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Iesarve y geimiurbcitigy: epegrHocii u yiiuyaj

Ipejem Bemu
YuuBepsurercku konell y JIonnony, YjenumeHo Kpa/beBCTBO
graham.welch@ucl.ac.uk

Teopujcxa dasa

CniocodHOCT meBama ce paspuja. Iberopo mopexnto MoxxeMo fa Impa-
TMO Of IIpe pobema, Kafa peTyc JOKMB/baBa BOKAJIHE 3BYKOBE U3 Ma-
TUYHEe KYIType y TOKY HOCTIefilber TpoMecedja TpyaHohe, y BpeMe Kafia
CIYLIHM KOPTEKC MouNbe ja GYHKIMOHNIIIE YHYTap MaTepuiie. 3aTum,
HoBOpoheHdYe Koje ce HOpMaJIHO IOHaIa (HEYPOTUIINYHO) Y/Ia3! y CBET
Beh mpumpems/beH fla CXBaTu /bYACKY KOMYHUKAIWjy IIyTeM 3BYKa,
yK/bydyjyhy eMoloHa/IHa CTama MOBe3aHa ca ofpeheHnM BOKalTHUM
3BynmMa. Bokanusalyje Majke Cy off IpeCyAHOT 3Hauaja 3a 0O/IMKOBabe
HeBAYKOT pa3Boja y OBUM IIPBMM Mecel[iMa XXVBOTA, 3ajefHo ca dedu-
HVIM BOKA/IHVMM MCKYCTBJMA y BOKQ/IHOj UTPY Ca CTAPUjUM dpaToOM MIn
cecTpoM u KyhHMM Mefujuma. YONIITEHO ITOCMATPaHO, Y3 IMOApXKa-
Bajyhe nckycTBo, Bennka BehnHa ferje he pasButut cBojy meBauky Kom-
HeTEeHIVjy Off poberba IIPeKo AeTUCTBA 10 ITydepTeTa U afjo/ieclieHIuje.

Humw

YBOZHO IIpeflaBame UCTPaXKyje TeHe3y pa3Boja CIOCOOHOCTI ITeBaba I
KaKoO ce OHO Heryje 1 0d/IMKyje, a IOHEKaJ] ’heTOB Pa3Boj OMeTa OKOJTHO-
cTuMa y Kyhu u mmpoj 3ajegHuny, yKpydyjyhn mxomy.

Hotipuroc

Y3pacT 00M4HO HMje YBeK MOYy3/aH MPEAUKTOP 3a MIOCTHU3ambe BOKATHe
KOMIIETEHIIMj€; UIIAK, IIeBaYKe KOMIIETEHIIMje Ce pa3BUjajy TOKOM Jie-
TUICTBA, A U KOJ flelle ca nmocedHyum norpedama. PaHo feTnmcTBO
HpencTaB/ba KPUTUYHM TIEPHO 3a YCIIellaH PasBoj IIeBarba U O3UTUB-
HOT TI€BAYKOT UJEHTUTETA. baB/berme neBameM MOXKe J1a CTBOPU OCHOBY
3a OCTBapMBabe MIVPUX MHAUBUYATHNX, HE CAMO MY3MYKUX 0OpO-
duTH, Kao IITO Cy OHe Be3aHe 3a [PYIITBEHNU, eMOIVIOHAIHY, KOTHM-
TUBHMU U je3UYKU Pa3Boj.

Kmyune peuu: TleBarbe, BOKaTHY 3BYK, A€ TUICTBO, Pa3Boj IleBamba, Aelia
ca mocedHuM norpedama
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1. 3navaj u yTuiaj neBamwa y obpasosamy / The importance and impact of singing in education

Singing in childhood: value and impact

Graham Welch
University college London, UK
graham.welch@ucl.ac.uk

Theoretical background

Singing is a developmental behavior. We can track its origins from pre-
birth in the developing foetus’ experiences of vocal sounds from the
maternal culture during the final trimester of pregnancy when the audi-
tory cortex begins to function inside the womb. Subsequently, a nor-
mally developing (neurotypical) neonate enters the world already
primed to make sense of human communication through sound, includ-
ing the emotional states associated with particular vocal sounds. The
mother’s vocalizations are crucial in shaping singing development in
these first months of life, supported by the infant’s vocal experiences of
vocal play with older siblings and home-based media. In general, with
supportive experience, the vast majority of children will develop their
singing competency from infancy through childhood into puberty and
adolescence.

Aim

The keynote presentation explores the genesis of normal singing devel-
opment and how it is fostered, shaped, and sometimes hindered by these
experiences in the home and wider community, including in schools.

Contribution

Age is generally not always a reliable predictor for establishing vocal
competency; nevertheless, singing competency tends to develop across
childhood, including for children with special needs. Early childhood is
a critical period for the successful development of singing and the devel-
opment of a positive vocal identity. A positive engagement with singing
can provide a foundation for the realization of wider individual non-
musical benefits, such as related to social, emotional, cognitive and lin-
guistic development.

Keywords: Singing, vocal sound, childhood, singing development, chil-
dren with special needs
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Xopcka iiakmuverva: peiiepitioapcko-iegaiomKa epcieKiiuea

Antoanera Pagouaj-Jepkosuh
Axagiemmja 32 yMeTHOCT U KynTypy y Ocujexy, XpBarcka
antoaneta.radocaj.jerkovic@gmail.com

Teopujcxa dasa

Xopcka TakMIderha MPefCTaB/bajy BaXXHY CTENIEHNUIY Y Pa3Bojy 1 apup-
Maluji xopa Kao yMeTHIYKOT aHcamMda. JlaHallba XOpCcKa TaKMIYerha
cy dpojHa 1 Bp/1o HomyIapHa Mehy AupureHTIMa 11 IIeBaunMa, a pasyn-
KYjy ce ¢ 093MpoM Ha OIIITe LW/beBe, I/baHe XOPCKe cacTaBe 1 yMeT-
HUYKY HUBO ydeCHMKa. TpaauijMoHaHa CXBaTama, IpeMa Kojuma ce
cMarpa fia Cy XOpcKa TaKMU4Yerha HeM30CTaBHM, M3PA3UTO MTO3UTUBHIA
Jieo ie/ioBama CBAKOT IIEeBAYKOT X0OPa, aHaC Ce KPUTUIKY IIPEUCTIUTY)Y
Y OHOCY Ha MPOLIEHY Y/IOKEHOT TPY/a ¥ HOCTUTHYTUX Pe3y/ITara, Te ¥
OJ{HOCY Ha YMIbeHNITY f1a TOACTHUIIalbe KOMIIETUTYBHOT IOHaIama Mehy
IieBavMMa Huje Y CK/Ia[y ca TeMe/bHUM MeJaroIiK/M HadennuMa, HUTH ca
OIIITUM IV/bEBUMa CaBpPeMEHOT MY3MYKOT 0dpa3oBarma.

Humw

Iwp paga d1o je ma ce ykake Ha IO3UTUBHE JM HeTaTVBHE OIIIITE
acIeKTe XOPCKMX TaKMIUeHha, Ca OCeOHNM OCBPTOM Ha YJIOTY U BPCTY
pernepToapa Koju ce U3BOAM, a KOju, IIpeMa ay TOPKM, IIPeJCTaB/ba jeflaH
Off TeMe/bHUX (PaKTOpa CMepa ycIexa.

Meitiog u pesyninaiiu

C Tum y Besy, feTa/bHO aHa/IM3MpaH ¥ KaTeTOPM30BaH TaKMUYapPCKU
IIPOrpaM XOpoBa KOji Cy Y IPOTeK/INX IeT ropuHa (og 2015. go 2019.
rofivHe) HaCTymum Ha InasdeHum céeuanocitiuma xpéaiticke inasdere
mnagexcu y Bapasxcguny Kao HajsHadajHUjeM [P>KaBHOM TaKMUYEHY
IIKOJICKMX IIeBaYKuX XopoBa y Perrydmmim XpBarckoj, y opranusanmjn
MuHncTapcTBa HayKe U o0pasoBama U ATeHIuje 3a BaCUTambe U 00-
pasoBame. AHa/IN30M je yTBpheH MMpPOK CTMICKM CIIeKTap ofadupa
pernepToapa Koju Bapupa ¢ 0d31poM Ha Kareropujy. Y mMnahum, ocHOB-
HOUIKOJICKMM KaTeTropyjaMa, perepToap je yCMepeHMj 1 Ha OCTBapUBaIbe
BaCIUTHE I My3U4Ke y/I0Te XOPCKOT IIeBamba, NOK je y CTapUjuM KaTero-
pMjaMa Harlacak Ha OCTBapyBamby yMEeTHNYKYX IbeBa. [Ipumehen je,
takobe, Be/uKy Opoj NOHaB/bama UCTUX KOMIIO3MIIMja YHYTAp HOjean-
HIUX KaTeropuja.
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3akmwyuax

3aK/by4HO, perepToap XopoBa yrnopeheH je ca pesynraTuma TakMudemna
IO KaTeropujama, IIpy 4eMy je yO4eHO Jja Cy XOpOBM KOjy Cy OCBajanu
dospe Harpasie 1o NpaBWIy USBOAW/IN CTUICKM PasHOMUKMUjU, T€ YMeT-
HUYKU 3aXTeBHUjU U 3aHVM/BUBMjU perlepToap.

Kmwyune peuu: Xop, XOPCKO IeBambe, XOPCKa TAKMIYEHa, XOPCKI perep-
TOAp, XOpCKa Iefjaroruja

Choir competitions:
A pedagogical consideration of repertoire selection

Antoaneta Radocaj-Jerkovi¢
Academy of Arts and Culture in Osijek, Croatia
antoaneta.radocaj.jerkovic@gmail.com

Theoretical background

Choral competitions are a milestone in the development and affirmation
of a choir as an artistic ensemble. The numerous contemporary choir
competitions so popular among both conductors and singers differ
greatly in terms of general goals, targeted choir groups and the artistic
level of participants. Traditional views of choir competitions, as a funda-
mental and distinctly positive aspect of choir activity, are nowadays
being critically observed in relation to the effort invested and results
achieved as well as through the lens of the integrated competitive behav-
ior (and the encouraging there of between singers) contradicting the
basic pedagogical principles and the general goals of contemporary mu-
sical education.

Aim

This paper aim is to identify the positive and the negative general aspects
of choir competitions with special regard to the role and type of the se-
lected repertoire, the latter of which in the author’s view is an underlying
factor in the direction of success.

Method and results

In this regard, the paper analyzed and categorized the competition rep-
ertoires of choirs that performed between 2015 and 2019 at Glazbene
svecanosti hrvatske glazbene mladezi u Varazdinu, the preeminent na-
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tional school choir competition in Croatia organized by the Croatian
Ministry of science and education and the Teacher training agency. The
analysis found that the repertoire style spectra varied greatly depending
on the category: the junior categories were oriented towards achieving
the educational and musical role of choral singing, whereas the senior
ones strived towards achieving an artistic goal. In their repertoires, the
senior categories also exhibited noticeable repetition of compositions
within specific categories.

Conclusion
In comparing the repertoire of a choir to the competition results in the
respective categories, it was found that the highest prizes were awarded
to the most stylistically diverse, artistically demanding and appealing
repertoires.

Keywords: Choir, choral singing, choral competitions, choral repertoire,
choral pedagogy

Kaxo yuenuyu my3suukux wixona u amaiiepcku ieauu
suge goduili og xopckol tiesarva?

Ana Puctusojesuh’ u Tujana Muposuh’
'Mysnuka mkona Kocra Manojnosuh, Beorpan, Cpduja
*@akynrer Mysudke YmMeTHOCTH, YHUBep3uTeT ymetHoCTH y Beorpany,
Cpduja
INcuxomnomko caBetoBamutTe Mo3ank, beorpaz, Cpduja
anciristivojevic@gmail.com; tijana.mirovic@gmail.com

Teopujcxa dasa

VcrpaxuBama 1okasyjy ia leBame y Xopy pasBuja ocehaj 3ajegHuinTsa,
yHanpebyje counjanHe BemrnHe, JOMPUHOCH MOOO/bIIAY PACIIONO-
XKema, [yicama U paja cpua. TeopeTcky dasy 3a 0BO MCTpakKMBaibe
IpeCcTaB/bajy 00lacTy IICUXONOTMje My3VKe ¥ My3/dKe Ileflaroruje Koje
ce 0aBe XOPCKMM IleBarbeM U O1arofieTMMa IrpyIHoOr My3UIipamba.

Hum

[Tonasehu of rope HaBefieHNUX Te3a, YKeTeI CMO Jja UCIIMTAMO KaKo 4/Ia-
HOBU aMaTepPCKUX ¥ IIKOJICKMX XOPOBa IPOLemYjy JOOUT OF XOPCKOT
IeBama I MITa X MOTUBMIIE /A 0JIa3e Ha XOp.
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Meitiog

Y3opak (N=93; 49 ncnimrannua u 44 ucnuTaHuka) je d110 cacTaB/beH Of
TPY OATPYIIE: YIAHOBA aMaTePCKOT IjpkBeHor xopa (N=14; 11 ucniura-
HUIIA U 3 VICOUTAHMKA), yYeHUKa OCHOBHe Mysuuke mkone — OMIII
(N=36; 15 ucniutannna u 21 UCIUTAHNK) ¥ YIEHUKA CPefiibe My3MUKe
mkone — CMIII (N=43; 23 ucnntaunune u 20 UCOUTaHMKa), YIUTHUK
KOMOVHOBAHOT THUIIA CaYMibeH je 3a IoTpede OBOT UCIUTHBAMKA, A II0-
maiy cy odpaheHu fecKTpUNITUBHOM MeTOAOM KopuirhemeM apuTMe-
Tiuke cpegyHe (M), GppekBeHIja 1 IPOLIEHTA.

Pesyniniaiiu

Pesynratu mokasyjy fa je amaTepCKMM IeBa4MMa Haj3sHAYajHMUje TO IITO
Ha XOPy CTMYY HOBA 3HaIba M3 My3MYKe yMETHOCTH 1 cTumoBa (M=4,21),
nok je yqerumyivma OMIII HajsHavajHMje TOdO/bITaBakbe ITTACOBHIX MO-
ryhnoctn (M=4,08), a yuennnuma CMIII nnpujaTHO ApyIITBO Ha XOPY
(M=4,19). Pa3Bujame IMCOUIUINHEE U CMablBambe CTpaxa oOff jaBHOT Ha-
CTyTIa, TI0OKA3aJI0 Ce Kao HajMame 3Ha4YajHo y cBe Tpu rpyne (M< 3,00).
Kapa je y nuTamy MOTMBalMja, aMaTepCKy IeBaYM U3JIBajajy pasBoj
MY3M4KUX 3Hamwa (M cy mpeko 4,30) u npujatHO apymrBo (M=4,14),
JIOK Ce KOJ yUYeHNKa Kao BaKaH MOTHB I10jaB/byje pa3Boj rmaca (M=4,08
KOl 00e TOATPYIIle) U HACTYIU Ha KOHLepTuMa (M=4,06) Ko y4eHMKa
OMIIL.

3akmwyuax

PesynraTu nokasyjy na Hajsehy oduT off Xopa MMajy 4IaHOBM aMarep-
CKOT IIPKBEHOT X0Pa, a Ia 3a CBe [IOATPYIIe HajBaXKHNjJ MOTUB 3a J0JIa-
3aK Ha XOp IpefiCTaB/ba pa3Boj rmacoBHmx MoryhHoctu. Jodmjern
pe3y/nTary NoKasyjy fa MaKo MCIIMTAHUIM BUJie ZOOUT Off XOpa, HujeiHa
TpyIla He cMaTpa Aa oH uMa Behe 3acmyre 3a pa3Boj HEMY3MYKMX CIIO-
COOHOCTH U KapaKTepUCTHKA.

Kmwyune peuu: Xop, podpodut, motusanyja, yaennuy MIII, amarepckn
THieBayn
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How do students of music schools and amateur singers
see the benefits of choral singing?

Ana Ristivojevi¢' and Tijana Mirovi¢?
"Music school Kosta Manojlovié, Belgrade, Serbia
*Faculty of Music, University of Belgrade, Serbia

Counseling center Mozaik, Belgrade, Serbia
anciristivojevic@gmail.com; tijana.mirovic@gmail.com

Theoretical background

Basis for this research rests on music pedagogy and psychology of music
related research showing that choral singing strengthens feeling of to-
getherness, improves mood and social skills, regulates heart rate and
breathing.

Aim

We examine what did members of amateur and school choirs see as
benefits of choral singing and what motivated them to take part in it.

Method

The sample (N=93; 49 female, 44 male respondents), comprised of three
sub-groups: members of amateur church choir (N=14; 11 female, 3 male
respondents), students of elementary music school-EMS (N=36; 15 fe-
male, male respondents) and students of secondary music school-SMS
(N=43; 23 female, 20 male respondents). We created the questionnaire
for the purpose of this research, and processed data using descriptive
statistics (means — M, frequency and percentages).

Results

For amateur singers, the acquisition of musical knowledge (M=4.21) was
the most important benefit of choral singing. The biggest benefit for
EMS students was the development of singing voice (M=4.08), while for
SMS students it was the pleasant companionship (M=4.19). Developing
discipline and reducing performance anxiety proved to be the least sig-
nificant benefit in all the groups (M<3.00). For amateur singers, the
most important motives for choral singing were the acquisition of musi-
cal knowledge (M > 4.30) and pleasant companionship (M=4.14). For
both groups of music students (M=4.08 in both subgroups) the biggest
motive for choral singing was the development of singing voice, while

18



1. 3navaj u yTuiaj neBamwa y obpasosamy / The importance and impact of singing in education

EMS students found public performing to be an equally important mo-
tive (M=4.06).

Conclusion

Results show that the most benefits in choral singing have the members
of amateur church choir, and that the biggest motive to take part in
choral singing was the development of singing voice in all three
subgroups. We concluded that although respondents saw benefits from
choral singing, development of nonmusical abilities has seldom been
seen as one of the benefits.

Keywords: Choral singing, benefits, motivation, music school students,
amateur singers

Jujanexiiuxka uHgueugyantoi u KoneKiiueHoi y My3uuKom
goiahajy

IOparan Amkosuh
ITpaBocnaBHM Sorocnoscku Gakynret, YauBepsuret y beorpany, Cpduja
daskovic@bfspc.bg.ac.rs

Teopujcka dasa

Mysuukn gorabaj cam 1o cedu Hykazia He MO>Ke IIOCTATHU IIPEMET pas-
MaTpama YKOIMKO Yy HaMa He 13a30Be U My3M4KM JOXKMBJbaj. Tek Taza,
3axBa/pyjyhm JoXuBIbajy, moMeHyTH morabaj Mo)ke moctaTy ompef-
mehen. Mebytum, cehamem Ha forabaj koju je y Hama 13a3Bao My3U4IKu
JI0XXVIBJbaj U IeTOBMM IIOHAB/batkbeM HMKa/la He MOXXeMO M3a3BaTy WIN
noctrhu JoXX1B/baj KOju je y Hama ocTao caMo Kao cehame Ha ocehame-
moxxuBbaj. Kako je Mysuuku porabaj BesaH 3a KO/IEKTUB, TaKO je My-
3MYKM JOXKUBIbAj AIICOMYTHO CTBap Mn4yHoOr ycxuhemwa. C 003upom Ha
TO Ja My3WYKOT JOXKMBJbaja HeMa Oe3 jorabaja, ok cBakm morahaj He
rapaHTyje U JIUYHU JIOKVBI/baj, OTY[la jeé CBAaKO MY3UYKO JEN0 IOo-
CTaB/bEHO HA pe/alljil MUHAVBYUAYATHOT ¥ KOMEKTUBHOT.

Hum
Y panmy ce ykasyje Ha TO fla CBaKO MY3MYKO JIe/I0 VICXO[YI U3 JIMYHOT
IOXXUBJbaja, aly Takobe fa CBOjy ersucTeHIyjy 1 NOTBpAY ode3dehyje
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CaMO KOJIEKTVMBOM Kao CITyLIA/TIaYKOM ITyOIIMKOM Off KOje My 3aBUCH T10-
TBpJa U Tpajarbe.

Hoiipuroc

YkasyBame Ha My3IYKO JIeNIO KOje je 3aBYCHO Off IpO>XXMMarba NHAVBU-
Zya/IHOT U KOJIEKTUBHOT IIOCIIEllyje CBECT CBOjUX aKTepa, KaKo IIOCpef-
HIX TaKO U HEITOCPENHIX, Ha IbYIXOBY HEM30CTaBHY YOIy U 3Ha4Yaj KaKo
Y MHTEepIIpeTaLMj/ TAKO U Y MY3MYKOM CTBAPalby.

Mminuxayuje

Camo cnodopHMja ymora y4ecHKa y My3UYKoM forabajy Moxe mompu-
HeTU MY3M4KOj KpeaTMBHOCTM Ha OCHOBY Koje ce MoTBphyje 3HauajHa
MebycodHa yora 1 JOIpMHOC KaKo MHAMBUAYE TAKO U KOTEKTHBA.
Kmwyune peuu: Mysuuxu forabaj u 0oXKuBIbaj, MHAVUBU/YATHO, KOTEK-
TUBHO, My3U4Ka IIpaTkha

Dialectics of individual and collective in a musical event

Dragan Askovi¢
Faculty of Orthodox Theology, Univeristy of Belgrade, Serbia

daskovic@bfspc.bg.ac.rs

Theoretical background

A musical event itself can never become a subject of consideration unless
it also evokes a musical experience in us. Only then, thanks to that ex-
perience, the mentioned event can become meaningful. However, by
remembering the event that evoked a musical experience, and by its
repetition, we can never evoke or achieve an experience that has re-
mained in us only as a memory of an emotional experience. Since a
music event is related to the collective, thus the music experience is ab-
solutely a matter of personal delight. Since a musical experience does not
exist without an event, while every event does not guarantee a personal
experience, hence every work of music is based on the relation between
individual and collective.

Aim

The paper points out that every work of music comes from a personal
experience, but also to provide its existence and confirmation, merely by
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a collective as the audience on which its confirmation and duration de-
pends.

Contribution

Indicating to a work of music that depends on the interplay between
individual and collective stimulates the awareness of its actors, both in-
direct and direct, to their indispensable role and importance both in
interpretation and in musical creation.

Implications

Only the free role of participants in a musical event can contribute to the
musical creativity, which confirms the significant mutual role and con-
tribution of both the individual and the collective.

Keywords: Musical event and experience, individual, collective, musical
accompaniment
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Moiyhnoctiu yiuotpede meiioge Emun XKax Jlankposa u
enleMeHatlia My3uyke iepaiiuje u Kopeoipaguje y oKy uacosa ca
ceHuopuma

Maxena Kamunncka
Mysnuka akagemuja Cranucinas Monnjymko y Imamcky, ITo/bcka
marzenakaminska@autograf.pl

Teopujcxa dasa

Ha nmouetky npesenranuje duhe gaT kpatak omyc crapujer >KuBOTHOT
moda ca mocedHMM OCBPTOM Ha T3B. ,,Jodap HauMH cTapemwa . 3aTuM he
ayTopKa ykaszaTu Ha MoryhHocTi n umpeBe metosie Eypurmuke Emun
JKax-JJankposa Kpo3 4acoBe 3a ceHMOpe, KopucTehn enemMeHTe MysuuKe
Tepanuje u Kopeorpaduje.

Humw

I'maBHU IOM/b OBUX YaCOBa jeCTe HOSO)’b]lIaI-be KBa/qInTeTa >)XuBOTa CEHU-
opa U JOIPMHOC IICMXOMOTOPHOM pa3Bojy, Kao IpeBeHInja Impoleca
CTapema.

Kpainax oiiuc

Y nacraBky he dutu npencTaB/beHe pa3mudnTe BPCTE BEXXOU Koje MOTy
Jia ce KOPUCTe y TOKY pafia ca ceHnopuma. [Ipesenrtannja he dutn 0do-
rahena Bujieo cHUMIMMa ca BexkdaMa Koje ¢y usBopmu cennopu. Opa-
dpane Bexxde KopucTuhe ce y TOKy pafiMOHuUIIE.

3akmyuax

Y 3ax/pyuKy ce cymmpajy undopmanyje o moryhHoctma [lankposose
EyputMmuke kao MeTofie KOja CBEOJYXBaTHO pas3Buja YOBEKA U IbEIOBe
My3H14Ke, MOTOPUYKE U MHTE/IeKTya/IHe CIOCOOHOCTH 1 IIPeAUCIIO3NLINje.

Kmwyune peuu: Eyputmuka, Emuin JKaxk-Jankpos, ceHnopu, porec cta-
pema
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Possibilities of the use of Emil Jaques-Dalcrozes method and
elements of music therapy and choreotherapy during the classes
with seniors

Marzena Kaminska
The Stanislaw Moniuszko Academy of Music in Gdansk, Poland
marzenakaminska@autograf.pl

Theoretical background

At the beginning of the presentation a short description of the senior age
with the particular compliance of so called “good way of ageing” will be
characterized. Then the author will introduce the possibilities and main
aims of the Eurhythmics of Emil Jaques-Dalcroze’s with the elements of
music therapy and choreotherapy classes with seniors.

Aim

The main aim of these classes is to improve the quality of seniors’ life and
supporting psychomotor development, which is treated as the preven-
tion of the ageing processes.

Short description

In the following part of the lecture, there will be presented different kind
of exercises, which can be used during the work with seniors. The pre-
sentation will be illustrated with recordings of the tasks performed by
seniors. The chosen exercises will be realized as the workshops.

Conclusion

The summary will include information about the possibilities of Dal-
croze’s Eurhythmics as a method of comprehensively developing human
in terms of his ability and predispositions, both musical, movement and
intellectual.

Keywords: Eurhythmics, Emil Jaques-Dalcroze, seniors, ageing process
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IIpsa Epasmyc+ citiygeniticka pasmena usmehy Daxyniieinia
mysuuxe ymeuiHociiu y beoipagy u Mysuuxe akagemuje y
I'gawcky - dpomuwimaree y odnaciiu Eyputtimuxe u mysuuxe
iegaioiuje
Amna lmmkoscka-TajeBcka’, TaGpujena Kapun Konkon' n
Hapua Criacojesuh?

'Mysnuka akagemuja Cranucias Mouujyiuko y [namcky, ITobcka
*crypent MAC, QakynreT MysudKe yMETHOCTH, YHMBEP3UTET YMETHOCTH Y
Beorpany, Cpduja
a.gajewska@list.pl; g.konkol@amuz.gda.pl; spasojevicnadica@gmail.com

Teopujcxa dasa

3BaHMYHa capajma usMely dakynrera 3a XOpCKO AUPUTOBambe, yMeT-
HIYKO 00pa3oBame, [PKBeHy My3uKy, Eyputmuky u 11e3 Ha Mysndkoj
akapemuju Cranucinas Monujymko y Imamcky u Kateznpe 3a condeho n
MY3UYKY Iefilarorujy Ha @akynreTy MysudKe YMETHOCTY Y OKBUPY YHU-
Bep3uTeTa yMeTHOCTH Y beorpany, sanmouena je 2013. rogune. o capa
ce OBa MHTEH3MBHA I yCIIEIIHA capajiiba orjlefia y OpojHUM pafivioHu-
I1aMa, IIpeflaBambyMa U Ipe3eHTaljaMa Koje Cy ofp>Kanmm npodecopn
ca ode mHCcTUTYUHMje. VI3 capanme ce M3HeApUIa M MHTEPAVCLUIIIN-
HapHa IJIOT CTY/IUja IOf] HaCTIOBOM: ,, Y Tu1jaj MeTofie Eyputmuke (oma-
Opannm sajany u Bexxde 13 [lakpo3 MeTozie) HA MOTOPHE BEIITHHE U
ocehaj mynca”, koja je crmpoBeseHa y beorpajy y TOKy MIKO/ICKe
2017/2018. romuHe.

Humw

OcHoBHM 1M/b capafme jecTe Myswdko odpasoBame ca MOCedHOM
naxwoM Ha Metof, Eypurmuke Emun JKak-/lankposa. [Ipujasa kojy je
nogHena Mysudka akafiemuja y [mamcKy, ycBOjeHa je IMOCTYIIKOM CIIpO-
Bobema oOpasoBHe MOOMIHOCTH Ha YHuBepsurery y Cpduju y Toxy
akagemcke 2016/2017. roguse, jep je, y TOKy KBaTUTaTUBHE IPOIIEHE,
ucnyHwiIa GopMaHU KPUTEPUjyM ¥ CTeKIa JoBO/baH Opoj dopoBa 3a
dnHaHCcupamwe. Ha ocHOBY moTmymcaHor criopasyma y okBupy Erasmus+
Hporpama, Ipodecopu 1 CTYAeHTI MOTY Jia pa3Memyjy CBOja 3Hama I
ucKycTBa. ¥ TOKy akagemcke 2018/2019. rogune, npsu crynent us Cp-
duje momrao je y Imamck ma cTyaupa mporpam Mysuuke Iefaroruje u
EypurMmuke.
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Houipuroc

Pap nmpepcraspa cTyamjcku nporpam Mysnuke negaroruje u Eyput-
MuKe Ha Mysuukoj akagemuju y Imamcky. buhe anmammsupanu csu
TPYIIHM ¥ VIHAVBUJyalH!U ITaBHU npeaMeT. HapounTo mopsraunmo
M3y3eTaH JOIPUHOC Koju CTyeHTH npeko Erasmus pasmeHe fajy y 0d-
Pa3OBHMM KOHILIEPTUMA 32 IeLy U CEHMOPE.

Mminuxayuje

Hapnamo ce ma 81 cucreMarcko yrosHaBame CPIICKMX CTY/IeHaTa ca Teo-
PYjCKUM 3HabeM M IIPAKTUIHNM UCKYCTBOM Be3aHMUM 3a MeTof, Eyput-
MIKe, Kao ¥ 3a JApyre MeTOfie y MY3M4YKOM 0dpa3oBamy, HOBEIO [0
yBoDhema OBUX MICKyCTaBa y MIKOJICKY Ipakcy y Cpdujy.

Kmwyune peuu: Epasmyc+, cTyleHTCKa pa3MeHa, Eyputmuka, JJankpos
MeTOfI, My3M4YKO 0dpa3oBame

The first Erasmus+ students’ exchange between the Faculty of
Music in Belgrade and the Academy of Music in Gdansk -
Reflections in the area of Eurhythmics and Music Education

Anna Galikowska-Gajewska', Gabriela Karin Konkol' and
Nadica Spasojevi¢?
'The Stanislaw Moniuszko Academy of Music in Gdansk, Poland
*MA student, Faculty of Music, University of Arts Belgrade, Serbia
a.gajewska@list.pl; g.konkol@amuz.gda.pl

Theoretical background

An official co-operation between The Stanislaw Moniuszko Academy of
Music in Gdansk, Faculty of Choral Conducting, Arts Education,
Church Music, Eurhythmics and Jazz of and the University of Arts, Fac-
ulty of Music, Department for Solfeggio and Music Pedagogy in Bel-
grade started in 2013. Until now we can observe an intensive and
successful cooperation within many workshops, lectures and presenta-
tions conducted by teachers from both institutions. Moreover, the coop-
eration led to the interdisciplinary pilot studies under the title: “The
influence of Eurhythmics method (selected tasks and exercises of Dal-
croze method) on motor skills and a sense of pulse, which took place in
Belgrade in the school year 2017/2018.
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Aims

The main area of the mutual cooperation is Music education with a spe-
cial emphasis on Eurhythmics Method by Emile Jaques-Dalcroze. The
application submitted by the Academy of Music in Gdansk, adopted
through competitive process concerning the implementation of educa-
tional mobility at the Serbian university in the academic year 2016/2017
met the formal criteria and obtained in the qualitative assessment the
sufficient number of points to qualify to receiving funding. According
to the signed agreement within the framework of Erasmus+ program
teachers and students can exchange their knowledge and experiences. In
the academic year 2018/2019 the first student from Serbia came to
Gdansk to study Music education and Eurhythmics program.

Contribution
The paper will present the study program in Music education and Eu-
rhythmics at the Academy of Music in Gdansk. All main subjects both
group and individual will be analysed. It must be noted a high involve-
ment of the Erasmus student into the educational concerts for children
and seniors.

Implications

We hope that systematically familiarising Serbian students with theo-
retical knowledge and practical issues related to the Eurhythmics
method as well as other methods of music education will led to involving
these experiences into school practice in Serbia.

Keywords: Erasmus+, students exchange, Eurhythmics, Dalcroze
method, music education
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Jankpo3s meitioga — 1U4HO UCKYCIABO

Hapguma Cnacojesuh
crynenT MAC, ®akynreT Mysuike yMEeTHOCTH,
YHuBep3uTeT yMeTHOCTHN Y beorpany, Cpduja
spasojevicnadica@gmail.com

Teopujcxa dasa

JIuteparypa xopuinheHa 3a u3pany oBOT pajia OJHOCK Ce Ha TPeTMaH
Hankpos MeTone y My3udkoM odpasoBamy (A. [ammkoscka-TajeBcka,
2014, 2016; M. ITetposuh u cap., 2018).

Humw

PasBoj paBHOMEDHOT ITyjIca KOJ Jielie, My3SUYKO OIMCMEmbaBarbhe KPo3
IOKPeT U UIPY, paji Ha puTMY. PasymeBame Mysuke Kpo3 MOKDET, Off-
HOCHO Kopeorpaduje Koje IIOKa3yjy CBe eJleMeHTe My3U4Ke CTPYKType
- ¢opmy, IMHAMMKY, MHCTPYMEHTAapMjyM — a HEPeTKO M BU3YaN3yjy
caMy HapTUTYpPy KOMIIO3MLUje 3a KOjy je Kopeorpaduja OCMUIIbEHA.
Jlerra kopeorpadujy Takohe KOpycTe TOKOM ITeBarba 1 OHA IIPATH TEKCT,
HOACTIYe KPeaTHBHOCT I IOMake O0/beM pa3yMeBarby My3IUKOT Jiera.

Meitiog u pesyninaiiu

HacraBa condeba n putMuke ofpkaBasna ce jeTHOM MECEYHO II0 LIeCT
vyacosa (mpsu, Apyru u tpehu paspepn). Y BpeMeHCKOM IEpUOAY Of
ceflaM Meceln fieia cy des mmoTelkoha caBiajjaBaaa Hose 3afaTke. [Ipe-
II03HaBaJIa Cy HOBe PUTMIYKe (pUType y YCMEHUM [IUKTATUMA, M U3 Yaca
y 4ac uMMaja cBe KpeaTUBHMje MJieje KaJla je y IUTamby OCMULIbaBambe
HOKpeTa Wiy Kopeorpaduje. BpemeHoM cy dmBana cBe mpeuusHuja y
u3Bohemy puTMa Ha mranuhuMa, a myjcanuja je ocrajajga paBHOMep-
H1ja. [Tokaszamm cy u Behy 3amHTepecoBaHOCT 3a capajmy 1 3af00mIa
caM BUX0BO noBepeme. Jlena cy Bpro neno mebhycodHo capabusana n
Y>KUBa/Ia y yuerwy Kpo3 UIPY.

3akmyuax

ITpumehyje ce ma cy mela BeoMa CIpeTHa, Kako y usBobhemwy Tako u y
Ipeno3HaBamy ofipeheHNx puTMIIKNX GuUrypa, TOHOBa U MHTEpBAIa.
Ha ocnoBy Mor nmuyHOr 3anakama, MOTY Jja 3aK/by4IMM Jja 3aXTEBYU HUCY
IpeTepaHo BYUCOKI, Te /ia je MOXK/Ia TO Pas/ioT 300T KOjer Jella TaKo dp3o
caB/lIajaBajy Marepujy. [Jo cajla HucaM MMaIa IpUINKe Jja 9yjeM ja IIe-
Bajy COIMM3AIMjOM, Te He MOTY Jia OLIeHUMM CIHOCOOHOCT IleBama ca
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JINCTA, a7y MOTY fla IPUMEeTVM Jja HeMajy HoTemkoha ca MHTOHAIjOM
Kajla je y MUTamwy NeBame MecMuIia.

Kmwyune peuu: [lankpos MeTon, mokpet, Kopeorpaduja, condeho

Dalcroze method - a personal experience

Nadica Spasojevic¢
MA student, Faculty of Music, University of Arts Belgrade, Serbia
spasojevicnadica@gmail.com

Theoretical background

The literature related to the Dalkroze method in music education was
used for this study (A. Galikovska-Gajewska, 2014, 2016; M. Petrovi¢ et
al,, 2018).

Aim

Development of a regular pulse, musical literacy through movement and
dance, rhythmic exercises. Understanding music through movement
and choreography which reflects all the elements of musical structure
- the form, dynamics, instrumentation - and very often even visualizes
the music score for which the choreography has been designed. Children
also use choreography during singing and it follows the lyrics, encour-
ages creativity and helps better understanding of a composition.

Method and results

Solfeggio and rhythmics lessons are held once per month, six hours (the
first, second and third grade). Seven months of lesson observation show
children have no difficulties in mastering all new tasks. They easily rec-
ognized the new rhythmic figures in oral dictations, and throughout the
lessons had more creative ideas concerning movement and choreogra-
phy making. Over time, the children became more precise in performing
rhythm on the sticks, while their sense for a pulse became more regular.
They also showed a greater interest in cooperation and I gained their
trust. The children showed postive peer interactions and enjoyed learn-
ing through a game.

Conclusion

It is noted that children are very adept in both performing and recogniz-
ing certain rhythmic figures, tones and intervals. Based on my personal
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observations, I conclude that the given tasks are not too demanding, so
that might be the reason why children quickly accomplish the tasks. As
I did not hear the children singing with solmization, I cannot evaluate
their ability to sight read. What I can observe is that, when it comes to
singing songs, the children have no difficulties with intonation.

Keywords: Dalkroze method, movement, choreography, solfeggio

Mysuuxo oSpasosarve ceHuopa: UHKIY3U6HA UPAKCA 3ACHOBAHA
Ha Opg-Illyneepk apuciayiy (Aopimyiancka ciiyguja cny4aja)

/Koao Kyma
WMHET-Mmp, Yausepsuret y Aseupy, [lopryrammja
jercunha@hotmail.com

Teopujcxa dasa

ITopTyranuja je 3em/ba ca HajsehuM dpojeM aKTMBHMX YHUBEP3UTETA 32
cernope. CeHMopy MOCeny;jy ,My3UIKN MOTEHIjal, I je MOTpedHo
Ia MCKyce, Henajy, YXKUBajy, oceTe U CalejcCTBYjy KaKo du oCTBapymiImn
MY3UYKM KOTHUTVMBHY, abeKTUBHY ¥ COLMjanHu pa3Boj (nzeja Kapma
Opda o nHKTy3MBHOM My3U4KOM 0dpasoBamy). Ocnamajyhm ce Ha Te-
opujy upottioka (Csikszentmihalyi), mpukynpame u aHamm3a nogaraka
3aCHOBAHM CY Ha aflaliTupaHoj Bepauju AFIMA (MHAVIKaTOpY IIPOTOKA
y My3UYKIM aKTUBHOCTUMA, Busiet Custodero, 2011).

Meitiog

Y papy cy npencTaB/beHe eMoLyje Koje Cy NOXKUBENM CEHMOPU KPO3
Op¢-1llynsepx mpucrtyn ,Mysuka, HOKpeT U IieC’, KOjii ce OABMjA0 Y
TOKY HeJJe/bHIX 4acoBa Ha YHMBEP3UTETY 3a CeHMope y ceBepHOj Ilop-
TYralnju, Kao U eBanyalja IMYHOT U APYIITBEHOT YTULIAja CTyHeHaTa
cennopa (n=45) y3pacra usmeby 59 u 82 ropnHe, TOKOM jeTHOT ceMe-
crpa (2017/2018).

Pesyniiaiiu

PesynTaTy mokasyjy ma Cy ce CTYAEHTM CEHUOPU OCETIV IOTIYHO
YK/BY4eHV HAaKOH LITO Cy HOXKVMBETU BUCOK CTeIlleH IOSUTUBHUX eMO-
nuja AFIMA (cpehno; Becerno; y3dyheno; yk/bydeHo; SynHO; 3a/10BO/BHO;
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ycnemHo). Crora, Ha OCHOBY IbJIXOBOT CBEJJOU€Hha, CBE TOXKVB/bEHE eMO-
Iyje YMHM Ce Jla MMAajy pe/leBaHTHO JIejCTBO Ha IbUXOBe JIMYHe/
IpYIITBEHE XUBOTE.

Mmiainuxayuje

VI3 KpuTHUKe IepCIeKTUBe TOCMATpaHo, Tpeda ucrahu fa ce pesynrtatu
He MOTy YOIILITAaBaT! Ha OCHOBY OBe CTyAuje caydaja. Mehytum, dumo
Ou 3aHMM/BMBO Ja ce AVUICKYTYyje O YTUIIAjy KOj) OBa CTyAMja MOXKe [ja
VIMa Ha CBECT U IOC/eANIle COLMjalHe MOMUTHUKE KOja IOfIp)KaBa My-
3MYKO 0dpa3oBarbe AKTUBHUX, IPORYKTUBHIX I 3/[PaBMUX CEHNOPA, Ka0
U Ha MehyreHepaumjcku 1 MHTEPKYITYpanTHN IPUCTYIL.

Kmyune peuu: VIHKTysSMBHO My3M4KO odpasoBame ceHmopa, Opg-
Illyneepx mpuUCTyI, NOSUTHBHE EMOLVj€, IPYIUTBEHN YTULIA]

Music education at senior age: Inclusive practices based on the
Orff-Schulwerk approach (a Portuguese case study)

Joao Cunha
INET-md, University of Aveiro, Portugal
jercunha@hotmail.com

Theoretical background

Portugal is the country with the highest number of active Senior
Universities (SU). Seniors have “musical potential”, but need to experi-
ence, act, enjoy, feel and interact in order to get a musical cognitive, af-
fective and social development (resuming the Carl Orft’s idea about
inclusive Music Education). With theoretical support on Flow Theory
(Csikszentmihalyi, 2006), the collection and data analysis occurred
based on the adaptation of AFIMA - Adapted Flow Indicators in Musical
Activities (Custodero, 2011).

Method

This work shares emotions experienced at the Orff-Schulwerk approach
‘Music, Movement and Dance’ weekly classes from a SU of Northern
Portugal, as well as the personal and the social impact as evaluated by
senior students (n=45) with ages comprised between 59-82 years old,
during one semester (2017/2018). The Orff-Schulwerk (OS) classes in-
volves speech activities to encourage active music making, singing, body
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(and Orff Instrumentarium) percussion, movement and dancing, in the
search for a holistic development.

Results

The results indicate that senior students felt absolutely included once
they lived high degrees of positive emotions of AFIMA (Happy; Cheer-
tul; Excited; Involved; Alert; Satisfied; Successful). Therefore, according
to their own testimony, all the experienced emotions seem to have rel-
evant impact in their personal/social lives.

Implications

From a critical perspective, it should be noted that, considering this case
study, these results couldn’t be generalized. However, it would be inter-
esting to discuss the impact that this study may have on the awareness
and on the consequences in social policies of appreciation of Music Ed-
ucation in the active, productive and healthy ageing, as well on a inter-
generational and intercultural approach.

Keywords: Senior inclusive music education, Orff Schulwerk approach,
positive emotions, social impact

Op¢-1llyneepk Gpuciliyii u UHKIY3UBHO MY3UUKO 0dpasosarve:
ceupajmo, iesajmo u inewumo 3ajegro!

Koao Kyma
VHET-mp, Yausepsuret y Aseupy, [lopryramsja
jercunha@hotmail.com

Teopujcxa dasa

Op¢-1llynsepk KpeaTMBHY NPUCTYII Y3 OKpeT/Itec passunu cy Kapn
Opd n I'yunng Kurman y apyroj nonosunnm 20. Beka. JJaHac je mokper
3aCTYIUbEH y BUllle of 45 3eMasba, a IPOIecy IoflydaBama U yuema y
MY3MYKOM 00pa3oBamy, MOAP>KAHN PasININTUM U3BOPUMA, TIPYXKajy
cpenctBa 3a dybeme moreHnujana ga ce ,,dyme mysukanan’. To 3Haun
pasyMeTu U KOPUCTUTY MY3MKY U IIOKPeT Kao 0d/IMKe U3pakaBama I
koMyHukanuje. Y Op¢-Illynsepx IpUCTyIy, IPUPOJHO IIOHAIIAKbE Ce
Hajllpe ycMepaBa Ha pearoBame M CTBapame Mysuke. Vpmeja Kaprma
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Opda jecTe fa ce y My3sMuKOM 0dpa3oBarby IPaKTUYHY paji yBEK CTaB/ba
y npBu m1aH. CBako (fera 1 ogpacin) mocenyjy ,My3UuK/ HOTeHIVja,
am UM je noTpedHO Jla UCKYyCe, [ienajy, Y)KIUBajy, OceTe U CafiejCTBYjy
KaKo OM MOCTUIIN MY3MYKV KOTHUTBHM, aeKTHBHM 1 COLVIja/THU Pa3-
B0j. Op¢ je mcTunao ynorpedy jesHOCTaBHUX yHapadyKuX MHCTPyMe-
Hata (YK/by4yjyhm 3Byke Koju ce IpoM3BOJie TENOM), Y TOKY ITOCTaBKe
JbYZICKOT IPMPOJHOT NeBayKor riaca. Harnmamasao je, rakobe, Be3y us-
Meby MysuKe 1 TOKpeTa, IjIeca ¥ TOBOpa y OHOMe IITO je Ha3uBao ,,Ere-
MeHTapHa My3MKa .

Humw

Ha ocHOBY oBor mpucrymna y My3sn4koM 0dpa3oBamy, OBa pafiliOHNIA
MMa 33 LIb Ja OKMBY MY3MUKe KOHIIEIITe KPO3 IIeBambe, IIeC, ITIOKpeT
U CBUpame yrapadkux nHcrpymenara (Op¢doB nHCTpyMeHTapujym), jep
Op¢-Illynsepx MpUCTyI 3axTeBa MOBe3aHOCT u3Meby Buie 13BOpa,
acrekaTa 1 mapamerapa (Kao IITO Cy pUTaM, MeToAMja, HOKPeT I je3NK).

Meiniog u pesynitaitiu

Kpehyhu on ¢punoszoduje Opg-Illynsepx npucryna, kopucrehu pume,
MY3UKY, IIeCMe 1 I/IeCOBE 13 PasIN4nTHX 3eMajba Ka0 OCHOBHE MaTe-
pujane, ceupahemo, nesahemo u kperahemo ce mparehn npupopguu
ocehaj 3a urpy. JKMBoTHM Bek 3Hama U 3aJJOBO/bCTBA CTEYEH KpPO3
JMYHA MY3MYKa, COIMjalHA U KYATYPHA MCKYCTBa U pasBoj, He IOf-
pasyMeBa MCK/bydeme, Beh MHKITy3jy.

Kmyune peuu: Opg-Illyneepx IPUCTYII, MHKITY3UBHO MY3IYKO 00paso-
Balbe, 3ajeIHNYKO CBMPaIbe, IeBatbe U IIeCabe

Orff-Schulwerk approach and inclusive music education:
Let’s play, sing and dance together!

Joao Cunha
INET-md, University of Aveiro, Portugal
jercunha@hotmail.com

Theoretical background

Orff-Schulwerk is a creative music and movement/dance approach de-
veloped in the second half of the 20t century by Carl Orff and Gunild
Keetman. Nowadays, the movement is represented in more than 45
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countries, and the Music education teaching and learning processes,
supported by a wide range of sources, provides a means for awakening
the potential for “being musical”. This means to be able to understand
and use music and movement as forms of expression and communica-
tion. In the Orff-Schulwerk approach, natural behaviours are firstly di-
rected into responding to and making music. Carl Orff’s idea about
Music education was always to put the practical work in the foreground.
Everyone (children or adults) have “musical potential’, but need to ex-
perience, act, enjoy, feel and interact in order to get a musical cognitive,
affective and social development. Orff emphasized the use of simple
percussion instruments (including body percussion), while building
upon human natural singing voice. He also emphasises the links of
music with movement, dance and speech in what he nominated “Ele-
mental Music”.

Aim

Based on this Music Education approach, this workshop aims to live
musical concepts through singing, dance, movement, and the playing of
percussion instruments (Orff Instrumentarium), once in the Orff-Schul-
werk approach, connectivity between multiple sources, aspects and pa-
rameters (such as rhythm, melody, movement and language) is a
requirement.

Method and results

Departing from the Orff-Schulwerk approach philosophy, using rhymes,
music, songs and dances from different countries as basic materials, we
will play, sing and move with the natural sense of play. A lifetime of
knowledge and pleasure through personal musical, social and cultural
experience and development, do not consider exclusion, but is by all
means inclusive.

Keywords: Orff Schulwerk approach, inclusive music education, play, sing
and dance together
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DoHoMUMUKOM GO 3djegHUUKOT MYSUUUPArba

Cunsana Jakynosuh u Jamup [Jajuh
Mysnuka akagemuja Yansepsutera y CapajeBy, ©bnX
silvanajakupovic@gmail.com; dajix70@gmail.com

Teopujcxa dasa

DOHOMMMIIKA je MHTePaKTVBHY 1 KPeaTHBHM OO/IUK Pajia KOjii MOXKEeMO
Jla KOPUCTIMMO IPY pean30Bamby 3ajefHNYKOT My3HULpamba y HaCTaBU
condeba. Y ynorpedu je ponomnmmka npema OyHKIMOHATHOj My3Md-
KOj Iefaroruju Koja pocnegHo cuposogu lTonuka Jo npuanumn. Hynu
IpaKTHUYHe MOTYhHOCTH 3a JOXKMBIbaj TOHCKOT IIPOCTOPA Y IIPUMEHY Y
Pa3HOBPCHMM 0O/IacTMMa jeHOITIACHOT ¥ BuIernacHor condeba. Ilo-
crynak ¢poHOMuMMKe oMoryhaBa 3ajelHIYKO U IIPOJYKTUBHO ydelrhe
¥ Mys3HIMpame CBUX akTepa. KpeaTMBHMM IIpUCTYIOM OBOM OOMUKY
pajia HOCTYDKe Ce OIyIITabe U CI0d0fia ¥ U3pasy, a y4eHUIM pasBujajy
¥ TIPMKa3yjy CBOje MAeje ¥ MMIPOBU3ATOPCKY BemTHHY. PoHOMUMM-
KOM Ce ITOBe3Yjy 3ByK U IIOKpeT, pa3Bija ce MeMOpHja, a 4eCTO ce KOpH-
CTM 32 OO/IMKOBabE U peajn3alinjy FBOIIACHNX IIPYMepa VTN My3UIKIX
BeXOM Koje ce KpeMpajy ¥ U3BOJie TOKOM yIleBaBama ¥ IPYTUX Ha4MHa
IpUIIpeMe 3a 3ajeTHNYKO MY3UIVpatbe.

Humw

Kpos uHTepaKTMBHO M3/arame, IW/b je YIIO3HAaBalme Ca OCHOBHUM
IPYHLUINMA IPOCTOpHE (POHOMMMIIKE, @ 3aTVM U 3ajeJHIYKO OBJIajja-
Bamb€ I IbE€HA [TPpAKTUYIHA IIPUMEHA.

Meitiog u pesyninaiiu

Ha npaxTtnyan HaumH he ce, Kpo3 HeKoMMKo ¢asa, IpUKa3aTy HeKM Off
KpeaTVBHMX IIOCTYIIaKa Koje omoryhaBa oBakaB od/MK paja, ca QoKy-
COM Ha BUIIEITIACHE NpUMEPe U 33jefHNMYKO Mysuuupame. butho je
yKasaTu ¥ Ha BOXHOCT IIPABWIHE U KpeaTUMBHE NpUIIPeMe Pajyl IITO
IIpaBV/IHYUJET U CBECTPAHM]er TOXKMB/baja My3/YKe MUCTIN.

Kmyune peuu: 3ajefHIYKO My3uimpame, GoHoMnMuKa, condeho
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From phonomimic to performing together

Silvana Jakupovi¢ and Damir Dajic¢
Academy of Music of University in Sarajevo, BiH
silvanajakupovic@gmail.com; dajix70@gmail.com

Theoretical background

Phonomimic is an interactive and creative form of work which can be
used in performing together in solfeggio teaching. Phonomimic is used
in Functional music pedagogy as a form of work which consistently
implements the Tonic Do principle. Thus, it offers practical opportuni-
ties for experiencing tonal space and application in diverse areas of
monophonic and polyphonic solfeggio. The process of phonomimic en-
ables the productive participation and creative approach to performing
together. By taking a creative approach to this form of work, relaxation
and freedom in the expression are achieved, and students develop and
display their ideas and improvisational skills. Phonomimic connects
sound and movement, develops memory, and is often used to design and
realize two-voice examples or musical exercises that are created and per-
formed during the singing and other ways of preparation for performing
together.

Aim

Through an interactive presentation, the aim is to get acquainted with
the basic principles of spatial phonomimic, and then to master and prac-
tically apply the mentioned process together.

Method and results

In a practical way, through several stages, some of the creative proce-
dures that this form of work enables will be demonstrated, with a focus
on polyphonic examples and performing together. It is also important to
point out the importance of proper and creative preparation, in order to
have a more accurate and versatile experience of musical thought.

Keywords: Performing together, phonomimic, solfeggio
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Pasymesarve ceeitia y3 iomoh ymettinocitiu — ogny4yjyha
ynoia ymemHOCHU 3a pa3eoj geue tiomohy Monitiecopu
Mmettioge y 00paszosarvy
Jynujana Komunucka' u Mapex Komunncku®
'MepuuuHcku Gakynrer YauBepsuteta y [namcky, Ilobcka

*MonTecopu xpumhaHcKa OCHOBHA IIKO/MA 1 0dpannTe, [namck, [Tobcka
juliana.kopczynska@gmail.com

Teopujcxa dasa

ITosHaTo je fa je yMEeTHOCT jeflaH Off HauMHa KPO3 KOjI Ce [ielia M3paka-
Bajy 1 KOjJ Ofjpa)kaBa IbIIX0BA YHYTpallllha cTamba. MehyTnm, ymeTHOCT
je Takobe CHa>XHO CPEACTBO 3a OCTBAapMBaMbe Pa3BOjHNUX BELITUHA U
CIIO3HAjy CBeTa M Ha4MHA Ha KOjU OH (PYHKI[VOHMUIIIE.

Humw

Iunm oBe cTyamje je fa ce MCTPaKM YTULAj YMETHOCTH KOja ce y4u Y3
nomMoh MoHTecopu MeTofe y 00pa3oBamwy Ha pa3Boj U KpeaTMBHOCT
Tere.

Pesyninaitiu u 3akmwyuax

Otkpuha Mapuje MoHTecopn 1 IMYHA 3aIIaKamba y YYMOHNIY ITOTBP-
IVUIN Cy LIWJBb OBe CTYAMje M BOZe do/beM pasyMeBamby y/Iore yMeTHOCTI
y odpasoBamy.

Kmwyune peuu: Mapuja MonTecopy, MoHTecOpy MeTOf], YMETHOCTH, 00-
pasoBambe
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Understanding the world with the help of art - crucial role of art in
children’s development in Montessori method of education

Juliana Kopczynska®' and Marek Kopczynski®
'Faculty of Medicine, Medical University of Gdansk, Poland
*Montessori Christian Primary School & Kindergarden, Gdansk, Poland
juliana.kopczynska@gmail.com

Theoretical background

It is known that art is one of the ways children express themselves or
reflect their inner states. But it is also a powerful tool to achieve develop-
mental skills and to get to know the world and the way it functions.
Aim

The aim of this study was to investigate the impact of art taught in Mon-
tessori method of education on children’s development and creativity.

Results and conclusion

Maria Montessori’s discoveries and own observations in classrooms con-
firm this assumptions and lead to better understanding of the role of art
in education.

Keywords: Maria Montessori, Montessori method, art, education
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Momniziecopu meitiog y Haciiasu congeha — tpea
umiinemeniiayuja y PeirySnuyu Cpduju

Kpucruna Ilapesanosuh
®utononmko-yMeTHUYKY akynreT, YHuBepauter y Kparyjesuy, Cpduja
kristina.parezanovic@filum.kg.ac.rs

Teopujcxa dasa

Mourecopu mMetony ocmucnuna je Mapuja MoHTecopu, UTanujaHCKU
nexap u neparor. OBa MeTozia 0O/IMKOBaHa je 3a paj ca felioM y BpTuhy
Y Ca YYeHMIIVIMA y ONIITe0OPasOBHOM IIKOICKOM cuctemy. ITo mpBu
nyT y Cpduju MoHTecopu MeTopa ce, IpuaaroheHa u JogaTHO 0OMMKO-
BaHa IpeMa mpuHUuIMa Metonuke HactaBe condeba, npumennna y
My31nuKoj mkonyu Ha HactaBu Condeba. ¥ oBoMm papy npukasahemo
KOMIIJIETHO T€OPMjCKO 1 eMITMPUjCKO UCTpaXkKiBatbe ¥ ckpaheHoM 00-
JIVIKY, 3ajeIHO ca pe3y/lTaTuMa.

Humn

IIpencraB/patbe mpoljeca IpuIarohaBama 1 IpyUMeHe MefarolKe Me-
TOfIe 3a oMIITe0dpasoBHe 1iKoje (MOHTeCOpy MeTOfie) Y HaCTaBM CIIell-
uduyHe cTpyuHe mKose u npepmera Congeho.

Hotipuroc

OBaj pag mahe cydnuMupany mperies; KOMIIETHOT T€OPMjCKO-eMITN-
PUjCKOT MCTpaXkBamka NMPUINKOM IIPBe MMITTIEMEHTalije OCHOBHMUX
npuHnumna MoHTecopu Mertozie y HactaBu condebha y Cpduju.

Mmiinuxayuje

ITpojexar kxoju he y oBoM pajy Outy IpefcTaBbeH MOXe OUTHU MOA-
cTpek 1 mpumep (YIIyTCTBO) 3a HeKa C/IMYHa, Beha miu Mama NCTpaxim-
Bama Koja ce TUYy IpuiarohaBamwa u uMIieMeHTauuje oxppebene
TIeflarolike MeTofie Y KypUKy/IyMe, OMHOCHO, METOfIVIKE CIeIMIIHIX
npeMeTa.

Kmyune peuu: MonTecopu Metop, condeho, omaxame, penpogykija,
IUAKTIYKE MY3UIKe UTpe

40



II. Mysuuko-nenaroiuke Merofe / Music teaching methods

Montessori method in Solfeggio teaching - the First
implementation in the Republic of Serbia

Kristina Parezanovic¢
Faculty of Philology and Arts, University of Kragujevac, Serbia
kristina.parezanovic@filum.kg.ac.rs

Theoretical background

The Montessori method was devised by Maria Montessori, an Italian
physician and educator. This method is designed to work with children
in kindergarten and with students in the general education system. For
the first time in Serbia, the Montessori method, adapted and addition-
ally shaped according to the principles of the Methodology of solfeggio
teaching, was applied at the music school for solfeggio teaching. In this
paper, we will present a complete theoretical and empirical study in ab-
breviated form, together with the results.

Aim

The aim of the paper is to present the process of adjusting and applying
the pedagogical Montessori method for general education schools in
teaching specific vocational schools and Solfeggio.

Contribution

This paper will give a sublimated overview of the complete theoretical
and empirical research during the first implementation of the basic prin-
ciples of the Montessori method in solfeggio teaching in Serbia.

Implications

The project that will be presented in this paper may be an impetus and
an example (guidance) for some similar, larger or smaller research, con-
cerning the adaptation and implementation of a particular pedagogical
method in the curriculum, that is, the methodology of specific courses.
Keywords: Montessori method, solfeggio, perception, reproduction, di-
dactic music games
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Kopenauuja itieopujckux my3uukux iipegmeitia y Hacitiasu
congeha

Cysana Ionpun
Mysnuka mxona ,,/iBaH Matetnh-Pomwros” Ilyna, XpBaTtcka
suzana.zbor@gmail.com

Teopujcxa dasa

Hamepa paja jecTe ma ce omuiile HadlMH Ha KOji Ce CIPOBOAMU KOpesa-
IVIja TEOPUjCKMX MY3MYKUX IIpeMeTa y Hactau condebha. Odpabyije ce
HacTaBHa jeAMHMIA IBOJIE/THA IlecMa Ca yYeHMI[MMa IIeCTOr pa3pesia
My3H4Ke LIKOJIe Ha jelHOM HacTaBHOM 4acy. KopematuBHU mpuctyn
ykpydyje cnefehe HactaBHe pemmete: condeho, mysmuke odnmke, xap-
MOHMjy 1 MCTOpUjy Mysuke. CMHTe30M caapskaja Koju ce MelycodHo
npernhy, anu ¥ caMoCTalHO M3BOJe, IpOMATpa Ce, aHAIM3UPa U 3a-
IICYje MY3UYKO JETO.

Humn
Llwsb paga ce MOXe cariefiaTi Kpo3 CTPyYHO-My3UUKY AnMeHsujy. OHa
HOfpa3yMeBa CTULAbe Y IPYMEmBUBOCT 3HaMba.

Meiniog

Y usBohemy HacTaBHOT Ipolieca KopuirheHa Cy Ba METOAMYKA IO-
CTYTIKa Of, KOjUX jefjaH Kao MOJIa3Hy TadKy YK/bydyje IeBame, a APyTu
CIylllalbe MY3MYKOT fefla. Y NMPBOM METOAMYKOM IIOCTYIIKY IpolLec
IpUIIpeMe 3aII0Ye0 je yIeBaBambeM, Te IeBabeM TPaJULMIOHa/THe IIeCMe
Oj Jenena, Jenera, HaKOH Yera ce MPUCTYIMIO (POPMATHO]j M XaPMOHCKO]
aHa/mM3M O0OMMKa. 3aTUM je YC/IeAWIo MUcCambe ayTOAUKTATa. Y PyroM
METOAVYKOM ITOCTYIIKY KPEHYJIO Ce Off CIIyIlIama OJJIOMKa 13 xadaHepe
Kapmen (npBu unH), komnosuropa JKopx busea, HakoH uera ce Kpe-
HYJI0O Y MY3MKOJIOUIKY aHa/lIN3y, Te je yCIeAUIo CIyllalke MY3UKe, a
NoTOM 1 OpMajTHa aHa/IN3a My3UYKOT Jiefa.

Pesyniniaitiu

KopenatuBHMM NpPUCTYIOM HACTABHMM CaJp>KajlMa Ha HACTaBM COJI-
¢eba yueHnm cy ocBecTIM Kako Off pa3IMIUTUX CeTMEHATa I10jef-
HUX IIpeJMeTa MOTY [Ja CTBOPE LIEJIOBUTY KOHIIENT ITYHO MINPA U ny&bm
OJl OHOI' KOju ce )1061/1je TpafMLIMOHATHNM IIOfly4aBameM. TaKBUM
pajoM ce IOACTAK/IA BIXOBA MOTUBAINja 32 OTKPMBAaWEM pelllerma I
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IPUMEHOM pas3INYUTUX AKTUBHOCTY ¥ HaYMHA KOj/Ma CY 107Ia3yIN JI0
pesynTara. VI3 pesynTara mpousnasiu jja je Kopemnaluja TeOpyjCKUX My-
3MYKUX IIPeIMeTa HelITO IITO Ce CTIOHTAHO HafloBe3Yje jefHO Ha ApYTo,
a yYeHUKe yjeHO MOTMBMIIIE ¥ TTOA,CTIYe Ha KPUTUYKO MULI/berbe. YJe-
HMLY CY, IIpe CBeTa, aKTVBHUM MY3UIMpambeM (IIeBambeM 1 CBUPabeM)
IIOCTEMEHO JIOMa3N/IM /IO OTOBOpA U 3aK/bydaKa.

3axkmwyuax

CarnenaBajyhy oBy HacTaBHY jeIMHUITY 13 BUIIE PA3IMINTHX aCIIEKaTa,
Te 1oBe3yjyhu HacTaBy condeba ca ereMeHTHMA OCTAINX TEOPUjCKUX
npefMeTa (XapMOHUje, My3UYKIX Od/IMKa U MICTOpUje MY3MKe), yde-
HULM CTUYY Y HOBA 3Halba, pasBujajy My3MYKe KOMIIETEHLj€ KOje TPy -
MebYjy M Ha HacTaB! MHCTpyMeHTa. CIIO3HajHa [UMEH3Yja TOGCTaKHyTa
jé KpO3 pasImm4muTe MeTOAWYKE IOCTYIKE Iy TEM KOjUX CY YYEHUIIN CAMK
TONa3U/IN [0 3aK/bydaKa.

Kmwyune peuu: Kopenaumuja, meBame, IpUMeBUBOCT 3Hamba, CIyIIAbe,

condeho

Correlation of theoretical musical subjects in solfeggio teaching

Suzana Goldin
Music School ,,Ivan Mateti¢-Ronjgov” Pula, Hrvatska
suzana.zbor@gmail.com

Theoretical background

The purpose of the paper is to describe how the correlation of theoretical
musical subjects in the solfeggio teaching is carried out. A two-part song
unit with sixth grade music school students is being processed. The cor-
relative approach includes following subjects: solfeggio, musical forms,
harmony and music history. By synthesizing content that is intertwined,
but also performed independently, a piece of music is observed, analyzed
and recorded.

Aim

The aim of the research can be seen trough the professional musical
dimension. It implies the acquisition and applicability of knowledge.

Method

Two methodical procedures were used in performing the teaching pro-
cess, one of which involves singing and the other listening to music. In
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the first methodical procedure, the preparation process began by a vocal
warm up and afterwards the singing of the traditional composition Oj
Jelena, Jelena, after which formal and harmonious analysis of the form
was conducted. This was followed by auto-dictations. The second me-
thodical procedure began by listening to a fragment of Georges Bizets
habenera Carmen (act I), followed by a musicological analysis, listening
to the composition and formal analysis of the music piece.

Results

Through a correlative approach in solfeggio teaching, students have real-
ized that they can create a whole concept from different segments of
individual subjects, that is much broader and deeper than concepts cre-
ated by traditional teaching. Such activities stimulate their motivation to
discover solutions and apply different activities and ways in which they
come up with results. The results show that the correlation of theoretical
musical subjects is something that spontaneously complements one an-
other, and at the same time motivates students and encourages critical
thinking. First and foremost, through active music such as singing and
listening, the students gradually came to answers and conclusions.

Conclusion

Considering this teaching unit from different aspects we can come to the
conclusion that by linking the solfeggio teaching with elements of other
theoretical subjects (harmony, musical forms and music history) stu-
dents acquire new knowledge and develop musical competences that
they apply to instrumental instruction. The cognitive dimension was
fostered through various methodical procedures through which stu-
dents came to their own conclusions.

Keywords: Correlation, singing, applicability of knowledge, listening,
solfeggio
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Kopenayuja tipegmeitia congeho u kamepHa mysuka y gpyiom
UUKITYCY OCHOBHe MYy3UUKe UIKOTe

Munena Cpauh
Axapiemuja ymernoctu Hosu Can, Cpduja
minasrdic@sbb.rs

Teopujcxa dasa

[Tpenmer, Koju jefuHY MpaTV KOMIUIEKCAH IIPOL[eC My3MYKOT IIKOJIO-
Bamba Off IIPBOT 0 mocrenmer gaHa je Condeho. Crora, Mopamo umaTn
y BURY 3Ha4aj v mepmaHeHTHN yTunaj Condeha Ha popmupame mysnd-
KIX CTpy4maka. Kopemannja My3suukmux mpefMeTa y caBpeMeHOj Ha-
craBu Tpeda fa dyzie jeHO off K/bYYHUX YCMeperha, OHOMMKO KOTMKO TO
caMa IMXOBa Ipupoza pomymra. KaMepHa Mysuka ca crieninuHuM
odnmuyMa 3ajeSHNYKOT My3MLMpamba, Kao IpefIMeT ce YBOAM Y PYTOM
IVIK/TYCY OCHOBHE MY3MUKe IIIKOJIe.

Humn

IToxymahemo na carnegamo Moryhuoctu Tpancgepa Beh credennx mc-
KyCTaBa, 3Hama 1 BelTuHa ca Condeba Ha moyeTHe Kopake 3ajeHNY-
KOT CBMpaba.

Meitiog

C 0031pHOM Ha TO, [ja OFf HapeJHe IIKO/ICKe TOiMHe Ha CHATy CTYTajy
HOBY ITPOTPaMM 32 OCHOBHY MY3HMUKY IIKOIy, yopeanheMo HacTaBHe
nporpamcke okocHuIle 3a Condeho n Kamepny mysuxy n carnegatn
MoryhHOCTI BUXOBe MehycodHe oBe3MBOCTH.

3akmyuax u uminuxayuje

Hapmamo ce fa he oBaj ocBpT Ha mocrojehe ny/beBe HacTaBe OTBOPUTH
MOryhHOCT HOBMX eMIIMPUjCKMX MICTPaKVBaba y IM/bY IITO je Moryhe
domux ncxopumra mpegmera Kamepna mysuka u Condebo. Hajsehn
dpoj usBobaua cBojy kapumjepy rpaau ymnpaBo y aHcaMOIMMa, op-
KeCTpMMa, XOPOBMMa U KaMEPHMM CacTaByMa, T€ je CTOra jacaH 3Hayaj
IIOYeTHIX KOPaKa I'PYITHOT CBMpParba I IIeBakbha 3a CBe0dyXBaTaH IPOIjec
MYy3U4KOr 00pa3oBama.

Kmwyune peuu: Condeho, kamepHa My3uka, Kopenanuja
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Correlation of solfeggio and chamber music in the second
cycle of elementary music school

Milena Srdi¢
Academy of Arts Novi Sad, Novi Sad, Serbia
minasrdic@sbb.rs

Theoretical background

The only subject that monitors the complex process of music education
continuously, from the first to the last step is Solfeggio. Therefore, we
must keep in mind its importance and permanent influence on the for-
mation of music professionals. Correlation between musical subjects in
modern teaching should be one of the focuses, as much as their nature
allows. Chamber music, with its specific embodiment of performing, is
introduced in the second round of elementary music school.

Aim

We will try to observe the possibilities of transfer of experience that is
already acquired in Solfeggio, to the initial steps of preforming in en-
semble.

Method

The next school year brings the new curricula for elementary music
school for all subjects. Considering that, we will compare framework of
curricula, Chamber music and Solfeggio in order to realize the potential
of their mutual connectivity.

Conclusion and Implications

We hope that this review of the existing goals will continue to open the
field of new empirical research in order to show tendency for better
outcomes of subjects, Solfeggio and Chamber music. The largest number
of artists builds their careers in ensembles, orchestras, choirs and cham-
ber ensembles. Therefore, the importance of initial steps of group per-
forming is evident for achieving complex goals of forming future music
professionals.

Keywords: Solfeggio, chamber music, correlation
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Tenecua Gapimuiilypa — MynilumMogania peipeseHinanyuja
gB0iNacHUx Menoguja

Munena Ilerposuh' n Ana lFanukoscka-TajeBcka’
! QakynTeT My3udYKe yMETHOCTH, YHUBep3uTeT yMeTHOCTH Y Beorpany,
Cpduja
*> Mysuuka akagemuja Cranucnas Mornjymko y [namcky, [o/bcka
pepa.magare@gmail.com; a.gajewska@list.pl

Teopujcxa dasa

CBY TUIIOBM [BOITIACA HACTA/IM CY U3 TOTpede 3a 3By4HUM odorahemem
Beh noctojeher rmaca (Tonemosuh, 2006). Ha npenmery Condeho, 3ax-
TeBa Ce JBOIVIACHO IIeBalbe MOTUBA, MeJIOf1ja SOPAYHCKOT THUIIA, MeIO-
Auja y mapaneTHoOM Kperamy 1 KaHoHa (IIpaBMIHMK O HacTaBHOM
IJIaHY ¥ IpOrpaMy OCHOBHOT MY3M4Kor odpasoBama, 2010). IIpu-
IpeMHe BexXde 3a IOCTaBKY /iBOI/IAca, M3Mehy ocTanux, jecy meBame
ABOITIACHMX KOMITO3MIyja: 1) dopayHCKor Tuma, 2) y TUILy OpraHyma
(oda rmaca cy y mcTuM pUTMMYKUM TpajamyMa), 3) y KOjuMa je TOpmBI
I/IaC HOCWJIALL Me/IOfiuje, JOK JJOWmY MUpYyje ¥ 0OpHYTO, 4) y KojuMa ce
oda rmaca paBHOIpaBHO Kpehy (mapanenHo) wim y tuny auckasra (y
cynporHoMm mpanny) (Kpummh-Cexynnh, 2006). ITopen moctojehe
IpaKkce AMKTUparba I 3allCUBaba JBOITIACHUX Menoanja (caMo CBU-
pameM), ynoTpedumm cMo ocHoBe [lankposose Merosie (Eyptumuje)
KaKo OMCMO MYITHMOJIA/IHO HOYapasIyl pas/INduTe TUIIOBE KPeTarba I7Ia-
COBa YHyTap JBOITIACHNX MeJIOAuja.

Humw

MynTuMopanHa perpeseHTaltja BOITIaCHe Meofiuje ayguitiueHo (cTy-
JEHTY CIyLIajy MeIOiAjy KOja ce Y)KMBO CBMPA Ha jefTHOM W/IM [Ba pa3-
NMYUTA MHCTPYMEHTA MU je CHUM/beHA), 6U3yento (CTYAeHTH IIefajy
BIJICO 3aIVc Kopeorpaduje 3a IBa Iiecada) u ifiesiecHo (CTy,eHTH aco-
IIMjaTUBHO IIOBE3Yjy e/leMeHTe Kopeorpaduje ca eleMeHTUMa My31dKe
cTpykrype). Ha oBaj HauMH ce MpakTUYHO PM3NIKO UCKYCTBO JBO-
IJIaCHE MeJIOfiMje CTIYe IPE HETO IITO Cé OHA TEOPETCKM CXBATH.

Meitiog

Kopeorpaduja 3a Tpu pazmmunra TMIIa OCMOTAaKTHUX JIBOIJIACHUX KOM-
nosunyja (ITonmosuh, 1979): 1) tun opranyma (dp. 1, ctp. 7), 2) y K0joj
je omwy IIac Hocwal, Menopuje (IIpBa 4eTVpy TaKTa), JOK A0 MU-
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PYje, @ 3aTuM je rOpsY IIaC HOCUIAL] MeIoAMje, HOK IOmY MUpyje (cre-
neha werupnm takta) (Op. 116, cTp. 64), 3) y Kojoj ce oda rmaca
paBHoOIpaBHO Kpehy, y3 yBoheme mecnaecTusckor purMa (Op. 137, cTp.
78). IBa mmecaya MCTOBpEeMEHO IIpaTe IIy/IC, PUTaM, MeTap U MeTIOAVjy
I7IacOBa ITOKPETUMA Tefa, Y3 MyITUMOJATHO lo4apaBambe Gppasa u au-
HaMIIKe.

3axmyuak u pesyniiaiiu

Ouekyjemo fa he oBe Tpu kopeorpaduje 3a jBornacHe Menoauje bopu-
Boja [TonoBunha npuMemeHe y Ipakcy OKa3aTy IO3UTUBHE pe3yinTare
IIPY 3aIIMICHBaIby IBOITIACHUX METIOfIMja KO YIE€HMKA Y IPBOM LIK/IYCY
OCHOBHOT MY3MYKOT 0dpa3oBama.

Kmwyune peuu: [IBormacHa Menonuja, bopusoje [Tonosuh, kopeorpaduja,
Hankpo3oB MeTOx, MyITUMOJATHOCT

Body score - A multimodal representation of two-part melodies

Milena Petrovi¢' and Anna Galikowska-Gajewska®
! Faculty of Music, University of Arts Belgrade, Serbia
? The Stanislaw Moniuszko Academy of Music in Gdansk, Poland
pepa.magare@gmail.com; a.gajewska@list.pl

Theoretical background

All types of two-part singing originated as the need for sound enrich-
ment of the already existing melody (Golemovi¢, 2006). In the solfeggio
teaching, two-part singing of motifs, melodies of bourdon type, melo-
dies of parallel motion and canons is required (Syllabus for General
music education, 2010). The preparatory exercises for setting two-part
singing are, among others, singing two-part melodies: 1) of bourdon
type, 2) of organum type (both voices have the same rhythm), 3) in
which the upper voice carries the melody, while the lower remains sta-
tionary, and opposite, 4) in which both voices move equally (in parallel
motion) or in a descant type (in contrary motion) (Krsi¢-Sekuli¢, 2006).
Beside the existing practice of dictating and notating two-part melodies
(only by playing), we used basics of Dalcroze method (Eurhythmic) for
multimodal representation of different types of motion of two voices
within the two-part melodies.

50



III. Condeho / Solfeggio

Aim

A multimodal representation of two-part melodies auditory (students
listen to the melody that is played live on one or two different instru-
ments, or is recorded), visually (students watch the choreography for two
performers) and bodilly (students associate the elements of choreogra-
phy with the elements of musical structure). In this way, the practical
physical experience of two-part melodies is gained before it is theoreti-
cally understood.

Method

A choreography for three different types of eight-bar two-part melodies
(Popovi¢, 1979): 1) of organum type (No. 1, pp. 7), 2) in which the lower
part carries the melody (the first four bars), while the lower remains
stationary, and then the lower part takes the melody, while the upper
part remains stationary (the next four bars) (No. 116, pp. 64), 3) in which
both voices move equally, and the sixtheen-beat rhythm is introduced
(No. 137, pp. 78). The author’s idea is that two dancers, by their move-
ment, simultaneously follow pulse, rhythm, meter and melody of both
voices, along with the multimodal expression of phrases and dynamics.

Conclusion and results

We expect that application of three choreographies for two-part melodies
of Borivoje Popovi¢ in practice will show positive results during their
notation by students of the first cycle in the general music education.
Keywords: Two-part melodies, Borivoje Popovi¢, choreography, Dal-
croze method, multimodality
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Ilegaiowxa genatmnociti mp Pozanuje llimaitikuh, pegosHoi
upogecopa Axagemuje ymeitinocimiu y Hosom Cagy y tiensuju

Kpucruna Ilapezanosuh
®utononmko-yMeTHUYKY akynreT, YHuBepauter y Kparyjesuy, Cpduja
kristina.parezanovic@filum.kg.ac.rs

Teopujcxa dasa

Y oBOM MCTpakuBamwy OaBMIM CMO Ce MefarollKoM jenaTHoinhy Mp
Posanuje llITatkuh (1952) 1 lmeHNM JOIPUHOCOM Pa3BOjy My3WUKe Iie-
maroruje y Cpduju. Ilopen duorpaduje npod. Poszanuje lltarknh, y
pamy Cy IpefcTaB/beHe 1 aHA/MM3UpaHe CBe YeTupu odjaB/beHe KIbITe,
OCBPHY/IM CMO Ce Ha pey peljeH3eHaTa OBUX U3Jama M UCTPAKNIN
NpaKTHYaH 3HAa4yaj KIbWUIa, KA0 M METOACKe IIOCTYIKe ymoTped/beHe
IPUINKOM pelaBama ofpehennx odmactu Hactase condeba.

Humw

LIwpb pajia je MHTErpalHO IMpefCTaB/balbe M AHAJIN3A CBE YeTUPU KIbUTe
pen. npod. Pozammje llITaTkuh, kao 1 cuHTe3a TEOPMjCKO-IIPAKTUIHOT
menosama mpod. llltarkuh Ha Moy My3nKe Iefaroruje, paju jacHujer
Hperjiefia IONMPUHOCA, MOOO/bIIAKA, pa3Boja u odorahmBama HacTase
condeba n metopuke Hacrae condeba y Cpduju, mro ynMHKM HEmpo-
JIa3HY TeKOBMHY IpodecnoHantHor paga pep. npod. Posammje rarkuh.

Hotipuroc uciupaxcusaroa

OBO TeopujcKko UCTpakyBame fahe KOMIUIETaH YBUJ, Y TIefJarOLIKY fe-
natHocT pefi. mpod. Posammje lltarkuh, xoja je rieo pajHu Bek mpoBerna
rpajehn yHUBep3uTeTCcKy Kapujepy u ctuuyhu cBa yHUBep3UTETCKa
3Barba.

Mmiinuxayuje

OBaj paj Mo>xe OUTHM IIOACTPEK M YIYTCTBO 3a HeKa CAMYHa may Beha
VICTPaKVBatbha KOja Ce THUY IIeAaroLIKOT JOIPIHOCA YHUBEP3UTETCKIX
HACTaBHJMKA KOj¥ CY CBOjUM Jje/IOBabeM 3aCIY>KI/IN fid Ce BIX0Ba Ou-
dnuorpaduja aHanM3Mpa 1 CyOMMMMPAHO jaBHO NPEfCTABIL.

Kmwyune peuu: Pozanuja llltarkuh, Mmysnuka negaroruja, condeho, me-
TofiMKa HacTaBe condeba, mureparypa

52



III. Condeho / Solfeggio

Pedagogical activity of MSc Rozalija Statki¢, full professor of the
Academy of arts in Novi Sad, retired

Kristina Parezanovic¢
Faculty of Philology and Arts, University of Kragujevac, Serbia
kristina.parezanovic@filum.kg.ac.rs

Theoretical background

In this research we were engaged in the pedagogical activity of Rozalija
Statki¢ (1952) and her contribution to the development of Music Peda-
gogy in Serbia. In addition to the biography of Prof. Rozalija Statki¢, all
four published books were presented and analyzed in the paper, we
looked back at reviews of these editions and explored the practical im-
portance of the books, as well as the methodological procedures used in
solving certain areas of solfeggio teaching.

Aims

The aim of the paper is the integral presentation and analysis of all four
books of Prof. Rozalija Statki¢, as well as a synthesis of the theoretical
and practical work of Prof. Statki¢ in the field of Music Pedagogy, for a
clearer overview of the contributions, improvements, development and
enrichment of solfeggio teaching and methodology of teaching solfeggio
in Serbia, which makes the imperishable heritage of professional work
of Prof. Rozalija Statki¢.

Contribution

This theoretical research will give a complete insight into the pedagogi-
cal activity of Prof. Rozalija Statki¢, who spent her entire working life
building her university career and earning all university titles.

Implications

This paper may be an impetus and guidance for some similar or larger
research concerning the pedagogical contribution of university teachers
who, through their actions, deserve to have their bibliography analyzed
and sublimated publicly.

Keywords: Rozalija Statki¢, music pedagogy, solfeggio, methodology of
teaching solfeggio, literature
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Konuxo cnodoge uma Haciiasruk My3uuke Kyniiype?

Anexcanppa IManaguu’ u [parana Muxajnosuh Bokan?

'®axkynTeT caBpeMeHux ymetHocTH, beorpan, Cpduja
*,Klett - Hosu Jloroc”, Beorpan, Cpduja
aleksandra.paladin@fsu.edu.rs; draganamihajlovicbokan@gmail.com

Teopujcxa dasa

KBanmnreTrHo odpasoBame U BacIuTame Tpeda [ja yTude Ha CTHULAME
cBUX 00/IMKa 0dpa3oBama: HAyYHNUX, 3PABCTBEHNX, YMETHUYKIX, €KO-
TOMIKMX, MHPOPMATUYKMX U colmonommkux. CxogHo ToMe ,,IIman Ha-
cTaBe U ydema“ MMHUCTapCTBa NMPOCBETe HayKe M TEXHOIOLIKOT
pasBoja Penydimmke Cpduje Tpedano du ga cTaHmapansyje pasBujame
3Hamba, BEIITIHA, CTAaBOBA ) CUCTeMa BPeJHOBamba y OCIIOCOd/baBamby
ydeHMKa fIa YCIEIIHO Pas3B1jajy COICTBEHY MMYHOCT M MOTEHIjane y
Hay4YHOM, KpeaTHBHOM, BaCIIUTHOM CMepY, Y ;YXY OATOBOPHOCTH 1 1TO-
IITOBama IpeMa cedu U Apyruma.

Humesu

Hosu IInanoBu foHOCE CBE Mambe KOMEKTUBHUX CafipKaja KOju HEryjy
U3BODAIITBO 1 CTBapame My3MKe, a CBe BUIIE aKaJ[eMCKOT 3Hama.
I[Tecma, urpa u cBupame (geny OMMCKY Off JETUICTBA) Pa3BUjajy Tad-
HOCT Y U3BODemY, CTpIUbembe 3a yueheM HOBOT, JbydaB IpeMa My3uIiy,
yMeTHOCT 1 ocehaj 3a Ko/eKTus (c jefiHe CTpaHe 3a IPUIAJHOCT KOJEK-
TUBY, a C pyre CTPaHe 3a CTPI/berbe, HOCeSHO ITpeMa OHMMA KOjy HUCY
MY3IM4KH HajjapeHn). CBupame NMHCTPYMEHATa I IieBame pa3Bjajy MH-
TOHALIY]Y, ICUXOMOTOPUKY ¥ IMOACTUIIAJHO yTUYY Ha CIYIIHM alapar.
OHo genyje y nmpaBLy NepLemniyje 1 KOOpAUHALMje CBUX HaBeJeHNUX
eneMeHata. [leBameM ce, Takobhe, pa3Bujajy opranu 3a aucame, Kao 1
TOBOPHM OPTaHM.

Hotipuroc

Homnpuuoc pama du Tpedasno fa dyne OAroBOp Ha IMUTaE Y KOjOj Mepu
U Ha KOje HauuHe y4yuTesb Wi npodecop Mysndke KyaType, Kao Mofie-
parop HacTaBe, UMa CTI0JOAY Ja MOfieNpa 1ocrojen HacTaBHM IIaH,
ycMepaBajyhu ra ka MOACTUIakY 3ajefHIYKOr Mysuiupama, fajyhn
MNPy AUMEH3Mjy KOTEKTMBHOM MY3ULMpamby Kao CBOjeBPCHOj BaCIIUT-
HOj KOMIIOHEHTH, KOja CTUMY/INILIE eCTeTUYKe BpPeTHOCTY U CTBapa KyJl-
TypHe HaBUKe.
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Mminuxayuje

HaBeneHe unmeHMIle 0 3HaYajy IeBama y 00pa3oBamy, BaCINUTaby 1
OIIITEM Pa3Bojy YY€HMKA yKa3yjy Ha BEIMKY OIFOBOPHOCT KOja ce I10-
CTaB/ba IIpef] HaCTaBHUKA YMja je yora of HellpolielmhlBe BaXXHOCTH,
ILITO TTOIpa3yMeBa Ieflarora eHTy3MjacTy Koju BO/IN Jia IieBa 1 cBupa (o7
IeTOBOT OJJHOCA IIpeMa 13BODewy My3MKe 3aBUCU U MY3UYKU PasBoj
ydeHMKa) ¥ KOji ce CTalHO ycaBpuraBa. CTora, O4eKMBaHy pe3ynTaTu
pazna Tpeda fia IIpeCTaB/bajy aHAIMTUYKO carjleflaBame MOCTYIKA MY-
3MYKOT ONMCMemaBama (Teopujcke mIatdopMe, MICTOPYjCKOT KOHTEK-
cTa daB/berba MY3UMKOM U M3y4aBama My3MUYKUX MHCTPYMEHATa IIyTeM
IPAaKTUYHOT Pajia) Kpo3 MPAaKCy KOMEeKTUBHOT My3MLIMpamba.

Kmyune peuu: Mysnaka Kyn1Typa, KONEeKTUBHO My3UIpambe, 00paso-
Balbe, MOJIeNIPabe HacTaBe

How much freedom does Music culture teacher have?

Aleksandra Paladin' and Dragana Mihajlovic Bokan?
'Faculty of Contemporary Arts, Belgrade, Serbia
%, Klett - Novi Logos”, Belgrade, Serbia
aleksandra.paladin@fsu.edu.rs; draganamihajlovicbokan@gmail.com

Theoretical background

Qualitative education should contribute to developing all forms of edu-
cation: scientific, health, ecological, technological and sociological. Ac-
cordingly, “lecturing and learning plan” of the Serbian ministry of
education, science and technological development, should standardize
the knowledge and skill development, as well as the attitude and value
system in enabling students to successfully develop their own personal-
ity and their own resources in scientific, creative and educational way,
bearing in mind responsibility and respect for oneself and others.

Aims

New plans contain less collective contents which nurture performing
and music creation and more academic knowledge. Song, dance and
playing an instrument has been close to children ever since the child-
hood, helping them to develop precision in performing, patience for the
new, love for music and art, giving them the sense of the collective (on
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one hand, children develop the sense of belonging to a collective and on
the other hand, they develop patience especially toward those who are
not musically gifted). Playing an instrument and singing develop intona-
tion and psychomotor skills and are beneficial for the hearing. They also
encourage understanding and coordination of all the elements men-
tioned above. Singing also develops the respiratory and speech organs.

Contribution

Contribution provide the answer to the question how and to what extent
a music culture teacher or a professor has freedom to modify the actual
plan directing it towards encouraging collective musicianship, giving
wider dimension to collective musicianship which represents a vital
educational component and stimulates aesthetic values and it creates
cultural habits.

Implications

All stated facts on significance of singing in education and general de-
velopment of students point out the great responsibility for a teacher
who plays the key educational role. A pedagogue who shows enthusiasm
for singing and playing an instrument and continuously works on self-
improvement directly influences students’ musical development. There-
fore, the expected work benefit should represent an analytical insight
into the process of musical education (theoretical platforms, historical
context regarding music and studying instruments through practical
work) through collective musicianship practice.

Keywords: Music culture, collective musicianship, education, lecture
structuring
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My3uuko uckyciieo cilygeHammia yyuine/bcKux cidyguja kao
upeiilociiaska y4era mMy3uke Ha ciiygujama

JInpuja Huxonnh
daxynTer 3a BacnTHe 1 0dpa3oBHe Hayke, Ocyjek, XpBarcka
Inikolic@foozos.hr

Teopujcxa dasa

HacraBy Mysndke KynType y paspefHoj HacTaBu y XpBaTCKOj U3BOJie
paspeHM yuuTe/b) KOju TOKOM CTyAuja Tpeda fla CTUYY U pasBujajy
KOMIIETEHIIje 32 IbeHO I/IaHMpambe 1 3Boheme. Mysndko odpasoBarme
Ha yYMTE/bCKMM CTyAMjaMa 0daBe3HO je 3a CBe CTY/eHTe, de3 0d3mpa Ha
IBbIIXOBE MYy3J4Ke CIIOCOOHOCTH, BEIUTHHE U 3Hama ca KOjyMa Jlo/lase Ha
daxynret. Ilopogyyna cpeayHa, IpyLIITBEHA 3ajefHNIIA U MU/ CTBa-
Pajy OKOIMHY Y K0joj ce CTU4y My3/M4Ka UCKYCTBa Koja ce MeDy mojepua-
IVIMa 3HA4ajHO pas3/muKyjy. OnmreodpasoBHM cacTaB, KPO3 MY3MYKO
odpasoBame, HACTaBHE 1 M3BaHHACTABHE My3JM4Ke aKTMBHOCTH, Tpe-
dasmo du fa cTBOpM IpeTIIOCTaBKe 3a Jja/be 0dpa3oBarbe YUeHNUKa, KOju
du aspe Tpedaso na pasBujajy Mysuuke KOMIIeTeHIMje y CKIONy pode-
CMOHA/THVX KOMIIeTeHIIja, nako Hehe d1ty npodecronamam Mysndapu.

Humw

Kako 81 ce ogpennia nomasyiHa Tayka My3sMIKor odpas3oBarma y Ha-
CTaBHVM IIPOTPaMMMa ¥l HACTABM Ha YYUTE/bCKUM CTYIVjUMa, CIIpOBe-
TEHO je eMIIMPU)jCKO MCTPaKMBAK€ YMjy je Vb Ia Cé YTBPAM KaKBa Cy
MYy3W4YKa MCKYCTBa U HaBMKE CTYfleHaTa YIUTE/bCKUX CTyAUja Y pas-
nodspy mpe cTynuja.

Meitiog

CrpoBefieHO je TeCKpUIITUBHO MCTpaxuBame Meby cTyneHTNMa pyre
rofiuHe yunTte/bckux cryamja (N=119) na @axynreTry 3a onrojHe n odpa-
3oBHe 3HaHOCTN Y Ocujexy, XpBaTcka, yIoTpedoM aHKeTHOT YIMTHUKA.

Pesyninaiiu

Pesynratu cy mokasanu Kako CTy[ZEeHTM HUCY MMajy IIOBO/bHE COLMO-
€KOHOMCKE YC/IOBE 3a pa3BOj MY3MUYKUX KOMIIETEHLIMja IIpe CTyAuja.
CryzeHTV HeMajy MICKYCTBa My3MIjpama Koja du um omoryhwna Haz-
rpafilby y My34KoM 00pa3oBamy Ha CTyAMjaMa, Te HeMajy HaBJKe I0-
cehmBama KOHIepaTa I CIylIamka KIacIHe MYy3JKe.
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3akmwyuax

Mysudko odpasoBame Ha yIUTe/bCKMM CTYAMjaMa Mopa ia ce OfiB1ja Ha
IIOYeTHOM HMBOY y4elra MY3UKe, KaKo OM CBM CTY[EHTM MOIIU fia
CTeKHy KOMIleTeHIMje moTpedHe 3a u3Boheme HacTaBe MysMKe Y
miaabum paspepyuma ocHoBHe 1mKone. Kypukynym Mysuduke KyIType u
Mysndke yMeTHOCTH y oniuTeM odpasoBamy Tpedao du fja ce odoratn
od1uuMMa aKTMBHOT MY3UIIMpPatbha U HEIIOCPENHOT OXKIB/baja My3MKe
U3 MepCleKTyBe M3Bobhava, ay M aKTMBHOT C/IyIIAoLa My3UKe Kpo3
HacTaBHe VI I3BaHHACTaBHe aKTUBHOCTH, Te ocehnBamweM KOHIepara,
Kako Oy ce CTBOpWJIE IIPETIIOCTaBKe 32 MY3MYKO 00pa3oBame TOKOM
CTyZVja U LeIOKUBOTHOT 0dpasoBamba.

Kmyune peuu: Mysndko odpasoBame, yIUTe/bCKe CTYAMje, MCKYCTBO
MY3UIpama, My3/uKe HaBlUKe, CIyIIakbe My3JKe

Students musical experience as a prerequisite for studying music in
the teacher education program
Lidija Nikoli¢
Faculty of Educational Sciences, Osijek, Croatia
Inikolic@foozos.hr

Theoretical background

Music classes in the first four grades of primary school in Croatia are
taught by class teachers. Those teachers should acquire and develop
competencies for planning and performing music classes during the
teacher education program. Family, social community, and media create
an environment in which music experiences are significantly different
among individuals.Through music education, curricular and extracur-
ricular music activities, the general educational system should create
preconditions for further education of students who will need to develop
music competencies within professional competencies even though they
will not be professional musicians.

Aim

To determine the starting point for music education in the curriculum
and teaching process on teacher’s studies, empirical research was carried
out to determine the musical experiences and the habits of students in
the pre-study period.
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Method

A descriptive study was conducted among second-year students of the
teacher education program (N=119) at the Faculty of Education in
Osijek, Croatia. For this purpose, a questionnaire was used.

Results

The results showed that students did not have favorable socioeconomic
conditions for developing musical competencies before they begin to
study at university. Students have no musical experience that would en-
able them to upgrade musical competencies during the study and they
have no habits of visiting concerts and listening to classical music.

Conclusion

Musical education in the teaching education program must begin with
initial level of music learning so that all students can acquire the compe-
tencies necessary to teach music in the younger classes of elementary
school. The curriculum of Music and Musical Arts courses in general
education should be upgraded with the forms of musical performance
and direct musical experience as a performer or as an active listener
through school and extracurricular activities and through visiting of
concerts in order to create the preconditions for music education during
teacher education programs and lifelong learning.

Keywords: music education, teacher study, music experience, musical
habits, listening to music
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Hodpoduiti knacuunoi konyepitia Ha dnaiociliarve yueHUKA

Munena Ilerposuh’, Cabuna Bugynuu® n
Ta6pujena Kapun Konkon®
'®akynTeT My3MdIKe YMETHOCTY, YHVBep3uTeT yMeTHOCTH ¥ Beorpany, Cpduja
*Mysnuka akagemuja, Ceeyammmre Jypja Jodpune y ynn, XpBarcka
*Mysnuka akagemnja Craancnas Monujymko y [namcky, [lomcka
pepa.magare@gmail.com; sabina.glazba@gmail.com; g konkol@amuz.gda.pl

Teopujcxa dasa

Benuku dpoj nmureparype noTBphyje fa moceta KOHLEPTY KIacCUIHE MY-
3MKe yTude Ha ipymrtBeHy fodpodur (Packer and Ballantyne, 2011).
Heyponayunuum cy uctpaxunn Bedy usmely mysuke 1 3aj0BO/bCTBa
Koje oHa n3asusa (Croom, 2011), jep mocroju cHa)kHa MO3UTUBHA KO-
penanuja n3mebhy 3agoBospcTBa U eMounoHanHor y3dybhema (Salimpoor
etal.,, 2009). [JokazaHo je cMameme cTpeca Kojj IIyOInKe Ha KJTaCUYHOM
koH1epty (Fancourt & Williamon, 2016), HapounTo y ToKy usBohemwa
mysuke yxuBo (Shoda, Adachi, and Umeda, 2016). Ilub eBponickor nc-
TpaXkmuBaykor mpojekta Schools@Concerts:Tuning up for the music
experience jecTe ylo3HaBame CTyAeHaTa ca KIaCMYHOM MY3UKOM W3-
BoheHOM y>x1Bo, pasiu moBehama 1 odoraherma BIXOBOT MY3UYKOT UC-
KyCTBa.

Humw
[TokasaTy #a 1y KOHL[EPTHM KIaCU4He My3)Ke YTUYy Ha Modo/blIambe
nodpodutu meue y ocHoBHOj mkomu y Cpduju, XpBarckoj u ITobckoj.

Meitiog

Yuennny (ykynHo 64) cy y Toky 2018. rofuHe HOCeTU/IV TPY KOHLIepTa
KJIacM4He My3MKe Koja cy oppkaHa y beorpapy (Cpdmja), 3arpedy
(XpBarcka) u Imamcky (ITobcka). Y3opak: 20 yuennka ox 11 o 13 ro-
nuHa (Cpduja), 36 yuenuka op 12 go 15 ropguna (XpBarcka) u 8 yueHnka
oz 10 no 11 roguna (ITo/bcka). YIUTHMLM M MHTEPBjYM 33 YYEHUKE,
HACTaBHUKe ¥ OpPTaHM3aTope KOHIepaTa, faTy MCIMUTAHUIMIMA IIpe 1
II0CTIe KOHIIEPTa, AM3ajHUPaHM CYy TaKo Ja IpuKymne nHGopmanuje o
BJIXOBOM MY3MYKOM MCKYCTBY. OBO MCTpakuBame GOKyCHMpaHo je Ha
HodpOodUTY K/TaCMYHOT KOHIIepTa Ha O/larocTame yyeHuka. [Ipunpemue
aKTMBHOCTM, Kao M OHe Koje Cy yC/efue Ioc/ie KOHIIepTa, Takohe cy
duie feo MeTofA MCTPaKMBabA.
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Pesyninaitiu

Yty 3a yuenuke y Cpduju u XpBaTckoj HOKasyjy Aa, BeIMKM Spoj
cMaTpa Jja UM MY3¥Ka O/1aKIIaBa CBAKOJZHEBHY PYTHHY, IIOMaXke fla 3a-
dopase Ha Tyry, mpeBasnby dec u ja ce Hoce ca cTpecoM. MehyTum, 1ok
pesynraru y Cpduju nokasyjy ga BehuHa y4eHnka cMatpa ja UM My-
3MKa IOMake Jja TIOCTaHy APYLITBEHe 0code, pe3ynTaTtu y XpBaTcKoj
II0Ka3yjy fla caMO IOJIOBMHA Y4YEeHMKA TO VICTO MUCN. 3aTUM, TOK pe-
synratu y I1o/bckoj IOKasyjy fja caMo jeflaH yY€HUK CMaTpa /ia ra My-
3JKa ONYIITA, Ha OCHOBY pe3ynrara u3 Xpsarcke u Cpduje, Behuna
y4YeHMKa Bepyje fja My3luKa MMa OBY y/IOTy. VIHTepBjyu cTyfeHara Ha
TEMY IBUXOBOI MY3WYKOT MCKYCTBa: yrofHo u npujatao (Cpduja), 3a-
HUM/BMBO U He3adopaBHO (XpBarcka), y3dymmuso u omyurajyhe
(ITorbcka). VIHTepBjyn HacTaBHMKA: KOHIIEPTU K/IACUYHEe MY3UKe IO-
BehaBajy yueHnuke npedepenunje 3a kaacuuny mysuky (Cpduja), Ha-
pPOUYNTO YKONMKO ce OHa u3Bogu yxuBo (XpBarcka). VIHTepBjyn
OpraHM3aTopa KOHIlepaTa: yYeHNUIM Cy CITyIIaI/ HeKe HeodyHe aHCaM-
one (Cpduja), necHn u MynTHMeaMjaIHu KOHLepT (XpBarcka).

3axmyuax u uminuxayuje

Cmarpamo Jja KOHIIePT K/TaCMYHe My31Ke MOXKe J1a 000raTu )KUBOT yde-
HJKA J 1a yTU9e Ha FerOBY IICHXOJIOIIKY M APYIITBEHY JOOPOdUT caMo
YKONNKO je mocehmBame KOHIlepaTa K/IacuHe My3UKe PeJOBHO ¥ 4eCTO.

Kmwyune peuu: KoHLepT KnacudHe Mysuke, fodpodut, drnarocrarme

Benefits of classical concerts on students’ wellbeing

Milena Petrovi¢', Sabina Vidulin? and Gabriela Karin Konkol?
'Faculty of Music, University of Arts Belgrade, Serbia
*The Academy of Music, Juraj Dobrila University in Pula, Croatia
*The Stanislaw Moniuszko Academy of Music in Gdansk, Poland
pepa.magare@gmail.com; sabina.glazba@gmail.com; g.konkol@amuz.gda.pl

Theoretical background

There is a wide literature showing attending classical concerts affect the
social wellbeing (Packer and Ballantyne, 2011). Neuroscientists explored
the connection between music and the pleasure it elicits (Croom, 2011),
because there is a strong positive correlation between pleasure and emo-
tional arousal (Salimpoor et al., 2009). Classical concert audience mem-
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bers experienced a stress reduction (Fancourt & Williamon, 2016)
especially during live performances (Shoda, Adachi, and Umeda, 2016).
The aim of the European research project Schools@Concerts: Tuning up
for the music experience is to introduce students to live classical music in
order to increase and enrich their musical experience.

Aim

To show whether classical concerts improve wellbeing in children in
compulsory school in Serbia, Croatia, and Poland.

Method

During 2018, students (64 in total) have visited three classical concerts
organized in Belgrade (Serbia), Zagreb (Croatia) and Gdansk (Poland).
Sample: 20 students aged 11 to 13 (Serbia), 36 students aged 12 to 15
(Croatia) and 8 students aged 10 to 11 (Poland). Pre-event and Post-
event questionnaires and interviews for students, teachers and concert
organizers were designed to gather information about participants’
music experiences. This research has focused on the benefits of classical
concerts on students wellbeing. Preparation and follow up activities
were included.

Results

Serbian and Croatian students questionnaire and interviews show that,
in great number, music makes students free of daily routines, help them
forget the sorrow, overcome anger and cope with stress. But, while Ser-
bian results show most students think music helps them to become so-
cial persons, Croatian results show only half of the students think the
same. Also, while Polish results show only one student think that music
can relax him, according to Croatian and Serbian results, the majority of
students consider this role of music. Students interview questions on the
subject of the classical concert experience: pleasant and enjoyable (Ser-
bia), interesting and unforgettable (Croatia), exciting and relaxing (Po-
land). Teacher interview questions: classical concert enlarge students’
preferences for classical music (Serbia), particularly if it is performed
live (Croatia). Concert organizer interview questions: students heard
some unusual ensemble (Serbia), dancing and multimedia concert (Cro-
atia).
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Conclusion and Implication

We assume that classical concerts can enrich students’ life and affect the
psychological and social wellbeing, only if attending classical concerts is
regular and frequent.

Keywords: Classical concert, benefits, students, wellbeing

3dupke geuujux tlecama 3a yueHuke 0OCHOBHUX UKONA
Bnagumupa P. 'ophesuha y caspemeHoj Hacitiasu my3uxe

Anmma Tprosan Jemenh
Yuuremcku pakynrer beorpan, HactaBHo onebese Hosu ITasap, Cpduja
alma.trtovac@gmail.com

Teopujcka dasa

Y oBoM papny dmhe pasmorpene 3dupke feunjux mecama 3a y4eHUKe
ocHOBHUX IKosa Bragumupa P. Hopbhesuha, kao 1 muxosa nmpumeHa y
HacTaBy My3uke faHac. Bmagumup P. Hophesuh je odjaBno HaBenmene
3dupke y mepuony op 1904. mo 1928. rogune. 3dupke 3a nesame duhe
aHa/M3MpaHe Y KOHTeKCTY HophesnheBor Mysmuko-negaromkor paja
¥ IIPU/IMKA Y My3UYIKOM IIKOICTBY Y Cpduju y pasMaTpaHOM IEPUORY.
ITocedno he dutn ananMsmpaHa 3acTYI/BEHOCT M MOTYhHOCT puMeHe
HaBeJIeHNX 30MPKI y CaBPeMEHOj HaCTaBU MY3UKe.

Humw

JleTa/paH aHAMUTUYKY YBUJ, Y HaBefleHe 301pKe, carieflaH y KOHTEKCTY
‘Hophesuhese Mmy3nuko-nefaromuixe jeTaTHOCTH, Kao ¥ IPUINKA Y My-
3MYKOM LIKOJICTBY Y Pa3MaTpaHOM Ilepuopy, omoryhmhe jacHujy cnmky
0 ’BETOBOM JIOIIPMHOCY MOAEpHU3AlNj/ HacTaBe MY3MKe Y OCHOBHUM
mkonama. [TocedHo he dutn ananusmupana 1 npefcrTaB/beHa 3acTyIjbe-
HOCT HOjeAMHUX IecaMa 13 30MpPKY y CaBPeMeHOj HaCTaBM MY3UKe.

Hoiipurnoc

Y oBoM papmy momeHyTe 30MpKe 3a IeBame he duTy mpBU MyT leTa/bHO
IpefCcTaB/beHe U aHA/IM3MPaHe KaKo U ce caryefiana BhIXoBa 3aCTyIbe-
HOCT y CaBpeMeHMM YIIOeHNIIMMa 332 HACTaBy My3UKe y OIIITe0Opa3oB-
HuM mkonama y Cpduju. Ilopen yxasuBama Ha 3Hadaj 30MpKM y

65



22. Tlemarourku hopym cuenckux ymersoctu / 2214 Pedagogical Forum of Performing Arts

Hophesuhesom Bpemeny, duhe ncnmrana u MoryhHocT wuxoBe mpu-
MeHe Y CaBPeMEeHOj HaCTaBU MY3MKe.

Kmwyune peuu: Bnapumup P. Hophesuh, 3dupke 3a nepame, yndenury,
MY3/4Ka IeJaroruja

Collections of children’s songs for students of elementary schools
Vladimir R. Djordjevic in contemporary music teaching

Alma Trtovac Dedei¢
Teacher’s Faculty in Belgrade, Teaching department Novi Pazar, Serbia
alma.trtovac@gmail.com

Theoretical background

In this paper will be considered the Collection of children’s songs for
students of elementary schools Vladimir R. Djordjevic, as well as their
application in music teaching today. Vladimir R. Djordjevic published
the above collections in the period from 1904 to 1928. The collections
for singing will be analyzed in the context of Djordjevic’s music-peda-
gogical work and opportunities in music education in Serbia in the con-
sidered period. In particular, the representation and the possibility of
using these collections in contemporary music teaching will be analyzed.
Aims

A detailed analytical insight into the listed collections, considered in the
context of Djordjevic’s music-pedagogical activity, as well as the oppor-
tunities in music education in the reviewed period, will provide a clearer
picture of his contribution to the modernization of music teaching in
elementary schools. In particular, the representation of certain songs
from collections in contemporary music teaching will be analyzed and
presented.

Main contribution

In this paper, the mentioned singing collections will be thoroughly pre-
sented and analyzed for the first time in order to see their representation
in contemporary textbooks for teaching music in general education
schools in Serbia. In addition to point out the significance of collections
in Djordjevic’s time, the possibility of their application in contemporary
music teaching will also be examined.

Keywords: Vladimir R. Dordevi¢, collections for singing, textbooks,
music pedagogy
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IIpojexaii ,1lIkona 3a Hueoili“ u3 tepciiexiniuge yuuiierna
Mysuuxe Kyniiype

Amna byuko n Ana JKayxap
crymeHTu Mysuuke akafiemuje Ceeyunmminra Jypja Jodpue y ITynn,
XpBarcka
abucko@unipu.hr, azauhar@unipu.hr

Teopujcxa dasa

CBaka IpoMeHa, dM/I0 OHa €KOHOMCKA, KyITypHa WM fieMorpadcka,
M3a3yBa IPOMEHY PYIITBA, @ CAMUM TUM ¥ IPOMEHY LIKO/ICTBA. TakBe
IIpOMeHe HajasuMoO y CaBPeMEeHUM IIKONaMa, Koje, mpema Cromy n
®unky (2000) Tpeda a dyny Y KOHTMHYMPAHOM pasBojy ¥ IIpOMeHaMa
3ajelIHO ca y4mTes/beM, KaKo O ce NpuUIIpeMusie HOBe TeHepalnyje 3a
noctMopepHo foda. ¥ Perydmuim XpBarckoj, 00pa3oBHM cacTaB KOH-
CTAHTHO Ce NIPENCIuTyje u pedopMumIIe, alTu MeCcTa 3a HalpefaK joIl
yBek nMa. TexkiboM Jja ce IIKOJTa OCaBpeMeH! U IIOCTaHe d/ICKa yYeHN -
nuMa, MMHUCTapcTBO Hayke M odpasoBama Pemydnuke XpBaTcke y
mKkonckoj 2018/2019. roguHM MOKPEHYNIO je NMpojeKaT IOoJ, Ha3MBOM
IlIxona 3a #ueoii. TakaB ekcriepyMeHTaTHM IIPOTPaM, KaKo HaBoOJie Ha
CIy>k0eHUM CTpaHUIaMa IpojeKTa”, ¥Ma 3a Wb ,[IPOBePY IPUMEH/bU-
BOCTY HOBMX KYPUKY/TyMa 1 0O/IKa MeTOfia pajia, Te HOBUX HaCTaBHMUX
cpencrasa ¢ od3upoMm Ha cnefiehe 1ybeBe: 1) moBehamwe KoMIeTeHIMja
y4YeHUKa y pelaBamy IpodieMa; 2) nosehame 3aJ0BO/bCTBA YYCHNKA Y
IIKO/M, Te MOTVBAILVja IIXOBMX yINMTe/ba I HACTABHMKA.

Humw

LIwp pajia je mpuKasaTu U TEOPMjCKM 0OPA3TIOKUTI IPOTPaM IIPOjeKTa
Illxona 3a ueoiti, Te METOLOM aHKETMpama UCTPaAXUTU Koja Cy
MUIUbEIbA, ICKYCTBA M CTAaBOBM y4MTeba Mysudke KynType yK/byde-
HUX Y IPOLEC EKCTIEPMMEHTAIHOT IIpOorpama.

Meitiog u pesyninaiiu

Y3 npuxkas npojekra Illkona 3a #ueoiti, Kao ¥ MPUKYI/beHE OJATHE
nHdopMaIyje, Kpo3 aHKeTHpalbe Koje YK/bydyje IMTamba Be3aHa 3a I07I,
PagHO MCKYCTBO, padyMeBame KypUKyTyMa, MOTUBAIMjy, 00pa3oBarbe
yuuTe/pa 1 Ap., O4eKyjeMo kako he ImpukasaHy pesynTaTu yKazaTy Ha
IIPefHOCTY ¥ HeJOCTaTKe ca KOjMa ce TPEeHYTHO cycpehy y4murersu

* www.skolazazivot.hr
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MY3UKe, IIOIyT NPUCYTHUX HeflocTaTaka y Ipolecy odpa3oBama Ha-
CTaBHMKA, jacHOha y IpeHolIemy OHOra LITO Ce O4YeKyje Off y4uTesba,
Kao I CIIPEMHOCT y41Te/ba Ha HOB HAUMH PaJia, a/lu ¥ IIPEJHOCTH Y KOjOj
ca HOBOM peOpMOM HacTaje HOB IPOQeCHOHaTHY IO CTHUIIA].

3axkmwyuax

OcaBpememuBame 00pa3oOBHOT IpOrpaMa Of BeMKe je BaXKHOCTM 3a
Halpefiak ApylITBAa. YBohemwe HOBUMX IIpOMeHa y OOpa3oBHM cacTaB
IpeCcTaB/ba 13a30B He CAMO OHMMA KOji Ta Memajy, Beh u cBuM am-
PEKTHUM V1 MHAVPEKTHNM y4eCHUIIMA. Y unTeby he HoBoM pedpopmom
moduTy MOryhHOCT [1a OCHaXKe CBOjy YUMUTE/bCKY Y/IOTY, /I 1 1A Ojadajy
npodecuonannoct. [loduhe, takobe, moryhunoct Behe ayronomuje y
pany, koja he, yjenHo, dutu u mogctuiaj 3a cTBapame MpocTopa 3a Kpe-
aTUBHU)U paf,.

Kmwyune peuu: lllkomna 3a >xnBoT, My3ndka Kyn1Typa, eKCIIepUMeHTaTHI
IpOrpaM, KypUKYIyM, CABpeMeHa MIKOJIa

Project ,,School for life“ from the perspective of
Music culture teacher

Ana Bucko and Ana Zauhar

Students, Academy of Music, Juraj Dobrila University of Pula, Croatia
abucko@unipu.hr, azauhar@unipu.hr

Theoretical background

Every change, whether it is economic, cultural or demographic, induces
a change in society and with it, also a change in education system. Such
changes are found in modern schools which need to be, according to
Stoll and Finko (2000), in continual development and change together
with its teachers in order to able to prepare new generations of students
for postmodern era. In the Republic of Croatia, education system is con-
stantly questioned and reformed, but there is always some room for im-
provement. Aspiring to make schools modern and close to its students,
the Ministry of science and education of the Republic of Croatia, started
a project in the school year 2018/2019, called “School for life”. The goal
of such experimental program, as written in the official web pages of the
project, is to “check the applicability of the new curriculums and forms
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of working methods and new teaching mediums, regarding these goals:
1. Increasing problem-solving competences of students; 2. Increasing
students satisfaction with school and motivating their teachers and in-
structors.”

Aim

The aim of this paper is to present and theoretically explain the program
of the “School for life” project and to investigate, in the form of question-
naire, opinions, experiences and views of Music culture teachers’ in-
volved in the process of the experimental program.

Method and results

By presenting the “School for life” program, as well as acquiring addi-
tional information by means of a questionnaire containing questions
regarding sex, work experience, understanding of the curriculum, mo-
tivation, teachers’ education etc., we expect that our presented results
will point to pluses and minuses which Music culture teachers currently
experience, such as obvious shortcomings in the education of teachers,
unclear expectations from the teachers, as well as the level of teacher’s
preparedness for the new way of teaching. It will also point to the advan-
tages of the new professional stimulus which the new reform brings.

Conclusion

Modernization of the school education system is crucial for the develop-
ment of the society. Introduction of new changes in the education sys-
tem presents a challenge not only for ones who are installing it but also
for all direct and indirect participants of the system which is to be
changed. With this new reform, teachers will get a possibility to further
strengthen their role and also to improve their professionality. Also, they
will have greater autonomy over their work which creates spaces for even
more creative work.

Keywords: School for life, Music culture, experimental program, cur-
riculum, modern school
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Hckycimsa us gocagauirve tiegaiowike upaxce y
OcnosHoj wixonu ,bpanko Iewuh” y beoipagy

Teogopa Kuexxeuh
cryfneHT MAC, ®akynTeT My3u4Ke YMETHOCTH
YHuBepsutet ymerHoctu y beorpany, Cpduja
teodorasoprano@gmail.com

Teopujcka dasa

Kao u y Behunu gpyrux semasma, o dpojy Poma y cucremy odpasoBama
y CpOuju Hema moysgaHMx nogaraka. Brasja u HeBnaiuHe opraHmnsanyje
ce cnaxy ga 'y Cpduju xuBu oko 500.000 Poma. Camo je 2% nerje yK/by-
4eHO Y CHCTeM IPEeIIKOICKOr 00pa3oBama, a Mame off 40% y OCHOBHO
odpasoBame. Vamehy 70% 1 90% pomMcke mele Koja ce yIMIIE Y IIKOTY,
y HEKOM MOMEHTY ce McIucyje u3 mkose. [IpeMa sBaHMYHOM ITONNCY,
npexo 60% Poma Huje 3aBpuINIO 4ak HU OCHOBHY 1Koy (PoHp 3a oT-
BOpPEHO ApywmrTBo, 2017:17).

Humw

LInpb pajia jecte yka3uBame Ha IpOOIeM CTaTUCTUYKIUX II0faTaKa o 00-
pasoBamy Poma y Cpduju u Ha mpodieM HemocTojama MHKITY3UBHUX
npojekaTa y 00pa3oBHUM MHCTUTYIjaMa.

Meiniog

Y pany ca gerjom y OcHOBHOj Ko ,,bpanko Ilemnh” kopunrhene cy
METOJ€E pajia IO NPMHIUITY PA3INYNUTUX padMMOHNIA, OCMUII/bEHNX
IIpeéMa I7laBHUM MY3NYKUM MHTEpECOBAambIIMa YICHMKaA (COHO II€BaIbe,
IeBambe Y XOPY, CBUpalbe MHCTPYMEHATa, My34KO ONMCMebaBambe NN
IIVperbe MY3UYKOT peyHrKa). PaiionnIie cy ocTBapeHe o y30py Ha
panmoHute nporpama El Sistema, y okBupy capajjibe MKoje 1 OpOjHIX
negarora u3 Cpduje u MHOCTpaHCTBA.

Pesyninaitiu
3 mocapamme mpakce, Kao ¥ M3 IUTepaType Be3aHe 3a OBY OOMACT,
npumMehyje ce 1a yueme My3uKe 110 OBaKBYM METOIaMa IOTTPUHOCK MO-

TUBALUjJ YYEHVKA, Pa3Blja CIOCOOHOCT, My3MKATHOCT (Ha IPYITHOM 1
VHIVMBUYaTHOM HUBOY) 1 ocehaj 3ajennumTea meby gerom.

3axmyuax
Haseneno Ham omoryhasa jja 3ak/by4nmo fia ce pasBujame ocehaja uH-
OUBUIYaJTHOCTY — Y IIOITIEAY KY/ITYpe, pasBMjatba MOjeJuHauYHe CBECTU
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" 3Habba, TE ocehaja IIpUMagHOCTN LHKOHCKOj YCTaHOBM — OJ/INYHO II0-
Ka3ajo Ko gene, ainm n'y odnactu MY3U4KeE Henaromje Kao MYITUMO-
Ja/THOT HA4YMHa 05pasoBaH)a.

Kmwyune peyu: Community music, El Sistema, paguoHuna, MeTofuKa
OIIIITET MY3UYKOT 0dpa3oBama, N3BOHAIITBO

Experiences from pedagogical practice
in the elementary school ‘Branko Pesi¢ in Belgrade

Teodora Knezevi¢
MA student, Faculty of Music, University of Arts Belgrade, Serbia
teodorasoprano@gmail.com

Theoretical background

As in most other countries, there are no reliable data on the number of
Roma people in the education system of Serbia. The government and
non-governmental organizations agree that approximately 500.000
Roma people live in Serbia. Only 2% of children attend the preschool
and less than 40% are enrolled in primary education. Between 70% and
90% of Roma children who enrolled in school, at some point drop out of
school. Census data show more than 60% of Roma people have not even
completed an elementary school (Open Society Institute, 2017:17).
Aim

The aim of this work is to indicate the problem with the official statistics
on education of Roma in Serbia and the lack of inclusion projects in
public institutions.

Method

Method of work with children in the elementary school ,,Branko Pesi¢”
is based on creating different kinds of workshops, designed in order to
sustain main students’ musical interests (solo singing, choir singing,
playing instruments, music literacy or expanding musical vocabulary).
Workshops are based on the El Sistema program workshops, in co-
operation between the school and numerous teachers from Serbia and
abroad.
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Results

Experiences from pedagogical practice and the literature in a field, show
that teaching this method improves students’ motivation, develops skills
and musicality (both at individual and group level), as well as the sense
of unity among children.

Contribution

This allows the conclusion that developing a sense of individuality - in
terms of culture, developing self-awareness and knowledge, as well as
students’ sense of belonging at school — was benefitial for children, but
also in the field of music pedagogy as the multimodal education.

Keywords: Community music, El Sistema, workshop, music education,
performing

Mninueipayuja mapiunanusosane geye Koja
Huee u page Ha yauyu

Tea Cramenkosuh
crypment, Gakynrer 3a crienjujanHy efykauujy u pexadwinrauujy y Beorpagy,
Cpduja
tea.stamenkovic96@gmail.com

Teopujcxa dasa

Crypentn ®akynTeTa 3a CHeUMjaIHy eAyKaLyjy U pexadunnTanujy y
Beorpazny, TOKOM CBOT 4eTBOPOTOAMIIbET CTYAUpama CIyLIajy odase-
3an npepmet Coyujanua tonuiiuka. Kpos oBaj mpenMeT CTy[eHTH ce
YIIO3Hajy ca OCHOBHMM IIOjMOBMMA COLMjajTHEe TIONUTUKE Ka0 HayKe 1
IpaKTUYHe MOMUTUKe. 3aTUM, YIO03Hajy haKTope, CEKTOpe CafipiKaja 1
MoJiesie COLMjaTHe IOTIATHKE, a IIpe CBera CUCTEM COLIMjaIHe 3allITHTe.
Cruuy 3Hama 0 KapaKTepy CUCTeMa 3aIUTUTE LPYIITBEHO OCET/BVUBIUX
TpyIa, Kao IITO Cy: CMpOMalllHe ¥ MaTepujanHo Heode3dehene ocode,
He3aIoC/IeH, MUTPAHTH, MabIHCKe IPYIIe, TOpoauiie ca mopeMeheHnm
OJfHOCHMa, COLVja/THO yIPOXKeHa e, fella de3 pOUTe/bCKOT CTapama,
lella Koja >KMBe V/VIN pajie Ha YANIM, fella )KPTBe Hacuba, fiella 1
MJIafi ca IIpodjieMMMa y MOHAIIAkY ¥ MHOTY PYTIL.
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Hum

Llws paja je ocBenrhuBame akTyelTHOT IpodieMa MHTerpalyje Mapriu-
Ha/IM30BaHe Jielle Koja >KMBe U paje Ha YIUIY, Kao 1 Moryhyu HaunHu
KaKo ce QOpMTH ca TMM. Y TIpaKcy ce OBUM IpodeMoM daBe ClerjaTam
Tnefilarosy Koju 3aBpie Moxyi IlpeBennuja u rperman nopemehaja mo-
Hanrama Ha PakynreTy 3a crieliujaiHy egyKanyujy 1 pexaduimranyjy.

Meitiog u pesynitiaitiu

CrypmenTknmpa Pakynrera 3a CrieljujanHy eqyKayjy ¥ pexadummTanyjy
OCMIC/IIIA je TeMy KaKo &V IpyIITBy IpefcTaBuia oBaj mpodiem. Ko-
PUCTWIIA je BeVMKN SPoj CTPYYHMX TepMIHA 1 II0jMOBa Koje je odpasyia
VI TIOjeTHOCTABI/Ia Ha HAuVH KOju OM CBaKO MOTAo Jja pasyMe.

3akmwyuax

Osge nojmoBe cryzenty odpabyjy Ha mopyny IIpeBenunja u TpeT™MaH
nopemehaja nmonamrama, ca KojuM Mory ja ce daBe Ha Kpajy cTyauja.
bapmeme noppasymesa nopcTuame /bYAM y OKOIMHY, KaO U I[€/IOT
IPYLITBA fIa Ce YK/byde Y pasyMeBambe I pelllaBarmbe oBor mpodnema. Ha
Taj HAYVH APYIITBO [IOCTaje cBecHuje mpodrema u Beha je BepoBaTHOha
ma he pearoaTty ako Ha mera Haube.

Kmwyune peuy: Maprunanmusanyja, couyjanata IOIUTHUKA, lelia Koja )X1Be
WIN pajie Ha Y/IMIM, IpeBeHIja 1 TpeTMaH nopeMehaja nmonarmama

Integration of marginalised children that live and
work on the street

Tea Stamenkovic¢
Student, Faculty for Special Education and Rehabilitation in Belgrade, Serbia
tea.stamenkovic96@gmail.com

Theoretical background

Students of the Faculty for Special Education and Rehabilitation in Bel-
grade, during their four-year studies, listen to the mandatory subject of
Social policy. Through this subject, students familiarize themselves with
the basic terms of social policy as science and practical policy. Then,
meet the factors, sectors of the content and the models of social policy,
and above all the social welfare system. They acquire knowledge of the
character of the protection system socially sensitive groups such as: poor
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and material non-invitees, unemployed, migrants, minority groups,
families with disturbed relationships, socially endangered children, chil-
dren without parental care, children that live and/or work on the street,
victims’ children violence, children and youth with behavioral problems
and many others.

Aim

The aim is to raise public awareness about the current problem of the
integration of marginalized children that live and work on the street, and
to find ways to solve it. Special pedagogues who finished the module
Prevention and treatment of behavioral disorders at the Faculty for Spe-
cial Education and Rehabilitation deal with this problem in practice.

Method and Results

A student of the Faculty for Special Education and Rehabilitation de-
vised a theme to present the current problem facing the society. She used
a large number of professional concepts and terms that she worked out
and simplified in a way that anyone could understand.

Conclusion

These concepts students are processing on the module Prevention and
treatment of behavioral disorders, with which they can deal at the end of
the study. They can encourage people around, and the whole society to
engage in understanding and solving this problem. In this way, the soci-
ety is more aware of the problem and is more likely to react if it encoun-
ters a problem.

Keywords: Marginalization, social policy, children that live and work on
the street, Prevention and treatment of behavioral disorders
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Oga pagocitiu: odpaga tiecme iyitiem paguoHuuxe meiioge
tloyuasarba

Hajana bypuh n Mapta Illapen,
crymeHTu Mysuuke akafiemuje Ceeyunmminra Jypja Jodpue y ITynn,
XpBarcka
dajanal30197@hotmail.com; marta.sarec96@gmail.com

Teopujcxa dasa

Crypgentu Mysuuke akafieMuje YHuBepaureta Jypja Jodpune y Ilynn,
TOKOM IIeTOTOMIIIbET CTYAUpama MMajy MoryhHocT fja ymmmry us-
dopunu npeameT Paguonuuka Haciiaéa. Kpos oBaj mpeMeT CTyfieHTH ce
ocriocodrbaBajy 3a Boheme eIyKaTVBHIUX PaJiOHNIIA KOjIIMa je OCHOBHM
Wb CTULIabe 3Halba Y HajIIMpeM CMUCITY peun. ,Pauonnia je ckym
BoheHux (yHampep mpunpeM/beHNX ¥ HOACTUIIAHNX) aKTUBHOCTH KOje
ce ofiBMjajy y odNMKy IpynHe MHTepakIljuje y Kojoj ydecTByje 15-30
ydecnuka. IlITo je Behu dpoj yranoBa, To ce maxxpyuBMje ofadupa ciie-
Hapyo paJiMoHMIe, TAKO Jja MOCTOje YCIOBM Jla CBAKO dyjie aKTMBaH
tokoMm npoueca.” (Uzelac, 2008: 10)

Humw

IInm pama jecte mpencTaBmbame odpase necme Oga pagociiu, Koja je
CaCTaBHU Jl€0 HACTABHOT II/IaHa U IIPOTPaMa 3a LIeCTe pa3pefie OCHOBHE
mKosie y XpBaTcKoj, y OOINKY pa/iIOHNYKe METOfie IOffy4aBarba, Te OC-
BemhnBame BaYKHOCTH MICKYCTBEHOT, MHTEPAKTUBHOT U TMMCKOT y4erha
KpPO3 palMOHMILY.

Meitiog u pesyninaiiu

Cryznentkuibe My3nuke Iefjaroryje OCMUCTNTE CY PaJVIOHAIY Ha TeMy
Oga pagociniu xojoM cy odyxBaTuie pasmndute odMKe paja: pasMeHa
JICKYCTBa/JOK/B/baja/CII03Haje KPO3 KPY>KHY KOMYHMKALV]Y, CUMYII-
TaHa MHAVBMYa/lHa aKTMBHOCT, O/1yja Mo3roBa (brainstorming), pagy
Hapy, paj y Mamoj TPYIN; @ MCTO TAKO M aKTUBHOCTY Be3aHe y3 My3UKY:
3aje[HIYKO IIeBatbe U KpeTame y3 My3uky. Kpos guHamMmu4HOCT CIpo-
Bobema paanonnuiie MaHnecTyje ce MICKyCTBEHO, CAPaJHNIKO U VIHTe-
PaKTMBHO ydyere. Y pPafiMOHMUIN Ce Mela yIora HacTaBHMKA Kao
IpefaBaya U OH IIpey3yMa yIory BORUTe/ba U Meaujatopa. Ha Taj Haunu
acucTtupa y yHanpehuBamwy CTPY4IHUX, anu M KOMYHUKALVjCKUX 1 Ca-
PagHMYKMX COLMja/THMX BEIITVHA y4eHMKa. OBMM HauMHOM paja ce,
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Takobe, mopehaBa MOTHBaIMja M MCTPAjHOCT YUEHNKA 32 yUeHbe, Te OUe-
KyjeMmo fia he pesynrar dutu pa3Boj KpUTHYKOT, KPEaTUBHOT 1 IOTMYHOT
MUIIUbEHA.

3axkmwyuax

Bynyhu fia je jeman of BacnuTHO-0dpa3soBHMX I[V/beBa HACTABHOT IIpe]i-
MeTa Mysndka KynTypa CTUIIambe UCKYCTBa CTTODOIHOT M3pajkaBama I
odnmKoBama upeja, ocehama u cTaBoBa y Meiujy My3uKe, CIJIeT pajy-
OHMYKIX aKTMBHOCTM he ITOICTaKHY T [PYIITBEHO-eMOLVOHATHM Pas-
BOj yY€HMKa, T€ [OIPUHETU Pa3BOjy HUXOBE KPEATUBHOCTU Kao
MeTaKOMIIeTeHIIMje. YUMTe/b) IPYUCTYTIajy 0dpa/y ecMe Ha KOHBEHIIN -
OHa/IaH HauVH, MehyTnM, 3aHNM/BUBMM U MOJCTUIIAJHUM PaJiVIOHNY-
KIM Ha4MHOM pajia Koji YK/bydyje eleMeHTe 3adaBe ¥ JHAMUYHOCTI,
Ioduja HOB KOHTEKCT.

Kmyune peuu: VIHTEepaKTUBHO yueme, UICKYCTBEHO yueme, Ofia pajocTy,
PaJMOHNIIA, CAPATHIYKO yUYerbe

Ode to Joy: a cover song through workshop teaching method

Dajana Buri¢ and Marta Sarec
Students, Academy of Music, Juraj Dobrila University of Pula, Croatia
dajanal30197@hotmail.com; marta.sarec96@gmail.com

Theoretical backround

During their five-year study, students of Academy of Music, Juraj Do-
brila University of Pula, have the opportunity to enroll the course Work-
shop classes. Through this course, students participate in educational
workshops that aim to gain knowledge in the broadest sense of the word.
“The workshop is a set of guided (pre-prepared and stimulating) activi-
ties that take the form of a group interaction involving 15-30 partici-
pants. The bigger the number of students, the bigger is the carefully
selected workshop scenario, so that there are conditions for everyone to
be active during the process”’(Uzelac, 2008: 10)

Aim

The aim of this work is the presentation of a cover song Ode to Joy,
which is an integral part of the curriculum and programs for six graders
of elementary school in Croatia. This cover version is presented in the
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form of workshop, teaching methods and raising awareness of the im-
portance of experiential, interactive and collaborative learning through-
out the workshop.

Method and results

Students of music pedagogy have designed a workshop on the theme of
Ode to Joy that covers different forms of work: exchange of experience/
cognition through circular communication, simultaneous individual ac-
tivity, brainstorming, pair work, work in a smaller groups. It also in-
cludes activities related to music: singing and moving to music. Through
the dynamics of conducting workshops manifest experiential, collabora-
tive and interactive learning. In the workshop, the role of the teacher as
a lecturer changes, also the role of the leader and facilitator. In this way,
he assists in improving the professional, as well as communication and
collaborative social students’ skills. Also, this mode increases students’
motivation and perseverance for learning in which we expect that the
result will be the development of critical, creative and logical thinking.

Conclusion

Because one of the educational goals of the course is music culture to
acquire experiences of free expression and shaping of ideas, feelings and
attitudes in the medium of music, inclination workshop activities in the
group will stimulate students’ socio-emotional development and will
contribute to the development of their creativity as a metacompetence.
Teachers approach to processing songs in a conventional way, but in a
more interesting and stimulating way. The work incorporates elements
of fun and dynamism and takes on a new context.

Keywords: Interactive learning, experiential learning, Ode to Joy, work-
shop, collaborative learning
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My3uuka ungycmipuja

Karapuna CranucaspeBuh
MacTep TeopeTudap yMeTHOCTH, PaKynTeT JpaMCKUX YMETHOCTHU
YHuBepsutet ymerHocTu beorpan, Cpduja
k.stanisavljevic@hotmail.com

Teopujcxa dasa

My3uKky je, Mopes yMETHUYKOTL, HEONIXOHO ITOCMATPATH U Y €KOHOM-
CKOM CMICITy — OHA IpelCTaB/ba 3HAa4ajHy CTaBKy TPOIIKOBA IOTPO-
mava y ciodogHo BpeMe, odesdehyje cpencTBa 3a )KMBOT BeMKOM dpojy
PajgHMKa KOjU Cy YK/BYUEHU Y HhbeHy AUCTPUOYLIN)Y U K/bYUHA je KOMIIO-
HeHTa 710dann3oBaHnx MHPOPMALMOHNX cucTeMa. My3nudka MHAY-
CTpHuja MoCenyje U3BecHe CHeIM(UYHOCTY Y OFHOCY Ha Apyre BPCTe
poda u ycnyra, a Takobe Mo>xe HoHeTy M Benmuky npuxop. Crora, 3Ha-
YajHO je ja ce ucTpaxke cBU (pakTOPM KOjyi MOTY MMATH YTHIAja HA MY-
3MYKO TP)KMIITE, OIYT IPaBHE PerylaTuBe U My3UdKe IyOIuKe.

Humesu

Teopujcku MCTpaXXUTH CHEUPUIHOCTI MY3UYKe MHAYCTpUje U Me-
HAaIIMEHTa, Kao ¥ MOTYRHOCTM 3a OCTBapuBambe ay TOPCKYX IIPaBa; yTBP-
AUTY OUTHE e/leMEeHTe COLMOKYITYPHOT LMK/Iyca y JOMEeHY K/IacuuHe
MY3MKe; YOUUTH JUCTUHKIMjE KOje Ce jaB/bajy Y OKBUMPY MAaCOBHE My-
3MYKe IMyd/mKe ¢ 003MpPOM Ja OHA IpefCTaB/ba K/bYUYHY (aKTOp YKO-
JIMKO Ce My3MKa ITIOCMaTpa 13 TPKUIIHOT aclleKTa.

Meitiog

1. AHanuTHYKM MeTOf;: a) paKTOpCKa aHaIM3a: MpUKas3yje YMHMOLe U
dutHe pakTope KOju yTHUY Ha MY3UUKY MHAYCTPUjy U HAYMH OCTBAPK-
Baba ayTOPCKOT IpaBa; ) (PyHKUMOHA/IHA aHA/IN3A: JOIPUHOCY IIPU-
KasuBamwy MehycodHux omHoca u Be3a mameby mysmukmx morpeda,
MY3MUYKOT 00pa3oBama, CTBAPA/IALITEA, IPOAYKIIMje, yMETHIYKOT fiela,
npomouyje, audysuje, pasMeHe U aHUMalyje.

2. Teopmjcky IPUCTYIL: IpOy4YaBatbe CrelnPUIHOCTI My3UIKe UHAY-
cTpuje 1 MeHaIMeHTa, pedepuuryhu ce Ha peneBanTHy nmuteparypy (b.
CrojkoBuh u M. JIparuhesuh llemmnh, 2011; H. Byuxosuh, 2002).

Pesyniniaitiu
Jlodujenu pesynTary mOKa3yjy ja HajBaXHUje KOMIIOHEHTE My3M4Ke
VHYCTpHje, OCMaTpaHe y IM0OATHNM YCTIOBMMA, jeCy CeKTOPHU M3/a-
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BaIlITBA U CHMMAama, IPYIITBA 32 OTKYI ayTOPCKMX IIpaBa, Ipofaja 1
OTKYTI My3MYKIX MHCTPyMeHaTa 1 ollpeMe. YKOIMKO Ce IIoCMaTpa co-
IVIOKYITYPHM LIMKIYC Y IOMEHY K/IacM4YHe MY3MKe, MOTY Ce YOUUTH
yTuiaju odpasoBHe, KyITypHe, HAy4He 1 €KOHOMCKe IIOJIUTHKE, 0N -
TUKe TeXHUYKOT pa3Boja ¥ KyITypHe AurioMaruje. Kana je ped o my-
3MYKOj IMyOIMIM, OJHOCHO PeLVIIMjeHTMa MY3UYKUX Jela, MOXe ce
younTy UCTHMHKIMja u3Meby mydnmke KnacudHe, HApOfiHE U 11e3 My-
31Ke, a MACOBHA MY3M4Ka ITyO/IMKa MOXKe Ce MOfIe/INTY TeHepalMjCKI 1
HaIlMOHAJTHO.

3axkmwyqax

Ha ocHOBY modmjennx pesynTaTa, MOXKe ce 3aK/byINTH Ja ce crerydud-
HOCT MYy3U4Ke IIPOMU3BOJIIbE U TPTOBMHE OI7Iefla y TOMe IITO OHa, 33 Pas-
MKy Off ipyTe pode WM yCiyre, MOJKe VIMaTy MHOTe OONMKe — MOXe
dutn KYyIl/b€Ha I IIpoJiaTa Kao (1)]/[3]/[‘{1(]/[ IIpON3BOL, 3aTUM MOXKE UMaTN
0OMMK ycryTe, a ca ’bOM Ce MO)Ke TPTOBaT! Kao ITPABIMA, C 003MpoM f1a
MY3UKa IpeJiCcTaB/ba 0ONNK MHTENeKTyaTHe CBOjIHE, a Y3 CBE TO, HEOIl-
XO[HO je 0dpaTuTM MaXkkby U Ha CHeUu(UIHOCTU PasINIUTUX HOJ-
TpyIa y OKBMPY MacOBHe My3IUKe ITyO/INKe.

Mminuxayuje

OBa TeMa ocTaB/ba IPOCTOPA 32 Jla/ba UCTPaXKMBarba IPOMEHA My3MY-
KOT TP>KMIITA U HaBMKa My3M4Ke ITyO/IuKe, Kao U HOBMX TE€HJEHIMja y
3aKOHCKUM perynaTuBaMa Koje ce TU4y ayTOPCKOr IIpaBa 1 NpaBa MH-
TeJIeKTya/lHe CBOjMHE.

Kmwyune peuu: Mysydaka MHyCTPHja, ay TOPCKO IPABO, COLMOKYITYPHI
IVIKITYC, My314YKa ITyOImKa

The music industry

Katarina Stanisavljevic¢
MA of Art Theory, Faculty of Dramatic Arts, University of Arts Belgrade,
Serbia
k.stanisavljevic@hotmail.com

Theoretical backround

It is necessary to observe music not just in an artistic, but also in an
economic sense: it represents a significant expense for consumers in
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times of leisure, provides livelihoods to a large number of workers in-
volved in its production and distribution, and is a key component of
globalized information systems. The music industry has some specifici-
ties compared to other types of goods and services, and can also generate
large revenues. It is therefore important to investigate all factors that may
have an impact on the music market, such as legal regulations and the
music audience.

Aim

To theoretically explore the specificities of the music industry and man-
agement, as well as the potential for copyright; to identify important
elements of the socio-cultural cycle in the field of classical music; to
identify the differences that occur within the mass music audience con-
sidering that it is a key factor if music is viewed from a market perspec-
tive.

Method

1. Analytical method: a) Factor analysis: shows the components and im-
portant factors that affect the music industry and the way copyright is
exercised; b) Functional analysis: contributes to the portrayal of inter-
relationships and relationships between musical needs, music education,
creativity, production, artwork, promotion, diffusion, exchange and
animation.

2. Theoretical approach: studying the specificities of the music industry
and management, referring to relevant literature (B. Stojkovi¢ and M.
Dragicevi¢ Sesic, 2011; N. Vuckovié, 2002).

Results

The results show that the most important components of the music in-
dustry, viewed globally, are the publishing and recording sectors, as well
as the respective copyright buying and the sale of musical instruments
and equipment. If one considers the socio-cultural cycle in the domain
of classical music, one can see the influences of educational, cultural,
scientific and economic policies, policies of technical development and
cultural diplomacy. When it comes to music audiences, i.e. recipients of
works of music, a distinction can be observed between classical, folk and
jazz audiences, and mass music audiences can be divided generationally
and nationally.
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Conclusion

Based on the obtained results, it can be concluded that the specificity of
music production and commerce is reflected in the fact that, unlike
other goods or services, it can take many forms - it can be bought and
sold as a physical product, then it can take the form of a service, and it
can be traded as a right, given that music is a form of intellectual prop-
erty, and in addition, it is necessary to take into account the specificities
of different sub-groups within a mass music audience.

Implications

This topic provides more space for further exploration of changes in the
music market and of the habits of the audience, as well as the tendencies
in legal regulations concerning copyrights and intellectual property
rights.

Keywords: Music industry, copyright, socio-cultural cycle, music audi-
ence
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Mysuuka umiposusayuja y egykauuju: uciiopuja u upaxca

Cenan Kasuh
Mysnuka akagemuja Yansepsutera y CapajeBy, ©bnX
senad.kazic@mas.unsa.ba

Humw

YrosHaBame, Ipe3eHTalMja 1 pa3MeHa 1jieja, CTaBOBa ¥ MULIJbEba.
Kpaitiax otiuc

[Tyrem pagmonute he ce 0djenMHUTH MY3MKOJIOIIKA, TEOPMjCKA U MY-
3MYKO-TIe[larolKa casHama. PeHOMeH MMIIpoBU3aIVje ce TyMadn
IIMjaXpOHO M MOXe Jia Ce IPaTy y pasIMINTIIM KOHTeKCTUMa. Vmmpo-
BU3Mpajyha uyeja ornena ce y ayUTUBHO] AUMEH3VjU KOja je, Kao TaKBa,
IOJTOXKHA KpUTHIY 1 TTpolieHn. C 0031poM Ha IbeH CIennpuKyM, Mo-
ryhHOCTH, (IeKCUOMIHOCT ¥ MUHMMAaIHE 3aXTeBe/MHTENIeKTyaTHI
HAIIOp, BEOMa je jeTHOCTABHO Jja ce Ta uJieja pasBuja 1 CTanHoO forpabyje
Beh moctojehe. Vimnposusupajyhu pedrexc u aconujanmja cy Baxau
OCTIOHII y CaMOM CTBApa/laykKoM UMHY KaO CBOjeBPCHA IIOKpeTauKa
CHara CTBapajayKor mpakcyca. Mysuduka nMmposusanyja ce odpaha u
TPaJMIVIOHATHOM V1 MOJIEPHOM, ICTOBPEMEHO Ka0 apXeTHII 1 IIPOTOTHIT
CBAKOT KPEaTMBHOT MCTPAXMBamba 1 M3pasa.

Mminuxayuje

Y oBakBOj BpCTM MHTepaKlMje, IOSUTUBHE UMIUIMKAIIVje IIPOU3/Iase
IMPEKTHO U3 IIW/ba pajINOHMIIE.

3nauaj u epegHocii

Mysuuka UMIIpOBM3alija je ufieja ¥ MyT Y BaCIUTamwy, @ Y 00pa3soBHOM

nporecy To du Morao fia dyzie KpoBHU OO/IMK pajia Koju odjeubyje cBe
oCTasie y 4eMy ce OI7Iefia ITyH CMIICA0 MY3M4Ke IICHXOJIOTje I Iiefaroruje.

Kmwyune peuu: Mysudka MMIIpoBM3aliuja, My3ndka egykamyja, condeho
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Music improvisation in education: History and practice

Senad Kazi¢
Academy of Music, University of Sarajevo, BiH
senad.kazic@mas.unsa.ba

Aim

Introducion, presentation and exchange of ideas, views and opinions.
Short description

Through the workshops, music, theoretical and music-pedagogical
knowledge will be united. The phenomenon of improvisation is inter-
preted diachronic and can be followed in different contexts. The impro-
vising idea is reflected in the auditory dimension which is as such subject
to criticism and assessment. Due to its specificity, flexibility, and mini-
mal requirements / intellectual effort, it is very easy to develop and con-
stantly upgrade existing ideas. Improvising reflexes and associations are
important supporters in the creative work itself as a kind of driving force
of creative practice. Music improvisation addresses both traditional and
modern, at the same time as the archetype and prototype of any creative
research and expression.

Implications
Positive implications arise directly from the aim of the workshop.

Importance and value
Musical improvisation is the idea and the way to education. In the edu-
cational process it could be a most comprehensive form of work that
unites all others in which the full meaning of music psychology and
pedagogy is reflected.

Keywords: Music education, music improvisation, ear training

85



22. Tlemarourku hopym cuenckux ymersoctu / 2214 Pedagogical Forum of Performing Arts

Mmiuposusayuja - ckpusena tiegaioiuja

Bepa Munankosuh
daxynTeT My3udke yMeTHOCTY, YHUBep3uTeT yMeTHOCTHU Y Beorpany, Cpduja
vera.milankovic@gmail.com

Hum
ITpouec y4ema, mpepylieH y 3adaBHy UTpPy, IPOBEPEH je Ha4MH Ja ce
Zielia OfiBOje Off e/IeKTPOHCKUX ,Urpadaka‘.

Kpaitiax otiuc

OBa pagmonuIa mpefcTas/ba Tpehy dasy nporieca MysdKor oncMemna-
Bama Kpo3 Mjysuki ,C ose crpaHe Mysuke“. IIpBe niBe dase ce ogHoce
Ha pas/IM4NTa CIIeHCKa M3BODema MjysyK/Ia M My3UIKO ITIECHe UTpe ¥
K0jOj ce IOKpeToM TyMaue (pyHKIVIOHA/IHe ITO3MLUje TeCTBUYHNUX TO-
HoBa. OBOr myTa Urpa je KOHKpeTHMja. 3aCHOBAHA je Ha IOTIIYHOM II0-
3HaBamwy IlecaMa KaKo OM ce MMIIPOBM3aIMjOM CTHXOBA JOILIO [0
arconmyTHe MO3NIMje YUTABYX IPYIIa 1eCTBMYHMX TOHOBA Kao M My314-
KX [TapaMeTapa Kao LITO Cy: TeMIIO, AMHAMIKA, apTUKY/IaLuja 1 CII.

Mminuxayuje

VimnpoBusanyja uMa cBoja IpaBuja Urpe, OJeny yIora, UHeTPaKTUB-
HOCT y4eCHMKA Kao 1 CHaXKaH ocehaj 3a TMMcKM pap.

3nauaj u epegHocii

HecBecHo ymmjame 11 casHaBarbe allCTPAKTHIX OCHOBA Ha KOjIMa II04N-
Bajy CBY aTpuOyTHU KOjU MY3UKY YMHE YapPOSHOM.

Kmwyune peuu: VIMpoBu3aluja, COIMI3aIIOHN CTUXOBH, IIOKPET, CIMKa
u peu
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Improvisation - Pedagogy in disguise

Vera Milankovic
Faculy of Music, University of Arts Belgrade, Serbia
vera.milankovic@gmail.com

Aim
Learning process disguised as a fungame proves to be a successful means
for separating children from the electronic gadgets.

Short description

This workshop is a step forward compared to previous ones aimed at
presenting first two phases in introducing “This side of music® So far we
pressented stage productions — musicals and dance transformation
where movement demonstrated functional positions of scale tones. This
time, the game is more exact. It is based on thorough knowledge of the
songs leading to improvizing verse arriving at absolute positions of
groups of tones, as well as music parameters such as tempo, dynamics,
articulation etc.

Implications
Improvisation has its game rules, players roles, interactivity of players
and team work.

Importance and value
Unconscious integration and knowledge of abstract yet basic music at-
tributes which virtualy do the magic.

Keywords: Improvisation, solmization syllables, verse, movement, image
and word
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Hugakiiuuke uipe ca wokpeiiom y oUeitiHoj My3uuKoj Haciasu

Mupjana HepepkoBuh un Topgana Aunh
CMII ,,np Bojucnas Byukosuh®, Beorpag, Cpduja
nedeljkovic-v@sbb.rs; gordanaacic@gmail.com

Teopujcxa dasa

Pa3Boj kpymHe u (pyHe MOTOPUKeE eTeTa Cy MCTOBPEMEHO YCTIOB U IO-
ClefMIia Kako CBMpamwa MHCTPYMEHTa, Tako U OaBbemwa condehom y
MY314Koj 1Konu. [IpeTexXxHO pelienTBHA IPUPOJA fedjer UCKYCTBA Y
CaBpeMeHOM 00y OCIeIYHO TOBOAM IO HEJOBO/BHOT KpeTama y CBa-
KOJIHEBHOM JKIBOTY, @ TUMe U JiepOrupama ICUXOMOTOPHMX Hepdop-
MaHCHU Jielle TPeRUIKOJICKOT M PaHOT IMIKOJCKOT y3pacra. Oryzma ce
HaMmehe noTpeda 3a BehoM 3acTympeHomhy AUAAKTHYKMX UTapa ca Io-
KPeTOM Yy [I04eTHO] My3nukoj HacTaBu. HoBum HactaBHMM mmaHOM 1
IPOrpaMoM 332 OCHOBHO MY3IYKO 0Opa3oBame, 0Ba HOTpeda je mpero-
3HaTa u npexBubeHo je yBobhemwe mokpera y HactaBy condebha Beh y
IPBOM paspeqy.

Humw

LTwb papmonnIie je mpencTaB/babe HU3a AUAAKTUYIKIX UTapa ca IOKpe-
TOM KOjU Ce OJHOCE Ha TyMaderbe OCHOBHUX MY3UYKIX II0jMOBa, paji Ha
Iy/ICAlujy, MY3/IKOM ONMCMEbaBamby, pPasBijarby MaXKibe, KPYIHE U
¢duHe MOTOpUKE, Kao U CoLjanusanje.

Meitioge

YdaecHuuu paguonne he ysetn aktusHo ydemrhe y n3Bobemy Hajseher
dpoja pupmakTMYKMX Mrapa, fox he jeman dpoj urapa dSutu MIycTpoBaH
BUJIEO CHMMKOM Ca OIJIeHOT Yaca ayTopa pajyoHMIle, U3 IpefMeTa
Condeho, ca yuennmma npsor paspega OMIII ,,np Bojucnas Byuxo-
Buh“ y beorpapy.

Pesyniniaiiu

Pangnonuna he ykasatu Ha HOBe ITyTeBe My3W4Ke IIeflaroryje Ha paHOM
y3pacty u omoryhuty ydecHunyma fa odoraTe CBOjy NefarolKy
IPaKcy.

3akmwyuax

Hocanam}ba MCKYCTBa y IPUMEHN OINAAKTUYKNUX UTapa Ca IIOKPETOM Y
pany Ca ydyeHMIVIMa 1 KOJIETaMa Ha Beh OIp>XaHVM pafnoHNLIaMa, o~
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HeJla Cy pajioCT 1 IIOPacT MOTMBALVje [iely, a Xe/by ¥ ToTpedy 3a Impo-
MEHOM KoJleraMma.

Kmwyune peuu: [IlugakTuke Urpe, mokpeT, HoBu HacTaBHu naH u npo-
rpam

Didactic movement games in beginner music teaching

Mirjana Nedeljkovi¢ and Gordana Aci¢
Music school ,,dr Vojislav Vuckovi¢®, Belgrade, Serbia
nedeljkovic-v@sbb.rs; gordanaacic@gmail.com

Theoretical background

The development of large and fine motor skills of children are both a
condition and consequence of both playing an instrument and practic-
ing solfeggio in music school. The overwhelmingly receptive nature of
childhood experiences in modern age consequently leads to insufficient
movement in daily life, and thus derogation from the psychomotor per-
formance of preschool and early school age children. Hence the need for
more representation of didactic games with movement in elementary
music teaching. With the new Curriculum and Basic Music Education
Program, this need has been recognized and it is envisaged to introduce
movement into the teaching of solfeggio as early as the first grade.

Aim

The aim of the workshop is to present a series of didactic movement
games related to the interpretation of basic musical concepts, puls track-
ing, musical literacy, attention development, fine and gross motor skills
development, as well as socialization.

Method

The participants of the workshop will take an active part in conducting
the largest number of didactic games, while a number of games will be
illustrated with a video clip from the workshop of the author of the
workshop, from the subject Solfeggio, with the students of the first grade
of primary school ,,Dr Vojislav Vuckovi¢” in Belgrade.

Results

The workshop will highlight new avenues of music pedagogy for music
beginners and allow participants to enrich their teaching practice.
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Conclusion

Previous experiences in the application of didactic games with move-
ment, as well as workshops with students and colleagues already held,
have brought joy and increased motivation to children, and motivation
for change to colleagues.

Keywords: didactic games, movement, new Curriculum

Opianusayuja u peanusayuja Mamlypanitickoi iineca y
caspemeHom 08pas3oeHom Upouecy

Apmupa Kounmyanun' u Anma TproBay®
'Tumuasuja u Texunuka wkorna, Tytus, Jpxasun Yausepsurer y HoBom
[Tasapy, Cpduja
*Yuureckn dakynrer Beorpan, Hacrasuo onememe Hosu [Tasap, Cpduja
admirak@hotmail.com; alma.trtovac@gmail.com

Teopujcxa dasa

AKo mIec mocMaTpaMo Kao HeBepdamHy KOMYHMKAINjy, OHZA OH IIO-
CTOjU OTKaJ, IIOCTOj! U JbyACKa 3ajefHuLIa. MHOre cTopMje yMETHOCTHI
ce CTTaXKy Jia je T/IeC HajcTapyja yMeTHOCT. Vrpa u miec cy mocrojanyu Ha
CBIUM HMBOMMA Pa3Boja LUBMIM3ALMje ¥ KYyITYPHOT XMBOTA JbYACKE
3ajepHuie. C 003MpOM ia je y IyTecy MHCTPYMEHT YMETHIYKOT M3parka-
Bama BIACTUTO TEIO OH je yBeK OMO [OCTYIAH CBUM JAPYLITBEHUM
C7I0jeBMMa KpoO3 Lielly CBOjy McTopujy. Tako je dmio, Tako je maHac, a
duhe un y dygyhnoctu. Ilnec ceakoMe mpyska MoryhHocT #a y>xmBa y
oppeheHOM pUTMY, ecTeTCKM OONIMKOBAaHMM ¥ CTUIM3O0BAHUM IIOKpe-
tuMa. Ilnec je ciona mamelhy /bynu, ncuxmdky v GU3NYKM peKpenpa,
pasBuja CIIyX, CMICAO0 3a pUTaM UM MY3UKY, y3[/>Ke HMBO OIILITE KYII-
Type. Ilnec je akTMBHOCT y KOjoj CBa Uy/a y>kK1Bajy. MaTypaHTcKu 11ec,
HONY/IAPHY KaIpWJI, TIOCTIeMIbYIX HEKOJIVIKO TOf[VIHA Ce, OCUM Y OpOjHUM
eBPOIICKMM I'PafloBUMa, IIpakTuKyje u y Cpduju. MarypanTu mienry y3
3ByKe onepete “Cienu muur’ Joxana Illtpayca.

Humn
OcHoBHa npeja je odapame [MHICOBOT peKOpHa y IUIeCay YeTBOPKIL.
MarypaHTi MMajy IPUINKY fia YYeCTBYjy y odapamy 110 KakBor pe-
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koppa. ITocedan MoMeHaT jecTe TO WITO ce IUIelle Y3 MY3MKY JoxaHa
lITpayca, 1 IITO je y MUTary ABOPCKY IIeC Koju Hac usMel)y octasor yun
7la ce HaKJIOHVMO, TOK/IOHMMO ¥ ICKa)KeMO IIOLITOBalbe jeHN IPyTMMa.

Hoiipuroc

Bes 063mpa Ha [MHICOB peKoOpy T7IABHO je TO Jja Cy CBU MaTypaHTH CBe
BpeMe HacMejaHI, /la ce Of/ITYHO JIPY>Ke U Jla MM je JIeTio, 1 fa dap Maso
oceTe JIeNOTy 1Ieca. Bupe ce cHaXkHe eMonMje Koje M3a3uBa CKYII CBUX
MaTypaHaTa TOI [JjaHa Ha jef[HOM MECTY U Jia je TO je[UHU JaH y BbUXO0-
BOM IIIKOJIOBamy Kaja je To Tako. IInenry ceu 3ajefiHO, ca IeLioM ca Io-
cedHMM NOTpedama y CTO BpeMe, y UCTUM MajuIjaMa, 1 TO je TopyKa fa
CY, Y CYLITUHY, Ca CBMM CBOjUM PasjuKaMa UIaK UCTH.

Kmwyune peuu: MarypaHTCKH IUIeC, OpraHu3alnuja, peaamsanuja, odpa-
30BHI IIpoIiec

Organization and realization of prom dance in a modern
educational process

Admira Koni¢anin' and Alma Trtovac?
'Gymnasium and Technical School Tutin, State University of Novi Pazar,
Serbia
*Faculty of Teacher Education Belgrade, Teaching Department Novi Pazar,
Serbia
admirak@hotmail.com; alma.trtovac@gmail.com

Theoretical background

If we consider dance as a non-verbal communication then it exists since
the existence of a human community. Many art history agree that dance
is the oldest art. Play and dance existed at all levels of civilization and
cultural life of the human community. Since in dance the instrument of
artistic expression has its own body, it has always been available to all
social strata throughout its entire history. That’s the way it is today, and
it will be in the future. Dance gives everyone the opportunity to enjoy a
certain rhythm, aesthetically shaped and stylized movements. Dance is
a clash between people, psychologically and physically recreates, devel-
ops hearing, a sense of rhythm and music, raises the level of general
culture. Dance is the activity in which all the senses are enjoyed. The
graduation dance, popular cadre, which has been practiced in Serbia in
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the last few years, exists in many European cities. The graduates dance
with the sounds of the ,,Blind Mouse” by Johan Strasius.

Aim

The basic idea of breaking Ginis’s record in four dancing. Graduates
have the opportunity to participate in the destruction of any record. A
special moment is that it dances to the music of Johan Strasius, and that
it is a court dance that, among other things, teaches us to bow and show
respect to each other.

Main contribution

Regardless of Ginis’s record, the main thing is that all graduates are smil-
ing all the time, that they are great friends and that they are nice, and at
least feel the beauty of the dance. There are strong emotions that are
causing a set of all graduates on that day in one place and it is the only
day in their education when that is so. We dance all together, with chil-
dren with special needs at the same time, in the same shirts and it’s a
message that they are essentially the same with all their differences.

Keywords: Prom dancing, organization, realization, educational process

Ilegaiowxe uminukavyuje mjysuxna ,,Hawu tpodnemu” 3a
HCUXOCOUUJANTHU PA360] agonecueHailia

Munena Munapnaosuh n Hesena Tpusuh
Mysuuku nenrap ,,/marnnapnym’, Beorpan, Cpduja
imaginarium.mc@gmail.com

Hun

I'maBHM IWJb pafVIOHNLIE jeCTe IPeCTaB/batbe )KaHPa Mjy3UK/Ia Kao I0-
MohHoOT cpeficTBa y youaBamy 1 ocBemhyBamy mpodiema Koji afornec-
neHara. Kao momohHo cpencTBo KopycTy ce ¥ ICMXofpaMa Koja IoMake
Iel ia pasyMejy ImpodieMe ca KojuMa ce Cyo4yaBajy.

Kpainax oniuc

Pannonnna he ce cacTojatu u3 Ba fjena: IpBY je TeopeTcKa dasa pajgu-

OHMIIE, a [PYTU YMETHUYKM IIPMKa3. Y IIPBOM ey pagyonute he dutn
odjallbeHN MOjMOBH NICUXOJpaMe, MEeAarOLUIKOT Mjy3UK/Ia M Mjy3MKIIa
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Kao >xaHpa. [TocedHy na>xmwy nocsernhemo colyjamHuM mpodireMnma
JlaHalllIbe OM/IafINHe. Y OPYroM fieny pagyonuie he dutu npencraBbeHe
¢ase y papgy Ha Mjysukiy ,,Haum npodnemu” koju ce daBu npodnemmma
aponecreHara. Mjysuki he Sutu npencTaB/beH y n3Bohemy momasHmuka
Kypca Mjy3uk1 Mysudkor LjeHTpa ,,VIMarunapuym .

Mmiinuxayuje

Kaxo du Mjysuki kao >kaHp I109e0 Ia ce KOPUCTH 3ajeJHO ca IICUXOApa-
MOM, TIPEJITIOT je [ia Ce ypajy HU3 MCTPaKuBama Koja Ou IOTBpAMIa
IHETOB 3HAYaj, He CaMo Y II0/by My3WdKe Iefilaroruje, seh u counonornje
U IICUXOJIOTHje.

3Hnauaj u epegHociii

Kpos pagnonnuny he dutu npescraBbenn mpodiemu ca Kojuma ce cyo-
4aBajy ajjofecieHTy. Mjysuki u IIcuxofpaMa cy CaMo HEKM Off HauMHa
KOju Mory 1oMohu ajioneclieHTIMa Ia CXBaTe IpodieMe y CBOM OKpY-
ey, Te CMaTpaMo fla UX Tpeda yBeCTH y Ielarorujy.

Kmyune peuu: Mjysuxi, ncuxoppama, IpodnemMn ajioneclieHara, mesia-
TOILKY Mjy3UKII

Pedagogical implications of the musical “Our problems” on
psychosocial development of adolescents

Milena Miladinovi¢ and Nevena Trivic¢
Music center ,,Imaginarium’, Belgrade, Serbia
imaginarium.mc@gmail.com

Aim

The main aim of the workshop is the presentation the musical genre as
a tool in noticing, recognizing and bringing awareness to the troubles of
adolescents. Psychodrama is also used as a helpful tool in a way that it
guides children to understand the issues they face.

Short description

Workshop will consist out of two parts. The fist one is the theoretical
base of the workshop and the second one is the performance. The no-
tions of psychodrama, pedagogical musical and musical as a genre will
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be explained in the first part of the workshop. The social issues of today’s
adolescence will be emphasized in this part. Phases of work on the musi-
cal “Our problems” will be presented in the second part. The musical
will be performed by the students who attend the course of musical at
the musical center “Imaginarium”

Implications

In order to start using the musical together with the psychodrama, we
have a suggestion to do a number of research which would confirm its
importance, not only at the field of musical pedagogy but also in sociol-
ogy and psychology.

Importance and value

The issues which adolescents face will be presented through the work-
shop. The musical and psychodrama are just some of the ways to help
the adolescents understand problems in their environment, therefore we
believe they should also be implemented in pedagogy.

Keywords: The musical, psychodrama, problems of adolescents, peda-
gogical musical

3ajegHuuko mysuyuparee Kpo3 Mjy3uKs Kao upaxca
uHillepaKkiiuere annuxkayuje upegmeiia mysuxe
weopuje u tlegaioiuje
Ana-Mapuja Tomnh

Mysnuka akafiemuja Yausepsurera y Capajeny, PbuX
anamarija_tomic@live.com

Teopujcxa dasa

Ha npBoj roguan Mysuuke akagemuje y CapajeBy, Ha Ofceky 3a My-
3MYKY T€OPHUjy U IEeAATrornjy, MMajIa caM IPWINKY Jja YYeCTBYjeM y pea-
mm3anuju Mjysukia Songs For a New World xoju je n3Beien Ha My3u4koj
akagemyju. CBoje MICKYCTBO caM IIpeficTaB/U/Ia Ha paguoHuLu ,Ilope-
mumo 3Hawme  Ha MAC-y 2018. roguHe. 3axBabpyjyhu ToM MCKycTBY
UMajIa caM NpWINKY fa dyzmeM feo TuMa y Mjysukiy The 25th Annual
Putnam County Spelling Bee y npogykuunju Amepnuke amdacazie y Ca-
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pajesy. Vneja 3a yuemrhe Ha gpyrom mehynapogaom Popymy cTyaeHara
CLIEHCKMX YMeTHOCTM Yy beorpasy poamna ce HaKOH WITO caM foduia
IPWINKY fla y4ecTByjeM y peamusanuju Tpeher mjysukna Cabaret -
Moja tiecma, Taxobe y npopykuuju Amepuuke amdacage y Capajesy,
koju he ce usBectn 12. centemdpa 2019. rogune y Kamepnom rearpy 55
y Capajesy.

Hum

OdjexTnBHO carnenaBame KopuirheHNX MeToza, Te HOTeHI[Uja/THa MO-
ryhHOCT armkanuje ncTux npyu odpasoBamy cTyneHaTa Mysnuke aka-
memuje y Capajesy.

Meitiog

[Ipaheme, cuctemaTusanmja 1 mpe3eHTalyja VHANBUYaTHOT M IPYII-
HOT paja Ha ImpodaMa 3a MCTOMMEHM Mjy3MKI ca mpodecopuma ca
Northwestern ynuBepautera y Umkary, Te nmpoumpusamwe 1 yTBphu-
Babe 3Hamba KPO3 MY3MYKO-CLIEHCKY IIPUIIPEMY Mjy3UKIIa, Ca aKIIeHTOM
Ha 3ajeJHIYKOM My3unypamy. KoHIlenT npeseHTaluje je 3aCHOBaH Ha
M3/IaTalby METOJa, CPeficTaBa 1 BeXKOM, Kao IITO Cy Bexde MpaBUITHOT
[VICamba, 3ajeJHNYKO U MHAMBUAYATHO yIeBaBambe, Pajl Ha UHAVBUAY-
aJTHVIM 1 33je[JHIYKVIM COHTOBJMA, Kao I Bexde CLIeHCKOT ITOKpeTa, Koje
HoMaXXy 1pu ocnodabamy rmaca.

3axkmwyuax

Hasenene Bexxde, cpeficTBa ¥ METOfie Y BEMKO] Mepy ITOCIEINYjy paj
TojeuHIA ¥ rpyIe y a3y mpunpeme Mjysukna. HakoH caBmagaBama
UCTUX, KPO3 3ajefHIYKO YIeCTBOBAE I MY3UIUPalbe, Mjy3UKII foOuja
CBOje mocedHe HMjaHCe.

Kmwyune peuu: Mjysuki, 3ajefHUYKO MysuIlMpame, CUCTEMaTH3allja,
arKanuja

97



22. Tlemarourku hopym cuenckux ymersoctu / 2214 Pedagogical Forum of Performing Arts

Performing together through the musical as a practice of interactive
application of the music theory and pedagogy

Ana-Marija Tomi¢
Academy of Music, University of Sarajevo, BiH
anamarija_tomic@live.com

Theoretical background

During the first year at the Academy of Music University of Sarajevo, at
the Department for music theory and pedagogy, I had the chance to
participate in a musical production of Songs For a New World which was
presented at the Academy. I shared my experience at the ,,Podijelimo
znanje” workshop that took place at the academy as well in 2018. Thanks
to that experience, I got the opportunity to participate in The 25th An-
nual Putnam County Spelling Bee musical that was produced by the
American Embassy in Sarajevo. The idea to participate at the second
international Forum of the performing arts students in Belgrade was
born after I received a call to participate in a production of Cabaret - My
Song, which is also being produced by the American Embassy in Sara-
jevo and the opening night is scheduled for the September 12th 2019 at
the Chamber Theatre 55 in Sarajevo.

Aim

The aim of the project is an objective analysis of the used methods and
the potential application of the same in the education of students at the
Academy of Music in Sarajevo.

Method

The idea is based on the close observation, systematization and presenta-
tions of individual and group work in rehearsals for the above mentioned
musical with the presence of Northwestern University (Chicago) profes-
sors. Extending and strengthening the knowledge through the prepara-
tion of the music performance is another one of the key elements of my
work with a focus on the group musicianship. The concept of my presen-
tation is based on the methods, resources and exercises, such as the
breathing exercises, group and individual vocal warming-up, individual
and group songs and the movement exercises that help free the voice.
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Conclusion

The exercises, resources and methods immensely help the work of an
individual and the group as a whole during the process of making the
musical. After incorporating all of these musical then starts to gain spe-
sific nuances.

Keywords: Musical, performing together, systematization, application

M3e0hauxo-tiegaiousko Uckyciieo:
0g umuposusayuje upexo Haup-cuexe go mjy3uxua

Capa CaBosuh u Jenena Crepanosuh
crypentu MAC, ®akynreT My3sudKe yMETHOCTH,
YuusepsuteT ymernoctu y beorpany, Cpduja
sarasavovicts@gmail.com; stevanovic.jelena996@gmail.com

Teopujcka dasa

Kopnmhena murepatypa daBu ce sHawajem nmmposusanuje (C. Kasuh,
2019; B. Munankosuh, 2018), >xaHp-cIleHa 1 Mjy3MK/Ia Y HACTaBM COJI-
deba (M. Ilerposuh u B. Munankosuh, 2008, 2011, 2013, 2014, 2016).

Hum

IToxasaTy 3Ha4aj M3BOhHaUKO-IeaTOIIKe CHMOMO3e 32 jeJHOT My3/MJapa,
IITO Ce HApPOYNTO OIIefia y pOpMIU )KaHp-CLIeHe Koja IIpefcTaB/ba K-
npemHy ¢asy 3a u3Bohemwe Mjysukia.

Meiniog
IIpakTyHa feMOHCTpallMja fBe KOHTPACTHE KaHP-ClieHe KOje Cy IIPBU
IyT U3BeieHe y OKBUPY M300PHOT TIpefiMeTa ,,Peansanuja Mjysukmna y
byHKIMju nHTETpUCaHe HacTaBe Ha PaKy/nTeTy My3UYKe YMETHOCTH,
y knacu npodecopa B. Munankosuh n M. Ilerposuh, y janyapy 2019.
TOJIVIHE.

Pesyninaitiu
Pesynraru nokasyjy fa MMIIpOBM3alyja, XXaHP-CLE€Ha U Mjy3UKJ/I 103U~

TMBHO YTUYy Ha My3H4Ke, PU3MUKe, ICHXOJIOLIKE I APYLITBeHe FOOPO-
dutu cryneHara.
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Mmanuxayuje u sakmwyuax

bpojue fodpodutn nmnposusanmje, >xaHp-ClieHe U Mjy31K/Ia 3a IICUXO0-
buU3MYKO 37paB/be CTyAEHATa YKa3yjy /ia je BayKHO fla Ce OHM IIPYMEHe y
YJMTaBOj BEPTUKAIN MY3MYKOT 0dpa3oBama.

Kmyune peuu: ViMprioBusanuja, »aHp-CIieHa, Mjy3uki, condebho, mo-
Sdpodutu

Performing and pedagogical experience:
From improvisation through genre scene to the musical

Sara Savovic¢ and Jelena Stevanovié¢
MA students, Faculty of Music, University of Arts Belgrade, Serbia
sarasavovicts@gmail.com; stevanovic.jelena996@gmail.com

Theoretical background

The theoretical framework includes relevant literature in a field of im-
provisation (S. Kazi¢, 2019; V. Milankovi¢, 2018), genre scenes and the
musical in solfeggio teaching (M. Petrovi¢ and V. Milankovi¢, 2008,
2011, 2013, 2014, 2016).

Aim

To show the symbiotic relationship among performing and pedagogy
that is of utmost importance for a musician. This is especially reflected
in the form of genre scene, that present the preparatory phase for per-
forming musical.

Method

Practical demonstration of two contrasted genre scenes, that were pre-
miered within the elective course ,,Realization of musical in the function
of integrated teaching” at the Faculty of Music in Belgrade, in the class
of professor V. Milankovi¢ and M. Petrovi¢, in January 2019.

Results

The results show that improvisation, genre scene and musical have a
positive influence on musical, physical, psychological and social benefits
for students.
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Conclusion and implication

The numerous benefits of improvisation, genre scene and musical for
the psychophyisiological health of students indicate that their applica-
tion in the educational vertical is of crucial importance.

Keywords: Improvisation, genre scene, musical, solfeggio, benefits
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My3suuko odpasosarve u3 tiepciiekitiuge cagamirtoux u SUSUUX
YUeHUKA Cpegroux MY3UUKUX WKOA

Becna CBammua
daxynTeT 3a BacmUTHe 1 0dpa3oBHe HayKe,
Yuusepsuret Jocumna Jypja llItpocmajepa y Ocnjexy, XpBaTcka
vsvalina@foozos.hr

Teopujcxa dasa

Mysnuke 1mkosne y XpBaTcKoj fienyjy Kao mocedan odpa3soBHU CUCTEM 1
¢duHaHCKMpa UX [ipXKaBa, Kao u ommTeodpasoBHe mKone. Kpammrer ce
TPaXXV yjeHaYeH)M HaCTaBHUM IIPOrpaMmMa, Koje Bepuukyje Muum-
CTapCTBO HayKe 1 00pa3oBama, I KBAIMTETHNM 00pasoBameM 1 00y-
KOM HacTaBHUKA. Y My3MUKe HIKOJIe YIINCY]jY ce [lella Koja >Kele fajbe fa
ce daBe My3MKOM, a 3a IIPMjeMHM VICIIUT je yTBpheHo ma mmajy f1odpo
pasBujeHe Mysuuke cocodHocTu (ocehaj 3a puram, CIyX M My3MIKO
namheme). CrcTeM je OCMUIIBEH TAKO 714 flella IpBO 1oxahajy ocHOBHY
MY3UUKY IIKOMTy 1 ToXabajy je mopen odaBe3HOTr OCHOBHOT 00pa3oBama.
HakoH Tora cneny ynuc y cpefby My3sUdKy LIKOMY, KOja je MOXK/a jeiiHa
WIN jefHa Off ABe IIKOJIe Kojy moxabajy yueHMum. Y4yeHMIM cpemmux
MY3MYKIX IIKO/Ia Tpedao du la dyAy y cTamy fla CTeKHY IOTpedHa My-
3M4Ka 3Haba U BENITMHE, a/li MICTOBPEMEHO JIa 3a/ip>Ke MHTEPECOBAbEe
3a MHTEH3UBUpambe My3MKe MYKM HU3 rofuHa. 300T Tora je BeoMa
Ba)KHO J]a Ce HACTaBa Yy MY3MYKMM IIKOTaMa OpraHu3yje Ha Hajdormn
moryhu HaumH. Jla 1 je oBa HacTaBa yCIIENTHO OPraHM30BaHA IIpeMa
MUIIbekY yYeHNKa, yTBpauhe ce cripoBohemeM My3MIKO-IIeJaromKor
MICTPa)XMBama 4nju he pesynraTyt dSUTH mpefcTaB/beHN Y OBOM Pafy.

Hum

Y oBom pany hemo mpezcTaBUTH pesynTare NCTPaKUBamba CIIpoBefie-
HOT fla 8MICMO OTKPW/IM INTA CaJaIliby M OMBIIY YYEHUIM MY3MYKIX
IIKOJIa MUCJIE O HACTaBM MY3MKE Y CPENbMM MY3SUYKIM HIKO/TaMa: IITa
MIICTIE O KOPMCHOCTY INOjeVHMX IIpeMeTa KOoje yue y My3U4KOj IIKOMMN,
IITa MUC/IE O OO/IMIIMMA M METOAaMa KOji ce KOPUCTE Y TeOPUjCKoj 1
VHCTPYMEHTA/IHO]j HACTaBM, OHOCHO Y HACTaBM 300pa M OpKecTpa,
KOjUM Cy CafipyKajuiMa Y9eHUIY 3a[JOBO/bHU, YMME Cy HEe3aJOBO/bHA U
KOja modosblllama y Morefly My3sidKe HacTaBe y MY3MYKUM IIKOTaMa

04eKyjy yueHunu y dynyhnocru.

104



VII. Mysnuxa negaroruja u Teopuja / Music pedagogy and music theory

Meitiog

3a mpuKyIbame nojaraka KopuctuheMo ocTynak aHKeTUpama, a Of
MHCTPYMeHaTa aHKeTH) YIUTHUK. 3a 0dpajy 1 aHaIM3y Iojaraka Ko-
puctuheMo KBaHTUTATUBHY U KBA/IUTATUBHY aHA/IN3Y.

Pesyniniaiiu

Ouexkyje ce a du pesynTaTé OBOT MCTPaXXMBamba MOIIM oMOryhmru
IJTaHMpatbe U CIpoBoheme akIyja ycMepeHNX Ha MoJo/bIIame HacTaBe
My3HUKe y My3WYKVMM IIKO/IaMa, ITo 8y Ommo modpo momasmmre 3a
HajaB/beHy peOpMY YMETHIYKOT 00pa3oBama y XpBaTCcKoj.

Kmwyune peuu: Mysudka HacTaBa, Cpefilba My3MUYKa IIKOJA, YICHUIIN,
3aJJ0BO/bCTBO HACTABOM

Music education from the perspective of current and former
students of secondary music schools

Vesna Svalina
Faculty of Education, Josip Juraj Strossmayer University of Osijek, Croatia
vsvalina@foozos.hr

Theoretical background

Music schools in Croatia act as a separate system of education and are
financed by the state, just as the general school. Quality is being pursued
through the uniform curricula, verified by the Ministry of Science and
Education, and by quality education and teacher training. Music schools
are enrolling those children who want to learn more by music, and the
acceptance exam has determined that they have well-developed musical
skills (a sense of rhythm, hearing and music memory). The system is
designed so that the children first attend the primary music school and
attend the same compulsory primary general school. Then, children en-
rolled in the secondary music school that can be the only school, or one
of the two schools that students attend. Students should be enabled to
acquire the necessary music knowledge and skills and at the same time
retain their interest in more intense music engagement over several
years. That is why it is very important that the teaching in secondary
music schools to be organized in the best possible way. Whether the
music teaching is well organized in the opinion of the students will be
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determined by conducting a music-pedagogical research whose results
will be presented in this paper.

Aim

In this paper, we will present the results of the research conducted to
find out what current and former students of music schools think about
music teaching in elementary and secondary music schools: what do
they think about the usefulness of some subjects, what about teaching
forms and methods used in theoretical and instrumental music teaching,
as well as choir and orchestra rehearsals, what content makes the stu-
dents satisfied with, what makes them unsatisfied, and what improve-
ments in musical education in music schools are expected in the future.

Method

As data gathering methods we will use surveys and interviewing, as an
instrument survey questionnaire and interview protocol. For data pro-
cessing and analysis we will use quantitative and qualitative analysis.

Results

It is expected that the results of this research could enable planning and
implementation of actions aimed to improve music teaching in music
schools, which will be a good starting point for the announced reform
of art education in Croatia.

Keywords: Music teaching, secondary music school, pupils, satisfaction
with teaching
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Meitiogcka uitiarea XapmoHcKe aHAnu3e peHecaHcHe 60KaAHe
HonugoHuje

3opan boxxannh
daxynTeT MysuuKe YMeTHOCTY, YHUBep3uTeT yMeTHOCTHU Y Beorpany, Cpduja
zbozanic@gmail.com

Teopujcxa dasa

Paj ce dasupa Ha My3MYKO-TEOPUjCKUM UCTPAKUBAIBIIMA PeHECaHCHe
KOMIIO3UTOPCKe IpaKce 1 yiIdeHnIMa KOHTpanyHKTa. OCBeT/beHN Cy
HeJJOBO/bHO M3y4YeHM aCIIeKTV HacTaBe.

Humw

IInsb je a ce OTBOpE IMOjefVIHA MUTakba AHATMTUIKOT TyMaderha XapMo-
HIje V1 TI0OCTaBe CMEPHMIIE 32 HeTOBO MPAKTIYHO OCTBApMBambe. Y TOM
KOHTEKCTY, ITocedHa makha mocBeheHa je HaunHMMa odene>xaBarma MO-
Jlyca, ca3Bydja 1 KajieHIja. JlaT je v KpUTWYKM OCBPT Ha pas/irdnuTe IpH-
CTyIIe 0BOj IIPOS/IEMATUIIN Y PaJlOBYMa My3MYKIX TEOPETHYapa.

Hotipuroc uciupasxcusaroa
OnpebemeM MomanuTeTa XapMOHCKe aHasM3e MY3UKe CTPOTOT CTHIA,
duhe omoryheno dospe ycBajame rpagusa Ha npegmery KoHTpamyHKT.

Mmtinuxayuje

Pesynratu crpoBefieHOr UCTpaXKuBarma Mory dutu yrpahern y caBpe-
MeHy HacTaBHY mpakcy. Onu he omoryhurn ycnemnnjy uspany cTu-
ckux Bexxdu m dobe pasyMeBame MY3MYKOT je3VKa PEeHECAaHCHUX
nonudoHnyapa.

Kmwyune peuu: PeHecaHca, KOHTPAIIyHKT, XapMOHCKa aHa/IN3a, METO-
IMKa HacTaBe
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The methodical issues of the Renaissance vocal polyphony’s
harmonic analysis

Zoran BozZani¢
Faculty of Music, University of Arts Belgrade, Serbia
zbozanic@gmail.com

Theoretical background

The work is based on the musically-theoretical researches of the Renais-
sance composer’s practice and counterpoint textbooks. Illuminated in-
sufficiently studied aspects of teaching.

Aims

The aim is to open certain issues of harmony’s analytical interpretation
and to set directives for its practical realization. In that context the spe-
cial attention has been devoted to the ways of the mode, concord and

cadence setting out. The critical review on different approaches to this
problem has been given in the works of musical theoreticians as well.

Main contribution

By determining the harmonic analysis of the strict style music the better
mastering of the content in Counterpoint subject will be made possible.

Implications

The results of the conducted research might be implemented in the con-
temporary teaching practice. They will enable more successful stylistic
exercises’ designing and the better understanding of the Renaissance
polyphonic masters’ musical language.

Keywords: Renaissance, counterpoint, harmonic analysis, teaching
methodology

108



VII. Mysnuxa negaroruja u Teopuja / Music pedagogy and music theory

Cnoxcere cexeenye: Ocepili Ha WieOpUjcky HUOCIIABKY U
KOMUO3U4UoHU tipouec y geoinacy

Cenka Bennh
daxynTeT My3suuKe yMeTHOCTY, YHUBep3uTeT yMeTHOCTHU Y Beorpany, Cpduja
sence.belic@gmail.com

Teopujcxa dasa

Y pagmy ce monasu of peneduHMINje TEPMUHA ,,CTOXKEHA CEKBeHIa"
(Radenkovi¢, 1972: 64; Zivkovi¢, 2005: 72) y onHOCY Ha T10jaM ,,CI0KeHN
KOHTpanyHKT . (Tanees, 1909: 7) Y HOBOM cBeT/y U3/iBajajy ce ABa Oc-
HOBHA TUIIA CJIO>KEHMX CEKBEHI[M — CEKBEHIIa Ca [{BOjHIMM MOJETIOM I
CeKBeHI]a ca YHAKPCHOM TPAHCIIO3MIMjOM I7acoBa — HOK Tpehu Tum
IpecTaB/ba BbIUXOBY KoMOuHaiyjy. Kako ce camum TepMmHOM yKasyje,
TaKBe CEeKBEHIIe Cy C/IOKeHMje 3a M3Pajy, 3aXTeBajy Ba/baHO IUIAaHNPabe,
Te he, kao momasHa Tayka, dUTM KOHCYITOBaHE KOMIIO3MI[MOHO-TEX-
HIYKe MeTOJie IpefjodeHe y cprcKuM yndenunuma (Pericic, Zivkovié).

Humesu

Kaxko ce nokasajo y nefjaroukoj Ipakcy, fisBa OCHOBHA TUIIA C/IOXKE€HUX
CEKBEHIY IIPeJICTaB/bajy dayK CTYAEHTUMA 1 CPEIbOLIKOIIIIIMA, jep ce
HepeTKo cycpehy ca rpeurkama Koje Jenyjy ,HEUCIIPaB/bUBO . Y OBOM
TeKCTY Ce Lii/ba Ha JIOLMpambe Y3pOoKa KOjJ TeHepUIIY TaKBe HeIIPaBIJI-
HOCTH, MMajyhu y Bujiy 1ojaBy fia ce y3pOK ¥ IOCTIefyIIa He jaB/bajy Ha
UCTOM MecCTY.

Hotipuroc

YcnocTap/bame MpelysHyje MeTofle pajy caB/lajiaBama ImpodreMa ca
KOj/IM Ce CyOoJaBajy He CaMo CTYAEHTH, Beh ¥ CpebOIIKOMIN, a CAMUM
TUIM U BUXOBU IIpodecopy NPVINKOM U3pajie ABOIIACHUX MHBEHIINja
Ha npefiMeTy KOHTpanyHKT, jecTe ZOIIPMHOC OBOT pajia.

Mmunuxayuje

PacBeT/haBameM KOMITO3UIIVOHOT IIPOIIeCa y CIOYKEHMM CeKBeHI[aMa
JIOIIPMHOCH Ce He CaMO 0/beM pasyMeBarby jeJHOT eJIeMeHTa Y JBOITIAC-
HMM VMHBeHIMjaMa, Beh 1 0apOKHOT KOHTPAITyHKTa YOIIIITe.

Kmwyune peuu: JIBornmac, cekBeHIIa ca JBOjHMM MOJIENIOM, CeKBEHIIa ca
YHaKPCHOM TPAHCIIO3MIIVjOM I71aCOBa, BePTUKATHO-TIOKPETHI KOHTpPa-
IYHKT
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Complex sequences: A review of the theoretical postulate and
the compositional process in two-voice texture

Senka Beli¢
Faculty of Music, University of Arts Belgrade, Serbia
sence.belic@gmail.com

Theoretical background

The paper starts from the redefinition of the term ,,complex sequence”
(Radenkovi¢, 1972: 64; Zivkovié, 2005: 72) in relation to the term ,,com-
plex counterpoint” (Tanees, 1909: 7). In the new light, two basic types
of complex sequences are distinguished: a sequence with dual model and
a cross-voice transposition sequence — while the third type represents
their combination. As the term itself indicates, such sequences are more
complex for writing, require proper planning, and consequently, the
compositional-technical methods presented in our textbooks will be
consulted as the starting point (Peri¢i¢, Zivkovi¢).

Aim

As demonstrated in pedagogical practice, the two basic types of complex
sequences represent a bogey to students and high school students, as
they often encounter errors that seem to be ,,irreperable”. This text aims
to locate the causes that generate such irregularities, bearing in mind
that the occurrence of the cause and effect do not appear in the same
place.

Contribution

Establishing a more precise method to overcome the problem faced not
only by students, but also by high school students, and therefore by their
professors in the development of two-voice inventions represents the
contribution of this paper.

Implications

From the clarification of the compositional processes in complex se-
quences, a better understanding of not only one element in two-voice
inventions, but also of Baroque polyphony in general will result.

Keywords: Two-voice texture, sequence with dual model, cross-voice
transposition sequence, vertically movable counterpoint
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HacimasHuxk ¢nayiiie Kao ,,kopeteiuttiop” Ha UHGUEUGYANHO]
HACIIABU Y OCHOBHOj MY3UUKO] WKONU — UYL KA pA360jy
MY3U4KOl pasymesarba yHeHuKa

Mapuja Tomuh
crypenTknmba JJAC, PakynTeT My3udKe yMETHOCTU, YHUBEP3UTET
ymetHOCTH ¥ beorpany, Cpduja
marijatomic@fmu.bg.ac.rs

Teopujcxa dasa

MHoru aytopu (prayTcKux MeTofa UCTULIAIN CY BaXHOCT II03HABaba
»lparehe”, KTaBMpCKe TeOHNMIe, K0 HEM30CTaBHY aCIleKT yHanpehemwa
My3H4Ke UHTepIpeTarje. AHATUTUYKY IPUCTYI KJIABUPCKOj JEOHNUIIN
yTude Ha pasyMeBame CBUX MY3WUYKMX KOMIIOHEHTU U JpaMaTypruje
Mmysndkor Toka. Tpesop Baj (Trevor Wye, 1935) caBeTyje ayTucre fa
Bexx0ajy U3 mapTuType, a He (camo) us ¢payrckor mruma (Wye, 2017:
97). 3acTynajyhu TakBy 1osuuujy, Kao HaCTaBHUK ¢IayTe Y OCHOBHO]
MY3MYKOj IIKO/IM 3aliTasa caM Ce fia /I Ce YIeHNKOBO CXBaTalbe MY-
3MYKNUX 3aKOHUTOCTY MOXKe MOQOJBIIATY YKOMMKO HACTABHUK MeTO-
AMjCKOT MHCTPYMEHTA (IIOBpPeMeHO) ,,lIpaTi” Y4eHMKa Ha K/IaBUpY.

Humw

LIwb oBOT pajia jecTe yKasyuBamwe Ha HedpojeHe deHedurTe ,IIpaTbe” Ha
K/IaBUpPYy TOKOM 4acoBa ¢rayre. OcuM CTBapamwa IpoCTopa 3a Op>xnu
Pa3BOj XapMOHCKOT' C/IyXa YYeHUKa 1 Modo/blllatba MHTOHALMje MpK
CBUpamy ,IHTOHATMBHO HecTadWIHMX ToOHOBa Ha ¢ayTu (Bupernu:
Iumvunrpujesuh, 2005, 71-73), dynyhu ga je x1aBup TeMIepoBaHN MH-
CTPYMEHT, CBUpambe ydeHNKa ¢iayTe y3 KIaBUP MOXKe JJOBECTU U JIO
dosber TOHCKOT KBa/IUTETA, jep ce (He)CBECHO TeXXV JOCTU3AY ,YUCTOT
TOHA Ha/IVK MUjaHUCTUIKOM.

Mminuxayuje

Y papny ce npenaxe jeqHa of Moryhmx MeTofa paja ca y4eHMIMMA,
OHOCHO, Kopuinhemwe KIaBypa Kao HaCTaBHOT CPEACTBA Y HACTaBU
¢mnayre, koju Beh nma 3HavajHy ynory y HactaBu condeba un como me-
Bama. HacTaBHMK, CBMpameM U aHaMM3MpPabeM KIaBUPCKe ,IpaTihe”
Ha MHAVBUYaTHMM YaCOBYMA, JOIPMHOCH MICTaHYAHUjeM YIeHNKOBOM
OIIXKakY XapMOHCKe 1 TOHA/He AMHAMUKE U, OCTefUYHO, CTPYKTY-
panHo-popmanHe Mysnuke auHamuke (Ymop. Jecninh, 1997: 12). 3ajen-
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HIYKO My3MIMpale HAacCTaBHUKA J Y4YeHMKa HoBopum no Behe
CUTYPHOCTY M CaMOIIOy3/latba y4eHIKa TOKOM i3Bobema KoMaja ca Ko-
peIeTUTOPOM Ha YacOBMMA KOpeIeTHIyje IV Ha jaBHUM HaCTyIIMa.
YKonuKo, dapeM y IpBOM LIMK/TYCY OCHOBHOT My3M4KOT 00pa3oBama, He
IIOCTOje YC/IOBY 3a OBaKaB TUII aHT)KOBara HAaCTaBHMKA V/VWIN YIIO-
Tpedy KIaBupa Kao XapMOHCKe VIV PUTMIYKe OKOCHNIIE TOKOM TOH-
CKMX M TeXHMYKMX BeXXOW, HaCTaBHUK MOXe CBMpATy Ha (QayTu
VICTOBPEMEHO Ca YYEHNMKOM Y PasIMIMTIM VHTEPBA/INMA, 3aBICHO Of
nporpama koju ce uspopgu. Beh je ITon Tadganen (Paul Taffanel, 1844-
1908), ,,otan ¢paHiycke mKone ceupama ¢rayre” (Glick, 2014: 1, 2)
ykipyuno y Kominetiny meitiogy 3a pnayiiy (1923) crynuje 3a ne ¢a-
yTe — y4eHMKa 1 HaCTaBHMKA — CXBaTajyhm 3Hadaj oBakBe HacTaBHe
npakce (Ymop. Taffanel and Gaubert, 1958: 17, 21-23, 27, 30, 32, 36).

Kmwyune peuu: KoMmmeTeHIIje HACTaBHUKA, ,KOPEIETUTOP , QrIayTcKa
Ieflaroruja, pa3Boj XapMOHCKOT C/IyXa, MHTOHALMja

Flute teacher as an “accompanist” at the individual classes in the
elementary music school — a way to develop students musical
understanding

Marija Tomié¢
PhD Student, Faculty of Music, University of Arts in Belgrade, Serbia
marijatomic@fmu.bg.ac.rs

Theoretical background

Many authors of the flute methods emphasized the importance of know-
ing the “accompanying” piano part, as an indispensable aspect of im-
proving the music interpretation. The analytical approach to the piano
part influences the understanding of every music component and the
dramaturgy of the music work. Trevor Wye (1935) advises the flutists to
practice from the score, and not (only) from the flute part (Wye, 2017:
97). By advocating such a position, as a flute teacher at the elementary
music school, I wondered if a pupil’s understanding of musical laws
could be improved if the teacher of the melodic instrument (occasion-
ally) “follows” the pupil on the piano.
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Aims

The aim of this paper is to point out the countless benefits of the piano
“accompaniment” during the flute classes. Apart from creating a space
for the faster development of pupil’s harmonic hearing and improving
the intonation when playing “intonationally unstable tones” on the flute
(See: Dimitrijevic, 2005, 71-73) - since the piano is a tempered instru-
ment — the playing of the flute pupil with a piano “accompaniment” can
also lead to better tonal quality, thanks to the (not)consciously tendency
for achieving the “pure” pianistic tone.

Implications

The paper proposes one of the possible methods of working with pupils,
that is, the usage of the piano as a teaching tool in the flute pedagogy,
which already plays an important role in the singing lessons. The teacher,
while playing and analysing piano “accompaniment” at individual les-
sons, contributes to the pupil’s better observation of harmonic and tonal
dynamics, and, consequently, structural-formal music dynamics (De-
spic, 1997: 12). Simultaneous playing of teacher and pupil leads to a
pupil’s greater safety and self-confidence during the performance of the
piece with the accompanist at the classes or at public appearances. If
there are no conditions for this type of engagement of teacher, at least in
the first cycle of basic music education, and/or the use of the piano as a
harmonic or rhythmic basis during tonal and technical exercises, the
teacher can play the flute simultaneously with the pupil at different in-
tervals, depending on the program. Pol Tafanel (1844-1908), the “father
of the French Flute School” (Glick, 2014: 1, 2), already included in the
Complete Flute Method (1923) studies for two flutes - pupil and teacher
- realizing the importance of such teaching practice (Taffanel and
Gaubert, 1958: 17, 21-23, 27, 30, 32, 36).

Keywords: Competences of teacher, “accompanist’, flute pedagogy, de-
velopment of harmonic hearing, intonation
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3aciuyiieHocill camopetynavuje oKom camocitiantol
sexcdarva UHCTUPYKIiUBHEe My3utKe ulliepaiilype

Haranmuja Josuh
MIII ,Mapxo Tajuesnh JIasapesau, Cpduja
natalijaAT @gmail.com

Teopujcxa dasa

ITemaromka ucTpakuBama Bexkdama I71aca/MHCTPYMEHTa carieflaBajy
IIVPOK CIIEKTap e/leMeHaTa KOjy yTU4y Ha KBaJIUTeT My3M4KOT Pa3Boja
BOKQ/IHO/MHCTPYMeHTa/IHOT 13Bohaua. Hamry teopmjcky dasy umHu
13d0p pazioBa Koju UCIIUTY]jy Be>kdaduKe HaBIUKe, M300p CTpaTeruja Bex-
dama, opraHusayjy BpeMeHa IPOBEJIEHOT Y CAaMOCTATHOM BeXOamy,
Kao I 32 HaC HajBXXHM)U €JIEMEHT, 3aCTYIUbEHOCT CaMOpeTy/Ialyje IIpu
Bexxdamwy nHcTpyMeHTa (McPherson & McCormick, 1999; Nielsen 2012;
Miksza, 2007, 2011; Bogunovi¢, 2010; Hallam, et al., 2012; Burwell &
Shipton, 2013; Veenman, 2006, 2011, 2013).

Humw

LIwp ncTpakusama O10 je ja ce yTBpPAU HUBO 3aCTYI/bEHOCTY CaMope-
Ty/anuje TOKOM CaMOCTalIHO BoheHor Bexxdamwa eTupie, Kao fesia VH-
CTPYKTUBHe JuUTepaTtype. AHa/mm3Mpamum CMO HpPUCYCTBO Tpu (pase
caMopery/mcaHor Bexxdama (mpunpema, npaheme Toka HalpegoBama,
IpoBepa IOCTUTHYTOT) ¥ KOpaKa KOju NpefiCTaB/bajy KPY>XKHM MOJe
caMoBobeHOTr Ipolieca opraHusanyje Toka Bexdama.

Meitiog

PenpeseHTaTUBHY Y30paK YMHMIN CY CTY/ileHT OCHOBHUX aKaleMCKIX
BOKa/THO-MHCTpyMeHTanHux cryauja y Cpduju (beorpan, Hosu Canp,
Hym, Kparyjesa), Taunnje 138 cTyaeHara off Kojux je 80 »KeHCKoT 1 58
MYILIKOT TT071a. 3a morpede ncTpakupamwa GOpMy/INCaH je YIUTHUK dnje
je ToNymwaBame peann3oBaHO TOKOM akafeMcke 2017/2018 rogune.
ITpu cratucTiyKoj 0dpay mojaTaka IpYMEHIIN CMO IeCKPUIITUBHE 1
dpekBeHIMjcKe aHaNMM3e, yiopehuBame cpeamux BpefHOCTH 0denexja
IBe He3aBUCHe IpyIle Bapyjadnn 1 Kopenanujy.

Pesyninainu
AHanmusoM fodujeHnx ofroopa (mpepcraB/beHNX JINKepTOBOM CKaloM
ofi 1-7) casHa/!m cMo fia Cy IIpY CaMOCTaTHOM BeXOamy eTH/a, CBe TpU
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¢ase camoperynarje 3acTyIjbeHe y CIMYHOj MEpU: Haj3acTyIUbeHMja je
¢asa npahema HanpenoBamwa npu Bexdamwy (AC=5.49; CI1=1.30), ma
nposepa nocturHyror Bexdamem (AC=5.39; ClI=1.15), fok je mpu-
npema 3a Bexxdame eTyje HajMame 3actymbeHa (AC=5.14; C[1=1.13).
Ca zipyre cTpaHe, KOpPe/IalIOHOM aHA/IM30M YTBPAWIN CMO IIOCTOjatbe
3HavajHe MHeapHe MehycoOHe moBesanocT: r1=.654, ry=.567, r3=.699
(y cBa Tpu cimydaja p<0.0001).

3axkmwyuax

Ha ocHOBY fodujeHnx pesynrara 3ak/bydyjeMo fa ce Bexxdame (eTnza)
Moxe/Tpeda yHanpennTi. Kako cMO MHTEIpMCaHOCT TOKA CAMOPETy/IN-
CaHOT BeXOama MOTBPAV/IN MO3UTHBHOM KOPEIAIMjoM TOjeMHAYHIX
¢dasa Bexxdama, cMaTpamo f1a du ce o yHampebhema Bexdama (eTnma)
JIOIITIO CTY/MIO3HMjOM IIPYIMEHOM OBOT KOHIIeNTa (jep, TpoMeHa YHyTap
jemHe dase Bexxdama IMocpegHO OM yTMIama Kako Ha fpyre fiBe (ase,
TaKO M Ha IIeTIOKYITHO Bexdame).

Kmyune peuu: Bexxdare, camoperynanyja, CAMOPETY/IICAHO yUerbe, Ca-
MOCTa/IHO BoheHO Bexxdame, MHCTPYKTUBHA JINTepaTypa

Self-regulated practice behaviors during at-home practice of
instructive music literature

Natalija Jovi¢
MS ,Marko Tajcevic®, Lazarevac, Serbia
natalijaAT @gmail.com

Theoretical background

Our theoretical background is represented by pedagogical works with
focus on research of musicians practice behaviors, development of prac-
ticing strategies, time menagment during at-home practicing and, for us
most relevant, practical implication of self-regulated learning during
practicing an instrument or voice (McPherson & McCormick, 1999;
Nielsen 2012; Miksza, 2007, 2011; Bogunovi¢, 2010; Burwell & Shipton,
2013; Hallam, et al., 2012; Veenman, 2006, 2011, 2013).

Aim

The aim of the study was to determine the level of implication of self-
regulated learning during self-guided practicing of an etudes, as part of
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the instructive music literature (planing phase, performance phase and
self-evaluation phase as a part of an open-ended action plan of self-or-
ganized practicing).

Method

The reference semple was consisted of 138 students (80 female, 58 male)
of Undergraduate instrumental/vocal studies in Serbia from Belgrade,
Novi Sad, Ni$ and Kragujevac. The questionnaire constructed for the
porpuse of this research was administrated during the academic year
2017/2018. Statistical data processing was performed using IBM SPSS
Statistic program, including descriptive statistics, frequency counts, t-
test and correlation.

Results

All three phases of self-regulated learning process during at-home prac-
ticing hours (measured by Likert scale 1-7) are represented in almost the
same measurement values. The most represented is performance phase
(M=5.49; SD=1.30), then self-evaluation phase (M=5.39; SD=1.15),
while planing phase is the least represented (M=5.14; SD=1.13). Also, we
found statistically significant linear relationships between all three ex-
amined phases (rl = .654, r2 = .567, r3 = .699, in all three cases p
<0.0001).

Conclusion

Based on the analyzed results on the given sample, we have concluded
that increasing awareness of the self-regulated learning processes during
practicing (etudes) would significantly improve performer’s results. Due
to the high linearity, our results show that a change in one phase of the
self-regulation would affect the other two phases, we believe that the
improvement of a musical performance can be achieved by systemati-
cally and studiously applying of the self-regulation concept during at-
home practice hours.

Keywords: Practicing, self-regulation, self-regulated learning, self-guided
practicing, instructive music literature
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IIpasyu yuatipehusarwa capagrve citiygeHaiiia u ipogecopa Ha
Qaxyniueily my3uuke ymeiurociiu y beoipagy

Munuma Anexcuh
crynenT OAC, PakynTeT Mysudke yMeTHOCTH,
YHuBep3uteT yMeTHOCTHN Y beorpany, Cpduja
pticicica@gmail.com

Teopujcxa dasa

Mopen MHAMBMUAYaTHe HACTaBe MHCTPYMEHTA WIU IIeBamwa — jegaH Ha
jegan, He3aMeH/bUB je y odyuaBamwy Mysudapa (borynosuh 1 Muposnuh,
2014; Kennell, 2002; Purser, 2005; Burt & Mills, 2006). To je mpumapuu
METOJ y BUCOKOIIKOJICKOM MY3MYKOM 0dpa3oBHOM cucTeMy y EBporn
(AEC, 2010; npema: Carey & Grant, 2014). OBaj Mopen MOXXe Ia IMa 1
HeraTyBHe epexTe Ha cryneHTe (Persson, 1994; Burwell, 2006; Polifonia,
2010; Bogunovi¢, Dubljevi¢, Buden, 2012).

Humw

VcnmtuBame HaurHa 3a yHarnpeheme capazme cTygeHT-ipodecop. Vic-
IUTUBamke Kako cTyfseHTn Pakynrera mMysmdke ymetHocTn (Pmy) y
Beorpany BpenHyjy ofHOC ca mpodecopoM ITTaBHOT IIpefiMeTa U KaKaB
je BUXOB CTaB IpeMa IPOdeCHOHATHOj CApPAIIBY CPENIBIX MY3IUKIX
mkona (CMII) u ®my. Gopmynucame Ipeayiora 3a ONTUMATHUjUM
CII0jeM CTYAEeHT-Ipodecop.

Meitiog
[Tpurogum y3opax (N=35): crygentu ®PMY y beorpany. Vcrpaxusame
BpIIEHO IPMMEHOM YIUTHUKA, €IeKTPOHCKUM IIYTEM.

Pesyniniaitiu

71% wmcnuraHuKa moxaha BoKaTHO-MHCTpyMeHTalIHe/M3Bohauke CTy-
IujcKe mporpame, BIx 29% moxaha Teopujcke. O MCIMTaHMKa KOjI CY
npoMeHMIM Kinacy BehuHa je To yumHmma 300r He3aJOBO/CTBA Ca-
panmoM ca npodecopoM rmaBHor npeameta (60%). CBM ncmuTaHNLIN
OCTBApMW/IN Cy CONMUCTUYKE KOHIlepTe Ha COICTBEHY WHUILIMjAaTUBY
(100%). Hajsehu dpoj ce usjacHuo fia je capapma ca npodecopom of-
mm4aHa (37%). Hajsehn npouenar cmaTpa Aa je HeonxonHa Beha anra-
YKOBAHOCT Off cTpaHe mpodecopa (17%). Ha namr mpepor fa ce y
okBupy Omy odopmu cTpydHa cnyxda negarora/ncuxosnora, sehuna je
HO3UTKUBHO pearoBajna (69%). Hajpehn nponenar cmarpa fa du Hekn
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BUJ| BAHHACTaBHMX aKTUBHOCTM dmo xopuctaH (34%). Hajsehu Opoj
UICIIMTaHMKa cyrepucao je ga du tpedano ojasatu capagmy CMII ca
Ddmy (11%).

3axkmwyuax

Hajsehu dpoj ncnmuranuka dmpa Kaacy Ha OCHOBY IIpeHOpYyKe CBOT Ha-
CTaBHMKa U3 cpefbe mKoye (31%). OBaj moparak ynyhyje Ha morpedy
nodospinama capagmwe nsmehy CMII u ®MY. Munnyjatusa npogecopa
HeJlOCTajaja je Kaja Cy y IUTamby CTYSEHTCKU COMMCTUYKI KOHLIEPTH,
nporpamu MebyHapoznHe pasmeHe u nmoxahame MacTep KIacoBa; MHM-
LWjaTUBY Cy npey3uManu cTyaeHTu (60% 3a mporpaMe MehyHapogHux
pasMena u 74% 3a noxabamwe MacTep KracoBa). [JJOMMHAHTHOCT JIMYHE
MHNUIVjaTUBe CTYAeHaTa yKasyje Ha IoTpedy ma mpodecopu ymoxe
Behy Hamop y pas3Boj mpodecnmoHamHNUX BelITHMHA CTyAeHaTa. Kao
TJIaBHU (I)aKTOp YCIIENTHOCTU Capajibe€ UCIIMTAaHNIU MICTUYY KOMIIaTU -
dunnoct usmeby npocdecopa u mux (37%). Ipegnaxemo popmmpame
TeflarouKo-ncyxonomke cryxde Ha Omy; odorahmBame HacTaBHOT
KyPMKY/TyMa HeKMM OONMKOM paimoHnIa (AMCKycHja CTyeHaTa 1 Ipo-
dbecopa, mop dygHum okom Temarora/nCUxomnora). 3ajefHIYKa IIoceTa
CTypeHara 1 mpogecopa KOHLIEPTIMA, Ca KaCHIjoM AMCcKycrjoM. Opra-
HM32aI[¥ja MacTep K/IacoBa, Y Kojuma ou mpodecopyma acCTUpPANN CTy-
IeHTU. 3ajeIHIYKY KOHL[epTHY HAaCTYIIM CTYieHaTa Ky1ace 1 mpogecopa.

Kmyune peuu: KoMmatuduiaHocT, cTygeHT-podecop, MHANBUyaTHA
HacTaBa

Directions for improving the cooperation between students and
professors at the Faculty of Music in Belgrade

Milica Aleksic¢
Student, Faculty of Music, University of Arts Belgrade, Serbia
pticicica@gmail.com

Theoretical background

Model of individual teaching of the instrument or singing one-to-one, is
irreplaceable in the training of musicians (Bogunovi¢ & Mirovi¢: 2014;
Kennell, 2002; Purser, 2005; Burt & Mills, 2006). It is the primary
method in the higher education system in Europe (AEC, 2010, accord-
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ing to Carey & Grant, 2014). This model may also have negative effects
on students (Persson, 1994; Burwell, 2006; Polifonia, 2010; Bogunovic,
Dubljevi¢, Buden, 2012).

Aims

To examine how to improve student-teacher cooperation and how stu-
dents at the Faculty of Music in Belgrade (FM) evaluate the relationship
with professor of the main course and what is their attitude towards
professional cooperation between secondary music schools (SMS) and
FM. Formulating the proposal for a more optimal student-professor
connection.

Method

Attendance sample (N = 35): FM students. Research conducted using
the online Questionnaire.

Results

71% of respondents attend vocal-instrumental/performing studio pro-
grams, of which 29% attend theoretically. Of the respondents who
changed the class, the majority did this because of dissatisfaction with
the cooperation with the professor of the main subject (60%). All re-
spondents performed solo concerts on their own initiative (100%). The
largest number stated that cooperation with the professor is excellent
(37%). The largest percentage believes that greater involvement is re-
quired by the professor (17%). On our proposal that the expert service
of the pedagogue/psychologist is formed within the FM, the majority
responded positively (69%). The largest percentage believes that some
type of extracurricular activities would be useful (34%). The largest
number of respondents suggested that SMS cooperation with the FM
should be strengthened (11%).

Conclusion

The majority of respondents choose a class on the basis of the recom-
mendations of their high school teachers (31%). This information points
to the need to improve cooperation between SMS and the FM. The pro-
fessor’s initiative was lacking when it comes to students' solo concerts,
programs of international students exchange and attendance of master
classes; the initiative was taken over by students (60% for international
exchange programs and 74% for attending master classes). The domi-
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nance of the student’s personal initiative points to the need for professors
to make greater efforts to develop the professional skills of students. As
a key factor of successful cooperation, respondents emphasize compa-
tibility between professors and students (37%). We propose the estab-
lishment of the Pedagogical-psychological service at the FM; enriching
the teaching curriculum with some form of workshops (discussion of
students and professors, under the watchful eye of a pedagogue/psy-
chologist). A joint visit of students and professors to concerts, with a
later discussion. Organization of master classes, in which professors
should be assisted by students. Joint concert performances by students
and their professors.

Keywords: Compatibility, student-teacher, individual teaching
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Jlyitixa xao iocpegHux y iogyuasary geue ca iieuwskohama

Tuxana IlIkojo
AKaJieMnja 3a YMETHOCT U KYITYPY,
Yuusepsuret Jocumna Jypja llItpocmajepa y Ocnujexy, XpBaTcka
tihana.skojo@skojo.hr

Teopujcxa dasa

W3 mpernena nuTepaType OYMUITIERHO je fIa Ce TyTKe Y HAaCTaByM KOPUCTE
TOKOM TIOC/IE[IbYX IefleCeT TOAMHA, IIPBOOUTHO UCK/BYUNBO Y paspef-
HOj HacTaBy, fa OM ce KacHMje HUXOBA yIOTpeda MpoOIIMpHUIa U Ha
ocTase 0dpa3oBHe HMBOE, I1a CBE /IO YHUBEP3UTETCKE HACTaBe. YITIeNHN
pafoBU yKa3yjy Ha HeOTpaHNYeHY MMIIIEMEHTalUjy TyTKe Y HaCTaBU U3
acIeKTa BaCIMTHO-OOPAa30BHMX eTalla, MeTOofla ¥ Od/IMKa pajia, Te MC-
T4y dpojHe pasiiore 3a ynorpedy: off CTOCOOHOCTH Ty TKe Jja IpUBYyYe
HMaXmby, CTBapama KpeaTVBHE M CTBapajaadyke HacTaBHe aTMocdepe,
HOZICTMIaha MALIITe KOJI yYeHNKA, IPy>Karmba HeOrpaHNYeHNX MoryhHo-
CT! y U3paXkaBamYy, I1a CBe JI0 IOfICTHIamba 1 MoBehaBama aKTMBHOCTH
y4€eHUKa.

Humw

Bynyhm fia je maHac mpes HacTaBHMIMMA 3aXTeBaH 3a/JaTaK f1a OONMKYjy
¥l pea/in3yjy HacTaBy y Kojoj he ycnernHo mpesnajaty dpojHe mpemnpexe
y ofly4aBamy yYeHNKa ca TelIKohaMa, y pajy usHocumo MoryhHoctn
peanmsanyje My3sU4IKIX aKTMBHOCTH Y3 YIIOTpedy rumbon myTKe. Ocum
yKasyBarmba Ha MOTYhHOCTY MMIUIeMeHTaIje Ty TKe y My3I4KO MOfy4da-
Bambe YYeHUKa ca Temkohama, oBaj paj je OCTBapeH ca joll jefHUM
LUbEM A C€ CTY[EeHTMMA I HACTaBHUIIIMA MY3IIKe IIEJATOTje OTBOPE
mozaTHe MOryhHOCTH 3a paj ca yYeHMIMMa ca TelKohama y pasBojy, Te
Jla MM Ce Jla JOfIaTHM IIOICTUIIAj 33 M3HA/IaXKelhe YIMHKOBUTUX CTpaTe-
I'ja ¥ OCMUI/baBarbe MHBEHTVBHYjE MY3MYKe HacTaBe.

Hotipuroc

JonpuHoc oBor paja or7efia ce y IpoOMMILbarby O OTK/IOHY Off yCTabe-
HOT HaulHa ITOfly4aBamba M OCBelINMBamby JUAAKTUYKOT IUTypainusMa y
MY3MYKOM BacCIMUTamwy M 00pa3oBamy, OTBOPEHOr Ipema MoryhHo-
CTMMa, ToTpedaMa ¥ MHTepecMa CBUX Y4eHMKa.

Kmwyune peuu: JlyTka, My3ndKe aKTVBHOCTH, YY€HNMIN ca Temkohama
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A puppet as a mediator in teaching children with disabilities

Tihana Skojo
Academy of Arts and Culture,
Josip Juraj Strossmayer University of Osijek, Croatia
tihana.skojo@skojo.hr

Theoretical background

Based on the literature overview, it is obvious that puppets have been
used for the last fifty years in teaching, initially exclusively in classroom
teaching, but later their use was extended to other levels of education
and even university teaching. Recent works point to the unlimited im-
plementation of puppets in teaching in regard to educational stages,
methods, and forms of work, and highlight numerous reasons for their
use. Namely, the ability of a puppet to attract attention, to create a cre-
ative and encouraging educational atmosphere, to stimulate the students’
imagination, to provide unlimited opportunities for expression, to en-
courage, and increase the activity of students.

Aim

Since modern teachers have a challenging task of designing and imple-
menting teaching by way of overcoming many obstacles the disadvan-
taged students come across in teaching, this paper presents the
possibilities of realizing musical activities with the use of a guignol pup-
pet. Apart from pointing out the possibilities of puppet implementation
in the music teaching of disadvantaged students, this paper was done
with the additional purpose of providing further opportunities for stu-
dents and teachers of music pedagogy to work with disadvantaged stu-
dents as well as to provide additional incentives for finding effective
didactic strategies and making music lessons more inventive.

Contribution

The reflection on the departure from traditional teaching and on raising
awareness of didactic pluralism in music education open to the possi-
bilities, needs, and interests of all students.

Keywords: Puppet, music activities, students with disabilities
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Vnoia mysuxe y yHatipeheroy 0dpaszosHol u moutiopuuxoi ciiaiiyca
geue ca yepedpanHom Uapanusom

Jenena Hukonuh', [Iparana Yanosuh® u ®agus EMunosuh’
'MakynTeT 3a CrieujaIHy efyKaLyjy U pexadunuranujy,
YHusepsuret y beorpany, Cpduja
0Ol ,, Kuernwa Mumua”, Hosu Beorpan, Cpduja
def.jelenanikolic@gmail.com; tdgcanovic@eunet.rs; eminovic73@gmail.com

Teopujcxa dasa

IlepedpanHa mapanusa IpeCTaB/ba CTake HACTA/IO HOf [1€jCTBOM VH-
TPAyTEPUHNX U eKCTPAayTepMHUX (PaKTOPa, a Koje ce KapaKTepuIle Ha-
PYUIEHMM MOTOPUYKUM, KOTHUTUMBHMM, TOBOPHO-j€3MYKUM W/UIN
COLIMO-eMOIVIOHATHUM (PyHKIOHMCambeM, oTemkohaMa y pasBojy u
yCBajamby aKaJeMCKuX BeluTuHa. IIpuMeHa mysuke y pajy ca y4eHHU-
IMMa ca IiepedpaTHOM Iapaan30M U APYTUM OOMIMA IHBATUUTETA,
MOJXKE YHANPpEeNUTU KOTHUTUBHYU, MOTOPUYKM, COLMjaTHN U €MOLMO-
HaHYU cTatyc. Vimajyhn y Buny unmeHnIy fa je ayiuTVBHY VHITYT 3Ha-
YajaH IPWIKKOM CTUMY/Iallije PasBoja JeTeTa, CAyllakbeM MY3UYKUX
KOMIIO3MIIMja ¥ aKTUBHUM ydernheM y Kpenpamy UCTHX, Jielja ca Iiepe-
dpasHOM Imapanm3oM MOTY YHAIIPeUTH CBOje BEIITIHE U CIOCOOHOCTH.
Moxx/jaHe CTPYKType y CTamby CY [ia pasiiKyjy My3uKy of Oyke, pearyjy
Ha pUTaM, TOHOBE, Me/Iofuje. AyIUTUBHIM UHITYTOM, TyMademheM pas-
JMMYUTUAX BPCTA MY3UYKUX CUTHA/IA, MY3MKA MOXKE JOBECTU IO IIPUMap-
HOT e(heKTa Ha CETMEHTe MOTOPHOT CHCTEMA U MHUIVjAIlMjy MOTOPIYKe
akTMBHOCTN. KOTHUTMBHOM 00pajioM ayAMTHBHMX CUTHA/IA, JOTA3M JIO
aKTMBaIMje TeclieleHTHNUX ITyTeBa, KojuMa nHdopmanuje dusajy mpe-
HeceHe 1o edekTopa y Mummhnma, ITo JOBOAM [0 MOjaBe PUTMUIHUX
IIOKPETa eKCTPEMUTETA.

Humw

Inmb pana jecte yKasaTu Ha YJIOTY MYy3MKe, lb€HOT CITylIarba M CTBapama
(cBMpameM MHCTPYMeHaTa) y yHanpehewy 0dpa3oBHOr U MOTOPUYKOT
craryca jielje ca IjepedpayHOM Iapaji30M.

Hotipuroc

AHanu3oM CTPY4HO-Hay4yHe JIMTEpaType, yTBpheHo je ma ce Mysmka
nopef 3adaBe, MOXke KOPUCTUTH 1 Y pa3BojHe cBpxe. Hanme, cBupameM
MHCTPYMeHaTa, HONPUHOCHK Ce PasBojy GMHMX MOTOPUYKNX BEIITHHA,
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Koje Cy of] 3Ha4aja 3a caB/ajjaBarbe BEITHHE MICarba, KAo ¥ ONTHMU3a-
IMju MUIIMhHOT TOHYCA, Pa3Bojy BU3yOMOTOpHe KoopanHauuje. Ciy-
Iame MY3NKe, Koje Moxke duty mpaheHo pUTMUYKMM M3BOhemeM
IIOKpeTa, BOAY Ka Pa3BOjy MOTOPMYKMX CIIOCOOHOCTHM, yHampebemwy
CTPYKTYpe, aMIUINTYJie, IPELM3HOCTY U Op3nHe u3Bohemwa IoKpera,
aJI M1 pa3Bojy KOTHUTUBHMX CIIOCOOHOCTH, epLeNIyje, ITaXKibe, TOBOP-
HO-je3MYKMX U COLMjalHMUX BeluTuHa. Ilepuennujom m mHTEpIpeTa-
IVjOM MeJlofjije, UCTa je Of 3Hayaja 3a MOTUBALVjy U yHampehemwe
€MOIIVIOHA/IHUX MCKYCTaBa.

3axkmwyqax

IIpucycTBo moBpaTHe MHPOPMaIMje, TOBE3AHOCT MOTOPMYKOT I KOT-
HUTVBHOT (PYHKIVIOHMCamba, KOMOMHALMja My31Ke M APYTUX CTUMY/Iyca
y BaCIMTHO 0Opa30oBHOM Pajiy ca yUYeHUIMMa ca LiepedparTHOM Mapaim-
30M, JIOBOJie /10 yHampebemwa akaleMCKOT ¥ (YHKIVIOHAJTHOT CTaTyca
[OjeIMHIA, T€ 3ay3MMajy 3HauajHy MO3UILNjY y IEeJarolIKOM pajy ca
TIOITY/TAIjOM KOja MMa Pas3Nu4uTe Od/MMKe MHBATUUTETA.

Kmyune peuu: AkajieMCKe BEIITHHE, MOTOPUYKE BELITMHE, MOTOPUYKE
CIIOCOOHOCTM, MY3MKa, YIEHNIY Ca LiepedpasHOM apaan3oM

The role of music in improving the educational and motor status in
pupils with cerebral palsy

Jelena Nikoli¢', Dragana Canovi¢? and Fadilj Eminovi¢!
"Faculty of special education and rehabilitation, University of Belgrade, Serbia
*Primary school ,,Kneginja Milica’, Novi Beograd, Serbia
def.jelenanikolic@gmail.com; tdgcanovic@eunet.rs; eminovic73@gmail.com

Theoretical background

Cerebral palsy is a condition occurred under the impact of intrauterine or
extrauterine risk factors, followed with impairment of the motor, cogni-
tive, speech-language, socio-emotional functions, developmental difficul-
ties, and ability to achieve academic skills. Using music in work with pupils
with cerebral palsy, and other forms of disability can improve cognitive,
motor, socio-emotional status. Having on mind the fact, that the auditory
input is significant during stimulation of a child’s development, listening
to music compositions and active participation in creating them, can im-
prove the skills and abilities of children with cerebral palsy. With auditory

127



22. Tlemarourku hopym cuenckux ymersoctu / 2214 Pedagogical Forum of Performing Arts

input, by interpreting various forms of music signals, music can lead to the
primary effects on segments of the motor system and motor activity ini-
tiation. By cognitive processing of auditory signals, it occurs, descending
pathways activation and information transmission to the effectors in mus-
cles, which can lead to the rhythmic movements of extremities.

Aim

The aim of this paper is to present the role of music, listening and creat-
ing (playing instruments) in improving the academic and motor status
in children with cerebral palsy. By analyzing the scientific literature it is
determined that music in addition to entertainment, can be used for
developmental purposes. Playing instruments lead to the improvement
of fine motor skills, which are essential for the enhancement of writing
skills, as well as for muscle tone optimization and development of visuo-
motor coordination. Music listening, which can be followed by rhythmic
movement performance, leads to the development of motor abilities,
improvement of the structure, amplitude, and speed of motor perfor-
mances, but also to the development of cognitive abilities, perception,
attention, social and other skills and abilities. The perception and inter-
pretation of music melody can be important for motivation and en-
hancement of emotional experiences.

Conclusion

Presence of feedback, the association between motor and cognitive func-
tioning, combination of music and other stimuli in the educational pro-
cess with pupils with cerebral palsy, leads to the enhancement of
children’s academic and functional status and occur a significant posi-
tion in pedagogical work with a population with different forms and
levels of disability.

Keywords: Academic skills, motor abilities, motor skills, music, pupil
with cerebral palsy
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3umcka cileyujanna onumiujaga — opiaHu3ayuoHu acileKiiu
upuiipeme u yueutha peipeseriiayuje Cpduje 3a
akmuuerve y inecy

Mmuoppar Kacrparosuh
Yopyxeme ,,Kusumo snpasuje”, beorpag, Cpduja
kaledance@gmail.com

Teopujcxa dasa

ITosHaTto je ma ocode ca morenkohama y MEHTATHOM pa3Bojy BOJIE My-
3uky u mrec. Ilnec je mpBu myT 810 HmpOOHM CIIOPT Ha 3MMCKOj
CrnenujanHoj onuMnujagu, Koja je ogp>kana off 18. mo 25. mapra 2017.
roguHe y Ipany, Aycrpuja. To je duma npunmka ga ce ocode ca morem-
kohaMa y MeHTa/THOM pa3Bojy TAKMIYe Ca CBOjUM BPIIbAIIMA U3 IpY-
TUX Ip>KaBa ca CBUX IeT KOHTMHEHATA, U TO Y COJIO, YO U KaTETOpUju

rpyma.
Humw

Kpos oBaj paj xenumo fia oKa)keMo CBe OpraHM3aI[1IOHe aCleKTe IPH-
npeme u ydenrha perpesenranuje Cpduje Ha OBOM TaKMUYEIbY.

Meitiog u pe3yninaiiu

PenpesenTaunja Cpduje dpoju 17 4raHoBa, a UnHe je TAKMUYAPH, BU-
XOBJ POAVTEBN M MpaTuony. TakMuyapy Cy pasnMyuuTor y3pacTa u
HMBOA CIIOCOOHOCTH, ca fiMjarHo3amMa Kao WTo Cy: JlayHOB CMHAPOM,
ayTusaMm u nepedpanHa mapamsa. PopMupame pernpeseHTayje, Ipy-
npeMe, peanusanyja u GUHAHCUpabe eKUIIe Pajy OCTBApMBamba LITO
dorber cropTCKor pe3ynTara, a CBe y IM/by II0d0/bIIaBamba CBUX CIIOCO0-
HOCTM TaKMI4apa, IbJXOBe ColMjan3alyje ¥ HallpefjoBama y caB/iasia-
Balby CBUX Oapujepa M IpeApacyia Koje IOCToje o ocodama ca
noremkohaMa y MEHTaJTHOM pasBojy U BMXOBUM MoryhHOCTMMA Ja ce
TaKMI4e y IJIECHOM CHOPTY.

3axmyuax
CrreninjaHa onyMIIMjazia MOACTNYE MHKITY3N]Y, jep ce Ilecadn ca 1 de3

VIHTE/IEKTya/THIX TellIKoha 3ajelHO M pPaBHOIIPABHO YK/bYUY]jy Y CUCTEM
IJIECHOT TAKMUYERA.

Kmwyune peuu: 3uMcKa clieliMjajHa olMMINjaja, Ijiec, OpraHusanyja,
TaKMIYEmhE, MHKIIY3Mja
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Special Olympics worlds winter games - organizational aspects of
preparation and participations of Serbia national team
for dance competition

Miodrag Kastratovi¢
»Zivimo zdravije” society, Belgrade, Serbia
kaledance@gmail.com

Teoretical background

It is well known that persons with disabilities in mental development like
music and dance. Dancing was, for the first time ever, probation sport
on Special Olympics world winter games, which was hosted from 18t till
25t March 2017 in Graz, Austria. This was the first opportunity for
persons with disabilities in mental development to compete with peers
from other countries from all five continents in categories like solo, duo
and group dance.

Aim

Throughout this presentation we want to show all organizational aspects
of preparation and participation of Serbia national team on this compe-
tition.

Method and results

Representation of Serbia consists of 17 members, and it consists of com-
petitors, their parents and guardians. The competitors have different age
and level of skills, and they are diagnosed with Down syndrome, autism
and cerebral palsy. Forming representation, preparation, realization and
financing of the team toward achieving superior sport results, in order
to improve competencies of participants, their socialization and ad-
vancement in overcoming all barriers and prejudice about persons with
difficulties in mental development and their opportunities to compete
in dance.

Conclusion

Special Olympics promotes inclusion, because the dancers with or with-
out intellectual difficulties are equally participating in the system of
dance competition.

Keywords: Special Olympics, dance, organization, competition, inclusion
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