
the graduates of the two-year postgraduate course
in Carl Orff music and movement education, i.e. its
full members. This was achieved by a long series of
seminars, which became regular over time, and the
publication of  “Rhytmoi” magazine. The
association’s seminars attracted full attendance.
The teachers there were professors from Greece and
abroad and the seminars were attended by members
of the association, both full and assisting, as well as
teachers and artists interested in learning about the
Orff approach.

ESMA started its second decade by organising
an international festival in the Moraitis School
(2002). The festival brought ESMA even closer to
the professors and teachers from the Orff Institute
and to international developments. It also renewed
ESMA’s connection with the professional course
run by the Moraitis School. During that time,
ESMA had approximately 800 full and assisting
members, it organised seminars and lectures, set up
its own library and published “Rhytmoi” magazine
three times a year (Filianou 2003).

This period marked a significant surge in the
propagation of the Orff system. In fact, the
approach was becoming so popular, that the
number of Greek participants in the international
summer courses at Orff Institute was growing
constantly. At the same time the number of
conservatoires, private primary and elementary
schools, which included the Orff system in their
curriculum was increasing. The expansion was so
great that even in public schools, with the
collaboration of the parents’ associations and

support of the headteachers, Orff lessons were
offered, sometimes after the standard morning
programme of the schools or within the
programme. For the rest of the second decade,
ESMA focused on providing seminars aiming to
provide lifelong learning to its members.

In Greece, the Orff system is taught in a number
of settings, such as private schools, day care
centres, special schools, dance schools, municipal
projects and so on. Even the national curriculum
and several university courses include elements of
the Orff system, but one must be especially
thorough in making sure they are in accordance
with the original aims, means and content of Orff-
Schulwerk.

We can also notice connections between the
Orff approach, special education and inclusive
education. According to ESMA’s records, two of
our full members serve as music teachers in special
schools and work with Orff-Schulwerk in special
education. More specifically, Maria Filianou has a
master’s degree in special education; she also
worked with hearing impaired children and adults
until 1986 and she is developing scientific and
artistic activities combining the Orff approach and
special education. Margarita Xanthaki is also
interested in finding ways to combine the Orff
approach with special education and to learn more
about music therapy. There is also the music
therapist Manolis Antonacakis who connects the
Orff approach with music therapy techniques in
children with developmental disorders and works in
Crete as a music therapist.

The psychomotor therapist Cristina Sypsa and
Olympia Agalianou (first author) are combining
psychomotor techniques with the Orff approach
working with people with autistic spectrum
disorder and attention-deficit/hyperactivity disorder
(Sypsa & Agalianou 2009). Agalianou (2012) also
uses Orff ideas in intercultural inclusive education.
Also, in our review of the Greek literature, we
identified one doctoral dissertation by Vavetsi
(2004) dealing with the music-movement method
of Carl Orff as a psychotherapeutic technique for
children that suffer from autism.

As a large number of teachers specialising in
several areas and within a variety of pedagogical
settings became extensively involved, music and
movement education became ‘fashionable’. One of
the consequences of this phenomenon was a series
of distortions and misinterpretations of the
principles, aims and content of the Orff approach.
Moreover, this ‘fashion’ trend resulted in an
abundance of seminars offered by all kinds of
organisations claiming or advertising that they
teach the Orff system. These seminars were usually
short-term and did not include ESMA in any way.
Oddly enough, in spite of this increase, the
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association’s seminars began to slip into a decline,
while the number of students on the two-year
postgraduate course in Carl Orff music and
movement education decreased. Further
consequences included a decrease in the number of
full and assisting members, difficulties in keeping
the association running and a slump in its activities.

To make matters worse, the financial crisis that
showed its first signs towards the end of the decade
became a major factor in shaping the
socioeconomic conditions in Greece during the
second decade of the 21* century. These are the
circumstances under which ESMA entered the third
decade of its existence. One of the consequences
was the halting of the print publication of
“Rhytmoi” magazine after twenty vyears of
circulation and a total of forty-two issues.

ESMA entered a transitional period and is now
required to redefine its existence, goals and policy
within a general state of flux inherent not only in
the Greek society, but also in the European and
worldwide reality.

Goals and perspectives for the third decade

According to the proceedings of the Board
meetings and the statements of its members, ESMA
focuses on two fields of action:

a) ESMA feels obligated to redefine in greater
detail the concept of the Orff approach,
according the principles defined by the Orff-
Schulwerk Forum and the international
symposia, and its implementation in Greece, as
well as to update its goals; and

b) bearing in mind the particulars of the present
socioeconomic conditions, ESMA places great
importance on linking its activity to fields such
as social work and inclusive education. The
most important factor in ESMA’s activity,
which will be elaborated further on, in
connection with these two fields is its
relationship  with the International Orff-
Schulwerk Forum and with the professional
training of music and movement education run
by the Moraitis School.

Since 2009, members of the association have
attended the annual meeting of the Orff-Schulwerk
Forum without fail, held at the Orff-Institute in
Salzburg, Austria. Members participate in the
meeting, working groups, discussions and exchange
concerns, ideas and reflections with other members
of the Forum. ESMA wishes to continue and
develop this connection, as it is regarded as a
source of information, knowledge, motivation and
inspiration. In addition, ESMA is in close contact
and collaboration with the professional training of
Music and Movement Education run by the

Moraitis School. It is important to note that this
course has had a different structure and curriculum
since 2011. The new curriculum, under the
direction of Katerina Sarropoulou, founder member
of ESMA, follows the updated recommendation
lines of the Orff-Schulwerk Forum and takes the
form of level courses. Level courses are taught by
members of the Board and ESMA tries to support
and promote the course whenever possible. The
new structure and curriculum has attracted more
students who will eventually become full members
of the association.

As mentioned before, ESMA’s current goal is
the conceptual definition of issues regarding the
original aims and identity of the Orff approach.
Additional goals of this field include the constant
updating of members on the current research
activities taking place into Orff-Schulwerk, the
latest trends, as well as the redefinition and
evolution of the Orff approach. It cannot be stressed
enough that Orff-Schulwerk is not a method, but
rather a pedagogical concept that needs to remain
open and in constant development in all countries
and at all times. It needs to be protected from being
trapped in a fixed theoretical model or boxed into a
strict method which would take away its character.
Orff himself, in a lecture he gave at the University
of Toronto in 1962, mentioned:

“Those who look for a method or a ready-made
system are rather uncomfortable with the
Schulwerk; people with artistic temperament and
a flair for improvisation are fascinated by it.
They are stimulated by the possibilities inherent
in a work which is never quite finished, in flux
constantly developing” (Orff 1962/1992: 30).

Despite the fact that Matéy (1986) referred to the
Orff approach with the term “system”, she clarified
that music and movement education does not
consist of codified exercises, but represents a
general pedagogic conception.

ESMA attempts to achieve the aforementioned
goal through a series of actions. These are:

a) the publication of articles in journals;

b) lectures and organisation of workshops;

C) a new website, currently under construction;
d) the online reissue of Rhytmoi.

ESMA’s next current goal is to link its activity to
the fields of inclusive education and social work.
The reasons that led to the setting of this goal are
related to the specific socioeconomic situation that
marks our time and its consequences on the social
and educational structures. For ESMA, the idea of
inclusive education does not apply only to people
who from birth or through accident or illness live
under other physical, psychical or cognitive
conditions than the majority of people. Nowadays,
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segregation because of the diversity due to
ethnicity, social or economic status is happening
increasingly often.

Inclusive education in Greece

Inclusive education is a part of the official Greek
education policy. This policy has emerged due to
the special social and economic circumstances of
the contemporary Greek community. Basically, it
refers to three fields: special education, inter-
cultural education and second chance schools
(SCSs).

a) Special education in Greece

A shift in the education of people with behavioural
problems and pervasive developmental disorders
occurred after the institution of Law 2817/2000.
This law introduced the abolition of discriminating
terminology and also promoted respect of
individual differences. Its purpose was the
educational and social integration of people
characterised as ‘special’. The law 3699/2008,
expanded on this and encourages a policy of
education and integration of those with special
educational needs. According to this law special
education is compulsory, as well as mainstream
education and functions as part of the public and
free education system. The state is obliged to
provide special education to children of preschool
primary and secondary education. Special
education aims specifically to address the:

“a) development of a handicapped students’
personality; b) improvement of their potential
and capability for their effective integration or
re-integration in mainstream schooling or
anywhere else and any time; c) their integration
in the education system, social life and
vocational activity according to their potential; d)
their mutual acceptance in society and their
social development (art. 2). Handicapped
students’ special educational needs are identified
by Centres of Diagnosis and Support, the Special
Committee for Diagnosis and Assessment and
Medical-Pedagogical Centres of other Ministries
that cooperate with Ministry of National
Education and Religious Affairs (art. 4)” (Law
2817/2000: 1565).

These Centres are responsible, among other things,
to oversee the provision of continuous counselling
support and information to teaching staff and to
anyone who participates in the educational process,
vocational training and the creation of information
and training programs for parents.

According to article 6 of the aforementioned law
(3699/2008) special education is provided:

(1) Within mainstream schools: a) with the
support of the teacher of the classroom or with
parallel support if the child has mild difficulties,
and b) with the support of the integration class
teacher if the child has mild-severe difficulties.

(2) in special schools if the child has serious
difficulties. Qualifications of special education
teachers include: a) PhD in the field of special
educational needs, b) Post-graduate degree in the
field of special education or school psychology, ¢)
First degree from Pedagogy Departments of
Primary Education or Special Education or
Departments of Educational and Social Policy and
d) a certificate of attendance of annual seminars
degree on special education from Departments of
Pedagogy (Law 3699/2008, art.20).

Despite the existence of these departments,
Maraslio INSET College of Primary Education
(Didaskalio) has trained the majority of teachers
that work in special education today in life-long
educational programs (Anastasiadis & Syriopoulou-
Delli 2010).

Greek policy follows the model of the one-track
approach as in Spain, Portugal, Sweden, Iceland,
Norway, and Cyprus (Georgiadi, Kourkoutas &
Kalyva 2007). According to this model, the main
effort is focused on including students with special
educational needs into mainstream school. Students
with special needs have expanded over the recent
decades. Integration programmes are implemented
in mainstream schools and parents’ associations
demand access to the education system and equal
opportunities in the education and labour market
and special needs associations’ demand
independent living in society (Anastasiadis &
Syriopoulou-Delli 2010). If we really target
inclusion we have to think about two points: 1) it is
obvious that the effective function demands special
skills and attitudes of the mainstream school
teachers, and ii) special education and inclusion can
be contradictory.

b) Intercultural education in Greece

The Greek educational policy for foreign children
has undergone many changes during the last few
decades. At first, the Greek state showed interest
for the education of Greek people, who had
repatriated to Greece from the USA, Australia,
Canada, and Germany. During the 1990s
repatriation from these countries decreased, while
the collapse of the ‘Eastern-block’ brought with it
an increase of the repatriation of Greek expatriates
from the eastern European countries, as well as
immigrants from Albania, Asia, and Africa. A
number of so-called schools for “repatriated
students of Greek origin” were found for phasing
this situation. In 1996 these schools were gradually
renamed as intercultural schools for offering
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education to immigrants too. The law 2413/1996
about “the education of Greek people abroad and
the intercultural education” is the first attempt of
Greek policy to set aside the assimilation approach
and establishes the intercultural approach. The
composition that accompanies this law mentions:
“Intercultural Education starts from the recognition
of multiculturalism in societies and the special
value of all civilisations”. Intercultural schools
follow the same national curriculum as the
mainstream schools (Law 2413/1996, art. 34, 35).

The intercultural model promotes the dialectical
communication between people of different cultural
groups. International organisations, such the
Council of Europe, UNESCO and the European
Union, use this term to declare not only the spirit
that must inspire the school programme but also to
undertake actions for the equal opportunities in
education for everybody. Its principles are the
equality of all civilisations, mutual understanding,
empathy, tolerance, respect for the differences of
the other, solidarity and discharge of ethnic and
racial stereotypes and prejudices. In comparison to
other educational models, intercultural education is
the most complete approach, because it stresses the
importance of the communication, cooperation and
understanding between the different cultural
groups. The objectives of intercultural education
have been defined as: knowledge, acceptance and
respect of diversity; mutual understanding and
dialogue between different civilizations; rejection
of stereotypes and prejudice and equal and
constructive co-existence within a multicultural
society (Landis, Bennett & Bennett 2004).

The political, economic and social situation is
changing rapidly and this has resulted in the
immigration of great masses of people in Greece.
This phenomenon makes the development of the
intercultural education in Greece necessary and
inevitable. The law of 1996 defined intercultural
education as an approach that “embraces all the
student groups who are vulnerable to educational
exclusion and the indigenous student population”
(Law 2413/1996, art. 34: 2450). But the solution is
far from an ideal one, because it leads to
marginalisation, social exclusion and isolation of
these children. Despite the fact that separate,
segregated schools are called “intercultural”, they
do not seem to promote intercultural education,
because they do not encourage the communication
and coexistence of people with different cultural
traditions. Separate schools do not encourage
cultural interaction, a key element, which
contributes to mutual understanding, exchange of
habits, cultural experiences and so on. Immigrants
exceed 15% of the general Greek population. The
economic migrants remain under conditions of
legal uncertainty despite the three official efforts

for legalisation in 1998, 2001 and 2005 (Law
2910/2001, 3386/2005). This makes the situation
demanding and complicated.

On the other hand, despite the existence of
intercultural schools a great number of immigrants
attend the mainstream schools. Greek educational
policy has to find ways to include immigrants’
children into a different environment and help them
to become familiar with a way of living, which
differs from their own. The constantly increasing
number of immigrant families living in Greece has
forced teachers to deal with another factor affecting
classroom dynamics: student attitudes towards their
immigrant  classmates, their  families, and
immigrants in general.

A study has suggested that students held
negative opinions about immigrants. In addition,
positive comments were limited to the cheap labour
provided by immigrant workers. Implications for
schools and the educational process are considered
(Dimakos & Tasiopoulou 2010).

Training of teachers is also crucial. Teachers
need further training in order to respond effectively
to the challenges of a multicultural class. As a
solution to this problem seminars of this kind
should be organised all over Greece. One of
potential target of these seminars should be the
utilisation of diversity as an opportunity for
personal, social and cultural development (Gurin,
Naghta & Lopez 2004). Obviously, -cultural
minorities and cultural diversity should be
recognised and the uniqueness of each civilisation
should not be overwhelmed by global trends.
Globalisation poses a serious threat to cultural
diversity and heterogeneity.

¢) Greek second chance schools (SCSs)

Second chance schools were founded according to
the law 2525/1997. Fifty-eight SCSs were
established in the whole country especially after
2000. Eight of them operate within prisons. These
are schools for adult learners that have not finished
compulsory education. They follow a flexible
curriculum according the special needs of their
students. The main aims of SCSs are a) to
reconnect learners with the education, b) to train
them and cultivate a positive attitude towards
learning, c¢) to support the acquisition of basic
knowledge and skills, d) to enhance their
personality, and e) to offer access to the labour
market. There are very few data about these schools
in the literature. The teachers and the students of
SCSs have many initiatives to communicate and
collaborate mainly through social networks. They
continue to ask for new collaborations and they try
to incorporate creative and expressive activities into
their curriculum (Antonopoulou, Koutrouba &
Babalis 2011).
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ESMA’s potential contribution to inclusive
education in Greece

The relationship between the Orff approach with
inclusive education and social work has its roots in
the values and the aims of the Orff approach.
During the annual convention of the Orff-
Schulwerk Forum (5-8 July 2012) Orff teachers
from all over the world exchanged ideas on
humanistic, artistic and pedagogical pillars of Orff-
Schulwerk. This was the topic of the magazine
Orff-Schulwerk Informationen®, issue 87. Up until
today there have been six Orff-Schulwerk
Informationen issues (50, 53, 62, 73, 81, and 89)
dealing with Orff-Schulwerk and social work,
special education or inclusive education. Shirley
Salmon (2010) has also explained how all students
can participate actively and experience expressive
and creative forms during an Orff class.

Other indicative references in this direction
which have inspired ESMA are described below. In
the 2006 Orff symposium, Georg Feuser presented
the topic “From segregation via integration to
inclusion: Theory and practice” and held a
dialogue with Shirley Salmon on the subject
(Feuser 2007). In the same symposium, Royston
Maldoom spoke about “Community dance:
Concept and practice”. Among other things, he
noted: “The best way to bring about a knowledge
society is surely to begin by working to promote a
healthy society: a society that strives for fairness
and acceptance of difference” (Maldoom 2007:
306). Shirley Salmon (2010) also explained how all
students can participate actively and experience
expressive and creative forms during an Orff class.
Many other key figures within the Orff society
work on this (i.e., inclusive education through
expressive and creative activities) in theory and in
practice.

The creative impulse is present in everyone’s
life, regardless of their age or mental ability.
Creative awareness is fundamental. It is the very
thing that makes every human being feel worth
living (Winnicott 2003). Obligatory compliance
causes a sense of futility and the feeling that
nothing is worthwhile (Winnicott 1971). The Orff
approach can offer a genuine experience of
expression and creativity, thus enhancing a
person’s self-esteem and self-perception. In the
2006 International Orff—Schulwerk Symposium “In
Dialogue”, Georg Feuser, in a discussion with
Shirley Salmon about integration, stated: “I believe
that we (experts in Music and Dance Education or
those attempting to explain educational phenomena
scientifically) shouldn’t be under the illusion that

! See www.orff-schulwerk-forum-
salzburg.org/english/orff _schulwerk_informationen/issues.html

these points provide possibilities for changing
society” (Feuser 2007: 140). This is a precious note
that promotes significantly the real social
contribution.

ESMA’s main effort is to communicate these
ideas primarily among its members and additionally
within the Greek educational community. EMSA is
already in contact with several social organisations
and has planned a number of activities in
collaboration with organisations of both the public
and the private sector. The outcome of this effort
will be evaluated in the course of time.

Conclusion

In the twenty-two years of its existence, ESMA has
been through a variety of situations, depending on
the stage of development and dissemination of the
Orff approach, as well as the socioeconomic
situation in Greece. Its overall course resembles a
curve which peaked in the first years of the second
decade, right in the middle of the whole period. As
the third decade begins, ESMA is faced with a
number of issues in a broader transition. Being in
close contact with the International Orff-Schulwerk
Forum in Salzburg and with the Orff level courses
run by the Moraitis School, it is now planning its
next steps.  Observing and interpreting
contemporary Greek society, it has redefined its
objectives and organised its actions. The two aims
on which ESMA currently focuses on are the
clarification and redefining of the main concepts
according to the three pillars (i.e., humanistic-
artistic and pedagogical aspects) of the Orff
approach and its social contribution. The
humanistic values and goals within Orff-Schulwerk
are now more relevant than ever.
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In 2014 Gertrud Orff (1914-2000), one of the
pioneers in developmental music therapy, would
have celebrated her 100" birthday. It is now fifty
years since she began to use music in her work with

children not only in music education but also
therapeutically. She had completed a musical
training and had been working together with her
former husband Carl Orff on the Music for
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Children of the Orff-Schulwerk. This practical
knowledge inspired her applications of music in
paediatric clinics and schools for special education
in Munich, Switzerland and California since 1963.

Gertrud Orff published the results of her
experiences and encounters in her ten years of
pioneering music therapeutic work from 1963 to
1973 in her first book Orff Music Therapy: Active
Furthering of the Development of the Child
(1974/1980). In this book she describes the
essential concepts of Orff Music Therapy which she
had drawn from her practice in music therapy
especially in the Centre for Social Paediatrics at the
Kinderzentrum in Munich (www.kinderzentrum-
muenchen.de). It was the then director of the
Kinderzentrum, Prof. Dr. h.c. mult. Theodor
Hellbrigge, who formed the name ‘Orff Music
Therapy’ as the therapeutic application of the Orff-
Schulwerk. In his preface Carl Orff attested to his
former wife’s profound knowledge in the principles
and possibilities of the Orff-Schulwerk and
considered her therapeutic work as a realisation of
the implicit potential of the Orff-Schulwerk that she
had developed with great skill in a creative way.
The twenty-one photographs taken by Isolde
Ohlbaum in the book capture living moments from
her music therapy sessions and show the moments
of her early applications of music as therapy.

The starting point of her approach is the
elemental musical expression of the child and in the
first chapter Gertrud Orff defines the position of
Orff Music Therapy as a multisensory therapy
addressing all senses in using the musical means of
rhythmical speech, rhythm, movement, melody in
speaking and singing and in the use of instruments.
In therapy the child can express herself or himself
freely in spontaneous and creative cooperation with
the therapist. Gertrud Orff formed her music
therapy principles in relation to the ancient Greek
concept of music musiké — “a total presentation in
word, sound and movement" (Orff 1974/1980: 9).
This includes not only more than our contemporary
concept of music but draws special attention to the
phenomenon of play and acoustic climate. She
clearly relates here to the “sibling” of Orff music
therapy, the Music for Children in the Orff-
Schulwerk with its prominent concept of elemental
music that is never music alone but connected with
movement, dance and speech.

The following chapters describe the relation of
Orff Music Therapy to the Orff-Schulwerk, the
specific elements of the therapy, the practical work
and therapeutic application with children with
different forms of disabilities. She demonstrates in
detail the therapeutic treatment with examples of
different indications and explains the relation
between therapist and parents. Several brief case

studies paint a picture of her clinical work in the
form of small music therapy stories.

In her last chapter she writes about what was for
her, the “secret of therapy”: Even if the interaction
in music therapy can be observed — the therapeutic
effect of music therapy always takes place
invisibly. For Gertrud Orff the secret of music
therapy lies in the specific acoustic-musical climate
that is animating and stimulating, calming and
soothing, intensifying and moderating. This climate
is formed through movement, rhythm and sound —
and has always been seen by her as a present
moment as the Greek notion of chairos describes it.
Therefore in Orff Music Therapy it is a central
condition for the therapist to become aware of the
creative moment and to be attentive to the child’s
motivation. The aesthetic perception results from an
animating energetic impulse, so that therapy can
only be successful when the child participates
emotionally. It is essential in music therapy to stay
alert and to be prepared for the unexpected. Gertrud
Orff often relates to the etymologic meaning of
words. She explains the Latin expression for face
facies as formed by the word facio which means
action. So action and effect of the action form face
and expression of the face: “facio facies mea”. In
music therapy it is the affect that elicits the effect
and thus the essential requirement for therapeutic
effects is the emotional encounter of the therapist
with the child.

The clinical experiences obtained through her
music therapy practice served to build the theory of
Orff Music Therapy in the form of key concepts. In
her second book published in 1984 (English
translation 1990) Gertrud Orff describes 77 Key
Concepts of Orff Music Therapy. These key
concepts proved to be valuable both for the
diagnosis and prognosis of a child as well as for the
therapeutic treatment. She uses the word key as a
metaphor for opening or closing the lock of a child,
and emphasises that each word, each behaviour of a
child can become such a key in therapy. In the
beginning of her music therapy work two concepts
were especially crucial to her: the first is the
concept of “imitation and initiative”, the second is
the concept of “emotion”. Therefore the question is
on one hand, whether a child tends more to imitate
or to take the initiative and on the other hand to
which extent, respectively in which form, the child
is expressing emotions. The 77 key concepts are
part of seven chapters titled Perception,
Provocation, Gestalt, Object, Space, Time,
Language, and Communication. In each of the 77
key concepts she first explains the concept in a
general way and then comments on the music
therapeutic perspective of these concepts. These are
illustrated lively with sheet music, drawings and
examples from her music therapy practice.
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Without explicitly referring to psychological
theories Gertrud Orff explicates, how in Orff Music
Therapy some base principles of the Orff-
Schulwerk can be applied in a therapeutic context.
Beginning with musiké as concept of music,
multisensory aspects of music, spontaneous play
and musical improvisation on elemental
instruments — the so-called Orff instruments are
completed with other string, wind, keyboard and
percussion instruments. Gertrud Orff shows in the
key concepts, how musical instruments especially
can stimulate and encourage the child to explore
and participate actively in the musical interaction.
The specific use of these instruments forms the
basis for responsive interaction in Orff Music
Therapy and the resulting relation of child and
therapist is a central factor for therapeutic success.
Especially stimulating for her in paediatric music
therapy are concepts like chaos and order but also
economy, richness and emptiness. She uses
repetition in a variety of forms such as gestures,
rhythms, dynamics or paradox examples resulting
in moments of ostinato, moments of contrast and
moments of surprise.

Orff Music Therapy is a humanistic approach
that promotes human growth through provocation
in the literal sense of the word — stimulating
perception and action through musical interaction
and musical resonance. Gertrud Orff, as a
pioneering founder of this particular approach of
music therapy, always stressed the developmental
potential of a child and in this context often used
the word “proficit” in contrast to the perspective of
deficits mostly taken in the therapy with
developmentally delayed children. For her each
child has something to offer and each child has
several resources that can be mobilised through
music. Therefore the most important elements in
music therapy are impulses that emerge from the
therapeutic interaction.

Today we would speak of empowerment,
resilience and salutogenesis in referring to these
phenomena. In the meantime in clinical
intervention studies the developmental furthering
effect of Orff Music Therapy has been evaluated
and video microanalyses have proven the
therapeutic effect of this responsive musical
interaction (Plahl 2007).

Her pioneering books emphasising the elemental
character of music opened new paths in music
therapy: The basic elements of sound and
movement work together in a stimulating play
situation creating fascination through permanent
changes in tension and relaxation, different forms
of repetition and the richness of tonal sequences.
Orff Music Therapy now has a history of almost
fifty years and from the early days of its conception
to the present day the concept of musiké is the

ground on which its practice and principles are
constructed. Today indications for Orff Music
Therapy are mainly in four areas of development:
social-emotional development, auditory
development, language development and motor
development (Voigt 2003).

Gertrud Orff established a training course in
Orff Music Therapy in 1980 which is now a three
year study course offered at the Deutsche
Akademie fur  Entwicklungsrehabilitation in
Munich (www.daer.de). In the meantime many
trained Orff music therapists work with children,
youth, adults and elderly people with different
developmental disabilities. As human development
is conceived by psychology in a lifetime
perspective the furthering of development through
music will also not be restricted to childhood and
youth.

From today’s standpoint both books are valuable
to both practising music therapists and members of
other disciplines interested in the ideas of Orff
Music Therapy and their practical application. The
essential contribution of Orff Music Therapy is the
multisensory developmental approach that uses
music for human growth. The legacy of Gertrud
Orff for contemporary music therapy is her
enthusiastic view of the developmental potential of
music.
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TOATIGUIKA, TOAMTIKG Kol KOW®VIKG {nTiuoto: to
TOC ovTIAaUPavouacTe ToV Avlpemo  owTNG TG
NAKiag, Kol 1o Kotd 7wOGO TOL MOPEYETOL M
dvvatotnto vo  avtonpocsdlopileTor ®g evepyo
HEAOG TNG KOWOTNTOG OvOOVTOGS Tr @Aom ng
YNPAVONC TOL UE TN UEYOADTEPT  dLVOTN
guyapiotnon. Onog yapaknplotikd mopatnpel M
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Schénherr 6to @VALGSI0 OV GULVOdEVEL AWTO TO
omAd DVD: «Znuocio dev €yxel poOvo to mOGH
xpovia, Lodpe, AN KOl TO TG TEPVAUE T YPOVIOL
g Tpitng nAiogy.

[Ipw100, Op®E, KaTaypdym KATOEG CKEYELS Yol
10 DVD 6Ba avaepepfd cOvtopo oToug onpovpyong
tov. H Christine Schonherr orobdoce Todaymyik,
LOUGIKT KOt PLOUIKY] OTO TMOVEMIGTHUIO TOV
ApBovpyov (I'eppavia). zm GULVEYELN
TpoyloTomoinoe  eEEI0IKEVIEVEG  OTOVOEG  OTN
HOVGIKY] Kol oty kivion oto  OnUIcUéVo
wotttovto  Carl  Orff  tov  Iloavemotpov
Mozarteum ot0 Salzburg (Avotpia), Eved apyotepa
e€edicevnke ot pébodo AAP (Atemrhythmische
Angepasste  Phonation nach Coblenzer) «ot
exkmadevmke ot T[oyka. H Schonherr givau
vevbuovn Yo T0 TMPOKTIKO péEpog Ttov DVD,
ONAadn, yw TNV TPOETOWOGIO KOl TNV EKTEAEOT
TOV TPOYPALUOTOS HOVGIKNG KOl YOPOD Yo TOVG
nukiwpévovg. EmmAéov, g kafnynitpio oto
wotrtovto Carl Orff, ¢@éper v €vBovn g
exmaidevong Ko eMPAEYNS TOV QOUTNTOV TOV
wotrtovtov  Orff  mov  ovupeteiyov kot
ovvepydomkav poli g 6€ avTO TO TIAOTIKO
TPOYPOLLLLOL.

O Coloman Kallés omovdace emiong oto
wotitovto Carl Orff. ¥t ovvéyeio eedikevnke
oto. péca OWOKTIKNG kol kataypoene (media
didactics and documentation). Xto DVD éyet
avaAdPel To TeXVIKO UEPOG TNG TOPAYMYNG Kal givarl
vevbuvog Yo Ti¢ Prvteockomnoetg. O Kallds, péoa
amd T evotoyeg mpotdoelg g Schonherr,
Bwteookomnoe pe  peydAn  evawoOnoic TG
GUVOVTNAGCEL TOV VAEPNAIKOV OTO TOdOy®YIKO-
KoAMTeyvikd  mpoypappe  «Movowkr, ['Adcoa,
Kivnony. EWwotepa, Katdpepe va «otyloimTiceny
pe ™ Kapepa O100TEPEC OTIYUES TNG EMKOVOVIOG
KOl NG EKQPOCNG TV  GULUUETEXOVIOV, TIG
duvatodTNTEG Kot TIG SVOKOAES TOVG, TAVTOTE OU®G
ue oefooud kot evaconcia.

Q¢ dithd DVD amotedeitar omd dvo dickovg Kot
elvar omn yeppavikn Kot otV ayyAMkn yAocca. To
TMEPLEYOUEVO TOV TPOTOL diokov £yl o¢g Béua
«Y7oPabpo ko avaotoyacposy (background and
reflection) xou amaptiCeton omd tpic pépn: A)
Emoxomon g Pacwkrg  modoy@yikng g
LOVGIKNG Kot Tov yopov (overview of elemental
music and dance pedagogy (EMDP), B)
Avactoxacpol yw TN HOVLGIKN Kot TO Yopd L€
nAkiopévoug avBpomovg (reflections on music and
dance with elderly people) ko1 I') Epupabidvoeic ot
Lon 600 katoikov evog oikov gvynpiog (insights
into the lives of two nursing home residents).
Yvykekpyéva, oto A pépog  yivetar
QVOOKOMNOT TOV aPYDOV TG LOVCTKOTOUOOY®YIKNG
pebodov Orff ko tng e&EMENG TG €mg onuepo.
XV €l00ywyn TopoLGLAlETOL oL TANPNG EIKOVA,
v TV mopeia g peBodov Ko Ta TEdioL oo omoin

epoppoletar. Extog amd v epappoyn tng oT0
moyoyeio, v mpotoPabio Kot TN
devtepofadia ekmaidgvon epappoleTor €6 Kot
OEKOETIEC KO OTNV EOIKT TAUSAY®YIKY], OTWOC GTNV
GUVEKTOIOELON TAdDV pe Kol diymg ovammpio.

‘Eva kawvovplo medio epappoyns g pebddov

Tpotanke mpdopoto omd TNV  Schonherr kot
aeopd oTo dtoua Tov Savhovy TNV TPITN NALKI.
Y10 mhaiclo g prong tov Orff (2011: 147): «H
Ztoyelok’] Movoiwkn pmopet [...] va Piovetor kon
va podaivetar omd tov KGe GvOpwmon’ kon pe
Béon tov ovpaviotikd yapoktipo ™G pebBdd0v
TopEXETAL 1) OLVOTOTNTO EPAPUOYNG TNG OTOV
guphtepo  yopo TG O Piov pabnong Ttov
avBpodmov, aveEaptitog nAkioag. Me dAla Adya,
o010 A pépog divetar otov kdbe evdlapepoOUEVO LI
GKpOC  eVOLPEPOVGO KOl TANPNG  EVNUEP®ON
GYETIKA pe TO BempnTikd Kot TPAKTIKO TANIGIO GTO
omoio  Paocileton M  pébBodoc  Orff  won
nmapovctalovior Ol To Bépota pe Té€Tolov TPOTMO,
mote 0 Kabévag, aveaptnta amd TNV evaoyOANnon
TOV HE TN HOVLCIKN, vo Umopel Vo omoKopicet
GYETIKEC YVDOELS,

10 B pépog xotaypldeovior ot OmOWYELS
kafnyntov amd Tov  KAASO TNG  HOVGIKNG
EMOTAUNG, KABDG KOl EXAYYEALATIOV GTO YDPO TNG
QPOVTIONG LVIEPNAIK®Y, GYETIKA UE TNV EMdpaoN
NG HOVCIKNG G€ Ot TNV oudde avlpdmmv.
Hopddiinia, toviletar 1 KOW®VIKA onpocio Tng
HOVCIKNG, OTMG kol O POAOC 7oL Wmopel va
Slodpapaticel oe ATOUA LLE YEPOVTIKN AVOLd, POV
emdpd  dueca oto  ovvaicOnupo kol dev
eyKhopPileton o€ TOALOOIdOAES  VONTIKEG
enelepyaociec. Idwitepa Oetikr evrbdmmwon otov
avayvoortn/feat mpokaAel évo  Topddstypo
a&lonoinong tng LOVoIKNG HEGH LOVGIKOKIVITIKGOV
TOLVIOIDV OAANAETIOpOONG WKPOV TOOIDV Kol
vrepniikev. Onog avagépel o Hartogh (kabnyntg
HOVCIKNG TAOAY®YIKNG OTO TOVETIGTAMO TNG
Vechta, ['eppavia) to 2050 Ba €yovpe mo moAAG
dropa wov Oa givor nlkiog dvo tov 80 gt@v arn’
0,1t dropo kGt Tov 15 etdv. Avtd delyver 10
péyebog tng avdykng va acyoindel n kowwvio and
TOpa pe Tov TANBued ¢ Tpitne nhikiag. 'Hom ot
Feppovion  vmdpyovy  apkeTd  TOVETIGTNHOKE
TUNLOTO TTOV TPOCPEPOVV UETATTUYLOKEG GTOVOLS
oTOV KAGOO TNG MOVGIKNG OTNV YEPOVIOAOYiN
(Musikgeragogik) yio emoryyeAuatiec 6to YOPO TG
HOVGIKNG EMGTAUNG ] TNG PPOVTIONS.

Y10 I' ko teElevtaio péPog tov TPOTOL dicKOoL
(DVD)  mopovoidlovior ot amdyelg 600
oovppetexdvtov  oto  mpoypappa  «Movoik,
INaooa, Kivnony. Xapaxtmpiotikr elvar  m
dMAwon evdc evevnvagvvidypovou: «IIépa amd Tig

! “Elementare Musik ist [...] fiir jeden Menschen erleb- und

erlernbar” (Orff2011: 147).
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MPEG TOV £PYOVTOL TAL TOUOLA OV, AT Eivarl 1 o
opaio @opo péoa oty gfdopdda. OAn v
epdouddn mEPWEVEO MO TOAD TNV OpU NG
povckne». Opoimg, n devTePN cuvevtevlalouevn
tovifet ™ peydAn onuoocio mov €xet avty M
dpaoctnpotto ywoo v 0, KobmdG cvvdéel TIg
LOVGIKEG EUTEPIEG OO TNV TOLOIKN TNG NAIKIOL [UE
o pofnuate TG HOLCIKNG Tov  mapoKoAovOet
onuepa.

Onwg avoaeéper M Schonherr, otdéyog TOUL
TPOYPALLATOC NTOV VO ‘GTAGEL 1] ATOUOVOOT| TOV
VIEPNAIK®V Kot va  Tovg  mpoopepBovv ot
KOTOAANAES €VKAIPIEG TPOKEUEVOD VO OVOTTOEOVY
™M ONovpyKOTTOL KO TN QOVIOCio  TOVG,
aveapmtog nikioc. Ta cuvasOnuatikd oéin
YW TOLG GULUUETEXOVIEG OTO TPOYPOUMO MTOV
TPOTICTOG 1 emKow®@vio, 7Tov  ovortdydnke
avdpeco  TovG, Kot M Tévmon TOV
OVTOGLVOGONUOTOG TOVG amd TG EMTVYIEG TOVG
0TI HOVGIKOKIVNTIKEG dpactnplotntes. Idaitepn
onuacio 6ivetal OUMC KOL GTO YEYOVOG OTL Ol
CLUUETEYOVTEG Plmoay OTL AKOUO KAl GE QLTI TV
nAkio vdpyel n dSvvatoTnTo PAONnoNg Kot eEEMENC
GTO YVOOTIKO KOl GOUATIKO-KIVITIKO TOUEA.

210 debtepo dioko Tov DVD mapovsialovtor ot
dpaocTNPOTNTEG OTNV TPAEN Kot mEPAaUPavovTol
T mopokat®  uépn: 1) MovoikoyopevTikég
dpaotnprotnteg (activities with music and dance)
2) X®dpog yia dnpovpykdTo kot govtacio (room
for creativity and imagination), kot 3) Znueia
eotioong yo v nlkiakn opade (focal points for
the age group). To kdBe pépog amoteAeiton omd
TPOKTIKA  mopadeiypato  Kor  Bempntikong
OYOAMOGHODE JPOP®Y EVOTHTOV OTMG: EVEPYO
GKOLoLO TNG HOLGIKNG, WOVLCIKA Opyova, Yopoi,
YAOooO kot dpapotomnoinon, TPOyoudLd,
OVTOGYEOIOGIOC, Ol EMOYEC, EMIKOWV®MVIO, YLOVUOP.
[MopddAnia, ovolvetor 1 onuocio. g Kade
EVOTNTOG OE GYECT LE TO YOPOKTNPIGTIKA KOl TIG
OVAYKEG TOV EKAGTOTE GUUUETEXOVIOV.

Me 0edopévo OTL 1| GUVOAIKY SIIPKELN TOV dVO
dlokwv Tov DVD eivon mepiocdtepo and téooepig
mpeg, katovoel Kaveic To gvplh pacpo Tov Oepdtov
OV AVOADOVTOL KOt TNV TOIKIAopopeia avtav. Ta
Bivteo amotehobV TPAyUOTL U0 TINY TPOTACEMV
OYETIKA UE TO MG UTOPEl KATO10C VO GUVOEGEL TN
HOVGIKY Kol Tnv kivion pe v tpitn mAio.
Exeivo dpwg mov Eeywpilel eivar o evBovolacuoc,
to mabog ko M o@ociwon tng Schonherr otnv
gpyasio TG HE TOUG VTEPNAIKEG. 2Zav  £€VOG
yelpappog, Bo EAeya, TOPOKIVEL AKOUN KoL TOV TTLO
OIOTOKTIKO OO TOVG CUUUETEXOVTEG GTO. dPMUEVO,
dtvovtdg tov Vv gukaipio vo yeuTeEL T pOVAOIKY
eumelpion ¢ povoikne. Tavtoypova, divel 6TOLG
QOUTNTEC OV GULUUETEYOLY GTO TPOYPOUUO TN
duvatodtnta vo katab€couy Tig S1kEG TOVG 10EEC, T
HovoIKn] Kot To 0o NG maTpidag  TOLG,

a&l0moIOVTAG TO HOLGIKO Opyovo mov Tailel o
KaBEvac TouG.

Xoplg apeiporio ot Schonherr wou Kallos
gumhovtiCouv pe avtd 1o DVD v veiotdpevn
Biproypoapio oyetikd pe TV gQApUOyn NG
HOVGIKNG otV yepovtoAroyio. Me 1dwaitepn
guooOnoiac mopatnpovv To. dTopo TNg TPITNG
n\iag eépvovtog oto vouv v Portner (2008: 28)
oL YpAPEL:

«[Ipémet vo deiyvovpe oePacpud otov KAOE
vBpwmo Kot 6ToV TPOTO MOV EKEPALETAL, OKOUA
Kot av dev pog givat dpeca katavontogs. I'a tov
GUYKEKPILEVO AVOPOTO 1) £KPPOOT] TOV £)EL Eval
vonpa kot autd orotel cefoaocpd. Agv propovye
mhvta va Tov Katavoovpe oe Babog. [pémet va
oefopacte 0Tl ovyvd dev elvar dvvatd va
avtilappovopacte kot va Eemepvae Ta Opla ToL
0étet 1 oavamnpic oto  dTOMO HE  VONTIKA
VOTEPNON 1 OTOVG NAIKIOUEVOLG LE YEPOVTIKY
avola. Opwg 1 memoibnon OtL 1 cCLVUTEPLPOPA
ToVG €xel KOmowo vomuo YU avtohs, aKOpo Kot
€dv dev UmOpOdLE VO TO  OVOKOADWOULE,
GUVETAYETAL U0 GTACT OV &YEL Omd POVI TG
BeTiKéG EMNTOGELGY.

Y10 DVD o@aivetot 0Tt 01 GLUVTEAEGTEG TPOGEYYIGOV
T0 0épo tovg pe emoyyelpotiopd. ‘Exoviog g
CUUUOYO TNV TOADYPOVN  EUTEPIO.  TOVG
KOTOTAGTNKAY UE TO TPOYPOULE AVTO TPOTAVIMV
G€ VPV PACHO KAl e Ui, avpo o1o10d0&iag OTL Kot
oTN UEYUAN NMKia VTAPYEL YOPA, ONUIOVPYIKOTNTO

KoL eEEMEN.
Kleivovtag, ag Ovunbodue omd 10 moinuo
«XOvvepa  pe  mavteAdvioy  tov  Bladiunpov

Moylakocekt (2012: 118) to otiyo: «Eyd dev &y
0VOE POV AOTPT TPIYO GTNV YOYT| HOV...».

Nouilw 6t avty n epdon oavtikatontpilet
ghotoye TNV ovTiAnyn tev 000 cvvepyaTdV
GYETIKA WLE TOV TPOMO TPOCEYYIONG 1TNG TPITNG
nlkiog, KoAGOVTOG TOV avoyvaotn/OBsoty  va
GUUUEPIOTEL OVTH TNV TPOCEIA| GYéom avdpeca
oToV AvOp®MO Kot T YN PATEL.

Biproypagia

Zoplog, M. (2005). Awotiipnon ™me
Aegitovpyikomnrog oe  Atoua  Tpitng Hlkiog.

2 «Jeder Mensch muss ernst genommen werden in seiner ganz
eigenen Art und Ausdrucksweise, selbst wenn sie zunéchst
unverstandlich erscheint. Fir die betreffende Person hat sie
einen Sinn, und das muss respektiert werden. Nicht immer
gelingt es, diesem Sinn auf die Spur zu kommen. Wir missen
damit leben, dass es oft nicht gelingt, die Mauer zu
durchdringen und die Welt geistig behinderter oder verwirrter
alter Menschen zu verstehen. Aber das Wissen, dass ihr
Verhalten fiir sie einen Sinn hat, auch wenn er uns verborgen
bleibt, impliziert eine Haltung, die an sich schon positive
Auswirkungen hat» (Portner 2008: 28).
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Abnva: EXMimvicn I'epovtoroyikn Ko
I'mpuotpikn Etaipio.

Moyaxogoxt, B. (2012). Mayiaxoport Howmuaza
(ute. Tavvng Pitoog). A6Ofva: Exdodoelg

Kopovtly.

Marchand, M. (2012). “Gib mir mal die grofie
Pauke...” Musikalische Gruppenarbeit im
Altenwohn-  und  Pflegeheim.  Munster:
Waxmann.

Orff, C. (2011). Studientexte zu Theorie und Praxis
des Orff-Schulwerks. Basistexte aus den Jahren
1932-2010. Mainz: Schott Music GmbH & Co.

Portner, M. (2008). Ernstnehmen Zutrauen
Verstehen. Stuttgart: Klett-Cotta Verlag.

IIpotewvépevn mopamopni:

Kessler-Kaxoviidn, L. (2013). Kpitiky DVD: “‘l Have
Become Young Again’. Music, Language, Movement:
Artistic and Pedagogical Opportunities for People in
Advanced Age” (Christine Schonherr & Coloman
Kallés). Approaches: MovoikoOcponeio. & Eidikr
Movaoiky Howdaywywern, Eidwcé Tebyos 5(2), 219-222.
AvaxtiOnke and to http://approaches.primarymusic.gr
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Special Issue
The Orff approach to special music education and music therapy:

Practice, theory and research

DVD Review

“I Have Become Young Again”

Music, Language, Movement: Artistic and
Pedagogical Opportunities for People in
Advanced Age

Christine Schénherr & Coloman Kallés

Reviewed by Elisabeth Danuser

“l Have Become Young Again” Music, Language, Movement: Artistic and
Pedagogical Opportunities for People in Advanced Age

L1ch bin wieder jung geworden”

Christine Schonherr & Coloman Kallos

Produced by the Mozarteum University Salzburg

Carl Orff Institute for Elemental Music and Dance Pedagogy
© 2012

UNIMOZ-004/2012

ISBN: 978-3-9502713-2-4

Prof. Elisabeth Danuser: Director of Further Education at Zurich University of the Arts. Director of the
Bachelor course in Music and Movement for 15 years. Teacher of didactics and practice of music and
movement for people of all ages and for people with special needs. Long term experience with music and
movement in schools and homes for behaviourally disturbed and disabled children; creative work with
people of all ages; further training in music and movement in education and special education. Publications
(Academia Verlag DE): Musik und Bewegung, Struktur und Dynamik der Unterrichtsgestaltung, Musik
greif-, spiir-, hor- und sichtbar, Uber den Umgang mit schwierigen Situationen in der Musikalischen
Grundausbildung, and Groove Pack Basic.

Email: elisabeth.danuser@zhdk.ch

Editor’s note: This review was originally entitled “Experiencing Music at an Advanced Age” and was published in
German at www.musikzeitung.ch. Here, it is translated in English and published with the kind permission of the
publisher and the author.

The Carl-Orff-Institute Salzburg has been filming individual talks with a carer from a home and

music and dance sessions offered to the residents in
old peoples’ homes for nine years.

After briefly outlining the subject of Elementary
Music and Dance Pedagogics (EMDP), the first
DVD then concentrates on reflection with a theme-
oriented summary of interviews conducted with
experts, a group talk with home residents and

students at the Carl Orff Institute. The Film closes
by taking a look at the lives of two residents in an
old peoples’ home who have been taking part in
weekly music sessions for a number of years.

The discussion about the questions “Why
music?”” and “What is the intrinsic value of music?”
is conducted aesthetically, in depth and with great
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care. The discussion is developed based on
scientific findings, always bearing the importance
of the emotional aspects in mind. The connection
between music and our long-term memory (“well-
known songs, even with several verses, are
memorized up to a very old age”) is addressed, as
well as the psychosomatic effect of music leading
us to the questions: “What role did music play
earlier in life?” and “What role does music play
today?”. The way EMDP adapts to a person’s life
story is illustrated and important conclusions with
regard to its practical use can be drawn. Statements
made by senior citizens elucidate the practical
relevancy: “Music is readily available, for
everybody. Music lifts spirits. You actually feel that
you are still alive. Everybody taking part is
authentic and are who they are”. In this sense
music is part of a person’s biography; it plays a
significant role in re-writing one’s own new story.
However, the project also involves learning
something new and taking on new challenges.

The strong reference to the significance of music
in everyday life forms the foundation for
educational and further educational training at the
Carl Orff Institute in the field of Music-Gerogigics
and is distinctly different to Elementary Music
Pedagogy: the objective is not to educate, the focus
lies on learning. Here it is important to take the
participant’s biography and current life situation
into account without infantilising the music.

The second DVD is dedicated to practical
elements. After a short introduction different
examples of various sessions, divided into three key
areas and fifteen further topic areas, can be
observed. The practical examples are presented in a
profoundly aesthetic way; the pieces of music are
varied and chosen to suit the materials used. The
instructor,  Christine  Schonherr, and the
participating trainees excel in both performing and
professional musicality. The well-founded artistic
quality, enhanced by the dignified way in which the
sessions are conducted with respect, expertise and
understanding provide the participants with the
ideal environment for participation.

Suggested citation:

Danuser, E. (2013). DVD Review: “‘l Have Become
Young Again’. Music, Language, Movement Artistic and
Pedagogical Opportunities for People in Advanced Age”
(Christine Schonherr & Coloman Kall6s). Approaches:
Music Therapy & Special Music Education, Special
Issue 5(2), 223-224. Retrieved from
http://approaches.primarymusic.gr
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Eido Tevyoc
H npocéyyion Orff oty €1d1k1 povotkn modaymyikn kot otn povotkobepameios

[pdén, Bewpia kot Epevva

Mera@paocpéves Iepuqyerg ApOpav

Translated Abstracts of Articles

H Movoewko0epamneio Orff: Ietopia, Apyéc kot eportépm EEEMEN

Melanie Voigt

Hepidqyn: H povokobepaneio Orff, o avartuéiokn Tpocéyyion g povoikobepaneiag, avorntoydnke omd
v Gertrud Orff oto mhaico ¢ Kowvovikng TadiaTpikng oto Moévayo g epuaviag. Edd mapovsialeto
{0 6OVTOUN 16ToPIKY avadpoun g povoikobepamneiag Orff. [epiypdpetor n 1otopia Tov KAWVIKOD TAMIGIOL
HéGo 6T0 omoio avomtouyxOnke 1 TPocéyyion, kabdg Kol to emayyelpotikd vroPabpo ¢ Gertrud Orff.
Eniong, oulnteitan 1600 0 porog tov Orff-Schulwerk otn povowoBepaneion Orff 6co kot n avamtvén TV
OYETIKOV BempNTIKOV apy®dVv. 1o apbpo avtd, n avamtuén g povoikobepaneiog Orff TAacidvetar amd Tig
TPEYOVOEG aPYEG KOl OO TNV TPOKTIKN TNG €PAPUOYT, OTMOG 0vTH TopoLolaleTol HEcH amd [0, UEAETT
nepintwong. Me PBdorn  pekétn mepintoong, N Oswpia cvoyetiletar pe v mpdén. Térog, AapPdvovton
VROYV o1 aAlayég mov emnpedovv T povowobepaneia Orff onuepa, TV KatdpTion Kot Ty Epevva.

AfEelg  khewwd: povowoBepomeio  Orff-  avomtvéiaxés  avammpieg  Gertrud  Orff-  avamtv&lokn
povckodepameiol

Melanie Voigt, PhD, Iavemotmuio tov TéEag: Bachelor, Master kot Atd0KTOPIKO 6T LOVGIKT EKTOIGEVOT).
H Melanie éyet didaxtikn epneipio e dnpoota oyoreio tov HITA kot ekmoudedtnke otn povoikodepameio
a6 v Gertrud Orff. And 10 1984 givon emkepaing tov Tupatog povoikobepaneiog oto Kinderzentrum
Minchen kot tov 1810TIKOD ekmadgLTIKOD TPOYpauuatog ot povoikobepaneio Orff. H Melanie epyaleton
oto Tavemotyuo Egappocpéveov Emomudv Wiirzburg-Schweinfurt 6mov eivar Aéktopag yioo 1
povowobfeparneioa Orff oto Iltuyio Kowwvikng Epyaciog pe épupacn otn povcikobepameio, kobmg kot
AEKTOPOG KOl GLVIOVIGTPLO TOL peTamTuylokoly mpoypdupotos. H Melanie sivon pélog tng Stindige
Ausbildungsleiterkonferenz  Musiktherapie (SAMT) «xoat avimpoéoorog g Opoomovdiakns ‘Evmong
MovoikoBepaneiog otnv Evponaikn Zvvopocsmovoio Movoikobepaneioc. ‘Eyxel dnpociedoet o épyo g ota
OYYALKG KO TO YEPUOVIKGL, KoL TO £XEL TAPOLGLAGEL G€ dldpopa d1eBvn cuvEdpLa.

Email: Melanie.Voigt@kbo.de

H Xnpaocia tov Orff-Schulwerk ot Movown Kowvoviko-Evraliok
Howaymywn] ko ot MovowkoOepaneio

Karin Schumacher
EMnvu petdoppoon: Aonacio @paykovin

INa v ehnvuci] Tepidnyn, préne ™) ogrida 106.
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The Importance of Orff-Schulwerk for Musical Social-Integrative
Pedagogy and Music Therapy

Karin Schumacher
English translation: Gloria Litwin

For the English translation, see page 113.

Howaymywn Xroryeroxkng Movowkig kot Xopov (EMDP):
Koalateyvikég ko Ilawdayoykés Evkarpieg yio Atopo
Hpoywpnuévng Hukiog

Christine Schoénherr

Hepidnyn: H nlwia ko n ynpavon eivor {ntipato Heyding onuaciog 6Ty enoyn LoG, Tov Hog KEvouy va
avopOTIONOOTE UE Tolov Tpémo 1 mopatetapévn Owdpkele (ong umopel vo Puwbel pe évav mo
0VTOTTPOGOI0PILOUEVO, OVGLOGTIKO KoL IKOVOTOINTIKO TPOTO. XT0 GpBpo avtd, 1 TPOGEYYIOT TNG GLYYPAPEN
TopoLCIALETOL HEGA OO TNV EPYACio TNG LE ATOUO TPOYWPNUEVNS NAKIOG KOl GUUTANPMVETAL LECH OO TIG
TPOCHOTIKEG TNG OKEYELG OYETIKA e To Bépa avtd. Ot S1apopot otoyol TepIAapuPdvouy TOG0 UN-HLovctkos
0G0 KOl HOVGIKG TPOCUVOTOMGUEVOVG GTOYOVE, Ol OMOI0L UTOPOLV VO VTOKIVIIGOLV TOAVTIUES KOl
KOVOTIOMTIKES LOVGIKEG gUmelpie LYNANG mowdtntag. Ot BepeAddelg apyés Kvobvior yopm amd:
onpacio Tov va mailel Kavelg Hovoikn — va £xel, dnAad1| evepyd poLo GTN LOVGIKT dladiKacio —, TV £vvola
™G aAANAETIOPOOTG TS LOVGIKNG, TOV AOYOL Kol TNg Kiviong/xopov, Kol TIC £EVVOLEC TOV OTOGYESIUCOV
Kol TS POPUOG.

210 apBpo mePrypdPOVIOL TO OMUAVTIKG HEPY Kol Ol GTOYOL TV GLVESPUDV: 1 TEAETOLPYID TOL
YOPETIGLOD EIVOL OTLLOVTIKY KOl Ol ACKNOELS TPOOEPLOVGTC UTOPODY VO, YIVOUV UE TN YpTIoN TNE Kivnong Kot
LLE TN UETOTPOTY] TOV GMOUOTOG o€ Kpovotd opyavo (body percussion). To tpayoddt, 1660 yvOGTOV 060 Kot
ayvootov koppatiov, kafmg kot to maifipo opyavov Orff efvar onuavtikég dpactnprotntes. H xivnon eivan
EMIONG ONUAVTIKO HEPOG TOV GLVESIPLOV OOV YPNCULOTOLOVVTAL JSIUPOPETIKA OVTIKEINEVE, OTWS YAVTLA,
papdoL N eTePd TAY®VIOV.

H mpocéyyion Orff éxer to Oovpdcio mieovékmmuo va eivar moAvmigvpn. Aivovtag €ueoact GTov
OVTOGYEOIOGUO KOl GTNV OTOUIKT] ONUIOVPYIKOTNTO OV EMTPENEL TN ONUOVPYIO LOVGIKNG OVAAOYA LE TIG
KOVOTNTEG TOL KOOEVOG — KATL TOAD GNUAVTIKO Y10, TOVG NAIKIMUEVOVE —, TPOGPEPEL TOAAA SLAPOPETIKA
epebioparta yio va aoBovOel kaveig T povotkn, va, tn {\GEL Kot va, Ty EKEPAcEL LECH TNG Kivnomng.

A&Ea1g KAEOWA: OTOLYELOKY] LOVOIKT: OUVATOTNTEG KOWMVIKO-EMIKOWVMVIOKT TKOVOTNTO: KOUAMTEYVIKESG
gvkapieg

H Christine Schonherr srovdace povowcn ota oyokeia, royépa kot puOukn oto Hochschule fir Musik
und Theater cto Hamburg g Iepuaviag, kabmbg ko ekmaidevon oto University of Hamburg. Xmovdaoce
EKTTOUOEVOT OTOLYELOKNG LOVGIKNG kat kKiviong (elemental music and movement education) octo Carl Orff
Institute, Mozarteum University, Salzburg. Aidaée diapopa avtikeipeva oto Carl Orff Institute yio ToAAG
xpovia. E&axolovbel va mpooeépel moALd mpoypaupato og gbvikd kot O1ebvég eminedo, kabdg Kol va
onuootevel Gpbpa. To 2013 dnpocicvoe to DVD “‘I Have Become Young Again’. Music Language,
Movement: Artistic and Pedagogical Opportunities for People in Advanced Age”. Eivar motomompévn
ekmondevtpla yio to AAP (Atemrhythmisch Angepasste Phonation according to Coblenzer/ Muhar) kot
exknoudevTpla yioyka (BDY / EYU).

Email: chr.schoenherr@hotmail.com
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Orff-Schulwerk otnv E1dtkn Ayoyn: Mo Merét [epintoong

Mopia O1idvov & Avoprovni ZTopotomroOAOD

Mepitnyn: Katd 1o oxolkd €tog 2012-2013, og éva oxoreio yio pabntéc pe 01Kég avaykeg otnv AbMva,
o S0oKGAD Kol Uit HOLGIKOTodoy®myos oyediacav €vo dabepotikd mpodypoppa Paciopévo oty
apocéyyion Orff. Ttdyoc avtod tov Gpbpov eivor vo, avadeyBei  ypnowdTo Ko 1 €mTvyio TG
LOVGIKOKIVITIKNG Ttodaymyikng mpocéyyiong Orff koatd v €papuoyn tov mpoypaupotog ce opdda
pontdv e €101KEC avhrykeg og £va ONUOGLO GYOAELD EOKNG Oy®YNG.

O exmtandevtikol eméreov LTV TNV ORAdN ETELST OVTOTOKPIVOTOV OTIC GUYKEKPLUEVEC TPOKANGELS TOV
evolEpepay v épevva. H mpmtn mpodxdnomn eiye va kdvel pe T0 yeyovog OTL 1 OPAd NTOV OVOLLOLOYEVNG,
KaOdc meptelapPave pantég e vonTikn votépnon, pe ddyvun avartuéloky dtapayn (AVTIGHO) Kol pe
onavio. cvvopopa. H devtepn mpdkinomn Ntav 0Tl 10 TPOYPAULE ETKEVIPOVOTAY GE €va HOVO Bepatikd
a&ova, TOL APOPOVCE TN YVOPLUN TOV HoONTOV LE TO GO0 TOVG Kol TOV TPOTO VO GYETIOTOVV UE OVTO
LEG® TOL YDPOL Kot Tov xpdvov. Télog, TpdrkAnomn NTav 1 ¥PNoN TS LOVGIKNG Kot NG Kiviiong g KOplov
LEGOV Yo TNV €MiTEVEN TOV oTdHY®V TOV TTpoypdppatoc. Ot 6tdyol avtol tav TOG0 pHovoikol 660 Kot Ui
povowkoi. Ta amoteléopata g mopéuPacng kpidnkoav Oetikd kot amd Tic dvo ekmadevTikovg. Ot pabnTég
EPYACTNKAV GE OUAdO KO, KOTO TN OGPKEL TOV TPOYPAUUNTOS, ApYloay Vo, cuvepydlovtay oloéva Kot
TEPLGCOTEPO, OTUEIDOVOVTOG TPOOSO TOGO GE YVMOGTIKO OGO KOl GE YUYOKIVITIKO Kol KOW®VIKO EMIMEdO. XTO
TEAOG TOV GYOAKOV £T0VG 1] TPOOSOG TOVG emPePotmdOnKeE Le TN GLUUETOYN TOLG GTI YLOPTY| TNG ANENG e Eva
LOVGIKOKIVITIKO dPMOUEVO, TO 0010 ATOTEAEGE TO EMGPPAYICUA. TNG TPOGTAOELNG TOVG.

Ag€arg Khewdd: tpocéyyion Orff- povokn: kivnon: owTopdg vonTikn veTépnon: oo

H Mapio ®rvidvov givar Lovotkoc 6to 101kd dnpotikd oyoieio Karcapiavig «Pola Iufpiot» oe padntég
LLE VONTIKN VOTEPNON Kot S1dyvteg avamTuélokég dtatapayés. [Ituytodyog KiBdpag Kot amd@oltog Tov SleTovs
EMOYYEMUATIKOD KOKAOL omovdmv Movowkokivntiknig Ayoyng Carl Orff otnv Abnvo. TTtuyodyog tov
Tunpatog @vocoeiac-Tladaynyiknc-Foyoroyiag Tov [avemomuiov Adnvov pe katedBuvon Toudoywytkn
KO LETOTTUYLOKES OTOVIEG oTnV €101k aymyn oto [adaywywd Tunua Anpotikng Exnaidevong AOnvov.
‘Exe1r 0104&el povoikn oe Kogd / Paprkoa wondid eni celpdg eTdv, ALY Kol 6€ TodLd TUTIKNG OVATTVUENG
TPOCYOAIKNG Kol GYOMKNG mMAMKioG. AOGOKEL GTO TPIETEC TPOYPOLUN ETOYYEAUOTIKOV OCTOLOMV
Movowokivntikng Ayoyhg C.Orff ommv ABva kot givor avtumrpdedpoc tov EAAnvikod ZvAloyov
Movowkokivntikng Ayoyng C. Orff (EXMA).

Email: mariafilianou@otenet.gr

H Avoprovn) Xtopatomovrov cmovdace modaymykd oto [Mawayoywod Tunua Anupotiknig Exmaidevong
tov [Mavemomuion AOnvav. T cuvéyela mpe TTLYio amd T0 UETATTUYIKO TPOYpappe «Edikng Aywynoy»
tov IITAE tov [Havemomuiov ABnvav. Znv emayyeApotikn g mopeia, yio deKamévte ypovia epYEoTnKe
o€ oYOoAgln TVTIKNG KOt E10KNG aywyng otnv EAAASa kot oto e§@tepid. Edwkotepa otnyv €101Kn aymyn, £ el
EPYOOTEL P TOUOLA LUE TOPAWGT), LLE EYKEPOUALKT] TOPAAVOT), LLE VOTTIKT] VOTEPTON KOL LLE OVTIGUO.

Email: andistam@yahoo.gr

H AlimAemiopacn Anpuovpyet MaOnon: H Zvpperoyn Madntov
ne Ewdwkéc Exnaidevtikég Avaykeg péco tov Orff-Schulwerk

Markku Kaikkonen & Sanna Kivijarvi

Hepidnqyn: Oewpodue OTL TO OTOMIKO KOl TO GLAAOYIKO givol dppnkto cvvoedepéva. H aAinienidpaon
odnyel otn pédnorn kKour ©¢ ex tovTOL Ol Bewpieg aAinAemiopacng €yovv Wwitepn onuocio. o évav
EKTAOEVTIKO LLOVGIKNG, 1 KOTAKTNOY TNG ENLYVMOONG UTOPEL VO EVIGYVOEL KO TIG TPUKTIKEG TOV EQOPUOLEL.
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H avaxdloyn tng mo mopay®yiknig oTPATNYIKNG CAANAETIOPOOTG KOl T KOTOVON O TMOV GUVETEIDV TOL
€Youv o1 OpACELS OTO TAGICLO LLOG TPAYLOTIKNG HaBNo1oKN G dadIKAciag, LITopovV Vo EVOLVAUDOGOLY TOGO
™V oAANAemidpaon 060 Ko Tn pabnorn. Qotdéco, n oAAnAemidpacn eivar dUVOIKN KOl TOAVGOVOETN
dradtkacio. XVVET®G o1 EmayyeAaTieg Tov epyaloviol pe Habntég pe €101kéC ekmandevtike avaykeg (EEA)
pmopel va. unv givor 1Kovomompévol pe TO €VVOIOAOYIKO TAMIGIO 7OV OVOQEPETOL OTIC OlUOIKOGIES
aAniemidopacmnc.

¥10 apov apBpo vrootpilovpe 0TI HECO OO TNV EVOEAEYN TapaTHPNCT €ivar duvatdv va avartuydel
L0 EVVOLOAOYIKY] TPOGEYYIOT] TOV VO CVTOTOKPIVETOL GTIS OLPOPOTOUUEVES TPOKANGELS TNG TOOAYWOYIKNG
arnieridopaong. Ilpoteivovpe emiong 6Tt | Tadaymykn arinienidpaon pe toug pabntég pe EEA pmopel va
ompileton otig 18éeg Tov Orff-Schulwerk.

Apyikd, TEPypaeovuE v cuvTopia HepKEG amod Tig Pactkég apyég tov Orff-Schulwerk. "Eyovtag 0éoet to
Bewpnrtikd vdPabpo, to dpbpo mopabitel mpaypatikd TOPASEIYLOTH TEPMTOGEDY TOL £(OVV GKOTO VO
Sel€ouV TIC EPAPLOYES TNG TPOGEYYIONG KOl LEPIKEC OTO TG TPOAdoVG TG TpoonTikhg tov Orff-Schulwerk ce
€101KA povotkomadaymyikd mepifdrdovia. Kieivovpe pe po mepiinym, mapovcidlovtag HEPIKEG AmOWELG
oyeTikd pe tig duvatdteg tov Orff-Schulwerk oty maudaywyin oAlnienidpaon pe podntég pe EEA.

AéEerg khewdra: Orff-Schulwerk: povoiwkn exmaidevon: €101k HOVGIKT] TOOAYMYIKT: E01KEG EKTOLOEVTIKES
avaykeg (EEA)- pébnon: modayoyikn gvouchnoio: mtoudaywyky] aAANAERIOpaoT): KOTAPTION EKTOLOEVTIKOV
LLOVGIKNG

O Markku Kaikkonen gpyaletor og dievbovrrg oto E1dikd Kévripo Movoiknric Resonaari. ‘EAafe to MM
(povowkog madaymyds ko Bepomevtng) oto Sibelius Academy (Helsinki) kot oloxAnpwoe avdtoteg
OTOVOEG OTNV TTOdAY®YIKY Yopov Kot povoikng oto Orff Institute tov Mozarteum University (Avotpio).
Eivalr ocvv-cuyypoeéog ko empeintmg oekddwv Pifiiov kot dpbpov povoikng ekmaidevong. ‘Exet
ONUOGIEVGEL TTEPIGGOTEPO, OO TEVIVTO, TPOYOVdLo Yol TN S100GKAAID OPYAVAOV KOL Y10 TNV TPOIUN LOLGTKN
exmaidevon. O Kaikkonen eivon emiokéntng Aéktopag oto Tpoypaupate cuverllOLevns EKmaidevong ot
OwAavdio Kot 610 eEMTEPIKO, KOl EKAEYUEVOG TPOEdPOG otV Emtponi) yia Ty Movown otnv Ewdikn Ayoyn,
™ MovcikoBepamneio ko T Movoikn latpikn g International Society for Music Education.

Email: markku.kaikkonen@resonaari.fi

H Sanna Kivijarvi givatr vroymoeia didaxtmp oto University of Helsinki. 'EAape to petantuyloakd g otnv
e ayoyn (ue katdption skmoudevtikov) and to University of Helsinki. H Kivijarvi givot evepyd pélog
NG SLEMOTNUOVIKNG epevvnTikng ouddag Music for All, n omoia emkevipmdveTonl oTig PAGELS, TNV TPAKTIKN
KOLL TIG EQUPUOYEC TNG EWIKNG LOVGIKNG TOOY®YIKNG. AVTH 1 EPELVNTIKT oudoa £dpevel 6To Resonaari, 6to
navemoto, Tov Helsinki kot g Jyvaskyli, oto Aalto University, cto Abo Akademi (@wAovdia) kot 6to
University of Bern (EABetia). Ta gpguvntikd evdtapépovta g Kivijarvi eotidalovv oty €181k HLOVGIKN
TOOAYOYIKN Kol O10ATEPA GTN) GUVOAIKT KOWMVIKY £vToln Kol OTIG €10KEG EKTMOLOEVTIKEG OVAYKEG TTOL
TPOKOAOVVTAL OO AVOTTLELOKEG OVOTTNPiES.

Email: sanna.kivijarvi@helsinki.fi

MovoikoOepaneio otnv E101k1] Ayoyn:
A&woroynon g Howtnroc Xyéong

Aocmnocio @paykovin

Mo v ehnvuci) Tepidnym, Préne ™) ogrioa 138.
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Music Therapy in Special Education:
Assessment of the Quality of Relationship

Aspasia Fragkouli

For the English translation, see page 152.

MoOntéc pe Ewdikéc Avaykeg oty Movewkn Taén tov 21°° Avdva:
HpokTikég kKol Aviuqypels Tov Exnolocutik@v Me ko Xopig
Kataption oty Hpocéyyion Orff

Lori Gooding, Michael Hudson & Olivia Yinger

Hepidnyn: Ot pobntég pe ed1KéG aVAYKES EVODUATMVOVTOL OAO Kol TEPIGGOTEPO GTO LAOMLO TG HOVOIKNC,
Qot660 01 épevveg Oeiyvouy OTL Ol EKTOIOELTIKOL TNG HOLOIKNG o1cOdvovTol UETEMPOL Kol OVETUPK®DS
TPOETOLLOCUEVOL VO dOLAEWOLY pe nobntég pe edwég avaykes. H tpéyovoa pelétn depevvd tnv eumeipio
TOV EKTALOEVTIKOV LOVGTKNG KOl TIG AVTIMYELS TOVG GYETIKG LE TOVG HOONTEC e EOIKEG OVAYKEG TNV TAEN
NG WOVLGIKNG. ZVVOAIKA 99 GUUUETEYOVTEG TTVUYLOKOD EMTEOOD, GALOL yyeypapupuévol o pabnuata Orff-
Schulwerk kot GAdot 61, amdvinoav cg 26 epOTNCELG GYETIKA HE (1) TIG EUTEPIEG TOVG [E EOKOVG LobNTES
oV TN ™G Hovotkng, (B) TG mpakTikég SdacKaAlng, Kot () TIC AVTIANYELS GYETIKA LE TOVG E01KOVG
pobntég oty téén ™¢ povokng. To amoteAéouato deiyvouv OTL 0 UOVOG TOPAYOVIOG TOV EMNPENCE
OTUOVTIKG TO GUVOIGONUATE TOVG Yo TNV TPOETOUAGio d1dacKaAiag EWOKOV podnT@v ot povoikn Taén
Ntav o opfpdc Tev eEEOIKELIEVOV HOVCIK®OV podnudtov Tov EAaBav oyeTikd pe tn ddackoiio E10IKMV
pobntov. H povn dnuoypaeikn PeTofAnt) kavh va mpoPAéyel n ¥pNnon TOATOIKIA®Y SpaoTnploTTOV
OO TOLG EKTOUOELTIKOVG otV TAEN NTOV TO €minedo Katdptiong otnv mpocéyyion Orff. Avtd dnAdvel
aeevog OTL To  poBnuato. Tov a@opovv Tr SB0CKOAIM HOLGIKNAG O€ €0KOVG HobNnTég pmopovv va
TPOPOSOTIGOVV TNV TPOETOIUAGIO TOV EKTOOEVTIKMOV, KOl APETEPOVL OTL 1 TOAV-cGONTNPLOKT VOGN TNG
nwpocéyylong Orff €yel mpaktikég epapuoyéc otn ddackarioo pabntodv pe edég avaykes. MeAAoOVTIKEG
peAéteg Oa mpémer va eEepevviicovy AAAoVG Tapdyoviec mov mBavOv emnpedlovv TIg OVTIMNYELS TOV
EKTTOOEVTIKAOV KOl TIG TPOKTIKESG TOVG KOTA TNV Epyacio pe LoBNTEG pe E101KEC OVAYKES.

A£Eg1g kKhewdra: s1dicol padntéc Orff- LovetKn: AVTIAMYELS: KOTAPTION EKTOISEVTIKMDV

H Lori Gooding, PhD, MT-BC, anéktnoe to didaktopiko tng and to Florida State University kot tov IobAio
tov 2010 evtdybnke oto University of Kentucky mg Atevbovipia MovoikoBepomeioc. Exel idpvoe to
TTUYLOKO OKAOTUOTKO TPOYpoppe povoikodepaneiog, Kofmg Kot To KAMVIKO TpOypappa Lovolkofepameiog
oto UK HealthCare. Zoppetéyet evepyd oty épevva g povowkobepomeiog, kot £xel AMAPeL emryopnyroelg
a6 to National Institute on Aging (2011) kot and to AARP (2012). H Ap Gooding vrnpetei onuepa og
eKAEYLEVT] TTPOEOPOG Y10 TN VOTIOOVOTOAIKY TepLoyr] Tov American Music Therapy Association ko givon
HELOG TNG GLVTOKTIKNG enttpomng Tov Journal of Music Therapy.

Email: lori.gooding@uky.edu

O Michael Hudson eivar emikovpog kabnyntrig Movoiwkng IMadoywyikng ot XyxoAny MoOVGIKNG TOL
University of Kentucky. TIpwv thv amdéktnon tov didaktopikod tov amd to Florida State University, o Ap
Hudson dmbHbvve pobntucég prnavieg ko opynotpes oto Brevard County Public School System ot Florida.
Ta kabnrovtd tov oto University of Kentucky mepihapfavovy tn 0100.6KaAi0 TPOTTLYLOKOV HodNUATOV G
evopyaveg pebooovg, d1evbvvorn opyNoTPOC, TPOTOMOINGT TNG CLUTEPLPOPAS Kol ELCAUY®OYN OTN UOVGIKY
exmaidevon. O Ap Hudson €xel TopovuclacEL TO EPELVNTIKG TOV ELVPNUOTO GE TEPLPEPELNKE, EOVIKA Ko
d1efvn cvvEdpLa Ko vINpeTel ¢ epeuvnTikdg cvvToviothg Tov Kentucky Music Educators Association. To
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EPEVVNTIKA TOL E€VOLOPEPOVTA TEPIAUPAVOVY TNV KOW®VIOAOYIOL GTN HOVLOIKN EKTOIOELOT, TN HOVGIKN
avTIANYN Kot T1G 0EEIOTNTEC LOVGIKT EKTEAECT|G.

Email: Michael.hudson@uky.edu

H Olivia Swedberg Yinger eivor Ezikovpn Kadnyntpia Moveikobeponeiog oto University of Kentucky.
1o maperBov 1 Ap Yinger cuvtovile to Tallahassee Memorial HealthCare/Florida State University Music
Therapy kotv 10 mpoypoppa Arts in Medicine, xabmg kot 1o EOvikd Ivetitovto ywo ) Bpepwkn kot
[owdwarpikny MovoikoBepaneio. H Ap Yinger vrnpetel onpepa og cuvepydtng tov EBvikod Ivetitovtov yuo
™ Bpegwn ko [Mondiatpik; MovotkoBepomeio, kot Topovotdlel kol ONUOGIEVEL TN OOVAELRL TNG GE
TEPLPEPELOKOD, €OVIKO Ko d1EBVEG emimedo. Ta kbpla epevvNnTIKA TNG EVILAPEPOVTA KIVOHVTOL YOP® OO TN
OlOdIKAOTIKY] VIOGTNPIEN HOLGIKOOEPATEING, TN VEOYVIK KOl ToudloTplkn] HovoikoBepameion Kot ™)
povacikofeparmeio yio To ATOO [LE VEVPOAOYIKES SLUTOPOYES.

Email: Olivia.yinger@uky.edu

Howowa MopapvOe oty Movown Tan Hpotofddpmac
Exnaiogvong: H Ieprypagn tnc Xpniong tovg amd Tovg
Exrowdosvtikovg Orff-Schulwerk

Cynthia Colwell

Hepidnqyn: O ockomodg e mapovoag UEAETNG NTay vo eEETAGEL TN ¥PNOTN TOV TOPapdidy 6To padnuo
LOVGIKNG OTNV TPpOToPadia ekmaidevomn amd S0GKAAOVG HOVGIKNG O 0TToiol Eival PHEAT TOV TOPAPTUATOV
10V Apepkovikod ZvAddyov Orff-Schulwerk. H gpevvitpio okomedetl va ypnoIomooeL Tig TANPOPOpies
OV GLAAEYXONKOY amd LTV TNV £PELVO Y10 VO aVOTTOEEL GUYKEKPIUEVO, KPITHPLO ETAOYNG TOLOIKAOV
Bipriov mov pmopovv va aglomomnBovv, T660 6To HLABN A LOVGIKNG TOV dNUOTIKOD GYOAEIOV, OGO KOl GTOVG
YOPOVG Hovcikobepameiog Yo TadLd 01 00101 EMIKEVIPOVOVTAL EITE GE LOVGIKOVG (EKTOOEVTIKOVG) €lTE OF
un-povotkoig (Oepamentikong) otdyove. Ta kprThpla L Té HTOPOVY GTN GUVEXELD VO ¥PNGIUoTomboby Yo
v emhoyn Bipiiov yio Orff-Schulwerk evopynotpidoeig ot onoieg umopovv va cuvBebolv yia v enitevén
CUYKEKPIUEVOV HOVCIK®OV KOl YN Hovcikdv otdywv. H épevva amoteleiton amd emtd evotnteg: dnimon
TANPOPOPLDY, ONUOYPUPIKE oTolEl ovpueteyovioyv, sumepio. oto Orff-Schulwerk, yprion modikdv
TOPOULOIDY, YEVIKA KPUTNPlOL Yoo TNV ETA0YT Topauvdidv, TPOCHOTIKE KPITHPLO, Yo TNV EMAOYN
nopopvidv Kot Topdfeon HOVGIKOV Kot UN-HovcKdV otoywv. H gpevvitpla avélvoe meptypopikd Tig
anavtnoels TV 329 ovppetexoviav. Ot anaviicel TPOCPEPOVY EVILAPEPOVTES TANPOPOPIES GYETIKA [LE TO
TOC TO TOOIKA TOPaUVO ¥PNGILOTOOVVTAL OTIS TAEEI TOV ONUOTIKOV O)OAEIOL amd OAUGKAAOLE TTOL
axoAovBovv ) povoiwkn mpocéyyiorn Orff-Schulwerk kot oyetkd pe to kprmpio mov Aapfavovy VoY
TOVG Ol dACKOAOL aVTOol, OTav emA&youv Piiia Tov apopodv TV Evtaln 6To LaOT e LOVCIKNG.

AéEerg khawda: Orff moadkd Topapdowo

H Cynthia Colwell, PhD, givox Kabnynpio kot Arevddvipia MovoikoBepaneiog oto University of Kansas
tov HITA. Anéktnoe ta tpia enineda miotonoinong Orff uéow tov Auepikavikod Tviddyov Orff-Schulwerk
Kot glvar motomomuévn povotkoBepamevtplo. Ta kOplo gpevvnTikd NG evola@épovta,  gival M
povcikoBepamneion Orff, n evooudtmon 6T HOVGIKN EKTAIOEVOT Kol Ol GTAGELG TOV EKTOLOEVTIKOV KoL TV
LoONTOV amEVaVTL 0T TOLOLE UE E101KEG OVAYKEC. XMUEPO vl HEAOG TNG GUVIOKTIKNG EMLTPOMNG TOL
Journal of Research in Music Education. H Colwell et dnpooievcer epsuvntikég epyooieg oto Journal of
Music Therapy, Music Therapy Perspectives, Journal of Research in Music Education, Orff Echo kot oto
International Journal of Music Education.

Email: ccolwell@ku.edu
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Kafolko Xyéoro yio g Madnon: H Evroén g pocéyyriong Orff
o1 Avvaokorio Tov Edwkov Howaymyov

Kimberly McCord

Hepidqyn: H povowkn kot ot téyveg amoteloby 1oyvpd epyaieio yio TV TPOCEYYIoT TOUOIMV e coPapég
avamnpiec. Tig TEPIOGOTEPES POPES, Ol EMAYYEALOTIEC TOV YPTOLUOTOIOVV TN LOVOIKT ©¢ Pacikod epyaAeio
Yo va SoVAEWOLV e panTég pe e101KES avayKes ival ol EKTOLOEVTIKOL LOVGIKNG Kot 01 LOVGIKODEPATEVTES.
Ot edwol Toudoymyol YPNOCILOTOIOVV TN HOVGIKY] UEPIKEG POPEG, MG CLUTANPOUOTIKO UEGO Yo TN
S1d0oKaAlD TOVE, OV Kol EPOGOV VIHBOLY AVETOL VO AEITOVPYNICOVY OL 10101 G TPOTVLTO, Yo, TOVG UaBNTEG
TOVG. AVTd 10 GPOBPO TTEPYPAPEL VO €181KOVG Tadoymyovg Tov epydlovtal o dnpocta oyoreio tov Chicago
oto lllinois, kat avaivetl tn dadikoacio péco amd TV 0moio, SIGGYTNKOV TMG VO EVOMUOTMOVOLV T LOVGIKT
0TO OOOKTIKO TOLG TTPOYPOUUO, — Lo SLodIKAGIo TOV TTPAyHOTOTTOONKE 010 TAaiclo evag e&apunviciov
wpoypappatos. Ot pafntég mov GLUUETELY OV 6TO TPOYPOLLLO TPOEPYOVTaY amd 600 cyorein (éva yvuvdoio
KOl €va dNUOTIKO GYOAEI0 OV KOAVTTEL KO TIS TPAOTEG TAEES TOV YLUVAGIOV), To. omoio Bpickoviol o€
YETOVIEG KOTOTK®V YoUnAoD eieodnuatog. Ot dvo ddokarol pondnkav oty wpocéyyion Orff pe ) ypnon
EUUETPOV AOYOL KOl KPOLOTOV akafopioTov Tovikod Vyovg. H mpocéyyion Orff cuvnbog Paciletol otig
apyxés tov Kaboiwkod Zyediov yio ™ Mabnon (KEM, Universal Design for Learning). To KIM
EMKEVTIPMVETOL OTN YPNON EVEAIKTOV HECOV TOPOLGINGNG, €kppacnc kKot cvupetoyne (Rose & Meyer
2006). Avtd to GpBpo avadeikvoel opicpéva Tapadeiypoto tov KEM kot mapovoidlel 1o g, péca amd
ot T Swdwkacia, Epnaba va epapudlo kKodvtepa o0 KEM pe pabntég mov €xovv coPfapés avannpies. To6co
1N KaBodnynon 660 kol 1 GLVEPYACIO UE TOLG EIKOVG TOday®yovg givol amapaitntn Yo vo pdbovv ot
EKTOOEVTIKOL UOVGIKNG KOl Ol HOVGIKOOEPUNEVTEG TG VO OPYOVAVOLY KOADTEPH TNV aAAnAovyio
dpactnpotHTVv mov amevfivovtar oe pabntég pe cofapn vontikny votépnon. Ot pabntég pe avticuo
TOPOLGINCaV OVCKOAMES dlaTAPNONG TNG TPOCOYNG KATd TN pabnon, evd m éAdewyn Adyov mov
mopotnpnOnKe o pueptkode LobNTég KaTEGTNOE 0dVVATO TO TPAYOVdL N TNV EKTEAECT] PLOUIK®V AGUATOV UE
TOVG KAAGLKOVE TPOTOVS O100GKUAING.

Aé&Earg kherond: Kaboio Zyédo yio tn Mabnon (Universal Design for Learning)- Orff-Schulwerk: e1ducoi
TOdaY YOl

H Kimberly McCord sivon Kafnyntpio Movowkng Iadoyoywkng oto Illinois State University. Eivot n
TpoNV Tpdedpog g Emttpomnc g ISME yio ™ Movoikn oty Edikr; Ayeyn, ™ MovoikoOepamneio kot T
Movoikr| Iatpikn, kot 1 18pvTpLe. Ko mpmdnv tpoedpog tng National Association for Music Education Special
Research Interest Group on Children with Exceptionalities. Qg e&edikevpévn kaAltéyvng, didaée oto Henry
Viscardi XyoAn yio Madntég pe Topatikég Avamnpieg 2006-2008. Eivar pélog tov d101kntikod cuuBoviiov
¢ International Society for Music Education. H £pguvd ¢ emKEVIPOVETOL GTNV VIOGTNPIKTIKY UOVGIKN
teyvoloyia, T cvvepyacio peTad HOVOIKMOV Kot EOIKOV TOSAY®Y®OV, KOl 6TV jaZZ KOl OUTOCYEINCTIKN
OKEYN T®V TOLSLDV.

Email: kamccor@ilstu.edu

A Carl Orff Music and Movement Education Programme for
Hearing-Impaired Students

Maria Filianou & Evangelia Galanaki

Abstract: A Carl Orff (Orff-Schulwerk) music and movement education programme for hearing impaired
students (i.e., deaf and hard-of-hearing students) is presented in this study. This programme is based on the
idea that hearing loss should not exclude the developing individual from opportunities for engaging with
music. The usefulness and originality of the programme lies on the fact that it is one of the first attempts in
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Greece for music and movement education — as part of the school timetable — of deaf and hard of hearing
students. Until recently, music education of hearing impaired persons was treated with caution and
prejudices with regards to its necessity and effectiveness. In this article the theoretical principles
underpinning the programme, the programme objectives and means, as well as its assessment procedures are
discussed. The contribution of the Orff pedagogical approach in this programme is emphasised, as the
programme’s key pillars are consistent with the theoretical principles of the Orff philosophy, while the
means, the pedagogical techniques and the orchestra instruments of this pedagogical approach were adopted
in the implementation of the programme.

Key words: Orff-Schulwerk; hearing impaired children; hearing loss; music and movement programme

Filianou Maria works as a music teacher for children with learning disabilities and pervasive developmental
disorders. She has a master’s degree in special education. She has been working since 1984 with hearing
impaired children. She holds a classical guitar degree and attended a two-year postgraduate course of Music
and Movement Education C. Orff. She has a degree from the Faculty of Philosophy, Pedagogy and
Psychology of the University of Athens and teaches on the three-year postgraduate course of Music and
Movement Education C. Orff in Athens, Greece. She is Vice President of the Hellenic Association of Music
and Movement Education C. Orff.

Email: mariafilianou@otenet.gr

Evangelia Galanaki is Associate Professor of Developmental Psychology in the Faculty of Primary
Education, National and Kapodistrian University of Athens, Greece. She has a BA in Psychology, a MSc in
School Psychology and a PhD in Developmental Psychology (scholarship from the State Scholarship
Foundation). She is coordinator of the division of developmental psychology of the Hellenic Psychological
Society. She is the author of three books: Issues of Developmental Psychology, The Dead Mother: Searching
for the Developmental Origins of Psychological Disorder, and Loneliness: A Developmental Perspective.
She has published numerous empirical and theoretical studies in Greek and international scientific journals.

Email: egalanaki@primedu.uoa.gr

O EAlnvikog XvAhoyog Moveikokivntikng Aymyng Carl Orff
(EXMA): Totopikn Avaokonnon, EEEMEN ko IIpoomTikég

Olvumia Ayoalovod & Katepiva AAeE1aom

Hepiqyn: Avtd 10 GpbBpo mopovoldler v  1otopikny oavadpopr] tov EAAnvikod XvAAddyov
Movocwokwntikig Ayoynfg Carl Orff (EXMA) amd v idpvon tov péxpt kar onpuepa. H IToAvEévn Matév
gonyaye Vv mpootyyon Orff oty EAAGSo kotd v Tpitn dekaetioo Tov 20° cudva kot ot podntéc g
EYOUV JOPOUATIoEL ONUOVTIKO pOAo o1t dtddoon tng mpooéyylong Orff oty EALGSa. Metd omd o
GUVTOWN VOPOPE GTNV 16TOPIN TV dV0 TPDOTOV SEKUETIMV TNG EMTVYOVG AelTovpyiag Tov EXMA, to dpbpo
€0TIG(EL GTOVG GKOTOVG KOl TIG TPOOTTIKEG TOV GLAAOYOVL KaATA TNV Tpitn dekaetio TNG Agttovpyiag Tov. O
EXMA cuvekTiudvTog Ty Tp€)onca katdotoot g EALASHC Kot TIG KOW®OVIKO-01KOVOULKEC GUVONKEG, divel
Wwitepn Papdnta ot obvdeon TV dpdcedv Tov pE Tedia OTMG 1 eVIaSIoKN EKTAIOELOT Kol 1] KOWVOVIKN
€PYOCi0 TOPEXOVTOG EMOTIHOVIKT VTOGTHPLEN GTOVG EKTOLOELTIKOVS 01 0Toiot EpyaovTal 6g avTd Ta TEdia.

A£Earg KAeoa: oyéoels a&iec emavompocolopicuoc okomoi evtalaxn eknaidevon: EALGOa

H Olvpmia Ayohovov civar Awddktop tov Tunuoatog dirocopiog, IMowdayoykng koar Poyoroyiog tov
Komodiotprokod I[Mavemommuiov ko wrvyovyog T.E.®.A.A. tov 1diov [Mavemomuiov. Eivor mruyiodyog
Appoviog Kot amdQoltog Tov d1EToNg TPoypappatog Movoikokvntikng Aywyng C. Orff (ZyoAn Mmpaitn).
Eivan tekerogortog yopobepamedtpro (GADT) ko £yl KAVEL TPIETH EKTOIOELOT GTO ZVOTNUKO XKEMTEGOML
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kot Emotnpoloyia (AKMA). Eivor pélog g ouyypapikng opados tov Bipriov dvcwkng Ayoyng (A-A
Ta&elg Tov Omuotikov oyoieiov). Exer dnpociedoel Gpbpa o€ emoTnUOVIKG TEPLOSIKA. YTMPETEL ®G
EKTALOEVTIKOG PLGIKNG Oy®YNG OTNV TPOTOPEOII0 EKTOIOEVOT], EIVOL EMUOPODOTPLO GE TPOYPOALUOT Lot
Blov pabnong ekmTodELTIKOY Kol HELOG TOL OOOKTIKOD TPOCHOTIKOD GTO TPIETEG TPOYPOLUN GTOLOIDV
povotkokwntikng aymyng C. Orff otn Lyoin Mopait.

Email: oagalianoou@yahoo.com

H Kortepiva Are&rdon sivor amodgottog tov Tunpatog Giiocoeiog kot adaywywkng tov [Hoavemomiov
Kpnmg. Oloxpwoe petamtuylokés omovdég oty Pilocoeioc — TNawdaywywkn — WYoyoroyia  oto
[Movemomuo BOeooarovikng. Emovdace Movowokvntiky Ayoyn C. Orff om Xyoln Mopoitn. Eivor
KATOYOG HETOMTUYLOKOL OTIG BeaTpikéc omovdés- povoikoloyia and to Tunua Geatpikdv XTovd®dV TOL
[Movemomuiov g ABnvag. ‘Exel 6movdég 610 KAOOGIKO TPOyoudl, TNV OPUOVID KOl TOV KAOOOIKO Kot
GUYYPOVO xopd. Yrnpetel mg rAdAoyog oto Movowkd Ilepapatikd Mpvacio g ITarAnvng. Eivor pélog
NG GUVTOKTIKNG ORAdaG TOV TEPLOdIKOY Exmaiocvon & Ocazpo.

Email: katerina.alexiadi@gmail.com
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Néeg AeOveic Anpoocicvoseig (2012-2013)

New International Publications (2012-2013)

SuAréyOnkav and Toug Adpa I[avridov & I'wpyo Toipn

Compiled by Dora Pavlidou & Giorgos Tsiris

H evomto Néeg Aiebveic Anuooicboelsc 6ToxedEL GTNV
EVULEPWOGT TOL OVOLYVOGTIKOD KOWVOD Y10l TNV TPEYOLGA
debvn  Piproypopion oxetikd pe To mEdia TG
povowobepameiog Kot NG EWOIKNG  HOVGIKNG
TS0y OYIKNG.

H evémta avti tepthapfavet onpooievoelg Priov
kot apBpwv Tov £yovv dNpocievdel oto eEmTEPIKO KATA
TO TPEYOV KOl TO TPONYOVUEVO YPOVOAOYIKO £€TOC.
[eptropfavovtot Keipevo ypappéva LLOVoO TV oyyAIKN

The section New International Publications aims to raise
the awareness of the readership for the current
international literature regarding the fields of music
therapy and special music education.

This section includes international publications of
books and articles that have been published during the
current and previous calendar year. Only texts written in
English language are included.

This section is published in the second issue of

YADGOQ. each volume of Approaches. Relevant information for
H egvomro oavty dnpoociedetor oto  devTEPO publication on Approaches can be sent to:

apOud KGOg TELYOVG TOL Approaches. approaches.editor@gmail.com
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Ipoceyn Apouseva

Upcoming Events

H evomra Ilpooeyn Apaueve amockomel otnv
EVNUEPMOT TOV OVOYVEOOTIKOD KOWOV Yol TPOGEXN
GUVEDPLOL KO CEUVAPLOL OYETIKA HE TO Tedla NG
povowobfepaneiog kot TG €WKNG  LOVOIKNG
modoyoykne. Iepthopfdvovtor ovakowmoelg yio
ONUOVTIKE cLVESPLE Kot GuUTOGL oL dte&dyovTat
o€ d1ebvég enimedo, evd Waitepn Epeaon divetat 6T0
EAMMNVIKO TPOGKNVIO.

H evomto avt Aettovpyei GUUTANPOUOTIKA
pe v avtiotoyn 1otocehido, tov Approaches
Omov  TpocépeTol  pio  wo  wANPNG  Aota
SpOUEVOV: http://approaches.primarymusic.gr.
Yyetkéc  mANPO-Qopieg TPog  ONUocigvon  6To
Approaches  pmopodv  vo  otéhvoviar  GT0:
approaches.adm2@gmail.com.

The section Upcoming Events aims to raise the
awareness of readership for forthcoming conferences
and seminars related to the fields of music therapy
and special music education. It includes
announcements  of  major  conferences and
symposiums that take place internationally, while
particular emphasis is given to events that take place
in Greece.

This  section  complements the relevant
webpage of  Approaches where a  more
comprehensive  list of upcoming events is

provided at:  http://approaches.primarymusic.gr.
Relevant information for publication on Approaches
can be sent to: approaches.adm2@gmail.com.

The First BAMT Conference 2014

Title: Counterpoints: Music Therapy Practice in the 21° Century

Date: 21-23 February 2014

N ¥
/N

Place: Birmingham, United Kingdom
Organisers: British Association of Music Therapy ( BAMT)
Information: www.bamt.org/bamt-conference-2014.html

2014 NAfME Music Research & Teacher Education National Conference

Date: 10-12 April 2014
Place: Missouri, USA

I

Organisers: National Association for Music Education (NAfME)
Information: http://research2014.nafme.org/

3rd International Conference of the International Association for Music & Medicine

Title: Music Medicine through the Lifespan

Date: 24-27 June 2014
Place: Toronto, USA

I

Organisers: International Association for Music & Medicine
Information: www.iammcanada.com
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14™ World Congress of Music Therapy

Title: Cultural Diversity in Music Therapy Practice, Research and Education

Date: 6-12 July 2014

Place: Vienna/Krems, Austria

Organisers: World Federation of Music Therapy (WFMT), Association for Ethno Music
Therapy in collaboration with the IMC, University of Krems, Austria

Information: http://musictherapyworld.net/WFEMT/World_Congress.html

31 ISME World Congress

Title: Listening to the Musical Diversity of the World

Date: 20-25 July 2014

Place: Porto Alegre, Brazil

Organisers: International society for Music Education (ISME)
Information: www.isme.org/isme2014
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IIAnpo@opisc Kol TPodSLaypaPES

To Approaches amotelei 10 TPOTO EAANVIKO NAEKTPOVIKO ETLGTNUOVIKO TEPLOSIKO TO OO0 EIVOL APIEPOUEVO
1660 oto 1edio g Movawobepamneiag, 660 kot 6To medio tng E1dung Movowng Madaymywng.

To Approaches gkdidetal dVo POpEg TO XPOVO GE NMAEKTPOVIKY HOPPN Kot givorl eElevBepa mposPaotipo oo
tov k0Be evolapepouevo. Tlpoxettar v pio mpotomoplakn dpdon oty EAAGSa n omoia vmootnpileton
gvepyd omd v Evoon Exnadevtikdv Moveikng Ayoyng Ipotopaduoag Exnaidevong (EEMALIIE).

Opapo Tov Approaches givat n cuotuotikny avantoén katl Tpo®Hncen ToV EXGTIUOVIKOD S10AOY0L, 1) YOV
ouvdeon g Bewplag pe v mpdasln, kabdc Kol 1 £yKVpN EVNUEPMOOT] TOL EVPVTEPOL KOWOL HEGO OO TN
dnuocicvon apfpmv Kol epevvav oYeTkOV pe ™ Movowobepaneio 1 / kor v Ewdwn Movowm
[Mowayoyikn. Méoa omd TOV 1GTOYOPO TOL TEPLOSIKOV UTOPEl axoOun o KdaOe evOlaPeEPOUEVOS Va
EVILEPDOVETAL Y10 TPOGEYN SpDUEVA (OTMG GLVEDPLO KOl GELIVAPLA), VO avalnTd pio evpeiol YKAULO CYETIKMV
owvdéoumv, kabmng kot vo gyypaei oto mailing list kot va Aappdaver to Newsletter tov Approaches.

Yag mpookoiovue vo, cvouPdiete oty avamtvén tov Approaches amoctélvoviag 1o GpBpo cag TPog
dnpocigvon (ta apbpa pmopoly vo glvar Ypoppéve oty EMANVIKN 1 oyYAKN YAOooW), 1| Hopalovtog Tic
10éeg oag pali pog. H amootod dpbpwv mpog dnpocicvon yivetar péow email otov Empeint) Zovraéng:
INwpyog Toipnge, approaches.editor@gmail.com

o meplocoTEpeg MANPOQOPIEC OYETIKA HE TIG TPOJAYpaPEG VTOPBOANC GpBpwv, TNV KoToXOPOOT
TVELUATIKOV Okalopdtov, kafdg Kot ) erlocoeio. Tov TEPLOOKOD, EMICKEPTEITE TOV 10TOYMPO TOV
Approaches: http://approaches.primarymusic.gr

Information and guidelines

Approaches is the first Greek online journal which is dedicated to the fields of Music Therapy and Special
Music Education.

Approaches is a biannual electronic publication and it is accessible to anyone free of charge. It is a pioneer
action in Greece which is actively supported by the Greek Association of Primary Music Education Teachers
(GAPMET).

The vision of Approaches is the systematic development and advance of scientific dialogue, the fertile
connection of theory and practice, as well as the information of the broader audience through the publication
of articles and research relevant to Music Therapy and / or to Special Music Education. Through the
journal's website everyone can also be informed about upcoming events (e.g. conferences and seminars),
search a range of relevant links, as well as register to the mailing list and receive the Newsletter of
Approaches.

We invite you to contribute to the development of Approaches by submitting your article for publication
(articles can be written in Greek or in English), or sharing your ideas with us. Submission of articles should
be made to the Editor-in-Chief by email: Giorgos Tsiris, approaches.editor@gmail.com

For further information regarding the guidelines for submissions, copyrights, as well as the philosophy of the
journal, please visit the website of Approaches: http://approaches.primarymusic.gr
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