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Abstract

Being an indispensable part of our folk tradition, the traditional dance bears elements of our cultural tradition and
heritage and passes them down from generation to generation. Therefore, it contributes substantially to the
reinforcement of our cultural identity and plays a crucial role in the "cultural development"” of our society.

Our culture is going through a constant process of mutation. Some traditional elements get lost, while others resist and
survive or get transformed and readjust to new emerging circumstances.

The aim of the present study is to investigate the learning process of Music/ Movement Education and Creative Dance
within the context of the “second existence” of dance, and the way in which this learning process can effectively save
and preserve the characteristic cultural traits of the "first existence" of the traditional dance.

The experiential way of learning and transmitting dance from one generation to the other, is characterized as “the first
existence” of dance. Changes in modern social, political and economic conditions have influenced the Greek traditional
dance, which has acquired a more entertaining and tourist-commercial character, while its educational character has
transformed going through teacher-centered educational processes. Having undergone this change, the traditional dance
is now defined as “the second existence” of folk dance. The conversion of the traditional dance from its "first existence"
into its "second existence" is supported and interpreted by the three components of the dancing process, the so-called
“communication triangle”: the dancer, the dance and the viewer. The adoption of the particular approach of Music -
Movement Education and Creative Dance in teaching Greek traditional dances can preserve and convey a large part of
our cultural heritage to the new generation.

Only by learning their country’s history and culture will the young generations be able to learn their own identity and
make the best of the past in order to live more happily today and create a better future.

Keywords: traditional dance, first and second existence, music and movement education, creative dance,
communication triangle

1. Introduction

The political, economic and cultural changes of the last decade have led to new trends and challenges in the field of
dance education (Tsaousis, 1993). Rapid advancements in the economic, social and technological sector have
contributed to the gradual decline of folklore cultural elements and, as a consequence, have resulted in the shrinkage
and degradation of music & dance tradition in traditional rural communities (Meraklis, 1989). More particularly, the
disorganization of the province and the urban transformation of the Greek society have affected traditional practices and
structures of the social fabric. Therefore, cultural elements of the past have not remained intact, but are constantly being
renewed and modified. Throughout this constant mutation, many traditional features get lost, while others resist and
survive or get transformed and readjust to new emerging circumstances (Meraklis, 1973). The renewal and regeneration
of old cultural features is inevitable - particularly, when it comes to oral tradition that passes down through generations
by word of mouth. As there are changes occurring in social and political institutions, human values, ideals and lifestyle
(Dimas, 2010), the Greek traditional dance could not possibly be cut off from the social, economic and ideological
circumstances that have led to its structural and functional transformation (Koutsouba, 2007, 2010).
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The "Dromena” (dramatic happenings) are rituals or theatrical acts enriched with speech, songs and dances. The “actors”
are ordinary people as protagonists of a folk theater. According to Puchner, the pure features of the folk theater are
"collective production and acceptance, active participation of the audience in the performance, common aesthetics,
standardization and improvisation, leading to a commonly accepted tradition (Puchner W, 1983, 1989).

“Dance” is probably the best way to learn the rhythm and also learn how to control our instinctive drive for movement.
It is through free movement, that one acquires their autonomy by learning to freely express themselves, expand their
perspective and realize the terms of proper teamwork (Kapsalis, 1977; Haselbach, 1979; Sanderson, 1988). Dance is
also a spatiotemporal art, a continuous sequence of activities that evolve in space and time (Tyrovola, 2001). It is also
characterized as a non-competitive motor activity that promotes health, improves physical fithess and develops
flexibility, strength, stamina, balance, rhythmic ability, neuromuscular coordination, synchronization and body control
(Churcher, 1971; Sanderson, 1988; Brinson, 1991). ""Creative dance' is a special form of dance which combines the
knowledge of movement with the art of expression (Laban, 1981; Lykesas, 2002b, 2008, 2009; Gilbert, 2015). Through
Creative Dance, one can express their inner thoughts, emotions and ideas, consciously using simple daily body
movements, without requiring the knowledge of any particular and sophisticated dance technique (Bergmann, 1995;
Gilbert, & Rossano, 2006; Lykesas et Al., 2014; Gilbert, 2015; Amado, et al., 2017). Creative dance aims at the global
personality development of individuals, preparing them for their successful participation in public, economic and
cultural life (Dimondstein, 1974; Stinson, 1988; Davis, 1995; Tyrovola, 2010; Koutsouba, 2000, 2007). When dancing,
one actually ‘talks’ with their self and with the community at the same time. In this way the community reinforces its
cohesion, gets connected with their past where values derive from, gets amused and delivers folk tradition by repetition,
continuity and word of mouth (Tyrovola, 1999). The dance movement is the most natural and direct way of reacting to
music, and therefore contributes to the deeper feeling and understanding of music (Lai Keun & Hunt, 2006). The
combined action of music and movement has been named ""Music - Movement Education™, which is the combination
of music, movement and speech(Orff, 1963; Antonakakis, 1996). Music, speech and movement compose an integrated
whole without the one being subordinated to the other (Orff, 1963; Matey, 1992). Music - Movement Education is
based on creativity, active participation and living experience. It uses experimentation, exploration, observation, free
expression and creative improvisation (Siemens, 1969; Morgan, et al., 1970; Bubner, et al., 1982; Moore, 1984,
Androutsos, 1995; Lykesas, 2002). The characteristic features of Music - Movement Education are very much in line
with the nature of the "Greek traditional dance" which, besides "uniformity, cohesion and duration in time", also
includes creativity, collectivity, improvisation and constant transformation, which are all, concepts opposed to
standardization and consolidation (Damianakos, 1984; Lykesas et al., 2008; Koutsouba, 2007, 2010). The Greek
traditional dance also conveys and passes down through generations elements of cultural tradition and heritage, items of
historical, folklore and geographical knowledge; it contributes to determining cultural identity and plays a highly
significant role in the society’s "cultural development" (Collinson, 1973, Best, 1982; Koutsouba, 2003; Lykesas et al.,
2006, 2010b). This way of learning dance and transmitting traditional cultural knowledge and experiences through
dance, is characterized as “the First Existence" of dance (Hoerburger, 1965, 1968, Damianakos, 1984, Bratopoulou
1994, Filippidou, et al, 2008; Koutsouba, 2010; Filippou, 2015). Furthermore, the traditional dance represents society
itself as it provides artistic/dancing expression, entertains, teaches and nurtures through the dynamics of rhythmic
movements. By participating in dance movement activities, individuals discover their rhythm, reveal their expressive
improvisational and creative skills, cultivate and improve their interpersonal relationships, communication and
collaboration not only with other participants in these dance activities but also with the broader social environment.
(Lykesas et al., 1999, 2002, 2008, 2009, 2010, 2014). Once recognizing the functions that accompany dance, one easily
understands the dance process itself. As these functions are closely interwoven and directly presented through the dance
act, identifying them helps us understand and interpret the dance phenomenon. Therefore, systematic observation and
analysis of dance movements, complexity and style, reveals the significance that dance has for its creator, the dancer
and the viewer, while at the same time it reflects the norms, opportunities and ideas of the social construction with
which it is directly connected (Tyrovola, 2003; Panopoulou & Goulimaris, 2010). The dance phenomenon is by no
means easy to define. In order to fully understand it, the researcher should first know the community dance to a
satisfactory degree, so as to adequately approach other cultural fields -such as kinship, social organization, rituals- that
are directly connected with the dance. Besides, there is no doubt that when dancing one comes face to face with their
own self and gets more familiar with their body and body use in terms of space, time and dynamics. Dance enhances
their ability to read and decode the quality of their motion and moving body, to interpret ideas and emotions
symbolically through their body movements (Gilbert, 2015). Due to dance complexity, dancers are required to
demonstrate concentration and movement synchronization, and also listen carefully to the music and melodic changes
that constitute the cue for every corresponding movement. Being aware of the close relationship between music and
dance (movement), viewers traditionally participate with applause and exclamations, praising the dancers’ virtuosity,
grace and harmony (Lykesas, 2007, 2016). The interpretation of the dance phenomenon is based on the fact that dance
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is a means of communication and can be explained according to the "Communication Triangle": transmitter - message
- recipient. Being a dynamic process of the local community, dance has acquired some “modern elements” since
transferred to the stage and teaching classrooms, having acquired a more entertaining and commercial character. When
moving to stage, the traditional dance is cut off from its natural environment, consolidates in space and time and is
converted into a mechanistic process placing emphasis on the form image and final result, having lost its polysemous
social, symbolic and cognitive content (Koutsouba, 2010). This has greatly influenced the Greek traditional danc, which
under these new circumstances has acquired a more entertaining and commercial character. At the same time, its
educational character has been significantly modified through specific educational processes. In this sense, the
traditional dance is defined by the term ''Second Existence' (Hoerburger, 1965, 1968; Koutsouba, 1991, 2011;
Nahachewsky, 2001; Filippidou et al, 2008; Lykesas, 1999, 2004, 2016).

The aim of the present study is to investigate the effectiveness of the learning process of Music - Movement Education
and Creative Dance within the context of the “Second Existence” of the traditional dance, so as to save and preserve the
main characteristic cultural elements of its "First Existence".

2. The Process of Communication and Interpretation of the Dance Phenomenon

The interpretation of the dance phenomenon is based on the fact that the dance is a communication means serving
various purposes and functions that could be ranked according to the 'communication triangle"
(transmitter-message-receiver) and determine the transformation parameters (Bratopoulou, 1994 ).

Transmitter m—) Message ——) Recipient

(Dancer) (Dance Act) (Viewer)
The transmitter refers to the ""dancer™, the message to the ""dance act™ and the receiver to the "viewer" (Pita, 1998).
The communication process begins when the dancer wishes to pass on information to the viewer/s. Then the dancer
(transmitter) encodes what s/he wants to convey using a code of movements and forms a message. Through the dance
act, s/he conveys the message to the viewer (recipient). The viewer then receives the message, decodes it, interprets it,
and ultimately recognizes, perceives, understands, feels what the dancer wished to carry forward. This form of
communication usually has the desired effect; it affects the viewer's or viewers’ knowledge, thoughts, feelings and
behavior, and has to do with the projection of the "aesthetic aspect' of dance. In this case we have the form of
"experiential function" where the dancer and the viewer have direct communication with each other and identify
themselves with the message. The dancers are interested in how to transmit their messages through the dance act, thus
placing emphasis on the form of dance. This emphasis promotes the aesthetic aspect of dance, as mentioned above,
which is stated through the dance movement thanks to the dancers’ harmony, grace, pleasure and dancing ability. In this
case, the viewers participate actively once receiving the message, and this participation is expressed with applause,
exclamations and gestures.

Dancer ——)  Dance ACt  T—— Viewer
(Aesthetic aspect (As communication means) (Direct)

(Experiential function)
This dancer-viewer communication presupposes a common aesthetic language, which is one of the main traits of oral
tradition determining the emotional reaction and direct contact between the viewer and the dancer (Lykesas, 2016).
Thus, the aesthetic function of dance is directly related to the fulfilled social function from which the dance derives its
true meaning. This is done on the basis of the close relationship between form and content of the dance act, and depends
on common codes and needs allowing a consistent interpretation by society itself (Damianakos, 1984). This function
form of dance is also characterized by **collectivity, oral tradition and anonymity"* in passing down knowledge and
experiences from generation to generation (i.e. through experiential learning) and is known as the "first dance
existence” (Hoerburger, 1965, 1968, Damianakos, 1984, Bratopoulou 1994, Filippidou et al, 2008, Koutsouba, 2010b).
In the opposite case, i.e. when the two-way communication takes place and the target of communication is the viewer
(recipient), it is the ""artistic aspect™ that is promoted during the dance performance. The communication between the
dancer and the viewer is indirect and gets perceived through the dance act. This artistic dance act is a product of practice
and preparation in the premises of cultural associations, schools and universities, and as a result there are no intense
improvisation and creative elements. So, the messages sent to the viewer aim at making good impressions and are not so
much emotionally charged as used to be in the *"primary form' of dance that had to do mostly with the “'experiential**
learning process from generation to generation. This is due to the fact that the dance act has moved away from its
natural environment to a stage which in its turn imposes limitations with regard to placement, shifting and formation of
movements; as a result, it is the so-called “conative function” that prevails. Besides, having different experiences in an
environment that is different from where the dance originates, viewers cannot be emotionally touched by the way the
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dance is performed.

Dancer m—) Dance act —) \/iCWET
(Artistic aspect) (As communication means) (Indirect)

(Conative function)

Something similar happens with younger dancers, who may have contact only occasionally —if any- with the country or
region of origin of the dances they are taught, and are asked to convey experiences that are unknown or unfamiliar to
them. So, the younger dancers who have not lived in the environment of every community, have neither listened to nor
seen the dance performed on the traditional dance floor on the village square. So, they do not have the chance to
observe, to sense, to assimilate and understand all those important elements, such as functionality, local dancing idiom
and style of dance movement. The difficulty to understand all the above is due to the different experiences of older and
younger generations. In addition, the relationship and directness of communication that used to exist between musicians
and dancers at local feasts, is no longer present during dance lessons or preparation of performances in Dance
Associations. As a result, younger dancers have difficulties in learning and generally understanding traditional dances.
Following World War 11 and the Industrial Revolution (1950), a new cultural and social environment was created due to
the internal migration - urbanization and adjustment of the rural population to the new living conditions. This migration
played an important role in shaping and changing the traditional music-dance idiom (Loutzaki, 1985; Drandakis, 1993;
Sbonias, 1999). Also, developments and changes in the economic life and social organization, along with the spread of
tourism, have contributed significantly to the dynamic transformation from the ""older"" to the "newer”. Thus, the social
function of dance ceased to exist as the closed society opened up and was no longer isolated. The abandonment of the
local community, the settlement of the biggest part of population in larger cities and their need to keep in touch with
their tradition led to the creation of Cultural Associations with the aim of spreading and disseminating their local music
and dancing tradition (Meraklis, 1989). The changing environment, the difficulty of the younger ones to learn local
dances, the different audiences they were addressed to, had direct consequences: dances acquired simpler forms with
changes in dance groups, combinations and alternations of choreographic parts and dancing patterns. In this way, the
traditional folk dance has gained another status which is described with the term "Second Existence” implying the
above transformation (Loutzaki, 1989; Koutsouba, 1991; Lydaki, 2008; Koutsouba, 2007, 2009).

It is widely accepted that dances in the traditional community used to have an experiential character and were
approached as an indispensable part of the social fabric, directly connected to the social, material and spiritual life of the
people who lived in it. The simple dancers of the community would transmute their deepest sensations and feelings
through the emphatic use of lower limbs and subordination to rules related to hand movements and body twists
(Tyrovola & Koutsouba, 2006; Lidaki, 2008). Moving in space and time, they would get inspired, discover, improvise,
compose and ‘color’ their movements, accompanied by the music or song of the dance, turning their body from an
object of management and mechanistic repetition into an active element of social action (Koutsouba, 2010; Lidaki,
2008).

3. The Phenomena of ""First" and ""Second"" Existence of Dance

The phenomena of "first™ and ""second existence" of dance are determined by particular features. More specifically, In its
"first existence" (elsewise called "first form" or *'primary form'"), dance is an "'indispensable part of all members of
a social group™ (Koutsouba, 2010). In the past, dance used to serve as a vital link and communication means among the
people of a local community. By dancing, the people of the community would actually ‘talk’ to each other and to those
watching them, would reveal their inner self with passion and precision reflecting their ideology, worldview, beliefs and
common feeling. Participation in the dance act was characterized by teamwork and common spirit, while dance integrated
with music and singing- representing the cultural identity and expression of every local community (Antzaka-Bei, &
Loutzaki, 1999). The traditional dance is also characterized by "improvisation” of both the dancers and the first dancer
(Drandakis, 1993; Tyrovola, 1999; Koutsouba, 2010). The transmission and function of dance is characterized as
"experiential™, since individuals learn to dance from an early age by participating in the various music and dance feasts
of their community, observing and assimilating all characteristic elements and local idioms for every single dance. The
children would participate in the beginning as spectators watching all happenings. Then they would hold at the end of the
circle and try to copy the adults. It was in this way that they learnt how to dance -something that is happening today in very
few areas of Greece (Lykesas, 1999, 2016). Thus, the knowledge that passes on from generation to generation, enhances
the sense of common cultural identity and continuity, and connects the present with the past and the future (Koutsouba,
2010, Lykesas, 2016). The traditional dance aims at reducing any sort of formalism and expressing feelings in new ways
every time. Every dancer must improvise using an original technique, their spontaneity and explicitness. It is through
movement that dancers experiences “by instinct” and express openly the emotions and history of their birthplace. In this
way they are able to unfold spontaneously a wide range of ideas and emotions. Feelings are experienced “unconsciously”
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over and over again through movements and unfold freely with extremely expressive power, in order to flare up again
with every new experience (Haselbach, 1979; Koutsouba, 2010). The phenomenon of "second existence" of dance is
characterized by elements that come in contrast to the "first existence" of dance. Dance has left its natural place of
performance, i.e. the traditional dance floor (‘horostasi’) on the village square, and operates in a different environment far
from its place of origin. It is thus limited to stage performance and is no longer a functional part of all members of a
community; instead, it has become an occupation of a "'specific group” or "individuals™ through dance cultural
associations and schools. As a result, the local music and dance repertoire has gotten lost or transformed over time (Dimas,
2010). The phenomenon of "second existence" of dance as a product of practice and preparation in dance classrooms and
schools, does not present a high degree of "'improvisation™, "'creativity" and complexity, resulting in simpler poorer
forms, with identical dance movements performed by the entire dancing group (Koutsouba, 2010; Filippou, 2015). The
traditional local music and dance tradition used to be learnt "'experientially"* and passed down through generations -with
symbiotic social groups shaping and adopting the repertoire, group arrangement, form and style of dances (Nitsiakos,
2003; Dimas, 2010). Today in the "second existence" of traditional dance, music and dance tradition is taught by
specialized dance instructors and folk musicians who act as mediators of music-dance knowledge. Following this type of
teaching, they cover almost all regions of Greece without having though knowledge of local particularities and features of
the various local social groups (Tyrovola, 2010, Koutsouba, 2010). This sort of teaching and transmission is conducted in
a purely teacher-centered way characterized by "'passive repetition™ and "*passive behavior'. In other words, it is a
"mimetic reproduction of dance movement"' where dance movements appear to be fixed, standardized and structured,
depriving the traditional dance from its rich and varied range of forms (Damianakos, 1984; Dimas, 1989; Tyrovola, 2010;
Lykesas, 2006, 2007). Today, traditional dance movements are carried out "'in a conscious way"" following a strictly
stereotypical process that has nothing to do with the creative oral traditional process of folk dances. The teacher-centered
form of the "second existence" of traditional dance, is not compatible either with the traits and nature of the popular oral
tradition or with the ""constant transformation' of traditional dances.

4. The Nature of Greek Traditional Dance and Creative Teaching Models

In order to understand the nature of traditional folk dances, we should refer to the concept of folk tradition (Damianakos,
1984; Tyrovola, 1999; Koutsouba, 2007).

“Tradition” is the knowledge that has been stored within a long period of time in a society of people and passes down
from generation to generation. This knowledge has to do with songs, dances, fairy tales, dramatic performances etc. that
change over time. As social and political institutions, human values, ideals and lifestyle undergo changes, the same
happens with tradition.

(Kiriakidou — Nestoros, 1993). The notion of folk tradition has to do with the anonymous creative process and
transmission by word of mouth that result in continuous differentiation and constant transformation (Drandakis, 1993).
The primary features of folk tradition are its spontaneous expression and experiential function. As part of folk tradition,
the traditional dance is characterized by word of mouth, creativity, collectivity, anonymity, improvisation, vitality,
energy, change and constant transformation (Koutsouba, 2007). The cultural elements of the past are constantly renewed
and shaped within the traditional society itself. Throughout this mutation, some elements get lost, others remain intact
or readjust to the new emerging circumstances (Meraklis, 1973). As already mentioned, this phenomenon has been
named the "first existence" of dance by Greek and foreign scholars (Hoerburger, 1965, 1968, Nachachewsky, 1995,
2001; Koutsouba, 1991, Filippidou et al., 2008). In recent decades, folklorisation, museisation and teaching practices
of the Greek traditional folk dance have led to a standardized and consolidated teaching method negating and
removing every aspect of creative development. Taking into account the traits of the “second existence" of dance, as
well as the relations developed according to the "communication triangle™ concerning *‘conative function®, there are
questions arising. Is it possible to have such an educational process within the context of the "second existence" of
dance that can save and preserve cultural elements of the "first existence™?

Going through literature on creative teaching models and particularly *Music and Movement Education” and
"Creative dance", it becomes evident that it is the *'learner-centered" teaching method that prevails combined with
""guided discovery' and “divergent productivity” (Lykesas, 2002; Lykesas & Koutsouba, 2008; Lykesas et al, 2009).
These teaching models are ruled by creativity, improvisation, expressiveness, experiential and energetic learning,
development of motor, cognitive, perceptual, emotional and social skills -elements that are all consistent with the concept
of the "first existence" of dance.

First existence of dance Second existence of dance«

N I
- t
Music-Movement Education-

Creative dance
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Music — Movement Education and Creative Dance can constitute the educational and methodological teaching methods
so that the traditional cultural elements of the “first existence”(song, dance, dramatic performances etc) are saved and
preserved or restored to the best extent to their previous state. The children get informed about the content of a dramatic
performance through photographs and audiovisual material, texts, songs and dances that are integrated in the
performance, as well as through narratives by people. Then follows the distribution of roles and scripts among them.
They participate in role-plays, in games to understand and feel the rhythm of the music and various movement patterns
with the use of songs. They also experiment with rhythmic-kinetic games and movement improvisations, get familiar
with techniques for communicating and expressing themselves by using their body language, gestures and facial
expressions. This form of experiential learning is achieved with the implementation of Music — Movement Education
and Creative Dance that stimulates the participants’ pleasure and interest while improving their interpersonal
relationships. By improvising, understanding and feeling the rhythm and movement, children are easily led to
experiential learning of traditional dances and songs, and getting acquainted with the cultural heritage of their
homeland.

5. Conclusions- Suggestions

The adoption of creative teaching methods and styles, such as those of Music - Movement Education and Creative Dance,
can enhance and save a large part of our cultural heritage. Similar results are pointed out by Lykesas (2002) and
Koutsouba (2003). Such an educational supports and preserves all characteristic elements of the "first existence™ of dance
and special relationships developed according to the "Communication triangle ", which have unfortunately gotten lost
within the context of the "second existence "of dance. The above findings are consistent with studies by Filippidou et al.
(2008), Dima (2010) and Koutsouba (2010). Lykesas et al. (2006, 2007 & 2010) have demonstrated that the creative
teaching methods of Music - Movement Education and Creative Dance have a positive effect on learning Greek
traditional dances. This is also in line with findings by Morgan et al. (1970) and Bubner et al. (1982), who report that
spontaneous activities promote children's motor creativity. Therefore, when integrated into the school curriculum, they
provide motivation and ensure a pleasant and interesting lesson. Similar results were also found in studies by Lykesas &
Zachopoulou, (2006) Tyrovola & Koutsouba (2006) and Lykesas, Tsapakidou & Tsopmanaki (2014). Amado et al (2017)
have shown that the implementation of a creative dance program for girls and boys in secondary schools improved the
creativity, cognitive level, emotional skills and social behavior of children -mostly of girls compared to boys. Thus,
music-movement activities contribute to conveying and disseminating experiential elements of folk tradition and
historical heritage, while at the same time they enhance the cultural identity and substantially affect the “cultural
development” of the society. Similar findings are consistent with studies by Koutsouba (2010 & 2010b). The
effectiveness of Creative Dance is also supported by research findings of Lai Keun and Hunt (2006) and Gilbert (2015),
who support that creative dance taught at 1* elementary school graders has activated not only their physical-kinesthetic
perception but also their verbal, spatial, music, interpersonal and intrapersonal perception. Similar results are supported
by Dimondstein (1974) and Davis (1995), who have demonstrated that Creative Dance provides a variety of motor
skills, promotes co-operation, leadership and critical thinking, and creates the appropriate environment supporting the
uniqueness of every child.

The teaching and learning of Greek traditional dances will be more effective and successful when the wider aim is not
only to preserve and continue our cultural heritage but also to make students love Greek traditional dances and acquire a
cultural identity. By implementing a more effective teaching method of Greek traditional dances, Music - Movement
Education and Creative Dance can fill in this gap and contribute substantially to the promotion and upgrading of School
Physical Education, while covering at the same time the absence of dancing experience and practice at schools. In
addition, Music - Movement Education and Creative Dance are consistent with the nature of Greek traditional dances
that integrate the concepts of creativity, collectivity, improvisation, energy, vitality, change and constant transformation,
while responding to the requirements of the new curricula of Primary and Secondary Education. Similar findings can be
found in studies by Koutsouba, (2007), Lykesas and Tyrovola (2007b). The philosophy and goals of the proposed
creative teaching methods need to be adopted and implemented by Physical Education teachers to save and preserve
Greek traditional dance but also because they offer children opportunities to develop their self-expression,
self-motivation, self-esteem and social skills. The objectives of traditional dance in today's school education need to be
revised so that they are identified as a distinct field of School Physical Education. It is highly imperative to design
intervention programs enriched with music-kinetic activities for these will teach Greek traditional dances with care and
sensitivity. They will also help trainees learn basic elements of their cultural heritage and acquire cultural literacy. The
proposed music-movement and creative dance educational model introduces a new dimension in the teaching process of
Greek traditional dances, while at the same time fills in the gap of dance experience and practice in schools.

Only by raising the children’s awareness about tradition, will they become conscious of their country’s history. By
getting in contact with their cultural heritage, they are able to recognize how the past is connected with the present.
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Being aware of their cultural identity helps them substantially create their present and plan their future with confidence.
Only by learning their history and culture, can children turn elements of yesterday into powerful weapons for today and
tomorrow.
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