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Bepa Munankosuh

®DakynTeT My3UdKe YMETHOCTH, YHUBEP3UTET YyMETHOCTH Y beorpany, Cpouja
vera.milankovic@gmail.com

NMIIPOBU3AIINJA - CKPUBEHA IIEJATOI'MJA

Cakerak

ITpowec My3n4KoOr OmycMemaBama Kpo3 Mjy3uki ,C' oBe CTpaHe My3uKe', IpepyIIeH y
3adaBHY TPy, IpeiCTaB/ba IPOBEPEH HAYMH Jla Ce JIella OfBOoje Off eIeKTPOHCKMX ,,\rpa-
vaka”. OBoj Tpehoj dasy mpeTxonue cy fBe Koje ce OfHOCE Ha Pas3IM4nTa CIieHCKa 13-
Bohema MjysyuKiia ¥ My3MYKO IIECHe UTPe ¥ KOjoj ce HOKPEeTOM TyMaue (PYHKIVIOHATHe
MO3NIIMje IECTBMYHMX TOHOBA. OBOT IyTa UIpa je KOHKPEeTHNja 11 3aCHOBaHA Ha ITOTITy-
HOM TIO3HaBamy IlecaMa KaKo OM ce MMIIPOBM3AIMjOM CTVXOBA JOLIIO [0 aIllCOMyTHE
MIO3NIIVje YNTABUX IPyIa IECCTBUYHIX TOHOBA, Ka0 ¥ My3MYKNUX [TapaMeTapa Kao IITO Cy:
TEeMIIO, JMHAMMKa, apTUKy/aluja u 1. VIMopoBusanuja uMa cBoja mpaBuia UTpe, IOfery
yora, MHETPaKTMBHOCT YYeCHNKA U pasByja CHaKaH ocehaj 3a Tnmcku pap. [ena he kpos
UTPY HECBECHO YIIMjaTy M CAa3HABATM alICTPAKTHE OCHOBE Ha KOjuMa IO4MBajy CBU aTpu-
OyTH KOjM MY3UKY YMHE YapOOHOM.

Kby4yne peun: MMIpoBm3animja, COIMU3AIOHN CTUXOBH, TIOKPET, C/IMKA, ped

VYBoOp,

alITO CKpMBeHa meparoruja? JlaHaima BpeMeHa ce Memajy BPaTOTOMHOM

dp3uHOM 1 jour BuIIe 100Mjajy Ha yOp3amy. [laHAIIBY YIeHNIN U CTYAEHTI
MIMajy CBe Mame CTPIUbeba 11 aKO OITOBOPE Ca MHTepHeTa He odujy caj 1 ofMaXx,
HAacTajy IOK, Oec M1 ofycTajame. CBejeHO 1a 1 ce pajiut O IIPeBOALY HEKOT Tep-
MIHA, 3By4amy My3MdKe HyMepe WM IOJATKY U3 0o Koje odmactu. AKo ce
CTIOKMMO Jla je OCHOBHO IIPABM/IO BaCHNUTamba BEKOBMMA OMJIO OfTarame MC-
HyHbera 3aMIIIbeHe JKeJbe, OH/la CMO TaHAC CBEOLM M3BPHYTe Ciuke. MoMeH-
Ta/IHO UCHYIbEbe JKe/be HEeKa/la je yCTYIa/lo MeCTO YeXIbM KOja je MMasa IBO-
CTPYKY YJ/IOTY: IIOMarasza fia ce UCTpaje y 4eKamy U/MIu IMpoBepaBata CTBAPHY
BPEIHOCT Xerbe.!

Hlodap meparor, mocBeheH cBOM MO3UBY, OfyBeK ce TPYAMO Ja MeHa U pas-
BUja CBOj HAYMH pajja mpuiarobhasajyhu ce BpeMeHy y KoMe >KUBM, TOCTUTHYh1Ma
IefjaroliKe CTpyKe ¥ CaMUM yYeHMI[MMA, OBHOCHO CTY[eHTUMA, BbYIXOBIUM IIOTpe-
dama u cmocodHOCTNMA a pasyMejy OHO IITO UM ce npefaje. HactaBHuKa aHac

1V toky 2019/2020 akapeMcke ropuHe, crygeHTn apyre roguae OAC Myswuke
neparoruje Ha QakynTeTy Mysndke ymMeTHOCTH Y beorpaay modunu cy 3afaTak fa ofro-
BOpe Ha INTame IIITa je YeKba. IbuxoBy ofroBopyu cy mokasasi Jja He M03Hajy ocehame
YeXibe U f1a je Hajuelrhe moucrosehyjy ca ske/boM.
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yrpokaBa He/lojaliHa KOHKypeHIIMja eleKTpOHCKMX ypebaja, Te je mpumopan ma
CBe CBOje CHare ycMepu Ka TOMe jja IpefjaBama yYMHU 3aHVM/BUBUM, YaK U 3a-
HYM/BUBVjUM OJi padyHapa, TernedoHa uth. OHO IITO HACTAaBHMK MMA, a €IeK-
TpoHCKM ypebajy Hemajy, jecte mocBeheHoCT, makma 1 TormHa. [loTpedHa je
BE/IMKa YIOPHOCT Ja Y YYeHUIMMaA/CTyIeHTUMa Ipodyay pajo3HaIoCT UCTpa-
K1Baya, Kao ¥ CTPIUbelbe 1a Ce OHY OTPTHY M3 YUMATOCTI IACMBHMX CTyLIA/IAlIa,
IOCIIaHMX Off HAMETHYTe IIpaKce Koja Hoh mpeTBapa y flaH.

ITocsehen neparor he yunHuTY CBe fla yYeHUIIN/CTYEHTI IOCTAHY aKTUBHU
YYEeCHUIM y COIICTBEHOM 0dpa3oBamy, OAMAKHYTH Off BUPTYeIHOTr cBeTa. Ilo-
Mohu he M fa mocrany cBecHu cBeta oko cede. Camo cBeCcHM OKo/uHe, younhe
Ia je BUPTYe/IHM CBeT y CBOM IapeHWIy YUCTUHY jegHonn4uaH. OH je, ¢ jemHe
CTpaHe, IIyH Be/IMKe PasHOMMKOCTH, IOfjaTaKa, de3 HY)XHOT IOpeTKa HUXOBOT
3Ha4aja, a ca ipyre CTpaHe, Kpajibe HENOY3[jaH. BUpTyenHn cBeT je 1o MHTep-
HeT KpeaTopa I ibyxose MaiTe. Ja du ce ydyeHUIIN/CTYeHTI 3aIIMTaIN fIa JIU Ce
Ka0 MHTePHeT KOPUCHUIIY, XTe/IN He XTeN, IPEIyLITajy YKyCy HEKOT TaMO He-
BUJUBMBOT ayTopa, Tpeda na dyny npodybenn. Tex he onma cxBatutu fa ce pagu
o Tyhoj MalITy Koja je Ty BUPTYe/lIHy CTBAaPHOCT HAacAMKasIa. Vako fonabua u
3aBOJI/bMBA, OfI0JIEBA YaK JM 3aKOHY I'paBMTallMje, BEIITAUYKM IpofyxKeHe Tpehe
IOVIMEH3Mje, a/li je, Ha Kpajy, OHa MIIaK orpaHudena. Ha crpany mTo npekngom
CTpyje — IpecTaje fa IMOCTOoju.

Bupryennu cBert, y morpasu 3a ,,CaBpIIEHCTBOM KOTa y IPUPOAY HeMa, U
3ByKe 1 doje cBoiM Ha ¢opMare KOji, OCUM LITO JUTUTAIN3ALN]jOM MOTY BUIIIe
nozaTaka ja cadujy Ha Mame IPOCTOpPa, ,4YUcTe U YHYTPALI®BY CTPYKTYPY OX
HecaBpLIEHCTBA — ,rpenraka’. be3 0d3mpa Ha cranHa ycaBplIaBamwa, fodujeHa
»4MCTa” CIMKa, OHOCHO 3BYK, oTyDheH je of mpupoge, jep daparta orpaHn4eHOM
naszeToM ¢QpekBeHILMja doja, OFHOCHO 3ByKa. Tako fodujeHa CnMKa, OZHOCHO
3BYK, MIHTEpHET KOPUCHUKY CKpahyje oIcer perentopa, Koju Ou ce InegameM y
HeCaBpILIEHOCT IPUPOJE, OFHOCHO CIYLIAbeM y IPUPORHOj aKyCTHULM, CTATHO
mabe paspujao. KopucHuky nnrepHera Hamehe ce BUpTyenHa mpupoyja Kao cas-
plileHa, TOK je aHa/IOTHA NIPMpOfia IIyHa ,rpemaka’. [IpaBa omacHocT Bpeda 13
HOBPATHOT JI€jCTBA AUIMTA/THOT CaBPLIEHCTBA: IPUMOpPABalbeM YMETHOCTH Ja
TEXXV TOM ¥ TAKBOM ,,CaBPLIEHCTBY Ha YIITPO [JOXKMBIbaja.>

PauyHap cBakOM HOBPLUIHOM KOPUCHMKY IIpY>Ka NPUBUZ Ja MOXe CBe U
dorbe, Op>ke U caBplIeHMje Ja CTBAPa, YaK U Off IPOQeCHOHaTHOT YMEeTHIKA KOjI

2 JImanma caM IpWINKe Jia CPeIMHOM ceflaMjieceTx roguua 20. Beka, Kajia je yBe-
nvko naposao HiFi cucreM n TakosBaum ,,ctyd” Koju je y cedu odjenumanao Iojaydario,
pazamo, rpaModoH 1 MarHeToQOH, CIylIaM cTape cHMMKe npeux His master's voice rpa-
Mo¢oHckux mnoya. To cy duse mnode of 78 odpraja Ha KojuMa Cy ce aHAJIOTHO, Tj. O1-
PEKTHO ,,pesamu’ cHMIM. Te IIode Cy ce CayIrane Ha rpaMoOHY KOjI je MMao BETUKY
»TpyOy” U pe3ad Koju du IIpe CBAaKOT C/TylIaba pe3ao ,urny . Crylana caM MOHO CHUMAK
JyBeHe oIlepcke nepaunile 3uHKe Mumanos KyHi, koju je 1o HecpaBmeHO y3dyabu-
BUjU OJf IbeHMX CHMMaKa KOjU Cy cafia Ha IIOHY/AY Ipeko youtube kaHama.
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ymetHouhy yme fia ce daBu u ananorso. Kao nmorspzia Tome, HIIy HOBM IIKOJICKY
Iporpamu, 1o Kojuma he cpemoOIIKOIIM IOCTajaTy pefuTesbl, CLieHorpadu un
cn. Kao kpajmu pesynrart, off CuIHe IoTpare 3a ,,CaBplLIeHCTBOM Herosahe ce
ocpenmwoct u guneranTnsam. Cpehom, Mysndka yMeTHOCT je momrehena Tora
dap y oHMM 3eM/baMa y KOjIMa je OpraHN30BaHO MY3MUYKO 00pa3oBame yIOpeno
ca ONIITe0dPa3OBHMM CBe 10 YHUBEP3UTETCKOT HUBOA.

MebyTuMm, HajHOBHUje 3aTBapame Y CBOj Masyu/BeNMKM BUPTYeNHU (YnTaj:
JIKHU) CBET, Kao 1oceania 3apase Kosupal9, Benmka je oroMeHa fja JUTMTaTHN
CBET I10JIaKO IOTHCKYje aHaJIOTHU. 3aMpO je, HaJlaMO ce IIPUBPEMEHO, MY3UYKI
Y IO30PUIIHM XXUBOT ,,y)KIBO, LIKOJe, pakyaTeTy, HadaBKa, 10CA0, CBE Ce TO
okpehe on line ycnyrama. Jomr camo yekapy, BaTporaciiy, IOMNIVja, MOMITA U
TPaHCIIOPT JKMBE Yy PEATHOM CIIOJ/bIbeM CBETY.

JIBOjCTBO AMIUTA/NHOT ¥ aHAJIOTHOT IOMMama cBeTa Ayro Tpaje. CBoj Haj-
YU CTaX MMa y MY3MLIM M TO Off BpeMeHa KaJia je yBefleH MY3M4YKM 3alllC,
Hajipe 3anuc purtMa. Of Kako je TakT I0CTA0 jeAVHMIJa MY3MUYKOTL 3aIlca, TeKy
Hapajie/IHy CBETOBJ METPMYKOT (3amuca Mo AUTUTATHOM IPUHLUIY) U MOTHB-
CKOT (3By4arba I10 aHaJIOTHOM IIPUHINUITY) cafip>kaja Mysuke. Menoayka ce ydp3o
NpULPYXWIA IIpoLiecoM TeMIepanuje. Heku 0oBO IBOjCTBO IPENO3HAjy U Kao
pasnuKy usMeby palMoHaTHOr ¥ MHTYUTUBHOL, Ile PALMOHATHO MUIUbEIbE OB-
NajaBa HaJl UHTYUTUBHMM.

Cae 0BO je jour Ipe 1oja Beka npenosHao crnegdennk Kapma I'ycrasa Jynra,
Epux Hojman (Erich Neumann)?, ckpeHyBIunu naxxsmy Ha ¢aranHe UCX0fe palu-
oHayHe negaroruje. OHa eTeTy, Koje COOOM HOCH LIJIOKYITHO MCKYCTBO IIpefjaKa,
HOHMIITABA jefHO IO jeHO MCKYCTBO, ia O Ha Kpajy CTBOPUIO deCKOPUCHOT
»Amama’.

[lITa megaror Moke JaHac Ja pajy Kako Ou Ipemynpeso OacHOCT Off BUP-
TYeTHOT' CaBPIIEHCTBA KOje C/IefCTBeHO mmpy ocpenmwocT? Ilemaror Tpeda fma
dype: mocMaTpad, MOAPIIKA U MOACTULAj CBOM YYEHUKY/CTYAEHTY.

1. ITocmarpay

Y urpu peoTKpyBama UCKYCTBA YUEHNKA/CTYAEHTA, TOKOM y4erma ,HOBOI ; Ha-
CTaBHMK Tpeda Jja ce IOCTaBM y Y/IOTy OHOT peflTesba KOju KOPUCTU UCKYCTBO
IJIyMIIa U BeTOBY II0jaBy, KaKo O CBaka ClieHa d1Ia IITO MPUPOAHMja M Hello-
CpenHMja, a CaMUM TUM yde[/bUBHja 3a T/IefaoLa.

2. Ilogpmika

ITporec npeHoIeHa ypoheHOT NCKYCTBa CBAKOT YYeHUKA/CTY/IeHTa U3 HECBECHOT
y CBECHO, IOApadyMeBa CTaJHO METOJOJIOMIKO MPeNCINTUBabe 1 Impuaroba-
Bamb€ YCMEPEHO KaKO Ka IIOjeIMHILY, TAKO 1 Ka TPYIIN KOjy II0y4aBa. Y TOM CMICILY,
UCKYCaH HACTAaBHUK CTAJIHO IIpaTy HAIlpefjaK yuyeHMKa/CTyleHaTa 1 IpoBepaBa

3 Erich Neumann, The Origins and History of Consciousness, Bollingen Series XLII,
Princeton University Press, 1969.



14 I Congpelo / I Solfeggio

nyOMHy pasyMeBama KpO3 CIIOCOOHOCT ,IIpero3HaBama’ y cedy OHOra IITO MY
ce mpefiaje. 3a cBakM CTaB, MOJATAaK WM 3afaTak Tpeda nponahm oxrosapajyhy
aconyjanujy koju he ydeHmka/cTyieHTa HoBe3aTy ca IMYHUM UCKYCTBOM.

3. ITopcTmiaj

IIITo je meTe fapoBUTHje U OCET/BMBIjE, OHO TeXKe MOFHOCH VWJIN, Ta4Huje, ofda-
Iyje palMoHa/IaH HAYMH y4Yera, II0CedHO Kajja ce paiyt 0 My3UIM Koja YK/byuyje
jake emoryje. [lyrum pednMa, 3a CBe y KMBOTY je noTpedaH nopctuidj. llro je
yueHuk miaabu, nmogcruiiaj Tpeda ma dype jaun, BUL/BUBY)YU, OYUITIEHI U TIPK-
cHuju. [la du ferja mpupoOHO yIIa y MY3UKY, TOTpedaH je jak MOACTULIRj, KOju
OHa Hajlaze y Jolafiaiby, IPMUjeMUNBOCTY U JIETIOTY IIecMe Koja MOACTUYE XKeby
Ia ce OHa cilylla, Hayuu 1 mnesa. Ilopen Tora, cyrecTMBaH HacTaBHUK UTEKaKO
TeLy MOXKe /la OC/Iafii CBaKy IIeCMy KOja KOMYHUIIMPA M €eMOLIMOHA/IHO U eCTeT-
cku n etnukn.t IToMniseM mecmy, jep je OHa Jieli Kpo3 BeKOBe IpecTaB/baia
IPBU CYCPeT Ca MY3MKOM.

Yunnak Mjysukia ,,C oBe crpaHe My3uke”

Y Kepu ma feny yBemeM y MYSUKY MYSUKOM, IIPUPOJHO, IIO CIYXY, HACTao je
Mjysuk ,,C’ oBe cTpaHe MysuKe Koju omoryhaBa fieliyt ja My3MKYy BHJe — OceTe
- 4yjy.

1. BugeTn my3suky:

Mysuka je BU/puBa KpO3 CLIEHCKY M3pas, CIMKOBUTY Npu4y uin dajky. Mysuka
ce He BUJY Y JIMHUjCKOM CUCTEMY, jep jeé MY3UYKM 3aI1C METPUYKN: IBOJVMEH-
3MIOHAJIaH, KPYT, UCYyBMIIIe HEMY3MKaJIaH U allCTPaKTaH fAa du fienia, de3 3ajplke
U HaMeTalba, MOIJIA JIa Ia IpUXBare U ycBoje. [lapoBUTY Jielly MySMYKM 3aINC
roToBO jia Bpeha.

2. OceTuTn MysukKy:

Mysuka ce oceha kpo3 goanp, OKpeT, TIyMy, IMYHUM ydelnheM y 3ajeHUYKOM
OTKpMBamy U TyMadewy HbeHOr cafipKaja. IleBameM, y3 nspaxkajHo nuLe U 110-
I7Iefl, OXKVMB/baBajy ce MOpPyKe 1 aTpudyTU MY3UUKOT JOXKMB/baja. XofameM ce
npaTu dp3yuHa OfiBUjaba MY3MYKOT CajipyKaja, MOKPETOM Tela, II0CedHO PyKY,
3HaYeme My3NKe, a JOAMPOM IIOTpara 3a 3ByKOM Ha MY3MYKOM MHCTPYMEHTY.
ITecma ce mpuMa Kao LieTOBUT MY3UYKM TOXKUB/baj KOjI TPaje Y BpEMEHY, a BpeMe
IErOBOT NIPOTUIIAa MOXKE [la Cé OCeTM KPO3 IIPOCTOP U IIOKPETOM Tesla Koju

4 O oBa Tpy BUJa KOMYHUKaI[je IPOYNTATY ONIIMPHUje Y WIaHKy: Bepa MunaH-
xoBuh, ITonmame Mysuke, Mysuuku ugenitiutieiniu, Temaiticku 36oprux 20. Ilegaiowxoi
popyma cuerckux ymeitinocitiu, Munena Ilerposuh (Vp.), beorpan, ®akynrer Mysnuke
ymeTHoCTH, 2018, 12.
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nparu weHy popmy. Popma My MysUUYKY OJINK jecTe TauKa JOAVPa METPUIKOT
Y MOTUBCKOT Y My3UIIN.>

3. Yyt My3uky:
CBe IpPeTXOHO TOMaXke Aa ce aTpuOyTM MY3MUYKOTI CajpKaja IpeIo3Hajy 1
cammuM crnymameM. Cayname Mysnke Huje Ha Tpehem MecTy des pasiora: nma
OHO U cMMOO/IMYAH PasJIorL, jep je OHO Y IPYyroM, OHOCHO TpeheM miaHy y of-
HOCY Ha BUJl U JIOJMP, MAKO je II0 CBUM IPUPOSHMM 3aKOHUTOCTMMA C/IyX Hallle
npBo uyno. OHO jour npe pobema IpyKa OpujeHTALN]y Y IPOCTOPY U BPEMEHY.
Heua ce, mehyTum, cBe Bullle 0C/amajy Ha BUJ, OirajeHa Cy Ha IIPENIO3HABALY
odnuka 1 doja rnegameM, JOK JOAVP M CIyX OCTajy Ha MapTVHM ITaXIbe.
Mjysuxn ,,C’ oBe cTpaHe My3MKe  IpYy>ka BUIIECTPYKO ydere MY3MKe IO
CITyXy U IbeHUX IIPaBIIa KPO3 HEKOIMKO KOpaKa.

IIpBu KOpak: pasyMeBame KOHKPETHOT

3a mpBM KOpaK je HajIO3BaHMja My3UYKO-CIleHCKa ¢popMa — Mjy3uki. To je npe-
aJIaH MeJlMj 3a Nefarorujy YoIIlTe, a My3U4Ky nocedHo. Y cry4ajy Mjysukia ,C’
OBe CTpaHe My3MKe’, IpBJ KOPaK 3alo4ibe M300pOM Ilecama Koje MOTY Jja MC-
Ipu4ajy Ipudy, a ja OfroBapajy AedjeM OICery Iylaca ¥ ICUXopU3MIKOM Pas3Bojy
rpyne. AKo Ccy y IUTamy U3PasUTO JAPOBUTA Jiella y MCTOj TPy MPeNopydyjy
ce CBe IlecMe.

[Tpouec paga yk/pydyje MOHMpame Yy MOETCKM Cafip>kaj Kpo3 odjallmere
CBIMX IIOjMOBA U JIMKOBA KOjU Ce y IecMaMa IOMUY, I BUXOBUX MebhycodHmx
ofHOCa. 3aTUM [iella X HACTaBHUK 3ajeJHO CK/IAIajy CIleHapMo KOju IoBe3yje
n3adpaHe IecMe, Te pefocief ecama 3aBycH Off ciieHapuja. Creny npupema 3a
usBoheme, Koja yK/byuyje yueme IecaMa y JaToM KOHTEKCTY, 3ajeJHIYKa U3paja
KOCTMMa, PEeKBU3ITA, ClieHorpaduje 1 pexxuja.

Ho capa cy mjysuki ,,C oBe cTpaHe My3uke” usBemu: 1. crygeHTr Mysudke
negaroruje ca Pakyarera Mysmuke yMmMeTHocTu v Beorpany (16. Ilemaromku
¢dopym cuenckux ymernoctu beorpap, ITosopumre ,,Jlodpuna Munytunosuh” y
Cpemckoj Mutposunu, Ol ,,CBetozap Mapkosuh” y Beorpany, y gBopumty
Kyhe xpaspa Iletpa y beorpany); 2. neyju xop ,,BuBak” us Cpemcke Mutposuie
(ITosopuurre ,,Jodpuiza Munytnnosnh” y Cpemckoj MurtpoBuim); 3. y4eHUIn
MIII ,.np Bojucnap Bydosuh” y beorpany (cama beorpancke ¢punxapmonnje).

»C OBe cTpaHe My3suKe” je Mjy3MKJI IpefiCTaBa OTBOPEHOT THUIIA Y KOjOj Cy
3ajjaTe jeiMHO TecMe. AyTOPCKM CLieHapyMo MOCTOj1 M OH YK/bydyje CBe IlecMe I
Ha pacIiojaramy je HaCTaBHUIVIMA KOjy Cy CTTOOOIHU Jja ca CBOjUM y4YeHMIIMMa
CKJIallajy HOBe ClieHapuje 1 ITIOfesie yIora y 3aBUCHOCTI off 13dopa mecama. Je-

> O MeTpUYKOM U MOTHMBCKOM, Ka0 M CXeMM ,,INYHe KapTe~ KOMIIO3UIIUje, TIPOYN-
TaTy ONIIMpPHUje Y 4IaHKy Iloumame Mysuke ..., HaB. fieno, 17.
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AVIHY 3aXTeB ayTopa je ja o0 ToMe dyfie 0daBellTeH, Te Ia HOBe CLieHapuje U J0-

duje.

I pyru Kopak: pasyMeBame allCTPAKTHOT — IVIECHA
MHTEpIpeTanmnja

'y mpyrom Kopaky ce 13d0p mecama IpaBy IpeMa JednjeM OIICery I7Taca Kao 1
ncuxopusnukuM MoryhHocTuma rpyne. Tymademe yHyTpalliber My3UYKOT ca-
IpKaja, Tj. (YHKIMOHATHUX OJIHOCA TOHOBA, OfIBUja Ce: KPO3 IIOKpeT, IpaBall
KpeTamwa, MUMMKY U TTaHTOMMUMY. Pann ce o TOHOBUMa JlecTBUIe, TpyIama To-
HOBa Koje IoBe3yje OiroBapajyhm puTaM NMpONMCTEKAO U3 BEIITO OCMMUIIBEHOT
IIOETCKOT TEKCTa KOjM je caM IO cedu alTepHAaTUBHA IIAPTUTYPA, jep je casiaH us
peun CKIOIUbeHUX of conmmsaryonux cnorosa: JIA-CO-MMU-IO(daun)-JO
PE(xe); MU-JIA-JIA(tuue)-JIA(tn); CO-OPA-MU-MMU(p)-AO(10)-CU, u 1.

Ho capa je mjysuxi ,,C oBe cTpaHe My3uKe” y OOJIMKY IUIECHE UTPe U3BEO
medju xop Jedjer KkynrtypHor ueHTpa beorpap (cana ,[Jonka Innuex” IKIIB,
BenmKa cama Komapuee samyxOuHe, mednmje mosopuiurte Kparyjepaw, cana
CkynutuHe rpaja beorpaga BEJIED).

IIpBa 1Ba KOpaka MOTY Jia ce CIIoje Y jeflaH Y 3aBMCHOCTM Off CIIPEMHOCTH
TpyIie fielie M HacTaBHMKA. TokoM Ipoda 1 n3Bobherma Mjy3uKiIa, OFHOCHO II/IeCHe
urpe, mecMe Cy HaydeHe 1o cnyxy. IIpe yBobema Tpeher kopaka Tpedano du mpo-
BepUTH N0Yy3aHOCT namhemsa. [la du ce yTBpamo kpammreT mamhera, mocTapbajy
ce MMTama 3a CBaKy mecMy. EBo Hekonmko npumepa:

Ko xenn odap man? MU

Koja je mruna mygpa? COBa

Kora gosusamo mu? IOmahuna

Ko podpo Buan? CViB COxore

Ko gonocu mup? CO ®A

lIta gonupe y no? PExa

[Ita mu cBe nodpo pohe? CU JIA, JIA CO, CO OA, DA JTIA

Baxxan npuauumn: CBe IOTObE UIPe UMIIPOBM3ALIM]j€ HAjIIpe YK/bYUYjy OllaXKambe,
a moToM m3Bohermbe.

Tpehu xopak: urpe nmnposusamuje

1. Criajame moveTka jenHe ca moveTkoM apyre necMe ([Jodap maH skemmo mMn +
C’ oBe cTpaHe peke y 7i0)
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Cnopa kopayHHLa
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Crnuxa 1. Crajame moderka mecme ,,Jlodap maH xenumo My~ ca Io4eTKoM necme ,,C’ oBe

CTpaHe peke y 1o~

2. Cnajame Kkpaja jegHe mmecMe ca modyeTkoM apyre necme (Mmua matuie + Jlacte

curypHo joHoce mposnehe)
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Cruka 2. Crajame Kpaja mmecMe ,Mua matniie” ca IIO4eTKOM TIecMe ,,JIacte curypHo

IoHoce nporehe”

3. Cmajame moveTrka jegHe mecMme ca HekuM fenom npyre mecme (CuB cokome +

Daudape)
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Cnuxa 3. Crajamse modyertka mmecme ,,CuB cokorne” ca jenHuM fgenom rnecme ,Paundape”
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4. Crajarme jiefa jeHe 1mecMe ca jieioM apyre mecMe (Mu cmo kao dammnja +
Coda My Mup goHOCHK)

YmepeHo 6p30
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Cnuka 4. Crajame fena necMe ,,JIako 1 curypHo” ca fesioM necme ,,JIamma cuja”

5. Bumectpyke komOuHanuje (Jlaco mu godanu mo peke + Mua natuie + Mu
cMO Kao damminja)

Be3bpmxun Swing
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Crnuxka 5. IIpaB/bere pasmuanTIX KOMOMHALMjA CIIajabeM PasIMYUTHX [ieloBa IecaMa

3ax/by4ak M MMIUIMKaLje

YunHak MMIposmsanyje Mjysukiaa ,C oBe cTpaHe My3uke Yy HajIIMpeM
CMIICITY aHT@)XYje [iel[y Kao TpyITy Koja 3aje[lHYKY CTBapa, Urpa ce ¥ Kpo3 3adaBy
yuu. YCMepeHa je Ka IIOCTU3arby CUTYPHOCTH Y IIPETIO3HABAKY U IIEBakby COMMU-
3aIIMOHUX CIOTOBA, KAKO y CNIEAy JAaTUX IlecaMa U HbUXOBUX Je/I0Ba, TaKO U Y
IIPOMEHM ClIefla COMU3ALMOHMX CTIOTOBA ,IIPeCcKaKameM W3 Jiefla jefHe Y 1eo
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Heke zipyre necMe. [Topep Tora, 0de3debyje mokpeT/puBOCT M3BOhHewma NpuUINKoM
SIIpecKakKama’ 13 [lecMe y IIeCMy, jep ce He Mema caMo cMucao peun, Beh u ka-
paKTep, U3pas, TEMIIO, BPCTa TAKTa, ApTUKYyIalMja U AMHAMUKA. JeHHOM peyjy,
IpuIpeMajy ce y4eHUIm ga 0e3 HaMeTama ,IIOMUpPe  MOTUBCKM (OHAKO KaKo
qyjeMo 1 ocehamMo My3MKy) ¥ METPUYKY IPUHLMII (OHAKO KaKO 3aINCYyjeMO, Off-
HOCHO ,,4UTaMO” MY3MUKY), jep CY, IIO CITyXY, YCBOjU/IM OCHOBHY OUT MY3UKe: IbeHe
YHyTpallbe GYHKLIMOHATTHE OFHOCE 1 BbeHO UCIIO/baBabe KPO3 KapaKTep, TEMIIO,
U3pa3, pacIoioKeme 1 OO/INK.

I[Ipena3s ca meBama II0 C/IyXy Ha IleBame 13 HOTA TeKao O TaKo LITO Ou ce
MY3MYKU 3aIVIC IOHYAMO HAjIIpe Kao TPOJeEIHA CIIMKA y KOjoj ce Hajllase TpU 3a-
I1ICa UCTOBPEMEHO:

1. 3amnc prexa (cueHa, gorabaj, mojam, npegmer)
2. 3anuc odnuka (crpoda, CTUX, ped, cIor)
3. 3amuc HoTa (pedeHuIa, JBOTAKT, HOTA)

Osa Tpu 3amyca Kopucre ce y Tpu ase: HajIpe je BUJBMB IIPTEX, TUPCKN
TEKCT je dyef;, a HOTHM 3amuc Hajdnehu:

Cnuxa 6. IIpBa ¢asa 3amuca

Y npyroj ¢asu mpumar mpeysuma JIMPCKI TEKCT:

Peka jey mony

Ciuxa 7. JIpyra ¢asa sanuca
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Y tpehoj ¢asu upTex je cacBMM MarJOBUT, TMPCKU TEKCT HATOBEILITEH,  HOTHU
3aIl/IC HAjBUI/bUBYjU:
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Crnuxa 8. Tpeha ¢asa 3anuca
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IMPROVISATION - PEDAGOGY IN DISGUISE

The musical "This side of music", disguised as a fun game, proves to be a successful means
for separating children from the electronic gadgets. In this article we present a step for-
ward compared to previous ones aimed at presenting first two phases in introducing ,,This
side of music”. So far we presented stage productions of musical 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 improvising verse
arriving at absolute positions of groups of tones, as well as music parameters such as
tempo, dynamics, articulation etc. Improvisation has its game rules, players roles, inter-
activity of players and team work. Through game, students unconsciously integrate the
knowledge of abstract yet basic music attributes which virtually do the magic.

Key words: improvisation, solmization syllables, verse, movement, image, word
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BODY SCORE - A MULTIMODAL
REPRESENTATION OF TWO-PART MELODIES

Summary

In this research we used basics of Dalcroze method (Eurhythmic) for two-part melodies
multimodal representation auditory (students listen to the melody that is recorded or
played live on one or two different instruments), visually (students watch the choreogra-
phy for two performers) and bodily (students associate the elements of choreography with
the elements of musical structure). In this way, the practical physical experience of two-
part melodies is gained before it was theoretically understood. We chose three different
types of eight-bar two-part melodies (Popovi¢, 1979): 1) two voices alternately bring the
melody; 2) two voices move equally with the elements of imitation; 3) two voices move
equally in sixteen rhythm. The authors’ idea is that two dancers, by their movement, si-
multaneously follow the pulse, rhythm, meter and melody of both voices, along with the
visual representation of musical form. We expect that application of three choreographies
for two-part Borivoje Popovi¢’s melodies will show positive results in practice during their
notation by students of the last year in elementary music school.

Key words: multimodality, two-part melodies, Borivoje Popovi¢, choreography, Dalcroze
method

Introduction

1 types of two-part singing originated as the need to enrich an already exist-

ing melody (Golemovi¢, 2006). In solfeggio teaching in elementary music
school, two-part singing motifs, melodies of bourdon type, melodies of parallel
motion and canons are required (Nastavni plan i program osnovnog muzickog
vaspitanja i obrazovanja, 2009). The preparatory exercises include singing two-
part melodies: 1) of bourdon type, 2) of organum type (both voices have the same
rhythm), 3) the upper voice carries the melody, while the lower remains stationary,
and opposite, 4) both voices move equally (in parallel motion) or in descant type
(in contrary motion) (Krsi¢-Sekuli¢, 2007). Beside the existing practice of dictat-
ing and notating two-part melodies (only by playing), we used basics of Dalcroze
method (Eurhythmic) for multimodal representation of different types of motion
in two-part melodies.
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Introduction

As human motor system, gestures and body movements play an important
role in music perception (Leman, 2007) we used Dalcroze’s method because it
creates a close relationship between music, movement and gesture. Dalcroze
method is based on embodied experiences, referring to the role of human body
as a natural mediator for music meaning. It considers learning music through
movement and expressing emotions through body by establishing communication
between mind (intelligence, imagination, emotions) and matter (the body, the
senses, action) (Jaques-Dalcroze, 1930: 108). The integrated part of Dalcroze
method considers a clear visualization of musical piece by movement interpreta-
tion. It presents a versatile method of music education and the great way to un-
derstand music in general and in details.

Multimodality in teaching presents an active, student-centred (Mayer, 2001)
interdisciplinary approach drawn with an emphasis on communication and rep-
resentation (Jewitt, 2013). It helps students learn material through a number of
different sensory modalities, such as auditory, visual, gestural, tactile and spatial
representations (Cope and Kalantzis, 2009). Multimodality encourages students
to develop a more versatile approach to their learning because it integrates differ-
ent modalities such as drawings, verbal communication, gesture, audio and videos
as students’ representations that convey meaning (Tomlinson, 2013).

But, multimodality in teaching introduce the co-presence of at least two of
the following modalities: music, language, visuals and gestures. While verbal and
visual metaphors are almost inescapable in the process of understanding and
representing music (Petrovi¢ and Golubovi¢, 2018), using movement and chore-
ography to represent musical form and voices relations seems to be a good way to
visually approach, understand and ,,see” music. Music visualization helps to con-
ceptualize music theory phenomena for music education purposes. It has been
shown that listeners visualize: music tones as a series of physical objects moving
through space at different speeds (Scruton, 1977) and some of the elements of
musical structure as the landscape metaphors where listener is a traveler, or path
is a form (Johnson and Larson, 2003: 72). The perception and understanding of
the basic elements of musical structure through visualization in music education
enable better understanding and organizing abstract musical elements perceived
as a group and not isolated. Visualization is a mean for better music understand-
ing the elements of musical structure, such as tempo, pulse, meter, rhythm or
melody (Petrovi¢ and Aci¢, 2009: 307).

Aim

The aim of this research is to use basics of Dalcroze’s Eurhythmic method for
multimodal representation of two-part melodies. The initial idea arose after Anna
Galikowska-Gajewska’s choreography for two dancers to the Serbian folk song
»Posla Vanka na voda” arrangement for two flutes by the composer Vera
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Milankovi¢ have been performed at the spring concert in Gdansk’s Stanislaw Mo-
niuszko Academy of Music in 2019 (Video 1: Choreography for two dancers to
the folk song ,Posla Vanka na voda” Vera Milankovi¢’s arrangement for two
flutes).

Method

First, students listen to the melody (recorded or played live on one or two differ-
ent instruments). Then they watch the choreography performed by two dancers.
Finally, students associate the elements of choreography with the elements of
musical structure and notate the music. Anna Galikowska-Gajewska made cho-
reography to three different types of eight-bar two-part Popovi¢’s melodies
(Popovi¢, 1979):

1) The lower voice carries the melody (the first four bars), while the upper one
remains stationary, and then the upper voice takes the melody, while the lower
one remains stationary (the next four bars):
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Picture 1. B. Popovi¢, No. 116, pp. 64

2) Two voices move equally, the element of imitation and 6/8 time signature is
introduced:
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Picture 2. B. Popovi¢, No. 5, pp. 22

3) Two voices move equally, the sixteen-beat rhythm is introduced:


https://www.fmu.bg.ac.rs/wp-content/uploads/2020/12/choreography-for-two-dancers-to-the-folk-song-%E2%80%9Fposla-vanka-na-voda.mp4
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Picture 3. B. Popovi¢, No. 137, pp. 78

In all three choreographies two dancers simultaneously follow the elements
of musical structure such as pulse, meter, phrasing, dynamics, rhythm and melody
of both voices, along with the visual representation of musical form®:

Video 2
(Multimodal representation of B. Popovic’s two voice melody No. 116, pp. 64)

Video 3
(Multimodal representation of B. Popovic’s two voice melody No. 5, pp. 22)

F\EIIl

Video 4
(Multimodal representation of B. Popovi¢’s two voice melody No. 137, pp. 78)

1 All three choreographies are made by professor Anna Galikowska-Gajewska and
performed by Agata Runowska, a second year student of Eurhythmics at Stanislaw
Moniuszko Academy of Music in Gdansk, and Anna Galikowska-Gajewska.


https://www.fmu.bg.ac.rs/wp-content/uploads/2022/03/multimodal-representation-of-b.-popovics-two-voice-melody-no.-116.mp4
https://www.fmu.bg.ac.rs/wp-content/uploads/2022/03/multimodal-representation-of-b.-popovics-two-voice-melody-no.-5.mp4
https://www.fmu.bg.ac.rs/wp-content/uploads/2022/03/multimodal-representation-of-b.-popovics-two-voice-melody-no.-137.mp4

Milena Petrovi¢ and Anna Galikowska-Gajewska, Body score... 25

Conclusion

Unfortunately, this method was not applied to second grade students in music
high school due to the corona virus epidemic in 2020. However, during November
2019, master students of music education at the Faculty of Music in Belgrade
experimentally notated the first and the second two-voice melodies by watching
choreographies. Here in conclusion we present their impressions and comments
they wrote in the form of an anonymous survey by answering three questions: the
notating procedure, what makes the notation easier and what makes the notation
difficult.

For both melodies students notated the meter and time signature, tempo and
duration, form and cadenzas, the frequent rhythm and imitation, dynamics and
two voices at the same time. According to the students’ opinion, notation is much
easier if one of the voices stays stationary or has long durations, or if there is rep-
etition and imitation between voices. Musical form understanding is much easier
by watching the choreography, because body and music accents match and appear
at the important structural positions. Music visualization helps perceiving the
melodic contour, sound changing and texture. One student wrote he first heard
the octave as the last interval of the first piece, but then he saw and recognized
the unison as it was represented in choreography.

Listening, watching and writing at the same time made the notation a bit
difficult. Students also mentioned that listening music as a whole, as well as their
short-term memory due to the usual solfeggio practice to notate music in small
two-bar parts, also made the notation difficult.

This kind of multimodal integration of body, emotions, music and visual
music representation can develop associative thinking which is of crucial impor-
tance in music education. We realized Dalcroze method creates new possibilities
in solfeggio teaching and brings new perspectives to music education as it devel-
ops coordination, improvisation and memory skills. Body movement has a posi-
tive effect on improving children’s intonation (Liao and Davidson, 2015), sense of
pulse and musical form through spatial awareness (Petrovi¢ et al., 2018: 47).
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TEJTECHA ITAPTUTYPA - MYJITUMOJA/THA PEIIPE3EHTALINIJA
OBOTTTACHUX MEJTIOOUJA

MynTuMofanHa penpeseHTalUja JBOITIACHE MeNOofuje ayguiliuéHo (CTYSeHTU CITyIIajy
MeIofiNjy Koja Ce Y)KMBO CBYPA Ha jeJHOM WIM JIBa PaslINuUTa MHCTPYMEHTAa WIN je
CHUMJbeHa), 6u3yenHo (CTYIleHTH TJIefiajy BUAEO 3amuc Kopeorpaduje 3a /jBa Iecada) u
ifieniecHo (CTYIEHTY acOLMjaTUBHO II0BE3Yjy elleMeHTe Kopeorpaduje ca eTeMeHTIMA MY-
3udKe CTPyKType). Ha oBaj HaumH ce mpakTM4HO HU3MIKO MCKYCTBO ABOITIACHE METIOAMje
CTHYe IIpe Hero IITO ce OHa TeopeTcKu cxBary. Kopeorpaduja 3a Tpy pasmrunra Tuma
OCMOTAKTHUX fiBornacHux kommnosunuja (ITomosuh, 1979): 1) nBa rmaca HaM3MEHNYHO
moHoce Menopujy (dp. 116, ctp. 64), 2) fBa rmaca ce paBHompaBHO Kpehy y3 enemenre
umnranyje (dp. 5, cTp. 22); 3) gBa rmaca ce paBHonpasBHo kpehy (8p. 137, ctp. 78). IBa
IIecaya MCTOBPEMEHO IIOKpeTUMa Tejla IpaTe MyJIC, PUTaM, MeTap U MelOofujy T/IacoBa,
Y3 BU3Ye/THO lodapaBame Mysuuke ¢popme. Odexyjemo ma he oBe Tpu Kopeorpaduje 3a
mBormacHe Menopuje bopusoja Ilonmouha npuMemeHe y mpakcu IMoKasaTu MO3UTHBHE
pesynTaTe IpY 3aNUCUBay ABOITIACHUX MeNOMja KO YUeHUKa y MOCTIeAheM paspeny
OCHOBHE MY3J4Ke IIKOJIe.

K/pyune peun: MyITHMOZAIHOCT, ABOITIaCHA Menopuja, bopusoje Tlonosuh, xopeorpa-
¢uja, Jankpos3os metop,
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ITEJATOHIKA OEJIATHOCT
MP PO3AJIMJE ITATKU'RL - PEJOBHE
INIPO®ECOPKE AKAIEMUJE YMETHOCTU
Y HOBOM CAlY ¥V IIEH3UJU

Cakerak

Y papy je mpukasaHa negaromnika genatHocT Mp Posanuje Illtarkuh (1952) u wen gonpu-
HOC pasBojy Mysuuke negaroruje y Cpduju. Posamyja lllTatkuh je 1jeo pagHu Bek mpo-
Bejta rpajiehn yHuBep3uTeTCKy Kapujepy u cTuayhy cBa yHUBep3uUTETCKa 3Bamba. Iloper
duorpaduje npod. Posanuje Mltatkmh, y pagy cy npepcras/beHe 1 aHaIM3MUpPaHe beHEe
geTnpu odjaB/beHe Kibyre. OCBPHY/IM CMO Ce Ha Ped pelieH3eHaTa OBMX M3Jjatha I VICTPa-
KWV TIPAKTMYAH 3Hadaj Kibyra. [lopes Tora, aHaMM3MpPaI CMO ¥ METOJICKE IOCTYIIKe
ynorpedbeHe IPUINKOM pelllaBama ofpehennx odmactu Hactase condebha. Cunresa re-
OPMjCKO-TIPaKTUYHOT fenoBarbka mpod. llItarkuh Ha mo/py Mysnuke mefaroruje crpose-
JleHa je pajy jacHUjer Ipernena OIPUHOCA, OdO/bIIaka, pasBoja n odorahmBarma Ha-
craBe congeha n Meropuke HactaBe condeha y Cpduju. OBaj paj Moxe duTu mopcTpek
¥ YIYTCTBO 3a HeKa cIM4yHa wi Beha ncTpakmBarma Koja ce TMYy IefaromKor Sompu-
HOCa YHVBEP3UTETCKMX HACTABHMKA KOjU Cy CBOJjMM JjelIOBatbeM 3aCTyXXIWIN fa Ce -
xoBa dudnmuorpaduja aHaMM3Mpa U CyOIMMMIPAHO jaBHO IIPENCTaBU.

Kipyune peun: Pozamija [lltarkuh, mysnuka negaroruja, condebo, meronnka Hacrase

condeba

VYBoOp,

PGI[OBHI/I npodecop mp Posanuja llItatknh pobena je 1952. ropune y 3pema-
HUHY T7I€ je 3aBpuia My3sndky mikomy. IlIkonmoBame je HacTaBMIa Ha Ta-
manmboj Mysudukoj akagemuju y Beorpany, manac ®@akynreTy Mysndke yMETHO-
cty, Ha OfceKy 3a MysUUKy Teopujy, rie je aumiommupana 1976. rogune. Vcre
TOAMHE yIICasa je MarncTapcKe CTyAuje u3 odmacTy AHaIMTIYKA XapMOHMja Y
xnacu npod. [ejana [lecimha. Fben marucrapcku pap Harpaben je Okitiodapckom
Haipagom ipaga beoipaga 3a Hajdo/be CTpy4YHe M HayyHe pajioBe CTy[eHATa Ha
MarucTapCcKuM CTyAMjaMa.

Jour 3a BpeMe cTyaMja fp>Kaa je HacTaBy condeha 1 xapMoHUje y My3UUIKOj
IKOMN ,,Jocutt CrraBeHckn . Kpatak nepuop je pajuia y OCHOBHOj IIKo/u ,,[Tetap
Kounh” y 3emyny. Hakon pumnomupama ofmasn (1o mos3usy) Ha AKajieMujy
ymersoctr y HoBom Cany, Hajiipe Kao ieMOHCTpaTop, faa du 1977. roguse duna
usadpaHa y 3Bame acucreHTa Ha npegmernma Condeho n Meropuka Hacrase
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condebha. fognue 1985. dupaHa je y 3Bame moueHTa, 1990. roguHe y 3Bame BaH-
penHor npodecopa, a 2001. ronuHe nsadpaHa je y 3Barme pefoBHOr npodecopa.
Bopuna je HacTaBy Ha CBUM CTYAMjCKMM IIPOrpaMyMa Ha OCHOBHUM, Marucrap-
CKMM M MacTep CTy[ujaMa.

Og 2001. o 2008. ropuue papnia je Ha Mysuukoj akafiemuju y Lletumy Ha
OCHOBHUM, CIIELVjaTNCTUYKUM ¥ MarncTapckum cryaujama. loguue 2008. Bpaha
ce Ha Axasiemujy ymeTHoctu y Hosom Capy, e ocTaje no nensmonmucama 2012.
TOJIMHE.

[TIpod. Posanmja Illtarkmh gpkana je ceMmHape y My3SMYKUM LIKOTaMa
Bojsogune, y beorpany, Ilogropuun n Ha Mysuukoj akagemuju y Ilynmm. Hus
TOfIVHA je BOM/IA YMETHNYKY pafinoHu1y 3a condeho Ha AkafeMuju yMeTHOCTH
y HoBom Capny. [lecer ropuHa je odasspana GyHKIM)Y IpeAceSHNKA KOMICHje 3a
noJlarame CTPy4YHMUX Mcnmra npu MmHucTapcTBy npocsere BojsojuHe.

HonpuHoc pa3Bojy my3muke negaroruje y Cpoujn

ITpod. Poszanuja llltatknh odjaBuia je HEKOMMKO KEbUTA Y HAYYHUX PaZioBa, O

KOjUIX M37IBajaMO 4eTUpPU KIbNre, 30MpKe IpyMepa ca METOJCKMM YIyTCTBUMA

HaMemeHe HacTaBu condeha Ha akaieMCKOM HUBOY 00pa3oBama 1 BUIINM pa3-

penuma cpefibe mkore. To cy:

1. Menoguxka, nsnamwe Yausepsureray Hobom Capny, Akagemuje ymeTHOCTH (efu-
I1ja YHUBEP3UTETCKN YIIdeHNK), 1995. ropuse;

2. Texnuuxe sexcde 3a unimionayujy i Puitimuuke 6excde y MeUL0B8UTLO-CTIOMEHUM
maxiosuma, nsgarme Yausepsutera y Hosom Capny, AkajeMuje yMeTHOCTHI
(emuuja YauBepauterckn yudenuk), 2001. rognHe;

3. Jegnoinacnu guxitiaitiu, ayTopcko usgame, Hosu Cap, 2011;

4. Moganna menoguxa, ayTopcko usgame, Hosu Cap, 2011.

AHann3a Kmbura ca METOACKNM IMOCTyNMMa

Kmunra Menoguka odjabena je 1995. rofuHe 11 CBOjy HaMeHY Halllla je y HaCTaB-
HOj IIpaKcy Ha My3W4KMM akynreTnma u cpegmuM mkonama y Cpduju u Lproj
Topu Ha npegmety Condeho. Capgpxu 130 opurnHamHUX METOIVjCKUX MHCTPYK-
TUBHUX IIPYMepa, IOfie/beHNX I'Pa/JallOHO IIpeMa CTI0XKeHOCTH ofipeheHnx nospa,
IIa ce TaKO y IPBUX /iBajieceT npumepa odpabyjy myrauuje, go mesgecer gpyror
IpuMepa anTepalyje 1 3aTUM JI0 Kpaja Kibure Mogynanuje. MeToficke IOCTYTIKe
ynorped/beHe IPUIMKOM pelllaBamba 0OBUX 0d/1acTy HacTaBe condeba, ayrop faje
Ha IIPBMM CTpaHaMa KIbUTe, Tjie Ce YMTAOoly Hajupe ckpehe maxma Ha pasjore
OBaKBOT' PefioC/iefia, a 3aTUM Ce AeUMIHUje NPUCTYIa odpasaaramby MeTOHCKOT
npucryna Marepuju. PempopykoBamy npumepa us 3dupke Menoguka mMopa ce
OPUCTYNIUTU CTYAUO3HO, IITO ¥ METOICKOM CMMCITy, KaKO ayTop IIpernopyudyje,
HOfjpa3yMeBa HajIpe Map/aTo UIIYNTaBambe, YMMe OM ce UCTOBPEMEHO PEIIIO
HEKO/IMKO Ipodiema:
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1. yrosHaBame TOHATHO-/IECTBUYHE OCHOBE MeTIOAuje;

2. IOCTU3abe CIIPeTHOCTY NPVINKOM CONMU3Mpama IpuMepa y Op>KUM TeM-
1Ma;

3. ylosHaBabe, OfJHOCHO, caBjIafiaBarbe IpodjieMa Ha MeTPO-PUTMIYKOM IIAHY;

4. omakarbe MecTa I7ie he ce BpIINTI OKTaBHY IIPEIOMI;

5. CTHLjambe CIPeTHOCTY KOHTMHYyMpaHor npahemwa HoTHOr Tekcta (Illtarkmh,
1995).

3atum ce ckpehe makma Ha nomrToBame (pasa y TEKCTy ¥ Ha Kpajy Ha caM
MOCTYTIAK aHa/IM3€e IIPUMEPaA, YKOIMKO Ce He M3BOAM prima vista. AHammsa mMerno-
IUjCKMUX IpUMepa IPEeBACcXO[HO jeé yCMepeHa Ka yo4yaBarby €BEeHTYa/HUX IIpO-
deMa Ha METPO-PUTMUYKOM, @ 3aTUM Ha MeJIO[VIjCKO-TOHA/IHOM IUIaHy. 3a MH-
TOHMpare IOjefMHUX IPUMEPA, HAPOYMUTO OHMX Ca y4eCTajioM IIPOMEHOM
TOHA/IUTETA N KOMHHeKCHI/[jOM METPUYKOM CTPYKTYPOM, ayTOp 3aXT€Ba BICOK
CTeTleH KOHIIEHTpaljyje ¥ CHOCOOHOCT CAMOKOHTpOJIe PpU/INKoM nsBohema. Cpn
npuMepn I/[Majy arormvke ” apTuUKynalyioHe O3HaKe, ajil He I TMHAMMNYKE 03-
Hake, LITO ayTOP KibUT'e 06jaHIH)aBa TUME Ia je IIpeBacXogHM b OBUX MHCTPYK-
TUBHUX IIpUMeEpa duo Taj fia ce pajoOM Ha ibIMa CTEKHY CITOCOOHOCTY U BEIITIHE
PenpoayKoBamba y CMUCITY:
1. MpaBWJTHOT, OP30T M JIAKOT YNTAba TEKCTa;
2. Ipeu3HOT U3BOohema piUTMa y OKBUPY 3a/JaTOT TEMIIa;
3. decrpekopHe MHTOHALMjeE, CA jACHOM OPMjeHTAIMjOM y 3ByYHOM IIPOCTOPY.

AyTop KibMre HarjamiaBa fja ce AMHAMMKA KO MY3MUYKM [apaMeTap y Ha-
craBu condeba, Mako oBe CeKyHAAPaH, HUKAKO He CMe 3aHEMAPUTH Y HACTABHO]
HPaKCH.

PerteHsenTy oBor uspama dwim cy pep. nmpo¢. Hukona ITetnH u akageMnk

Pynond Bpyuu, pexn. npod.

Andante (J =72)

Cruxa 1. [leMoHCTpanuja jegHOr mpuMepa 13 Kure Menoouka
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Crnenehe nsname 4nHe gBe Kibure y jenHoj Texuuuxe sexcde 3a UHMOHAUUTY
u Puitimuuxe eexcde y Meuio8uitio-cnoxenum maximosuma odjaspene 2001. ro-
nuHe. IIpBu neo kmure, 30upka TexHuuke eexcde 3a unitionauujy, cafgpxxu 100
OPUIVMHA/IHUX €THJA, a HaMemheHa je CTyleHTMMa My3mdkux ¢axynrera. Ha
CaMOM IIOYETKY ayTop 30MpKe Haje CBOje METOJCKe IperopyKe 3a JIaKIIe 1 Tad-
HIje cCXBaTame cajpaja Kmure, rae usmebhy ocranor mehy dopmanuum nopa-
IVIMa HaBOAy fia ¢y y 30upuu odpabenn mHTepBam 1o feninMe, a 1a je, Kajia je y
IUTamby CYIITHHA, IPEJYyC/IOB 3a TaYHO NPOMMIIbAIbe MHTEPBAJICKMUX OfIHOCA
ozipebenn creneH Brafama ToHamTeToM. C TUM y Be3l, ayTop HallOMUbe fia ce,
YIIPKOC TOMe LITO OCHOBY TeXHMYKNUX BEKOU UYMHE MHTEPBa/IM, Y CaMOj MeJo-
nujckoj rpabhu mMopajy Tpaxutu ToHanuu ocnoniy (Irarkmh, 2001). Tonanue
OCJIOHIIe Y TeXHUYKUM (MHTEPBAJICKMM) BeXkdama Haja3¥MO TaKo IITO TPYyIu-
IIeMO TOHOBE Y Malbe TOHA/IHO-JIOTMYHE Lie/IMHE MCKa3aHe IOCTYIHUM Kpe-
TambeM, AKOPJCKMM pasjiarambeM WM IPYMEHOM MHTepBaia PasinduTHX 110 Be-
muavHKM 1 Bpctu. Kaga je Kperame IOCTYNIHO, ayTOp HApO4YMTO HaI/IallaBa
Ba)KHOCT Ta4HOT J JIOTMYHOT 3amnuca, dyayhn fa Taj Busyennu napameTap yrude
Ha HEOMETAHO NPOMUII/batbe I TAYHY MHTOHALM]Y. ¥ CIy4ajy PaslmoXKeHNUX aKo-
pajia, TeXHba IPUIMKOM PeNpofyKIiije Mopa IIacTH Ha JVICOHAHTHE aKopfie U
IBJIXOBO paspelllerbe, jep YKOIMKO ce JVICOHAHTHM aKOpAM He paspelle y cedn
HajO/mbke KOHCOHAHIIE, TOKOM PeIpOAYKIMje ce MOpa CaBlIafilaTy T3B. TOHA/IHA
MHepLyja. Y MHTepBaJICKMM Be>kdaMa YeCTO HaWIa3¥MO Ha MHTEpBaje pasiy-
4yTe 110 BEJIMYVMHY U BPCTY, /11 KaJja Ce OHU TyMade Y OKBMPY TOHA/THUX QYHK-
111ja, 1ajy CacBYM jacHY U JIOTMYHY TOHa/JIHY HUT. TakBe cuTyalmje ce y UHCTPYK-
TUBHMM/TeXHMYKIM BexkdaMa Mopajy IpemosHartu. Y cuTyanujama Kaja He
IIOCTOje TOHAJIHe acolujalyje, MHTepBae je Moryhe mHTOHMpary namhemem
IPETXO/JHO O3BY4YEHMUX ¥ OfICIYIIAHUX BUCHHA, T€ CE He MOPa CBaK!U IIyT HAHOBO
OCMMII/bAaBaTyU MHTOHAIMja MHTEPBAJICKOT pacTojama. 3dupka TexHuuxe eexncde
30 UHTHOHAYUJY CBOjy CBPXY Ha/la3! y 0CIIOCcOO/baBamby CTy/IeHaTa 3a JIAKIIe CXBa-
Tambe, MEMOPMCalbe U CaB/Iaj/laBaibe CaBPeMeHe, aTOHA/IHE My3IUKe JIUTepaType.
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Cruxa 2. [leMoHCTpanyja jegHor mpuMepa us kmure TexHuuke eesxcde 3a UHOHAUU]Y
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3d8upka Puitimuuke 8excde y MeULOBUTHLO-CTIONEHUM THAKIA0BUMA CAZPKU 60
OPMUIVMHA/HNX IIpMMepa, a HAMeHeHa je YHUBep3UTeTCKoj HacTaBu. OdyxBaTa
PUTMIUKe cafip>kaje Koju ce Hajuernhe Hajlase y HAPOIHOj MeTOAVIIN Oa/IKaHCKUX
Hapoypa. Mopamo ncrahm ga oBa mpodnemaryka y MHCTPYKTUBHO-AUAKTUYKO]
nuTepaTypu 3a HactaBy condeba Huje 3aysena 3HaUajHMje MeCTO, Te€ YTOIMKO
30mpka npo. llItaTkmh jom Bumre goduja Ha BpegHOCTH. Y 1IpBe 34 Bexkde, KaKo
ayTop HaBOJM, HeMa IIofie/ie pUTMMYKE jeINHNLIE, TOK Ce Y IPYTOM JieNly Iofena
jaB/ba, C TUM LITO Ce y MOCIEABNX MeT BeXOU jaB/ba U IOMMMeTpUja. Y MeTOf-
CKJMM HallOMeHaMa ayTop Iperopydyje fa ce Ipe nsBohema mposepu pacropern
IPOCTHUX TAKTOBA y jefHOM TAaKTY, Kao ¥ Jja /I IIOCTOjU IIOfieNIa jeiuHMLIe dpojarba.
PagoMm ca oBakBUM BexxkdaMa CTHYe ce CHOCOOHOCT JIAKOT M IPeLM3HOT YNTaba
MEILIOBUTO-C/IOKEHNX TAKTOBA, LITO je YC/IOB 3a CIIPETHO ¥ OP30 peNpoayKoBambe
MEJIOMIVjCKUX IIpUIMepa ca JIUCTA.

PenrensenTn oBor nszama Oumn cy: pen. npod. Hukona Ietun, akapge-
muk Pynond Bpyun, pen. npod. Bepa Munaukosuh u gouent Aua Jlean.
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Cruka 3. [leMOHCTpalyja jeqHOT IpuMepa 13 Kibure Puilimuuke sexcde y meuiosuitio-
CTIOJCEHUM THAKTOBUMA

3dupka Jegnoinacnu guximammu cagpxu 300 OpUIMHATHUX MeETOUjCKUX
npuMepa 3a MUCMEHU JUKTAT, MOJe/beHUX Ha TPU OOMaCTM:

1. Myrauuje
2. Antepanuje
3. Mopgymnauuje
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Kmura je HaMemeHa HacTaBy condeha Ha BUCOKOLIKOICKMM yCTaHOBaMa. Y
CBOM yodu4ajeHOM MaHMPY, ayTOpKa NPOdIeMaTHKy IOCTaB/ba HMOWITYjyhn
HIPUHLUI IIOCTYITHOCTY, IIa Cé TAKO M Y OBOj KIbM3M M3/I0XKEHV AMKTATHU IIOCTe-
IIEHO YC/IOXKHbaBajy Ha HEKOMKO HMBOA: PETMCTAPCKM, METIOAVIjCKY, TOHA/IHI,
METPUYKMU ¥ PUTMUYKI. VI30cTaB/beHa je 0d/1acT [ujaToHMKe, jep, KaKo ayTopKa
cMarpa, MofipasyMeBa ce Jja CTY[EeHT! Ha OBOM HMBOY OOpa3oBama MMajy U3-
rpaben ocehaj 3a Tonamurer (IlITatkuh, 2011a). Y mocnenmeM Ofie/bKy Kibure
odpabena je 1 odnact menoayke Ha 1adMTHOj TOHATHOj OCHOBM Ha Taj HAYMH LITO
Ce TOHOBY y KPAaTKOM Tpajarby TPYINIITY OKO HEKOT TOHATHOT LIeHTPa, ajIi Ce OH
He noTBphyje. [Ipmnnkom omakama OBaKBUX METOAUjCKUX CTPYKTypa HeoIl-
XOHA je aKTMBauMja M (QYHKLVOHAIHOT M MHTEPBAJICKOT HauMHa MY3MYKOT
MMIUbea. Y 0BOj 30MpLN, 3a Pas/MKY Off CBUX OCTA/INX, HUCY YHETE arormyke
O3HaKe, HUTM Cy IIpeLu3upaHe IielnHe Koje Ou ce Oomakase, IITO ce odjallmana
THMe Jla Ce TeMIIO 1 iy)K1Ha (ppase Ipolieyje o CTpaHe HaCTaBHUKA Y OHOCY
Ha HJMBO U KBaJIMTET 3Hama CTYJeHaTa.

PenensenTy oBor uspama dumu cy: AHa JleBan, HACTaBHUK CTPYYHUX IIpef-
Meta 1 peg.nipod. 3opan Myuh.
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Cnuxa 4. [leMoHCTpalyja jeqHOT IIpUMepa U3 KibUre JegHoInacHu gukilatiiy

[Tocnenmwa kmwura us omyca npod. Posammje Illtarkuh jecre Moganna meno-
guxa. OBa Kmura cajpxu 130 opurnHaTHUX jeJHOITIACHUX MENTOAMjCKUX TIpU-
Mepa MMCaHUX Ha MOJA/IHO]j JIECTBIYHO] OCHOBI, ILITO CaMo IO cedu jecTe Kypu-
osurer dyayhu fa je oBakBa nmTeparypa y Halloj 3eM/bM BeOMa OCKyAHA. Y
METOJICKMM HaIlOMeHaMa Ha ITOYETKY KIbUTe IIPETIOPYKE ayTOPa OJHOCE CE Ha TO
Jla ce peIpoiyKIMja MOJIa/THe MeTIofKe, dymyhy peTko 3acTyn/beHa y IIpaKcH, Te
TaKO ¥ TEMIKO MPENO3HAT/bMBa, MOPa TeMe/bHO npunpemuTn. [Ipunpema unro-
HUparba HajIpe ce OJHOCH Ha aHaAM3y MEIOfMje Ca MpenusVpareM MOJAIHE
OCHOBe U TOHYC QMHA/NCA, KAO U yodyaBame TUIIA 3allyca: Mpe3HaI VICIIPes
HOTA, CTA/THY IIPe/ISHALIM 3a K/by4a VIV IIPE3HALM JIECTBULIE IyP-MOJI CUCTeMA
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M3a K/byda IIpM 4eMy ce IpeAsHak Mopyca gomucyje ucnpep Hote (Iltarkmh,
201190). TomaTHo ce caBeTyje Iap/iaTo MIIYNTABabe, KA0 1 YIITHMaBambe y Of-
pebeHoj BpcTu MopanHe jiecTBUIIE, OFHOCHO CIYIIHA IPUIIpeMa, LITO je HO-
IYHBEHO U KOHKPeTHUM IpuMepuMa. ¥ 30upun cy odyxBaheHa yeTupyu oCHOBHa
MOJ1yCa, 3aTUM €OJICKM, JOHCKU ¥ JTOKPUjCKM MOZYC, IOK je My3/M4YKU MaTepujal
pacniopebeH y yetupu uenuHe:

1. Menofiuije 3aCHOBaHe caMo Ha jeJJHOj JIeCTBUYHOj OCHOBMU (MOZYCY);

2. Merofiuje ca IPOMEHOM BPCTe MOJYCa, a/l ca 3afipyKaBarbeM UCTOT TOHYC G1-
HaJINCa;

3. MerofMje ca MpOMEeHOM TOHYC (PMHa/IMCA IIPY YeMy BPCTa MOZyca OCTaje UCTa;

4. Menofiuje ca ICTOBPEMEHOM ITPOMEHOM (IMHAINCA M BPCTe MOAYCa.

CBpxa U b OBe KibUTe jecTe odorahymBame My3MUKUX KalaluTeTa CTyHe-
HaTa, Kao I CTUIabe CIIOCOOHOCTY U BELITUHE ,, KOHTUHYUpaHor npahemwa u Bo-
Ka/IHOT pelpoiyKoBamba PasHOBPCHOT My3nuKor cagpxkaja’ (Illtarkuh, 20119, 5).

PerjensenTn oBor n3gama dwmm cy goueHT JIuBuja Jopunh n moueHT Asek-
cangpa Cremanouh.

Cantabile
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Cnuxka 5. [leMoHCTpanuja jefHOT IpuMepa U3 Kmbure Moganxa menoguxa

IIpakTiyan sHavaj Kmbura

[maBHa opmmka cBux 30mpku npod. llltaTkuh jecte cucTeMaTMYHOCT ¥ IOIITO-
Bambe IUJAKTNIKOT IIPVHIUIIA HOCTYITHOCTH Off IAKIIET Ka TeXKeM, Off jefTHOCTaB-
HIIX, e/leMeHTapHMX ITOCTABKM TPOd/IeMaTKe Ka IeHOM YC/IOKH>aBamby Ha HEKO-
JIMKO HMBOA: MENTOIMjCKOM, TOHATHOM, PUTMIYKOM, METPMYKOM, XaPMOHCKOM.
YKyman omyc KOMIIOHOBAaHMX MeEIOAMja y CBe 4eTUPM Kibure usHocu 660, a
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3ajeJHO Ca PUTMMIYKO-MEJIO[VjCKMM IIpUMepyMa YMHY YKyIaH dpoj ox 720 mH-
CTPYKTUMBHUX IpuMepa. [IBe o 4eTupu Kmure, JegHoinacnu guxiiaiiu u Mo-
ganHa menoguka, Ouie Cy jaBHO Ipe3eHTOBaHe Ha AKaJeMMju YMETHOCTU Y
Hosom Capy. Tom npunnkom usBectTaH dpoj MOfaTHMX ITpUMepa O1o je n3BesieH
ca KJIaBUPCKOM IIPaTHOM KOjy Cy KOMIIOHOBajie KOMIIO3MTOPKE M PelieH3eHTU
nouenTy Anekcanapa Crenanosuh u JIusuja Jounh. CBe yeTnpnm Kmure Kopu-
CTe ce Y HacTaBM Ca CTyHeHTMMa Ha AKaJleMMju YMETHOCTY YHUBEp3UTeTa y
Hosom Capny 1 Ha ®unonomko-yMeTHUYKOM (akynreTy YHuBepsurera y Kpa-

ryjeBLy.

805

Cnuxka 6. Crio/paliiby U3Iiel CBUX U3Labha

3ak/pydak

Y 0BOM pany MHTErpajmHO Cy NpefCTaB/beHe M aHA/M3UPaHe CBE YeTUPU
kmure pef. npod. Posanuje Iltarkmh, kao Teopyjcko-IpaKTUYHA CUHTE3a HEHOT
JeNoBarba Ha I10/by My3UYKe IIeflaroruje, a pajiy jaCHujer mperiena JoIprHoca,
nodospllama, passoja u odorahmBama HacTaBHe Ipakce Ha mpegMeTnma Con-
¢deho 1 Metoanka Hacrase condeba y Penrydnurm Cpduju. Ose yeTnpn mydmm-
Kaluje, Koje 00yXBaTajy HeT pasJIMIUTUX 0d/IacTy MeTO#UKe HacTaBe condeba,
jecy mog; ycremse TpueceTIe TOTOVII e HaCTaBHe ITPaKce ¥ O0raTor MCKyCTBa
y panmy ca crygenTuMa Axasiemuje ymetnoctu y Hosom Cany n Mysnixke axape-
muje y Letumy. Ilegaromka feaTHOCT Ha 1osby My3ndke neparoruje y Cpduju,
o/MYeHa KaKo y 0djaB/beHMM IyONMKaIMjaMa, TaKO M y HEIOCPeJHOj HyToro-
OUILE0j MHTEPAKUMjI Ca CTYJeHTUMa KpO3 IpefaBaiba 1 MEHTOPCTBA, Ipef-
CTaB/ba HEIIPOJIA3Hy TeKOBMHY IPOQeCHOHAMTHOT pajia PeOBHOT mpodecopa Mp
Posanuje Iltarkuh.
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PEDAGOGICAL ACTIVITY OF MSc ROZALIJA STATKIC, A RETIRED
PROFESSOR OF THE ACADEMY OF ARTS IN NOVI SAD

In this article we presented the pedagogical activity of Rozalija Statki¢ (1952) and her
contribution to the development of Music Pedagogy in Serbia. Her entire working life
Rozalija Statki¢ was building university career and earning all university titles. Besides her
biography, all four published books were presented and analyzed in the paper, as well as
reviews of these editions were presented and analyzed in this article. The practical
importance of these books are explored. The methodological procedures used in solving
certain areas of solfeggio teaching were analyzed. A synthesis of the Statki¢’s theoretical
and practical work in the field of Music Pedagogy was made with the aim to create a
clearer overview of the contributions, improvements, development and enrichment of
solfeggio teaching and methodology of solfeggio teaching in the Republic of Serbia. This
article may be an impetus and guidance for some similar or larger research concerning
the pedagogical contribution of university teachers who, through their work, deserved to
have their bibliography analyzed and sublimated publicly.

Key words: Rozalija Statki¢, music pedagogy, solfeggio, methodology of solfeggio teaching
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KORELACIJA TEORIJSKIH GLAZBENIH SADRZAJA
U NASTAVI SOLFEGGIA

Sazetak

Namjera rada je opisati na koji se na¢in provodi korelacija teorijskih glazbenih sadrzaja u
nastavi solfeggia. Obraduje se nastavna jedinica dvodijelna pjesma s ucenicima $estog
razreda osnovne glazbene skole na jednom nastavnom satu. Korelativni pristup ukljucuje
sadrzaje sljede¢ih nastavnih predmeta: solfeggio, glazbene oblike, harmoniju i povijest
glazbe. Sintezom sadrzaja koji se medusobno ispreplicu, ali i izvode samostalno, promatra
se, analizira i zapisuje glazbeno djelo. Cilj rada moze se sagledati kroz stru¢no-glazbenu
dimenziju. Ona podrazumijeva stjecanje i primjenjivost znanja. U izvodenju nastavnog
procesa koristene su dva metodicka postupka od kojih jedan kao polaznu toc¢ku ukljucuje
pjevanje, a drugi slusanje glazbenog djela. Korelativnim pristupom nastavnim sadrzajima
na nastavi solfeggia ucenici su osvijestili kako od razli¢itih segmenata pojedinih predmeta
mogu stvoriti cjeloviti koncept puno §iri i dublji nego iznesen tradicionalnim
poducavanjem. Takvim se radom potaknula njihova motivacija za primjenu razli¢itih
aktivnosti i nacina te otkrivanju rjeSenja.

Klju¢ne rijeci: korelacija, pjevanje, primjenjivost znanja, slusanje, solfeggio

Uvod

“Nemojte ogranicavati svoju djecu na ono Sto ste vi
naucili jer ona su rodena u drugacijem vremenu”.

Zidovska poslovica

Zadatak glazbene skole je omogucditi uc¢enicima cjelovit glazbeni razvoj i
stjecanje drugih vaznih glazbenih znanja, vjestina i navika kroz odgojno-
obrazovni proces prema suvremenim metodickim, pedagoskim i psiholoskim
spoznajama postujuci individualnost i osobnost svakog ucenika. Osnovna
glazbena Skola predstavlja temelj za nastavak glazbenog obrazovanja na visim
razinama tako ve¢ u osnovnoj glazbenoj skoli na nastavi solfeggia doti¢emo,
osvjes¢ujemo, usvajamo i razvijamo pocetne sadrzaje teorijskih glazbenih
predmeta srednje glazbene Skole, pritom se u ovom radu misli na glazbene oblike,
povijest glazbe i harmoniju.
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U suvremenoj nastavi treba teziti povezivanju sadrzaja sa stvarnim
problemima i situacijama kako bi ucenici stekli vjestinu povezivanja i primjene
znanja te se na taj nacin osamostalili u rjesavanju problema i ucenja. S obzirom
na to da sadrzaj i zadaca solfeggia u osnovnoj glazbenoj $koli ima zajednickih
sadrzaja s ostalim teorijskim glazbenim predmetima kao $to su harmonija, povijest
glazbe i glazbeni oblici, nastavni sadrzaji se mogu obradivati integracijom sadrzaja
i povezivanjem teorijskih predmeta. Primjerice, na nastavi solfeggia u osnovnoj
glazbenoj skoli ve¢ se u prvom razredu intoniraju, slusaju, reproduciraju i teorijski
obraduju akordi: kvintakordi, sekstakordi, kvartsekstakordi, dominantni septakord
i njegovi obrati. U Sestom razredu obraduje se mnogostranost kvintakorda i
dominantnog septakorda te dijatonska modulacija. Iz navedenoga proizlazi da se
takoder ve¢ u osnovnoj glazbenoj skoli na nastavi solfeggia primjenjuju elementi
koji su vezani uz predmet harmonija.

Jedno od podrucja zastupljeno u nastavi solfeggia je i slusanje glazbe. U
nastavnom planu i programu (2006) zadan je niz elemenata i sadrzaja koje ucenici
trebaju usvojiti. Slusajuci glazbu, prepoznati pojmove u agogici, dinamici i tempu.
Prepoznati zvuk razlic¢itih glazbala, odnosno razlic¢itih izvoditeljskih sastava.
Prepoznati u glazbenoj literaturi malu glazbenu recenicu, malu glazbenu periodu
i sekvencu kao element razvoja skladbe. Osvijestiti najjednostavnije oblike iz
svirane literature, dvodijelnu i trodijelnu pjesmu. Upoznati osnovne razlicitosti
pojedinih glazbeno-stilskih razdoblja i njihovih glazbenih predstavnika. Slusati
narodne i djecje popijevke te primjere iz glazbene literature.

Razvidno je da se ve¢ u osnovnoj glazbenoj skoli na nastavi solfeggia spontano
dogada integracija sadrzaja unutar istoga predmeta, korelacija s predmetima koji
se u srednjoj glazbenoj skoli nazivaju: harmonija, povijest glazbe i glazbeni oblici
te njihova medusobna komparacija.

Teorijsko polaziste

Korelacija u odgojno-obrazovnom procesu tezi povezanosti viSe nastavnih
sadrzaja u harmoni¢nu cjelinu. Vidulin-Orbani¢ i Durakovi¢ (2012) isti¢u da je
cilj povezivanja razli¢itih nastavnih predmeta ili sadrzaja ste¢i op¢u sliku o nekom
dogadaju, pojavi i podrucju. Ani¢ (1994) napominje da izraz korelacija oznacava
povezanost u zajednickom djelovanju, meduzavisnost i suodnos. Korelativni su
odnosi u nastavi bitni jer u¢enicima omogucavaju shvacanje uzajamnih zavisnosti,
dubljih medusobnih odnosa i povezanosti svijeta u harmoni¢nu cjelinu (Dobrota
i Kursicevi¢, 2003). Prava korelacija ne umanjuje vrijednost odredenoga sadrzaja
na nacin da ga pojednostavljuje, ve¢ ga obogacuje stvarnim zajednickim znanjima
(Vidulin-Orbani¢ i Durakovi¢, 2012).

U odgojno-obrazovnom procesu suvremene nastave, korelacija i integracija
imaju vaznu ulogu i duboki smisao jer povezuje vise rascjepkanih nastavnih
sadrzaja razli¢itih predmeta u jednu povezanu i harmoni¢nu cjelinu sto je bitno
za ucenike jer time shvacaju meduodnose i cjelokupnu stvarnosti $to im omogucuje
i olaksava ucenje. Korelacijom ucenici povezuju znanja, razvijaju specificne
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vjestine i navike ¢ime nastava postaje usredotocena na ucenika te prestaje biti
usredotocena na sadrzaj. U nastavnom procesu koji obuhvaca korelaciju sadrzaja
od ucenika se zahtijevaju viSe razine usvajanja znanja kao §to su sinteza i analiza
sadrzaja. Ucenik ¢e time modi stvarati veze medu sadrzajima, ¢injenicama i
predmetima, donosit ¢e zakljucke na temelju razli¢itih tocaka gledista i u
cjelokupnom procesu razvijati kreativnost. Kroz integraciju i korelaciju ucitel;
unapreduje nastavni proces poticanjem ucenika na iskustveno i aktivno ucenje,
na suradnju s uciteljem i drugim ucenicima, na primjenu ranije naucenih sadrzaja
te na kraju potice i razvijanje divergentnog misljenja. ,Zadace korelacijsko-
integracijskog sustava jesu: razvijanje sposobnosti opazanja i otkrivanja raznolikog
i drugacijeg pristupa temi, otkrivanje istih i razli¢itih dijelova medu prirodnim
sadrzajima, razvijanje kreativnosti i maste, razvoj sposobnosti zakljucivanja,
usporedivanja i kritickog misljenja te procjena stvaralackih sposobnosti (Salopek,
2012)”

Korelacija u nastavi solfeggia: metodicki postupci razrade
nastavnog sata

Suvremeni nacin poucavanja izmedu ostalog podrazumijeva raznolikost metoda
i na¢ina rada s ucenicima. U nastavnom satu kojeg opisujemo koristena su dva
metodicka postupka koja integriraju sadrzaje istog nastavnog predmeta i u $irem
kontekstu razli¢itih nastavnih predmeta, to jest podruc¢ja. U prvom metodi¢kom
postupku proces pripreme zapoceo je upjevavanjem te pjevanjem (obradom)
tradicijske skladbe Oj Jelena, Jelena, nakon cega se pristupilo formalnoj i
harmonijskoj analizi oblika. Potom je uslijedilo pisanje autodiktata. U drugom
metodickom postupku krenulo se od slusanja Georges Bizet: Carmen, Habanera
iz I. ¢ina (ulomak). Uslijedila je muzikoloska analiza, zatim slusanje skladbe, a
potom harmonijska i formalna analiza glazbenog djela.

Metodicki postupak 1

U uvodnom dijelu nastavnog sata najprije se stekao uvid u cjelinu, a potom se
krenulo na razradu manjih dijelova (slojeva). U uvodnom dijelu pridao se veliki
znacaj upjevavanju jer priprema i nagovjestava sve aktivnosti koje ¢e kasnije
uslijediti. Upjevavanjem se pripremilo sve $to se kasnije obradivalo i $to je bilo
neophodno za (u ovom slucaju) harmonijske veze i funkcije akorada kao i za
harmonijsku akordicku podlogu.

Upjevavanje se odvijalo pomocu ljestvicnog modulatora D-dura u kojem se
nalazi skladba Oj Jelena, Jelena (slika 1) radi osvjestavanja i u¢vr§éivanja tonaliteta
s obzirom na to da se identifikacija tonova provodi isklju¢ivo u okviru tonaliteta
prema stupnju i funkciji. Uslijedilo je ritamsko ¢itanje primjera (solmizacijom,
parlato). Kako bi se ucvrstile harmonijske funkcije uslijedilo je pjevanje
harmonijskih funkcija kvintakorada i obrata kvintakorada glavnih stupnjeva.
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Slika 1. Notni zapis pesme ,,Oj Jelena, Jelena”

U sredi$njem djelu sata kako bi se formalna analiza realizirala zapocelo se s
obradom skladbe po notama nakon koje su u¢enici odgovorili na pitanja uciteljice:
od kojih se oblikovnih elemenata sastoji A i B dio? A dio i B dio se sastoje se od
dvije male glazbene recenice od kojih svaka ima 4 takta te zajedno ¢ine dva mala
glazbena perioda. Na taj nacin se vrlo brzo obradila mala dvodijelna pjesma
(Prilog 1).

A B
a al b bl
mala gl. rec. mala gl. rec mala gl. rec. mala gl. rec.
4 takta 4 takta 4 takta 4 takta
mali gl. period mali gl. period
8T 8T

Prilog 1. Shematski prikaz male dvodijelne pjesme ,,Oj Jelena, Jelena”

Paralelno se odvijala i harmonijska analiza. Oslanjajudi se pritom na analiticki
metodu Heinricha Schenkera. Harmonijskom analizom i intoniranjem
harmonijskih funkcija razvija se harmonijski sluh koji se odvija kroz temeljnu
obradu melodije koja je koristena za meloritamski autodiktat te osvjestavanje,
kroz slu$nu percepciju i osvje$¢ivanjem harmonijskih akorada, kvintakorada i
obrata kvintakorada glavnih stupnjeva. Uciteljica svira jednom skladbu u cijelosti,
a potom svira dva puta svaku malu glazbenu recenicu. Ucenici imaju zadatak (u
svoj nastavni listi¢) zapisati harmonijsku progresiju koju smo u uvodnom dijelu
sata pjevali i zapisali na $kolsku plocu, a koja se sastoji od akorada glavnih
stupnjeva.
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Potom se skladba otpjevala jos jednom solmizacijom da se potvrde har-
monijska i formalna analiza oblika. Na samom kraju ovog nastavnog postupka
uslijedilo je pisanje meloritamskog autodiktata. Obrada meloritamskog autodiktata
realizirana je po principu postupnosti, autodiktat se pjevao dva puta u cijelosti.

Metodicki postupak 2

U drugom metodi¢kom postupku uslijedila je obrada velike dvodijelne pjesme u
Habaneri iz prvog ¢ina opere ,,Karmen” Zorza Bizea (Georges Bizet).

Prije samog slusanja iznesena je kratka biografija o skladatelju, glazbeno-
stilskom razdoblju i operi Carmen. Skladbu ucenici aktivno slusaju tri puta bez
zaustavljanja s unaprijed postavljenim zadatcima prije slusanja glazbe: naziv
skladatelja, naziv skladbe, glazbeno-stilsko razdoblje, izvodacki sastav, tempo,
dinamika, ugodaj, oblik, tonalni i harmonijski plan (Prilog 2).

Velika dvodijelna pjesma (2 x 16)

A B
UVOD I: a a 1 :l a al I: b bl ]
mala gl. rec. mala gl. re¢. mala gl. rec. mala gl. re¢.  velika gl. re¢. velika gl. rec.
4T 4takta 4 takta 4 takta 4 takta 8 taktova 8 taktova
mali glazbeni period mali glazbeni period veliki glazbeni period
8T 8T 16T

Prilog 2. Shematski prikaz velike dvodijelne pjesme Habanera iz opere Karmen Zorza
Bizea

Na kraju sata uslijedio je glazbeni kviz uz kojeg su ucenici ponovili gradivo
koje se obradivalo na nastavnom satu. Zadaci za domacu zadacu bili su pronaci
primjere dvodijelne pjesme (koji su obradili na satu instrumenta, zbora, glazbene
kulture i sl.). Takoder ucenike se poti¢e na skladanje te na prakti¢nu primjenu
naucenog pa se tako ucenicima zadao zadatak da napisu skladbu u obliku
dvodijelne pjesme.

Prednosti korelacije i njezina perspektiva u nastavi solfeggia

"Um je poput padobrana - funkcionira jedino ako je otvoren.”
Albert Einstein

Ucenici su ovakvim radom vi§e motivirani na rad jer povezuju svoja prijasnja
znanja i vjestine prilikom rjeSavanja problema, bolje razumiju nastavne sadrzaje
te ih povezuju sa svakodnevnim zivotom. Cjelokupni nastavni proces je
dinami¢niji, ucenici su vrlo aktivni te je izrazena suradnja izmedu ucenika i
ucitelja.

Nastavni proces u kojem korelacijom povezujemo razli¢ite sadrzaje ucenici
dobivaju ¢injeni¢na znanja kroz pamdenje i razumijevanje nastavnog sadrzaja,
analizu, sintezu i stvaranje novih skladbi te postizu samostalnost i odgovornost u
radu prije svega aktivnim muziciranjem $to utjece na razvoj njihovog kreativnog
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misljenja kao krajnjeg produkta cijelog nastavnog procesa. Unutarglazbena
korelacija pokazala je u autori¢inoj praksi puno bolje rezultate ucenika u
zapisivanju diktata te ¢itanju s lista.

U odnosu na koristene metodicke postupke proizlazi da je korelacija sadrzaja
teorijskih glazbenih predmeta nesto $to se spontano nadovezuje jedno na drugo,
ucenike ujedno motivira i potice te im razvija kriticko i divergentno misljenje.
Ucenike treba poticati na analizu glazbenih djela — prepoznavanje glazbenih
sastavnica $to ¢e im pomodi u stvaranju sli¢nih ili novih obrazaca. Isto tako vec¢
od najranije dobi ucenike treba pripremati i vjezbati da od dozivljaja idu prema
harmonijskom misljenju. Takva je nastave prakti¢nija i smislenija.

Zakljucak

Odabirom ove teme poblize su istrazene mogucnosti povezivanja sadrzaja
unutar predmeta i medu predmetima s naglaskom na povezivanje sadrzaja
solfeggia Sestog razreda osnovne glazbene skole s elementima ostalih sadrzaja
teorijskih glazbenih predmetima srednje glazbene $kole. Holistickim pristupom,
promatranjem cjeline odnosno Sireg konteksta isto se tako uslo u manje cjeline
koje su sve imale glazbeno znacenje.

Ovim se radom pokazalo kako se i najjednostavnija skladba moze od
“jednodimenzionalnog” (pjevanja glavnog melodijskog materijala, skladba ,,0j
Jelena, Jelena”) do “visedimenzionalnog” (Zorz Bize Karmen, Habanera iz I. ¢ina
- ulomak) razumjeti kompozicijsku gradnju manjih i ve¢ih oblikovnih elemenata.

Nastava solfeggia vapi za transformacijom. Neophodna je ve¢a primjenjivost
znanja, veca povezanost i s instrumentom te druga vrlo vazna stvar poticanje
stvaralastva u kojem se opet ocCituje primjenjivost svega naucenog. lako je cilj u
oba metodicka postupka isti putevi su bili razliciti, a na uciteljima je da ucenike
otvore kako bi ucenici sami pronasli vlastiti put kojim ¢e do¢i do cilja.
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CORRELATION OF THEORETICAL MUSICAL CONTENT IN SOLFEGGIO
TEACHING

The intention of the paper is to describe how the correlation of theoretical musical con-
tents in teaching solfeggio is carried out. The two-part song teaching unit is processed
with the sixth grade students of the elementary music school in one lesson. The correlative
approach includes the contents of the following subjects: solfeggio, musical forms, har-
mony and history of music. By synthesizing content that is intertwined, but also per-
formed independently, the musical work is observed, analyzed and recorded. The aim of
the work with the students in the class can be seen through the professional-musical di-
mension. It implies the acquisition and applicability of knowledge. Two methodological
procedures were used in the teaching process, one of which included singing as a starting
point, and the other listening to a piece of music. With a correlative approach to the teach-
ing content in solfeggio teaching, students became aware of how they can create a com-
plete concept much wider and deeper from different segments of individual subjects than
presented in traditional teaching. Such work stimulated their motivation to apply different
activities and methods and to discover solutions.

Key words: correlation, singing, applicability of knowledge, listening, solfeggio
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KOPE/TAIIMJA IIPEIMETA COJI®ERO U
KAMEPHA MY3UKA'Y IPYI'OM LHUKJIYCY
OCHOBHE MY3MNYKE HIKOJIE

Cakerak

[Ipenmer, Koju jeAnHM MpaTyi KOMIUIEKCAH IIPOLEC MY3MYKOT IIKOTOBAaba Off IIPBOT 10
nocrenser gaHa je Congeho. Crora, MopaMo nmaTyu y BUfy 3Ha4aj ¥ IepPMaHEHTHY YTH-
11aj condebha Ha popmupame My3NYKIX CTpy4mbaka. Kopenanuja My3uKux npegmera y
CaBpeMeHOj HacTaBy Tpeda fja dyze jeHO Off K/bYUHMX YCMepPera, OHOMNKO KOMIKO TO
caMa IbUX0Ba Mpupopa gomymra. KamepHa Mysuka ca crieruduasum odnunyma 3ajes-
HIYKOT MY3ULMpPama, Kao MpefMeT Ce€ YBOAM y APYLOM LIMKIYCy OCHOBHE MY3MYKe
mkoste. [Tokymahemo ma carmegamo moryhuoctn tparcdepa Beh crevennx mckycrasa,
3Hama 1 BelITHHA ca condeha Ha moveTHe KOpake 3ajegHMYKOr CBUpama. C 003MpHOM
Ha TO, Ia Off HapeJHe IIKO/ICKe TOAMHe Ha CHArY CTYIAjy HOBM IPOTPAaMIL 32 OCHOBHY
MY3HIUKY LIKOTY, yriopeguheMo HacTaBHe IporpamMcke okocHue 3a npegmere Congeho
u KamepHa My3suka u carnegaru MoryhHoctu suxose Mehycodue mosesnsoctu. Hagamo
ce ma he oBaj OCBpPT Ha IpeMIOXKeHE IW/beBe IPEMETa OTBOPUTI MOTYhHOCT HOBUX eM-
IIMPUjCKVX NCTPAXMBAA Y LM/bY IITO je Moryhe dorpux mcxopumita npeamera Kamepua
mysuka u Condeho. Hajpehu Opoj ussohaua cBojy kapujepy rpaju ynpaBo y aHCaM-
dmuMa, oprecTprMa, XOpOBMMA 1 KAMEPHIM CACTABUMA, Te je CTOTa jacaH 3Havaj IoJeT-
HIX KOpaKa TPyIIHOI CBUpama I [eBarba 3a CBeOOYXBAaTaH IIPOIlEC My3MIKOr 0dpaso-
Bama.

Kibyune peun: xopenauuja, condeho, kamepHa Mysnka, OCHOBHa My314Ka IIKO/Ia

VYBop,

eIVHM ITPeIMET KOji Off IIPBOT IO ITOC/IEIbET JaHA IIPAT! MY3MYKO ITKO/IOBAHbe
Ije Condebho. 3dor gyropodHor mpucycrsa, o MOYETHUX KOpaka JjO BMICO-
KOIIIKOJICKOT 0dpa3oBama, IMa IIepMaHEHTHN YTUIIAj Ha popMuUpame My3MIKIX
CTpyumbaKa, duIo fa ce pajiu 0 M3BODALITBY, IIeATOTHj I, MM HAYKAMa Y YMETHO-
cTu. 3aTo je BeOMa BaKHO JIa Kopenupambe mpegmeTa Condebo ca ocranum npen-
MeTnMa dyzie cxBaheHO Kao UMIepaTuB.

[Tpenmer KamepHa Mysnka y OCHOBHE My3WUKe IIKOJIE YBOIM C€ Y JPYTOM
nykaycy. To moxpasymeBa 4eTBpPTH, NMETU M INECTV pPaspef] IIECTOTOANIIIbE
IIKOJIe, @ Tpehyt ¥ 4eTBPTU YeTBOPOrOfMIIEbE.

HoBu mmaH u mporpaM, 3BaHMYHO je CTYIMO Ha CHary mxoscke 2019/20
ropuHe. o cazia je npegMer KamepHa My3uka Ouo CBPCTaH y IPOIieC OCHOBHOT
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MY3MYKOT 00pa3oBamba, /iyl OHOIMKO KOJIMKO CY TO JJ03BO/baBaJIN YC/IOBU CBaKe
mKosie nojenuHayHo. Cana nocraje odasesaH, te he ox Tpeher (ogHOCHO, 32 0of-
pebene MHCTpyMeHTe Off Apyror paspena) CBU YUYeHMILM MOpaTy fia Oymy YKIby-
YEeHM y HaCTaBHM IIpoLieC. YOuwhbMBa HOBJMHA IVIaHA M IIpOrpaMa je Ta fia Cy jaCHO
HedVHUCAHN IV/BEeBYU U VICXOIU CBUX IIPeMeTa.

Moryha xopenaumja npegmera Condeho n Kamepna mysmka y ocHOB-
HOILIKOJICKOM y3pacTy Omhe rmocMarpaHa 13 yI/Ia KOMIIApaTMBHO ITOCMATpPaHMX
IUbeBa U Mcxona HactaBe condeha u HacTaBe KaMepHe My3MKe JeduHMCAHUX
nporpamoM. Y dyayhHocTy du 1o moTpedHO eMImpujcKy JoKa3aTi PpeKBeHT-
HOCT capajiibe U JOAVPHMX Ta4yaKa IIPefMeTa, Te IPEIOKUTI HaulHe HUXOBOT
dorber 1 CBPCUCXOIHUjET IPOXKMMaba.

Vcxopu npenpmera Condelo y npBom nukimycy
OCHOBHE MYy3HMYKe IIKOJIe

Kapa yuennnu tpeher, ofHOCHO 4eTBpTOr paspefia HauMHe ITOYETHE KOpaKe y
HacTaBy KaMepHe My3uKe, oHM Beh nocenyjy onpebena 3Hama, UCKyCTBa 1 Belll-
THHE, KaKO CBUpamba MHCTPYMeHTa, Tako u u3 condebha. Koja creuena snama u
BelITNHE 13 condeha AupekTHO MOry M Tpeda Aa yTUYy Ha YCHEHIHOCT IIPBUX
KOpaKa y KaMEepPHOM MY3ULpamby?

[Tporpamcke okocHuIle 3a condeho y 3BaHMYHOj JOKYMEHTALVj /1 U3/TOXKEeHe
Cy MofipodHO, PEIM3HO ¥ ONIIMPHO. 3aBpIIeH MPBU IUKIYC MOfIpasyMeBa Mc-
IyHBeHOCT crefiehux nubeBa 1 NCXOza.

»Lnm npenmera Condelo je ja kop yueHnka pasBuje 3Harba U BEIITHHE KOje
MOJpa3yMeBajy MY3UYKO ONJCMeEmbaBame U pa3Boj My3MKaTHOCTY, KpeaTUBHO-
CTHU, MOTOPMYKE OCET/bUBOCTY 1 ocehama 3a j1eno, y Lmby epuKacHujer pasyMe-
Balba HOTHOI TEKCTA Y CBUM HeTOBUM ACHEKTMMA, IITO JOIPUHOCU YCIIEIIHO]
KOpe/anujyu ca HacTaBoM MHCTpyMeHTa” (IIpaBM/IHMK O IUTaHY 1 IIpOrpamy Ha-
CTaBe U y4era 3a OCHOBHO MY31KO 00pa3oBame 11 BacIuTame, 2019).

Y HacraBKy, Kpo3 odnactu npepmera duhe ykparko cariefaHyu GopMyn-
CaHNU M OYEeKVMBAHUM LV/beBU U MICXOaM condeha y IpBOM LMKITyCY OCHOBHE MY-
3MYKe IIKOJIE.

Cagpmaj odnacitiu menoguke: Odpalyyjy ce mecTBuie mo fBa Ipefi3HaKa.
ITpenmaxy ce jefHOCTaBHU IIPUMEPU Y AYPY ! UCTOMMEHOM Moy (a-Mon A-ziyp,
ne-mon [le-nyp, re-mon Te-myp). VTBphyje ce mosHaBame CTPyKTypa MOJICKUX
nectsuna. Kpos IBornacHo nepame, y9eHUIM YiHe IPBe KOpaKe Ka BUIIEITIAC)Y.

Hcxogu obnacitiu menoguke carnefaajy ce Kpo3 cnefieha sHama U BEIITHHE
Y4eHMKa: OH yMe Jia IleBa IMjaTOHCKe OJHOCe M CTymmbeBe. Hayumo je mojam
IITMMA ¥ MOXKe Ia Ta MHTOHMpPA. 3ByYHO pasiyKyje Ayp U CBe TPY BpPCTe MOJA.
VsBopu gBOIIacHe IpUMepe U IpUMepe Ca KIaBUPCKOM IIPaTHbOM. Y CTamy je ia
IpENo3Ha Pas3INM4NTe )XaHPOBE U KapaKTep My3UKe.

Cagpxaj odnaciiu uniionupare, otiaxcawe, guxiiaimiu: CyKIeCHBHO ce
CITPOBOAM Paji Ha OCIOCOd/baBamy 3a ONAXKame, MHTOHMPAbe U 3aNMCHUBame
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HojeiMHAYHMX TOHOBA 1 MOTUBA. Pajin ce Ha 3ammcy puTMMYKOT TOKa Kao U3-
IOBOjeHOT efleMeHTa My3MuKoT TKuBa. Omaka ce u mpernosHaje Metap. Ilomenytn
odnmuuM pajia CjeAMIbyjy ce y 3anmucuBamy MeNnoayjcKux gukrara. Onaxajy ce u
MHTOHMPAjy MHTEPBaIM O KBMHTE, LIYPCKM UM MOJICKM KBMHTAKOPJ, M JIOMMU-
HaHTHM CENTAKOPH,.

Hcxogu odnacitiu unitionuparve, oaxaree u guxiiaiti: CBe HaBefjeHO Y cazip-
Xajy Y4EHMK je y CTamby Jja IPeI03Ha, MHTOHMPA 1 3ade/Iekn Kao HOTHM 3allIC.

Cagpcaj odnacimiu puttima: CTULarbe BELITYHA YATaba y BIOIMHCKOM 1 dac
K/bY4Y Y jeHOM U IBa IMHMjCKa cucTeMa. Putam ce Besyje 3a nmokper. OcHOBHe
¢durype y mecTOCMUHCKOj MEpU Ce BU3YE/IHO CaryleflaBajy Kao Iie/lMHa U TaKo
u3Bofie. Y pUTMOBUMA IapHe JucTpudynuje yIBphyjy ce dyeTBOpOJenHa nozgena
jemuuMLe Opojama U creryduyHe puUrype Kao MITO Cy CMHKOIIA, IYHKTYpaHa Ha
jequHMLM dpojarba, OOPHYTO MyHKTVpPaHa, TPUOJIA, TYKOBM Tpajarba, rayse UTH,.
[Tapanenno ce yrBphyjy pasnuunre jennuuiie dpojama.

Hcxogu obnacitiv puitima: Y4eHMK Tpeda fa dyme ociocod/beH 3a TEYHO 4M-
Tame HOTHOT TeKcTa y 00a Kbyda. Putam Moxe [ja M3Befie, MIM Y/ATA HA pas3in-
YyTe HaYMHe. PUTMIYKY TOK U BeroBe GopMmysie Besyje y3 IOKpPeT, a IIOKPeT je ¥
CTamy Jja HOCTaByU y QYHKIN)Y PUTMA.

Cagpcaj odnaciniu cilieapanawitiéo u 6o iioH: Paiy ce Ha cTBapaiadkoM, a
He CaMO PelpofiyKTMBHOM MY3MYKOM BacIITaBakmby YUYeHMKA. YBexdaBa ce My-
3MYKa MMIIPOBU3aINja, ela ce 0CI0Cod/baBajy fAa Bapupajy MeIOANjy U PUTAM,
anm U Jja Menoaujy u putam jornyHe. Ha sagare nurepapHe TeKCTOBE OCMMUIIba-
Bajy ce Menopuje. Kpos urpy ce yBe>xdaBajy IprMeHe CBUX CT€YEHNX 3Hamba U
BEIITMHA. YUYl Ce IIOHalllalkhe Ha KOHLEPTY M KaKO CIyLIaTH ¥ KOMeHTapucaTu
tybe usBobheme.

Hcxogu odnacitiu ciiéapanauiitiéo u 60H WoH: YIeHUIU Cy CTOQOTHM fia
ucnpodajy BEIITIHE U caMyl KpeMpajy My3M4KM TOK Ha Ha4yMHe OIVICaHe y cafip-
xajumMa odmacty. YyheHu cy y mpaBuia IIOHalllakba Ha KOHLIEPTUMA, CTUYY KOM-
HeTeHILMje ¥ KpUTepujyMe U Kao mydimka u xkao dyayhm npodecnonanin.

Iako je mocnenme HaBefieHa Kao 0d/IACT, jep TaKaB je pefocief U y 3BaHNY-
HOM IITaHy u nporpamy, Ciieapanawinieo u o ition Tpeda nctahm xao jegHy o
¢dyHmZaMeHTaTHO 3HaYajHUMX 3a odpasoBame y HajmmpeM cmuciy. Condebho
Mopa fa dyze ImpefMeT KOHIMIMPAH TaKo Ja Ce Ha CBAKOM 4acy ca KOMIIETeHT-
HVIM M BELITUM HAaCTaBHUKOM Cill8apanauiiziéo u SoH oH MPpOXMY Kpo3 IeJIo-
KyIIaH Ipoliec HacTaBe. Tek Tajja MO)XKeMO TOBOPUTH O LeTMCXOFHOCTY TOCTUT-
HYTUX ¥cxofia Ha condeby. Beoma je BaykHO IITO je cajja y HOBUM IIPOTPAMCKUM
cafipkajliMa IPelI3HO HaBeleHO Kao LVJ/b ¥ TO JIa HY jeffHa 0d/IacT Huje U30710-
BaHa, HUTM caMa cedu CBpXa. YCIIELIHM Ie[laro3y Cy OBe YMIbeHUIle TYOOKO
CBEeCHM, Te ¥IM TaKO HY pe3y/ITaTi He U30CTajy, ajli, 3a Ha IIpUMep, OHe MJIajie U
HEVCKYCHe, Ipely3yparme I//beBa Be3aHNX 3a BaCIIMTHE, KpeaTuBHe, CTBapa-
JIaYyKe ¥ eCTeTCKe HOPMUPAHOCTY HACTaBHOT IIPOIieca, HaBefeHa flepuHmcama cy
[parolLieHy IyTOKasy. JOlI jeflaH Off HpelM3HO GOpPMYIMCAHUX 3ajaTaKa je 1
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cranHo MehycodHO ymMpexaBatbe pefMeTa, Kao Io/IasnIiTa 3a OpojHe aKTMBHO-
CTH, 3ajeqHNYKA M3Bohema U CTullambe KOMYHMKALMjCKMX BeTyHa. [Iporecyn-
paHM cafipXKaju HacTaBe INPENIOKEeHNM HadMHMMa MOpanyu Ou Ha AMPEKTHO
yTU4y Ha MOTVMBMCAHOCT CBAKOT JleTeTa 1 IIOKPeHy IOoTpedy 3a MaKCMMaTHUM
aHTKOBABEM Y MY3MUYKOM JIOXKIB/bAjy M TaKO Pas3BUjy KaIaLUTET 3a MY3UYKO
U3pakaBambe.

Kopemanuja condeha ca kamepHom Mysukom

Y pasmuumutuM odnmacTvMa My3WYKM CTpydmaly 0aBUIM Cy ce MoBesuBolhy
condeba ca ocranum Teopujckum npepmernma. Takas GoKyc MHTepecoBama je,
IPUPOIHO, OMO Be3aH 3a Cpefby My3WUKy LIKOJY, OHfla Kajila Beh Moxke fia ce
HaCIyTH ycMepeme dynyhux nmpodecrnonanana. [Ipyra mehynpenmeTna mHTepak-
Ija ONICepBMpAHA je Kpo3 MPUPOJy HACTaBe MHCTPYMEHTa, demrhe KaaBupa u
TyJa4KMX MHCTPyMeHaTa, BeoMa peTKo gyBaukux. CarnefaBame Moryher kope-
nmmpama condeba n mpegMera Koju MoppasyMeBajy 3ajeHMUIITBO y U3Bohemy
HOTPedHO je y Iy CTaTHOT IPOXKMMama IpefMeTa 1 00acT! U Kao ImyTa Ka
dbopMupamy ITO KOMIETEHTHUjUX MY3MYKIX CTpy4maka y OynyhHoctn. [Ipen-
metu Kamepna mysuka, Xop n Opkecrap mpumnajajy mpegMeTuMa Ije ce Ha-
CTaBHM IIPOIIeC OfIBUja Y IPYIM U MCXOJ, je OCIIOCOO/beHOCT 3a M3BOhamTBO y
ancamdny. IlIkorne mpoHasase Iy TeBe U HA4MHe /la Y OFHOCY Ha YCTIOBeE KOje MIMajy
CBAaKOM JIeTeTy IIOHY/ie HeK! Off BUIOBA 3aje[[HYKOT MY3UIMpama y CKIafly ca
dpojHoCTH, MM HePUIMTOM MHCTPYMEHATa U PacIONOXVMBUM IeJarOLIKIM Ka-
mpoM. buo fa ce pagy 0 MHAVBMAYATHOj MHCTPYMEHTA/THO] HACTaBY, VU aK-
TUBHOCTVIMA CBMpama I NeBamwa y aHCaMOTy, 3BaHMYHO MY3MYKO 0dpa3oBame
HOfjpa3yMeBa IO3HaBambe MY3MYKOT IICMa, pasyMeBame HOTHOT TeCTa M CBUX
IETOBUX cerMeHaTa. CBMpame y KAMEPHOM aHCaMOITy Ipolupyje JOMEH OBJIa-
flaBama MapTUTYPOM Yy Lie/IHY, jep /ja Ou ce TOBOPUIIO O 3ajeHUILTBY Y y3BODemy
Mopa OUTM IIOCTUTHYTO jeAMHCTBO Pa3yMeBamba CBUX IEOHMIIA, CBOje IEOHNIIe 1
3ByuHOCTU fiena y uenuuu (Illyxmajep, 2018)

3allTo je BaXKHO 3aje[HUIITBO y U3BOhemy?

C jemHe cTpaHe, COMMCTUYKA JISTATHOCT YMETHMKA CaMa je 110 CBOjOj Ipu-
ponu orpanndena. C apyre cTpaHe, 3a CMM(OHM)CKY, ONIEPCKY 1 KAMEPHY MY3MKY
HEOIIXO/IHO je CTBapa/ayko yApykuBame usBohaua. Kama ymucyje ocHoBHY My-
3MYKy LIKOJY, fileTe Hajuyemthe nma upejy o cedu kao dymyhem comictu. Komie-
TUTUBHOCT U3HepeHa 13 HedPOojeHNX TaKMMYerha yTide Ha CBAKOT IIOYeTHNKA
y MY3WIIM, Ha IJIACMaH ¥ peepeHTHOCT IIefjarora 1 Ha pejTVHT IIKOJIe. JacHO je
fla Hije CBaKo JieTe TaKMUYapcKor Ayxa. To He cMe fa moipasyMeBa Ja OYETHUK
KOj! He IIPOHAja3y MOTMBALMjy M caTUCHaKIMjy HA TaKMUYEHUMa HeMa JI0-
BOJBHO Jjapa, HutH ga y dyayhuoctu Hehe dutu godap mysnudku npodecnonanai.
Takole, Mopa ce MyucnuTi Ha 00pa3oBHe ¥ BACHMUTHE LM/beBe MY3MIKOT 00pa3o-
Bama. Mysnuka mkona Tpeda fa popmupa efyKoBaHy KOHIIEPTHY IYOINKY, fa
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CTBOpM 00pa3oBaHe /bydNTe/be YMETHOCTH Y LIe/IMHM, Ia OTBOPU CBAaKOM JETETY
MHOILTBO I10/ba IHTepecoBama 3a dynyhHocT. bpoj moeHa Ha TakMuyemrMa du
Tpedaso fa dyfie TeK jemaH CErMEHT OfMepeHNX IMOoCTUrHyha u To Bp/IO Major
dpoja fere n HacTaBHMKA.3aTO Cy IpeAMeTH KOjyu IOfpasyMeBajy 3ajeHIYKO
cBupame ( 1 IeBame) TU IITO MOTy U Tpeda Jla OTKpUjy KamauureTe OHMUX Oy-
nyhux npodecnonanaia, a He caMo CONMNUCTA, Ia BAaCIUTAjy, Aa MPy>Ke MOTUB U
YKaXy Ha pajlocT 3ajefHIYKOT MY3UIMpama CBAaKOM JieTeTy YIMCAHOM Y My-
3WYKY IIKOJTY.

[ToyeTHM KOpALVI CMHXPOHM30BAHOT M3BODema rpyre BeoMa Cy KOMIUIEKCHIL.
OcuM BelITIHE CBYpamba CTedyeHe Ha CBOM MIHCTPYMEHTY, IPBYU IYT je IWb UpUH-
yuiiujenta pasHoupasHocii u koneximiusHa ogiosoprociti (fTormd, 1971). OcrBa-
pUBambe eCTeTCKMX KpUTepujyMa kaMepHor n3Bobema Moryhe je camo oHpja Kaja
CBJ YWIAHOBM aHCaMO/Ia ycaryalleHo pa3yMejy pasHOMKe Bese u3Mehy neoHmua.
Taga ce omoryhaBa jja MHAMBYUAYanHOCT dyzie ycMepeHa, ofHOCHO moppehena
3ajeJHNYKOM LIMJbY, 3ajeJHIYKOM 3BYKY.

Kamepna mysuka u o6mact putma y condeby

3ajemHNYKY TOYeTaK, IPeIM3HO yCaIyIallleH, jeflaH je off IPBMX 3aflaTaKa aHCaM-
dma. BupbuB rect y cnyxdu curHaia sa rmodeTak JJaleko je pasyM/bUBUjU Kaf
IOCTOjM UPUTIeHT. KOMIIJIEKCHOCT KaMepHOI My3MLMpamba OIJefia ce U y ToMe
IIITO YWIAHOBYU aHCAMO/Ia 4eCTO Mebajy Y/Iore ,,/jlaBara 3HaKa 3a MoYeTaK y CKIaay
ca cacTaBoOM, paKTypOM Jie/la, 3ajelHNYKIM VIV MHVBYYaTHUM HaCTYIIOM MH-
CTpyMeHara.

CreueH ayToMaTu3aM TaKTHpama, Kao CIelniipriHa BEITIHA, MOTao du jja
yTIude Ha pasyMeBaibe, VUIM JlaBame jaCHUX KoMaHAy, Takohe m Ha mpaheme
MeTpa U peryaalnujy ofip)kKMBocTy TemIa. KamepHa MysuKa 3axTeBa y3ajaMHO
pasyMeBame 1 13BOhauky ycarmameHocT. [la du o Tora AoIuIo, HEOIXOMHO je
dbopmynucaryu 3ajemHMYKY IIaH MHTeprnperanuje. bynyhu fma ce oBme papm o
HOYeTHVM KOpalyMa, 3ajefHIYKN IJIaH CBOjy IToYeTHY ¢asy Morao du a Habe y
caryieflaBaby PUTMIYKe OKOCHMUIIE [iefla Y I/bY (POPMY/INCarba OMIITET KpeTamba
Y PUTMIYKEe KOMIUIEMEHTapHOCTU. PUTMIYKA ycaIlallleHoCT MOpa dUTy mmiie-
paTuB 1 IOCTaB/beHa Ka0 OCHOB 33jeJHIYKOT IJIaHa MHTepIIpeTalje.

3aje[HNYKO YNTalbe-Iap/IaTo HOBENIO U IO ONACHOCTHU II0jaBe ,IIyMe TO-
HOBA’, Te Tyd/berba KOHTPOJIe C/TylIatba Kako cede, TAKO 1 OCTAINX, a TMe IyOu-
TaK IIy/ica, OfIp>)KMBOI TeMIIa, MeTpa M KapakTepa. IlomeHyTn yspacr panexko
BUIIIe BOJIY MaHYe/IHY PeIpORYKIMjy PUTMA Off Iapriato u3Bobema, ma du oBaj
BUJ CaI/leflaBamba U yuerwa ,PUTMUYKOLr KOCTypa~ MOTao YYMHKOBMUTO A yTUYe
Ha yodaBame KOMIIEMEHTapHOT PUTMa, MY3WYKMX Aujajora u Qurypanmja.
3BYYHO je NpUXBAT/bUBYje U3BECTU PUTMUUYKY OKOCHUILY Jie/la KyLlameM, jep
HeMa rnpeonTepeheHocTr 3BYKOM, mmn je Ta mpeontepehHoct dap mano mama
HEro fla CBM HaIJIac M3roBapajy mapsaro. IIpefioskeHM HauMHOM MCXOAMIITA
TPYIIHe HacTaBe ce AMPEKTHO UMIUIEMEHTUPAjy y 3ajefHUIITBO n3Bohema. [Ipo-
necyupame od0macTy purMa 0de3dennno du ycioBe 3a BpeMEHCKY OpraHM30Ba-
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HOCT, OPraHM30BaHOCT IIPOTOKA VI CMEbJBaba PUTMIYKIX (HOPMYIIa, Te ycaria-
IIEHOCT TeMIIa.

Bynyhu pa je TakTupame Kao HEOIIXOHO IIOMEHYTO Ha IIOYETKY IIOI/IaB/ba,
a IIpM MaHYeTHOj PeIpOAYKLMjU Ce PyKOM OfpyKaBa IIyJIC, HE M MeTap, Heoll-
XOZIHO je popatHO ra ucrahm. Taktupame Mopa fja dyne HOBefieHO IO ayTOMa-
TU3Ma f1a OU MOCTAIO0 CBPCUCXOAHA BeluTrHa. [IokpeTy cy Be3aHu 3a cTuIjame
ocehaja 3a MeTap 1 KapakTep MeTpa ¥ TO jeJHOBPEMEHO KpO3 OIla)Karbe U IIpe-
HO3HaBame U u3Boheme purMa u nesamwe. CTpyumaly y 0d1acTy KaMepHe My-
3MKe YeCTO HaIIAIlaBajy /ia je jejaH Off M3a30Ba CBAKOj Ipyny n3Bohaua pasyme-
Bame y HeBepdanHoj komyHMKauuju. OHM He MOTY IVIaCHO Aa Opoje Ha KOHIIEPTY,
HUTY MOTLY Ja /1ajy 3HaK 3a IOoYeTaK Kao OMPUTeHTCKM IoKpeT. Crora, cTedeHn
ayTOMATU3MI, Ko IITO TAKTUPAlbe jeCTe U TO Y CeH3UOMTHOM y3pacTy HOYETHOT
IIKOJIOBakba, IPBO YCIOB/baBajy PUTMMUYKY CTAaOMIHOCT CBAKOT IIOHA0COD, a
3aTMM M TpyIle. JefiBa IIPMMETaH I'ecT II0Y€TKa, II0 IOTOBOPY je JOBO/baH Ja Y3
IIPETXOHO MCKYCTBO U3 odnacTy putMa Ha condeby odesdenu ycarnameHocT
rpyne (Kosano, 2016). CBe apTuKy/IaliOHe, arormyke ¥ CTUICKe O3HAKe U KOM-
IUVIeTAaH MY3MYKM TOK, M3y3€B MeJIOfiMje ¥ XapMOHMje caJpyKaHe Cy Y Iap/iaTo
usBobemwy. HacraBuuk condeha n mncrpymenta moxe mpohm cBaxy feoHuny
IIOHA0COd IAp/IaTo ca IelioM IPyNoM Ha condeby, Wi Ha 4acy KaMmepHe My3uKe
ca ancamOnom. Tako he cBu wiaHOBU aHCaMOna 3HATY CBaky, a He CaMoO CBOjY
[eOHMILY, IITO je CTHUIame IpeaycioBa 3a MehycodHo cymame u pasyMeBambe.
Baxxno je ncrahu, xajja roBOPUMO O aPTUKY/IALMOHNM O3HAKAMa, Jla OHE HeMajy
yBEK JCTO 3Hauemwe 3a pa3mnuute nHcTpyMeHte. HacraBHuk condeba tpeda ma
carziefia fia IojefiiiHe O3HAKe II0CTOje Y TEKCTY Y CaIIacjy ca MpUPOLIOM CBUpaba,
Te Jla Ha IIpUMep Pas3/IM4YUTO IOCTAB/bEH JIYK y PasIMYNTUM fleoHnama Hehe
HapYLINTY 3ajeHUIITBO cBMpama. Kpos mapiaro usBobemwe caBnagahe ce HOTHM
TEKCT, YIIO3HATV PUTMUYKA (POPMYINCAHOCT Je/la ¥ YOUUTY OCHOBHE CTUIICKE,
apTUKY/IallIOHE U aTOTMYKe KapaKTePUCTHUKE.

Kamepna mysuka u o6rmact menopuxe y condeby

PasymeBame ,My3M4KOr Amjanora” y HajIIMpeM CMUCITY IIpeACTaB/ba OCHOB Ka-
MepHOT My3uiypama. [la 011cMo MOI/u ia TOBOPUMO O yTeMebery MehycodHo
CK/IaJIHOT MjajIOIIKOT IPOXKMMaba NeOHM1IA IIPY 3ajeJHNYKOM CBMpaIby Heoll-
XOJIHO je CyKILIeCMBHO pa3BUjaT! ¥ BacuTaBaTy yMehe crymama. AKTMBHO, aH-
ra)XoBaHO CIylIame Tpeda aa JoBefe 10 ,,okycupanor cnyxa y ancamony” (Tot-
mmd, 1971). [lojydepauismsy COMUCTY MOpPaAjy Jia CTEKHY ay[uTUBHE HaBUKe U
¢dbopmupajy cBecT 0 TOME Jia ,HUKO HMje I/TaBHNM . Ha Taj HaumH M1CaoHM poLecn
ce ycMepaBajy Ka 3aje[JHMYKOM JIe/IOBAmbY U TEXXIbI Ka 33je[THMYKOM 3BYKY.
BaxHo je ucrahm fa cBu Koju CBUpajy MelofjujcKe MHCTPYMEHTE, a TO U jecTe
BehuHa nmoyerHnka Ha npegMeTy KamMepHa My3nka UMajy MCKYCTBO 3ajeJHUYKOT
CBMPpAalba Ca KJIABUPCKUM capajHuiyuma. Konmko cy y TMM MOMeHTHMa yCMepeHN
Ha C/Tyllarbe KJIaBMPCKe TeOHMIle YMHOTOME 3aBJCH Off IIe/IOKYITHOT Bohema Ha-
CTaBe MHCTPYMEHTA Off CTPAaHe HACTaBHMKA. Jep, HaBJMKe aHT'a>KOBAHOT C/yIlarba
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CTUYY ce ¥ KPO3 CaMOCTaJIHO M3BODeme 1 yueme capa/iibe ca KOPeIeTUTOPOM Off
IPBOT JJaHa Y LMJbY IIOCTM3aba 3ajeTHNYKOT 3BYKa, VICTO KaO ¥ Ha KAMEPHOj MY-
suiy. KamepHa Mysuka JOHOCH ClIO)KeHMja IPOXKMMarba 3BYKa, YC/IOB/beHa pas-
JIMYATYM BPCTaMa MHCTPYMEHATa V1 BbUXOBYM TeMOPaTHNM KapaKTepUCTUKAMA,
Té€ je CTora CUTYPHO U IIPUCTYII IOMEHYTOM 33j€JHAIITBY YHEKOINKO 3aXTEBHUjIL.

Kapna roBopumo o moryhum pedrexcujama odnactu Hacrase condeba Ha us-
BoDHaIITBO, 00/1aCT MeJIOfUIKe CUTYPHO MOXKe U Tpeda 1a yTeMe/by Iy T pasyMeBamba
¥ ayINTVBHE CIPEMHOCTY Ha CUHXOPHM30BaHO CBUpambe Y IPyNu. YKOIMKO K-
popa Meroayje K03BO/baBa, Ha condeby ce MoXke IIeBaTy Iie/IMHA Ca Le/IUM paspe-
mom. I[IpernocraBka je aa, depeM y IIOYeTHUM paspefyMa yuera KaMepHe My3UKe
3ajlaTa Jie/la He JIOHOCe BJMICOKE 3aXTeBe M MOTY Ce IIPV/IATOAMUTI 32 IIeBabe.

BuernacHo neBame ce y Hactasu condeba Heryje o npsor gana. [la du ce
IOBeTIO Jia ,,HOoKycuparma clyxa y ancamdny’, ITo je feduHICaHO Kao MMIIepaTuB
KaMepHOT 3BYyKa, TOTpedHO je cTehu MCKyCcTBO YyBerba BUILE JEOHNUIIA V1 BbIIXOBO
CUHXPOHM30BaHO M3BOheme. YIIpaBo ce y TAKBUM aKTUBHOCTMMA ITpegmeTn Co-
¢deho n usBohauky npegMeTyt AVPEKTHO MOTY YBPCTO YMPEXKUTH, @ Aa IPUCTYII
dyne TakaB #a ce MCTOM NpodieMy IpWIasy U3 pasINduTHX YIJIOBA, TAKO Jia ce
HaX/BVBMM BohemeM HacTaBe M aKTMBHOCTY MOTYy cTehn ajieKBaTHM yCIOBM 3a
CTHUIIalbe BYCOKOT CTEelleHa BEIUTVHA CUMY/ITAHOT IIepLUIMpPabha jeTHOBPEMEHOT
CBMpalba BUIIE MHCTPYMEHTA.

Y 3aBucHOCTM off paKType KOMIIO3UIINje, IIeBambe JeOHNIA MoXe SUTH Ipu-
naroheno. Bemr HacraBHuk condeha he ymern ma aganrtupa neoHumiyy Tako na
yYeHMK MOXe Jia je u3Befe rmacom. Takobe, cBupame ocTanux JeoHuIa Ha Kia-
BUPY IOHOCK YIIOTIYHaBambe 3ByYHe CKe 1 npahemwe BuiernacHor craBa. Haj-
d0/BY MCXO IIpefIOKeHNX Ha4YMHA pasia du 810 [ja ce MeTOAMYKM yTeMe/beHIM
3BYYHVM IIOCTaBKaMa 1 n3BexxdaBamweM omoryhu Ha dacy condebha ornesajy Bu-
LIErJIACHO 3ajeJHO.

Cruname nckycrsa npahema Tyhe feonnie, a a Ipy ToM IOCTOjU KOHTPO/IA
penpopyKIije COICTBEHe jecTe 3ajarak Buulernacja Ha condeby. bynyhu na je
HeBambe Y MIaZloM y3pacTy HajIpUpPOSH)Y BIJ, MY3MYKOT 13pa3a leTeTa, TPOro-
IUIIbe UCKYCTBO ca condeba Tpeda ja TOMOrHe U JYPEKTHO yTIde Ha OPIaHCKO
3aje[[HNIITBO MY3MYKOT I0XKVB/baja ¥ YBPCT MY3MYKM KOHTAKT.

Kamepna mysuka u1 0671acT onakame 1 UHTOHNpambe y condeby

Cruname BeIITVHE TOHCKOT 3aIlVca, I aKo nocmMarpamo ycko Congeho - 3a-
HVICUBambe JUKTATa, y [MMpeM KOHTEKCTY MY3M4KOr odpas3oBama He du Tpedao
ma dyme camo cedu cBpxa. OBa TeMa OTBapa CreLUPUIHY IPOOTEMATUKY M TO
Ielaro3y 3Hajy, alM HaMepa HaM je [ja MCTaKHeMO Ja je 0d/lacT omakama Haj-
yemrhe HajMame OMI/bEHA.

Y y3pacTy Kajia HOUMIbY Ja y4e KaMepHY MY3UKY, Tpehaliy, ofHOCHO 4eTBp-
tauy Beh nmajy nckycTpa ca mamhemeM 1 3anmcruBameM My3IYKOT TOKa. Taja cy
jOLI YBeK y IMTamy jefHOCTaBHe KpaTke popMe JUPEKTHO Be3aHe 3a TOHAIUTET
U putam Koju ce odpabyjy.



50 I Congpeho / I Solfeggio

buno du amOn1M03HO 0YeKMBaTH Ja ce fieila KaMepHe My3JKe MOTY 3aIlJCaT
Kao gukrar. MebyTum, nocroju Hu3 HaunHa namherma HOTHe CIMKe 1 3BYKa KOjI
He MOpajy 1 He CMejy Jia OIITepeTe, a MOTy Jia JOHeCy OpojHe KopucTtu u odesdere
Op>Ku myT O caMe MHTepIpeTalje Ha KaMepHOj My3UII.

MapkaHTHe puTMuuke GopMyie MOTy OUTH JaTe Kao PUTMUYKM JUKTAT ¥
pasnumuntuM odmuiyma paza. Ctuijame BelTuHe opTorpaduje puTMu4kux ¢u-
Typa IMPEKTHO yTU4Ye Ha BUXOBO IIPEN03HaBabe Y HOTHOM TeKcTy. Kana kakeMo
IpeIo3HaBame, BAKHO je HAIIOMEHYTH Ja Ce He MMIC/IM Ha IIpello3HaBame Ha
HpuMep M3ITIefja CUHKOIe, VM Tpuose, Beh 3Hame KaKo OHa 3BYYM Y LIEIMHIUL.
Tume ce 0desdebyje cymTnHCKO pasymeBame PUTMUYKOT TOKA U HeroBa 3Byd-
HOCT, @ He MaTeMaTu4Ka II0fie/Ia TPajamba y OHOCY Ha TAKTOBE JIe/IOBE.

Mysuuke fonymwanke paslIMduTHX TUIOBA Cy 3a JIelly y3pacTa APYror Liu-
K/Iyca OCHOBHE My3M4Ke LIKOJIe CHa)KaH MOTMBAIVIOH) IIOKPeTad, jep ce aKTVB-
HocTy popmynuiy yy popmu n armocdepu urpe. Moryhuoctu norabama, mpe-
II03HaBama I, Ha Kpajy u 3anuca cy dpojHe. Moryhe je ja ce HeKMM Off TOCTyaKa
MaJIMIIAHY IPBY ITyT MHTYUTUBHO U §e3 MPUTICKA CYCPETHY Ca ONaXKameM BU-
mIersiacja, ma ¥ Hajje[lHOCTaBHMjUM 3aIlMCUMa, JOIYIaBajyhyu BepTUKamTHO
ca3Bydje, WM IIapajie/IHa KpeTamwa Ha IpuMep.

Omnaxame 1 MHTOHVpambe Ha condeby je odmact koja Mopa duTH CyKIIeCHBHO
pasBMjaHa y KOHCTAHTHOM yMpeXKaBamwy ca cBUM ocTanuMm odnactuma. OBo je
KOMIUIEKCAH 3alaTaK, a/lll He U HeOCTIDKAH YKOIMKO Ce HacTaBa KOHLMIMpA
OCJ/IOIEHA Ha MY3WMYKM, @ He TeOPYjCKU KOHTEKCT.

HacraBuuky condeba ynpaBo komyHukanuja ca n3Bohaukum mpepmeTnma
Tpeda ja OTBOPY MOTYRHOCTH 110/ba [le/IoBamba y LM/bY OCIIOCOd/baBamba CIyxa 1
IJlaca U TO Yy y3pacHOM IIepuOfly Koju je ceH3udmnaH u pedexcusan. Tako ce
BELITUHE )1 OIJCMemaBame 0C/Ialbajy Ha MY3UKY, OZHOCHO Ha 3BYK, IITO jecTe
jeIVHO IPaBO yCMeperbe My3MYKOT 09pa3oBHOI Ipoleca.

Kamepna mysuka u 0671acT cTBapanamrBo u 60H ToH y condeby

Kapa roBopumo o crBapanamrsy Ha npegmery Condeho, ncraknmm ducmo cyre-
CTUjy IIPOrpaMcKe OKOCHUIIE KOja YKa3yje Ha HEOIIXOJHOCT CTA/IHOT IIPOXK/Marba
CBMX 0O/1aCTM TOKOM HacTaBHOT Iporeca. Takobe, HU jenHa odmacT Huje cama
cedu cBpxa, Beh ce kpo3 Kopenupame Kako Ha condeby Tako 1 ca octanum npey-
MeTVMa O4YeKyje Jja CTeueHa 3Hama, MCKYCTBA ¥ BEIITVMHE MMajy TpaHcdep Ha
caMy MHTepIIpeTalljy, ONHOCHO (GOpMIUpamhe KOMIETEHTHUX M/Ia/IIX YMETHUKA.
OdnacT cTBapanamTBa ca CBOjUM MCXoAMMa gonpuHehe pasymeBamwy Mysuke y
LIe/INHM Ca CBUM IbEeHVM I'Pa/IUBHMM €JIeMEHTVIMA U KapaKTepUCTUKaMa.

Opyru cermenT odnactu y condeby ,,00H TOH” mogpasymesa CTaTHO IIPUCY-
CTBO O dMJIO K0jOj aKTMBHOCTY Ha HacTaBy Ja je ped. KBamureran mysnuku ma-
Tepujam Mopa SUTK MMIIEpaTB U HyhemeM My3MUKMX M MHCTPYKTMBHUX IpPU-
Mepa ca BUCOKUM eCTeTCKUM Kpurepujymmuma popmupahe Mysndku ykyc cBakor
leTeTa C jelHe CTpaHe ¥ KpUTepHjyMe 3a IPOLieHy KBajmuTeTa u3Bobhema ¢ gpyre.
Huje pemak cny4aj fa ce Ha condeby odpabyjy nHCTpyKTUBHY IpUMepu BUSHO
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yZa/beHM Off My3IUKe JIOTMKe, de3 MOIITOBaba My3IYKe IPaMaTIKe, Te Ce TeLIKO
MOXKe Ha3peTy MOTpedaH MOMEeHYTH ecTeTCKy HopMmatus. [TaxssnuBo un fodpo
opadpan Marepujan npuponHo he mpodynutn MoTHBaNMjy KOf eTeTa u 0desde-
IUTU PAfO3HAIOCT U TOTPedy 3a yUerbeM U TParambeM 3a COIICTBEHNM MY3UYKIM
M3Pa3OM U CTBAPA/IALITBOM.

Kopenanuja condebha ca nsBohamrsom je n3yseTHo MOBO/BAH MPOCTOP U
IpPWINKa Ja ce HaCTaBHMK coideha 0CIOHM HA yMETHMUKY MYSUKY KOjy HeTe
cBupa. Tako ce ncrto geno odpabyje u yun Ha pasmdnTe HauMHe, My3MKa IOCMa-
Tpa 13 pasIMYNTHX YI/IOBA, a CBe Kpo3 adupMimcaHe, KBaIMTETHE My3UUKe KO-
magie. Tako ce ycrocTaB/ba YBPCTa MHTEPAKIMja CBUX CeTMEHAaTa My3M4KOT 00-
pasoBama, He OCTaje Cce ¥3a 3aTBOPEHNX Bpara CBakKe y4MOHUIle ocedHo, Beh
jeAMHCTBEH MY3WYKM KOHTEKCT HIOBe3yje IpefMeTe Y UBPCTY HePaCKUAMUBY Lie-
JIUHY.

IToBesuBocT npegmera Condeho n Kamepna mysnka

I'me je Tauka cycpera npenmera Condeho n mpeaMera Be3aHUX 3a 3aje[HIYKO
cBupame? [IpBa youbuBa 3aje[HMYKA KapaKTepUCTUKA je fla IpUIafiajy TPYIHO]
HacTaBu. IIpupona nmpenMera je TakBa 1a ce U/bEBU MOCTUKY 33j€JHUILTBOM Y
usBohemy. Ha condelyy ce cBe mocraBke oiBujajy rpymHo 1 MHAMBNAYATHA 110-
crurHyha npousmnase 13 KOHCOMUIOBAHOCTY U ycIexa Konektusa. Huje pemak
CTy4aj Ja ce IpYU TeXHMYKOj opraHmusauuju HactaBe condebha u HemsBohaukmx
IpeaMeTa y MOfeM TPya MCTOT y3pacTa mpuderte GopMupamwy HapegHNX U
cropujux paspena (nojasa A, b, I, [l rpymna ). To je Tema nporjecynpama HacTaBe
KOja 3aXTeBa LIMPMU IIPOCTOP, A/IM jeé Y OPraHM3aLIOHOM CMUC/IY IPMMETHA U
BpeJiy Ha by CKPEHYTU MaXKIby.

Kaza je y muTamy rpynHa HacTaBa HeodjeKTMBHO je O4eKMBATH Jla CBU IMajy
VICTYL MY3WYKM NIOTEHIIVjal ¥ Op3MHY NpMUXBaTamba U IMPOLeCyrparma HOBOT, Ha-
POYNTO y OYETHNIKOM y3pacTy. EneMeHTapHe MysuuKe ClIOCOOHOCTY €BU/ICH-
THPaHe Cy Ha IIPMjeMHOM MCIUTY, TaKO Jia je M3BECHO Jja JleTe Koje je MPOLLIOo
KpO3 CIICTEM e/IMMIHALIMje MO>Ke HEOMETAHO Jija IpaTy HacTaBy. OHM JapOBUTHjU
u dpxxu he monmpuHeTH AMHAMMIIM HACTAaBHOT IIPOLieca, a OHU MAJIo Mambe eKCII0-
HMPaHU MOTY Jia 1o01jy ZOAaTHN! MOTUB 1 YOP3ajy CBOje HalpefoBame mpatehn
TeMIIO IiennHe Tpyne. CMaTpaMo Jja je HEJJOBO/bHO apIyMEHTOBAH CTaB Jla Maibe
JapOBUTH YCIOpaBajy oHe crocodHmje. HampoTus, rpymHa HacTaBa, KOMIIe-
TEHTHO OCMMII/bEHA U BoDeHa, Mopa Jja 0de3defy Hampesjak IpyIie TaKko fa ce 13
KOJIEKTVBHOT jacHO (GOpMy/INIle MHANBU/YaTHO HallpefjoBame. AKO ce cBeodyX-
BaTHO ITIOCMATPajy BaCOUTHU LW/bEBU MY3MYKOT 0dpa3oBama, IPYIIHA HacTaBa
noppasyMeBa pasBujame ocehaja 3a IpUIATHOCT KOMEKTVMBY M TUMCKY Paj.
Jlakie, ycroctaB/beHe HaBUKe IpyIie ca condeha AupekTHO MOry fa ycmose do/by
ajjanranyjy HajMmahux Ha 3ajeSHMYKO My3MIpame Koje MX 4eKa Ha HacTaBU
OPKeCTpa, KAMePHe MY3IKe U X0pa.
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AKo ce TOHOBO OCBPHEMO Ha Cafip>kKaj HOBOT IUIaHa M IIPOrpaMa 3a KaMepHY
MY3VKY, YOWBVBY Cy Pa3IMIUTU IPUCTYIN POPMYyIINCaba Iporpama y OgHOCY
Ha ocTaje npeaMeTe. MopaMo HarlacuUTH fia He IIOCTOj) HaMepa KPUTUKOBamba,
Beh pasymeBama pasiora 3alTo je mpefMeT KOHLMIMPAH TaKo KakKo jecTe. 3a
Pas3MKy Off MHCTPYMEHTa/IHe HaCTaBe, Y IPOrpaMy KaMepHe My3JKe HeMa oda-
BEe3HMX 3a/laTux Kommnosunyja. C 083upoM Ha TO Ia HM jeflaH HACTaBHUK KaMepHe
My3JKe He 3Ha KakaB he cactaB Mmohu ma ¢popmupa, cacBuM je pasym/bMBO U Jja
HeMa odaBe3He uTepaType. 3a pasanKy off Hactae condeba, rae ce KOIEeKTNBOM
MOTY JJOHEKJIe Yje[JHauNTI BUIIIe ¥ Matbe JaApOBUTH, a [ IIPOLiec HacTaBe He dype
YIPOXKeH, 3a KaMepHY MY3UKy TaKaB IIPUCTYII MOXKe Ja Oyfie pucKaHTaH. IIpBo,
rpymna usBobaua je 3Ha4ajHO Mama. [Jpyro, HaCTaBHMK MOpa fia IOKyLIa fia yca-
r1acy Beh cTedeHe BeLITHHE CBMpamwa MHCTPyMeHaTa. [lajbe, mpupoaa MHCTPY-
MeHaTa je pas/IN4nTa, I1a 1 y3pacT noyeTHnka. Caja je OCHOBHA My3M4Ka LIKOJIA
3a JiyBaye IPOIIVPEHa Ha IIeCT FOMHA, I1a ce oueKyje Aa he pasnmke y rogumry
dutn mame. Any, fja OM IMMeHM HyBad JOCTUTA0 HUBO CBUpama Jja MOXe Ja
IPUCTYIM KaMEPHOM aHCcaMOIy, HOTPedHO je BpeMe Koje je ce He MOoXKe yOp3aTH.
3aTo je Ipesi HACTaBHMI[MMA KaMepHe MY3JKe 3a/jaTaK I7ie je TEeIIKO IpeaBUeTH
¥ TIpeL3UpaTy IporpaMcKe OKOCHUIIe. 3aTo IIKOJIe, Y OHOCY Ha YC/IOBe M Kafiap
npuderapajy pasaMyuTUM BpCTaMa 3ajeHMYKOT MY3UIMpama YKOIUKO Ce He
VICIIYHE YC/IOBU 33 KaMepPHY MY3UKY (XOp, AyBauky opkecTtap u ci.). HacraBHuun
KaMepHe My3JKe Cy M3Bobhaui, 3aBpIIeHNX COMCTIYKIX U3BODAUKIX CTY/VjCKIX
nporpama. Jlo ckopa, Clelyja/mucTudKa ycaBpllaBama 13 OBe 0d/1acTy HIUCY 110-
crojana. Cajja, Kajia Cy Ha CHasy CTyAuje 1o OOJIOICKUM IIpaBIINMMa, KaMepHa
My3MKa je moduma cBoje MecTo U 0OIacT M OTBOpMIA ce MOTYhHOCT cTuIlama
HajBUIIMX TUTYNA. MehyTuM, HU Ha jefHOM CTYAMjCKOM IPOrpamy He HOCTOjU
KypC yCMepeH Ka MeTOAMIM HacTaBe KaMepHe My3uke. HacTaBHMLIM Majy Texak
3ajlaTaK Jja U3 JIMYHOT MCKYCTBA, KOJ HEKMX OOTraror, a KOfi HeKIX He, M3Heape
MeTOfMYKe MOCTYIIKe M IOKYIIajy Aa y AaTUM yclnoBuMa ode3dene mocTnsarme
I/beBa U MCXOfja IIPeMeTa.

YMmpexxaBamwe npefMera Tpeda dopMmpa ycaoBe YBpCTe KOJeTrujaaHe ca-
panme. KomekTuBHa HacTaBa y CBMM acIeKTVIMa ¥IMa MHOIITBO JOAVMPHNUX Tayaka.
To Tpeda mpuxBaTNTI Kao 030M/baH MOTEHIjaJl 32 3ajeHIYKe, PO eCHOHaTHe
aKTMBHOCTH ca 0djeiumbeHNM Iy/beM GopMUpama ITo O0/BYX n3Bohada, comm-
cTa, WM y aHcamdnuMma, dyayhmx MysMykmx cTpydymaka U3 APYrux odmacTu u
MOTMBUCAHNX JbyONTe/ba My3HUKe.

3aK/pydak

MebycodHo kopenupame npegMeTa y My3sMuKOM 0dpa3oBamby je CTaTHO aKTye/lHa
teMa. OBaj paj je KOMIIAapaTUBHO IIOCMAaTPao MOTYRHOCTM yMpe)kaBamba aKTUB-
HOCTM Ha HacTtaBu condebha u xamepHe mysuke. Ha ocHOBY HOBOI aKTyelTHOT
IUIaHa M IIpOrpaMa 3a OCHOBHE MY3M4YKe IIKOJIe Ca jaCHO (POPMY/IMCAHNUM JICXO-
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IVMa CBUX IpefMeTa IpoHabeHe Cy HOAMpHe TauKe IPYIHOT n3BObhaIITBa U COT-
deba. Y ogHOCy Ha cajpikaj mpeiMeTa JaTy Cy IPeIos3y Kako odpaguTu Moryhy
Ipod/IeMaTyKy CBMparba y KaMepHOM aHcaMOIy 3a modeTHuKe. JJa/ba MCTpaXku-
Bama Ou Tpedano ma odesdefe eMIMPUjCKY MOTBPAY HaBEEHNX METOLMYKIX
IIpefIora y IPakC 1 M3HeApe HOBE 3aK/bydKe.

JInteparypa

Tormud, Anexcaupap (1971). Octos u texHuxe céuparba y ancamOny. Mocksa: ,My3suka”
Cosano, M. & Zych, I.& Ortega, Roiz, R. (2017). Attention, communication and develop-
ment of interpretation skills in chamber music pianists” education. Psychology, Societye
Education, 9, 283-298.

[TpaBn/IHYK O IUIaHY U [IPOTPaMy HACTABe U yUera 32 OCHOBHO MY3WYKO 00pa3oBatbe I
BaciuTame (2019). beorpan: Cryxdenn Imacuux PC, IIpocBeTHY IIacHUK, 5.
Schuhmayer, P. & Farruli, A. & Urbani, R. & Sandbakken, A. & Valdimasdottir, A. & Baik-
stute, I. & Iellicoe, L. & Jordnur, T. (2018). Teaching and learning Chamber music. Oslo:
Norwegioan Academy of Music.

CORRELATION OF SOLFEGGIO AND CHAMBER MUSIC IN THE SECOND
CYCLE OF ELEMENTARY MUSIC SCHOOL

The correlation of subjects in music education is a constantly current topic. This paper
comparatively examined the possibilities of networking activities in the teaching of Solfeg-
gio and Chamber Music. Based on the new current curriculum for elementary music
schools with clearly formulated outcomes of all subjects, the points of group performance
and Solfeggio were found. In relation to the syllabus of the course, suggestions are given
on how to approach to possible problems of playing in a chamber ensemble for beginners.
Further research should provide empirical confirmation of these methodological propos-
als in practice and draw new conclusions.

Key words: correlation, solfeggio, chamber music, elementary music school
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Anexcanppa IManapguu! u [Iparana Muxajnosuh bokan?

l®akynrer caBpeMeHux ymetHocty, beorpag, Cpduja
2Klett — Hosu Jloroc, beorpan, Cpduja
laleksandra.paladin@fsu.edu.rs, ~ 2draganamihajlovicbokan@gmail.com

KOJIMKO CIIOBOJJE MMA HACTABHUK
MY3NYKE KYITYPE?

Caxxerak

ITpepmer Mysndka KynTypa jefiaH je o peTKMX HaCTaBHMX IIPeIMeTa KPO3 KOjyu YIeHUIU
MOTY Jla pPa3Bljajy CBOjy KpeaTMBHOCT. IloMeHyTO noficTi4e pasBujarbe pa3auImuTIX BEll-
TIHA y 00/TaCTV OBe YMETHOCTH (IIeBarbe, CBIPAhe, CTBaparbe), ali 1 OOMMKOBabe 3HAbA
u3 odnacTy Teopuje, MO3HABaIba MY3UYKUX MHCTPYMeHaTa 1 uctopuje Mysuke. Takobe,
FETOB IV jeCTe ¥ KYATYPOIOIIKO MOJIeTOBame YIeHNKA, YCMEPEHO Ka pa3Bljarmby CII03-
HajHe arapaType Koja omoryhaBa fa ce Beh Ha OCHOBHOM HMBOY 0dpa3oBama CTEKHY
ofipeheHN KpuTepujyMu 3a eCTeTCKO BpefHOBaIbe My3uKe. Y TOM CMUCITY OBaj paj daBu
ce IpodneMoM Koju Tpeda Jja OATOBOPM Ha IUTame Y K0joj MepH je mocrojehu IIpoipam
Haciiase u y4eroa MIHICTapCTBA IIPOCBETE HAayKe U TEXHOJOUIKOT pasBoja Pemydmumke
Cpdnje mopcTuIajan 3a peanusanyjy HacTaBe u3 npegMera Mysudka Ky/lITypa U y Kojoj
Mepu Kpo3 fleuHMCaHe cafipyKaje HACTABHUIIM OBOT ITPeAiMeTa MMajy CITodOfy fa caMo-
CTaJIHO OOJIMKY]jy HAaCTaBY.

KIby‘lHe peun: HaCTaBHUK, MYy3/M4Ka KY/ITYpa, IporpaM HacTaBe I y4€ba, YI€HUK, Kpe-
AaTUBHOCT

VYBog

dpasoBame y 0011acTi YMETHOCTH U KY/IType IIPeACTaB/ba CJIOKEHNU MPOLieC

KOjI1 ITope[ CTUIjatba HOBMX 3HAaba IIOIpasyMeBa M pas3Byjambe PAsInIUTUX
BEHITHHA. ¥ TOM KOHTEKCTY M CaM METOJOJIOUIKM KOHIIENT KOju ce IpuMembyje
KOJI OBaKBOT TUIIA HACTABE je M3Y3€THO CIOXKEH M 3aXTeBa CrieluIIHM BIJ, Ha-
CTaBHOT IIpOlieca KOju JOJJaTHO IOACTIYe KPeaTMBHOCT U pasBuja MoryhHoct
caMoM3pakaBama Kpo3 yMeTHOCT. [TocedHOCT unmHM HacTaBa 3a mpepmer My-
3MYKa KY/ITypa, Koja je 3a MHOTe YUeHUKe jefilHa MOTYhHOCT Jja ce, KpO3 OCHOBHY
U CPeiiby IIKOJY, Y TEOPMjCKOM U IIPAKTUIHOM CMIUCITY, 08pasyjy y JOMeHy My-
3n4ke yMeTHOCTH. Takobe, To je mpeaMeT y OKBUPY KOra y4eHMIIY, Y3 MEHTOPCTBO
HACTaBHIUKA, IMajy MOTYRHOCT 1a McTpake cede Kpo3 NeBambe, CBUpPabe, UTPY U
CTBapa/lalliTBO, Ka0 BUJOBe KPEaTMBHOI M3Pa)KaBama caMe MYy3MKe. Y TOM
CMICITy ¥ TeMa OBOT Pajia, IIOCTaB/beHa Y BULY IIMTama, IMa 3a I1b fla podie-
MaTn3yje MOryhHOCT pa3B1jarma KpeaTMBHMX IIOTEHIIjala yYeHKa KPO3 pean-
sanujy npepsubenor IIpoipama Haciiiase u y4erva 3a mpegMeT Mysuduka KyiTypa
Y MCTPpaXXV MOTYNHOCTM KpeaTMBHOCTY CaMMX HAaCTaBHMKA y MOJIE/IMIPamby Jaca.
3aK/byuli y OBOM Pajy JJOHET! Cy Ha OCHOBY JIMYHOTI MCKYCTBA ayTOPKMU,
KOje 4MHe M ayTopcku TmM m3paBadke Kyhe ,,Hosu Jloroc” m3 Beorpapa, 3a
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uspagy yudenmka 3a npenmer Mysuuka Kynrypa.! VcrpaxuBamwe mpaKkTHuHe
IpUMeHe MeTOfioNornje AedHNCaHe y YIIOeHNIMMa CIIPOBEEHO je Ha IIPOMO-
nyjamMa yiiOeHNYKuX U3fjamba y MHOTUMM IpafioBUMa Ha Teputopuju Penydmuke
Cpduje, ox 2009. mo 2019. rogune.? Pedynratu Cy aHaTUTUYKK CYOTUMIUPAHI, a
IodujeHy Cy MEeTOOM MHTEpBjya ca HacTaBHUIMMa Mysudke KynType.

Konnent Hosor IIpozpama nacmaee u yyuetoa 3a ipegmMeT
Mysu4ka Kynrypa

[Tonmasuite oBor pajga OuIM Cy L/beBY OCHOBHOT 0Opa3oBama, KOju, 13-
Meby ocranor nogpasymeBajy KBaIMTeTHY 0Opa3oBHM IIpoliec ¥ 0dyxXBara CTHU-
Iatbe CBUX OO/IMKA Ca3Haba: Off HAYYHMX, 3PaBCTBEHNUX, YMETHUYKIX, €KOJIOLI-
KX, MHPOPMATUYKIX, Ka0 M OHUX BE3aHMX 3a JKMBOT y HallleM CaBpeMEHOM
npyuTBy. OH ce 3aCHMBa Ha pa3BUjaiby 3Hama, BELITHHA, CTABOBA U BPETHOCTU
KOje 0CIOC00/baBajy yUeHMKe fia YCIIeNHO Pa3Byjajy COICTBEHY IMYHOCT U II0-
TeHIMjasie Y HayYHOM, KpPeaTVBHOM, BaCIIITHOM CMepY, Y Xy OTOBOPHOCTH U
HOIITOBama IMpeMa cedu, kao u gpyruma (IIpoipamu Hacitiase u yuerba [HacitiasHu
Unamosu u apoipamu) u ocitianu upasuniuyu u3 odnaciiu odpasosarea, 2019, 62).
ITomenyTO yKasyje fia caBpeMeHM KOHLENT 00pa3oBama MOApasyMeBa, MOpes
CTHUIIalba HOBMX 3Halba VM Pa3Bljarbe KpeaTUBHIX BEIITHHA KOJl YICHMKA, Koje ce
Ha HajdoJbM HAYMH MOTY MICKa3aTy KPO3 YMETHMYKE ITpefMeTe, Kao LITo je 1 My-
3M4Ka KynTypa. MebyTum, od¥MHM ITaH M IporpaM HacTaBe 3a OBaj IMpeaMeT
HABOJM 1 Ha pasMMII/bakbe f1a JIU je y OKBUPY IIPOIMCaHOT Opoja yacoBa Moryhe,
Y Ha KOjU HauVH, peajN30BaTy HACTaBy TaKO Ja y HOTIIYHOCTVM OOyXBaTy CBe
IpOICaHe JIeKIUje 13 pasIMIUTUX 0O/IaCTy, Ha HAUMH [a KPO3 IOaTHY Kpea-
TMBHOCT HaCTaBHMKA OyJle CTMMYIIICaHa M KPeaTUBHOCT CaMIX YYeHUKa.’

[a 0u ce carnemana mpodiemaryka, HEOIXOJHO je mpencTaBuTu [Ipoipam
Haciiasee u y4erwa 3a MysudKky KyITypy, a lberoBa aHann3a, Koja je MpeTXofuia

U IIp Anexcangpa ITanagun u Mp dparana Muxajnosuh Bokan ayTopke cy yude-
HIYKOT KOMIUIeTa 3a pefMeT Mysuuxa kynitiypa usnasadke kyhe ,Hosnu Jloroc” us Be-
orpaga (ypdenniy on 5-8. paspena, Hamcauy npema Ilnany u apoipamy us 2009, 2010.
u 2011. ropuHe, u yudenuny on 5-8. paspena npema HoBoM IInawny u apoipamy us 2016,
2018. 1 2019. rogune). ITopern HaBeneHoT, fip Anekcanapa IlanaguH je ayTopka yudenny-
KOT KOMIIJIETA 33 TMMHa3Mje PYLITBEHO-je3/IKOT M IPUPOJHO-MATEMaTNIKOT CMepPa, TOK
je Mp [Iparana Muxajnosuh bokaH koayTopka yIIOeHMYKOr KOMIIIETa 3a HIDKe paspefie
OCHOBHE LIKOJIE.

2 Ilpema ucTpakuBamy TPXKULITA Koje je paguia komnanuja ,,Klett” - Beorpap, mo
yudeHnnuma sa npegMer Mysudka KynTypa, uspmasauke Kyhe ,,Hosu Jloroc”, 3a Buie
paspeie OCHOBHe IIKOJIe, paiu mpeko 60% mkona y Cpduju. HaBeneHo nmpema JOKyMeH-
tanyju komnanuje ,, Klett” — beorpayn. HaBemeno mpema: VictpaxuBame lpicutiinia, 1o-
KyMeHT, pykonuc. JJokymeHTanyja n3gaauke kyhe ,,Klett” — Beorpan, 2019.

3 IIpommcanm dpoj yacoBa je y meTOM paspeny 72, y IIECTOM M CefMOM 36, a y
OCMOM 34.
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OBOM papy, ofipefiuia je fia GOKyc carneflaBama yCMEPMMO IIpeMa BUIINM paspe-
IVIMa OCHOBHE ILIKOJIE — II€TOM, LIIECTOM, CEIMOM 1 OCMOM.

[Tporpam 3a npegmet Mysuuka KyITypa KOHIMIIMPAH je Kpo3 IeT 0d1acTu,
Koje, CBaka 3a cede, IpefCTaB/bajy 3a0Kpy>KeHe Lie/IHe M CBOjUM cajipXKajuma
o0/MKYjy pasnnunTa 3Hamwa 13 0d1acTu Mysudke ymetHocTu. To cy:

o Yosekx u Mysuka (yBefeH IpeMa HajHOBMjeM IIpoipamy Haciliase u
yuerwa) (IIpoipamu Haciiase u yuerba [HACia6HU UAAHO8U U UPOIpaMU]
u octany apasunHuyy u3 odnaciiu odpasosarva, 2018, 157)

o Criymame My3uKe

e My3WuKky UHCTPYMEHTH

« lisBohemwe My3suke (meBame, CBUpame)

e Mysuuko cTBapanaiTBo

~JoBek 1 My3uKa” je 0dmacT Kpo3 Kojy ce yYeHUIV YIO3HAjy ca OCHOBHUM
0cOo0eHOCTMMA MY3MYKMX CcTuaoBa. IIpoydaBame oOyxBaTa IIPBOOUTHY
APYIITBEHY 33jeTHUITY ¥ aHTUKY (IIeTH pa3pen), CPebY BeK M peHeCaHCy (1ecTu
paspen), dapok u KnacuiusaM (CegMu paspeq), pPOMaHTU3aM, UMIIPECHOHNU3aM,
My3uKy 20. BeKa, Kao 1 CaBpeMeHy My3MKY ApYTHX aHpoBa (ocMu paspen). Linm
IpOyYaBamba My3UKe KpO3 pas/IiMunuTe ernoxe jecTe dobe pasyMeBame ylnore My-
3MKe€ Y JPYIITBY, yIIO3HaBakhe MYSUYKIUX U3PAXKAJHUX CPEICTABA, MUHCTPyMEeHaTa,
KaHpOBa ¥ 0d/INKa, Mpahermbe NCTOPHjCKMX KOHTEKCTa BIXOBOT HACTAaHKA, Kao 1
IEHOT pas3Boja. OBa 00/1acT, CBOjUM cafipKajuMa, Y IOTIIYHOCTM KOpeypa ca
APYTUM IpeAMeTVMa (HIIp. NCTOPHja, IMKOBHA KYITYpa, reorpaduja, uTH,. ).

Kpos odmact ,,Cnynrame Mysuke” ydeHNIM ce yIyhyjy Ha ayIuTUBHY Iiep-
LeMnIyjy MysuKe, Koja MM oMoryhasa fja CJIyIIHO IIPeIo3Hajy OCHOBHE My3WYKe
nojMoBe (HIIp. 0cOOMHe TOHA, TEMIIO, AMHAMIKA, TOHCKe 00je ¥ CJ1.), My3nuKe
CTUIOBE M >KaHpoBe (HIIp. pUIMCcKa My3HKa, 11e3 MY3M1Ka, IIOII ¥ POK, €THO ITecMa
u cn.). To je akTMBaH IICUXOONIKY IPOILeC, KOj! Ma 3a I[U/b /1A IOfICTAKHE Pa3-
TMYUTe eMOUMOHAIHe JJOKMBJbaje U CIeNM(UIHY MICAOHY aKTUBHOCT, KOja
Tpeda fja ycMepy y4eHMYKy NaKiby Ha caM TOK My3uKe (IIpero3HaBarmbe MHCTPY-
MeHaTa, M3BODavYKOr cacTaBa, AMHAMIKE, CIIeI(pUIHOT pUTMa, UTH.). PasBujame
OBUX OIIakKaja oMoryhaBa Jla CBaKM y4eHUK MO)Ke CAMOCTA/THO Ja IepIUIMpa
MYSHKY ¥ JIa Ha OCHOBY TOT' MCKYCTBa CTBOPM COIICTBEHE CUCTeMe eCTEeTCKOT
BpeJHOBama CaMe YMETHOCTIL.

»VI3Bohemwe Mysnke” je odmacT Koja yuennnuma omoryhasa fa pasBujy Beli-
TIHE IIeBamba ¥ CBUPama Ha My3SMYKMM MHCTpyMeHTHMa. OBaj Ipoliec ce ofBuja
KPO3 MHTepIpeTalljy >KaHPOBCKY PA3IMYNTHX Iecama (Iedjux, TpaguIioHaI-
HJIX, COJIO TIecaMa, apyja UTH), KpO3 Koje OHM, Y IIPAaKCH, IPUMEmYjy U CTedeHa
3Hama M3 0d/1aCTV MY3MYKOT ONJCMemaBama (YNTambe HOTa, TPajambe HOTa, aro-
TMKa, IMHAMMKA UT/.). Y3 pasBujambe My3SUUYKUX BELITHHA, YYEHUIM Todujajy u
IpyTa casHama, Koja Cy QyHKIOHAIHA Yy JOMEHY MHTepIIpeTaIiije caMe My3uKe,
a/y MOTy IIPUIAJATY U APYTUM HAyYHUM 0O/IaCTUMA, OTHOCHO, IPOYYaBajy ce I
Yy OKBUPY HacTaBe ApYyTuX npefMeTa. Kpos TakBe cafipykaje OHU ce YIIO3Hajy ca
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IpaBWIHKM JIp)KaleM Te/la M M3BohemeM MysuKe y3 IVIecHe IoKpeTe (Koperna-
1yja ca npeaMeToM GUsMUKa KyITypa), Zodujajy 3Hama y foMeHy SOHTOHa (KaKo
ce TIOHAIIATY Ha KOHIEPTY — rpahaHCcKo BacmuTame), OBe3yjy MPaBUIHY AMK-
1Yjy y TOBOPY Ca IPaBUHOM JVKIVjOM IPVINKOM IleBama (MaTepmu jesuKk,
CTpaHMU je3sUILy) U APYTro.

3a pasnuky of usBohemwa Mysuke, Koje je Takobe MOACTUIIAjHO 3a pa3Bujarbe
NMYHe KPeaTMBHOCTH, ,My3M4KO CTBAapaalITBO  je 0O1acT Kpo3 KOjy ce yde-
HMLIY MOTMBUIIY Ha CAMOCTAJTHO CTBapaibe WIN UMIpoBu3oBamwe. OBaj mpoiiec
OJlBMja ce KpO3 MOTUBALMjy 3a OCMUILIbABAIE jeJTHOCTABHUUX PUTMUYKUX U
MEIOAVjCKUX IPATHU U jeTHOCTABHUjUX Meoauja de3 mpaTe y3 3aaTy JIuTe-
papuu TekcT. OH MHUIIMPA U CTBapabe/MMIPOBM30Babe IIOKPETa y3 MY3UKY
KOjy YYEeHVIIM U3BOJE WM CIYIIAjy, AU Ce MOXKe Pealr30BaTi U Kpo3 0OIMKO-
Bambe PasIMYNTUX MY3NYKMX PAJMOHMUIIA KOje MOTY OUTM 3aCHOBaHe Ha OC-
MMIIbaBaby MY3UYKMX IIUTAba I OATOBOPA KPO3 IeBambe, CBUpame I IIOKpeT,
Ha [IPaB/belbY IeYjUX PUTMIYKIX YAapa/bKIL, Ha MOACTULAKY KPeaTUBHOCTH Lp-
Tamwa y3 My3VKY WIN WIYCTPOBamwa Kpahyx MysMUKUX cafjp)kaja ¥ CIMYHO.

Kpos odnact ,,Mysuuky MHCTPyMeHTI Y4EHWIIM Ce YIIO3HAjy ca MY3UIKUM
VHCTPYMEHTHUMa, Off IUXOBOI IIOCTAaHKa IO faHac. [IpoyyaBame moumme off
HajcTapujux (JbY[CKO TeJo, IOBAYKY JIYK, pa3He BPCTe CBUpaaa ¥ IPBOOUTHMX
yHapa/bKy — IeTH paspen), IPeKO HAPOJHNUX M MHCTPyMeHara ca JupKama —
IIeCTV paspen), KUYAHMUX U CPIICKMX HAPOJHUX (CefMU paspen), KO AYBaIKUX
MHCTpyMeHara (ocMu pasper). YdyeHnuu fodujajy 3Hama 0 MCTOPUjaTy MHCTPY-
MeHaTa, HaulHMMa [0dMjarba TOHA, HUXOBOj MIPUMEHM y Pa3IMIMTUM aHCAM-
dnuma, opkecTpyuMa, yIIo3Hajy UX KpO3 COMUCTUYKE HACTYIIe, amu Jodujajy MH-
dopmanuje u 0 rpagUTe/bCTBY MHCTpyMeHaTa. OBa odacT HafoBe3yje ce Ha
Ipoy4yaBame My3W4Ke UCTOpHje, IPY 4eMy TPAfiuBO Y IOTIYHOCTU (YHKIIMO-
Ha/iHO MehycodHo kopenmpa.

Ha ocHOBY ITOMEHYTOT MOXKe Ce 3aK/by4MTH Jia je IpefBuheHo rpajuBo 3a
npenMeT Mysndka KyATypa 3a BUIIe pa3pefie OCHOBHE LIIKOJIe M3y3eTHO 0OMMHO,
a TYIMe 1 KOMIIIEKCHO 33 IIPaKTWYHY peannsaljy y HacTaBM, 3a KOjy je IIaHM-
paH u3yseTHO Mamu GOHJ YacoBa Ha roguimeM HuBoy. Hosum IIpoipamom Ha-
cifiaée U y4era HACTaBa je ycMepeHa Ka OCTBapuBamy T3B. ,JIcxoma”. OBakaB
IOCTYTIAK TIOApasyMeBa Ja HacTaBa My3)M4Ke KyIType Tpeda fja dyzie 3acHOBaHa
Ha JICKyCTBEHOM YYeHY, y OKBUPY KOjer ,yYeHNIIM Tpeda Ia pa3Bujy TNIHYU OFHOC
IpeMa My3M1IY, Ca IIM/beM fia Ty TeM MCKYCTBa, BpeMEHOM, OBJIafIajy U TEOPUjCKUM
casHawuMa’. (IIpoipamu Haciiase u yuerva [HaciliaéHu UnaHo8uU U Upoipamu] u
ocimiany upasunnuyu u3 odnaciiu odpaszosarea, 2018, 157). VickycTBeHO ydeme y
OKBIpY OBOT IIpefiMeTa 0dyxBaTa:

e AKTMBHO C/Iylllaibe My3MKe

e  IIeBambe U CBUDaIbe

e CaMOCTAJTHO MY3MYKO M3PaXkaBame y IOMEHY 3BYKa, MICTOPMjCKUX I10-
flaTaka y Be3U ca MY3VMKOM, MICTP)X/Bamba Ha MOApydjy nopehema my-
3UMYKMX IpUMepa y KOHTEKCTY 0dpajie KIbYYHMX I10jMOBA, MCTPaXKMBalbe
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y JOMEHY yJIore My3UKe Ha IO/bY 3/jpaB/ba, IIOHAIIaba/QOHTOHA, Kao 1
KY/ITYpHO/€CTeTCKOT MOMEHTA

e  MY3MYKO CTBApajalliTBO y OKBUPY KOjer YYeHUK KOPUCTHU TeOpMjcKa
3Hama Kao CPefiCTBA 3a NAPTULUIIALV]Y Y MY3ULIN

[TomenyTo moppasymeBa Kopuirheme MeTOIOJOMIKOT IIPUCTYIIA KOjU ce Y
CB0jOj OCHOBM T€ME/bY Ha 3BYYHOM UCKYCTBY, IIO IPUHILIMUILY 04 38yKaA KA HOWIHO]
cnuyy u wymayvervy.* Y OKBUpPY Hera HajBaKHUjJ IOKpeTad HacTaBe Tpedasio du
fa dyme HPMHIVI MOTMBaLMje ¥ VHKIY3MBHOCTHU Y MOACTUILIAY MaKCUMaTHOT
ydemrha CBMX y4eHUKa Y MY3MYKOM JIOXKVUB/bAjy, Ka0o ¥ Pa3BUjamby IOTEHIjala
3a MY3M4KO M3pakaBame. [la du ce y TOM CMUC/Ty HOCTUIIV OYeKVBaHN UCXOMU
00pa3oBHOT-BaCINMTHOT IpPOIeca, yIora HaCTaBHUKA II0CTaje BeoMa OMTHA, I10-
cedHO y Kpempamy cajpxaja 4aca, Koju Mopajy dutu Beoma pasHoBpcHU. OHI
HOfipa3yMeBajy ja HACTAaBHUK OMpa My3M4Ke cafpiKaje U HeTyje IIO3UTUBAH, IOf-
CTHUIIAjaH OHOC IIpeMa pajy, Koju oMoryhaBa fa M y4eHUIM caMM JOHOCe OfI-
pebene 3akpyuke 1 oxpadpyje ux y Tome. HacTaBHUK 1ocTaje CBOjeBPCHM MOJie-
parop Koju IeMOHCTpUpa My31MuKe IpuMepe Kopuctehu rac, mokper, My3sudke
MHCTPYMeHTe. Y CK/Iafly ca caBpeMeHMM TeHJleHIIMjaMa IpyMeHe MH(pOopMaIyo-
HO-KOMYHUMKALMIOHMX TE€XHOJIOTHja y HacTaBM, y/Ora IpeflaBadya yCMepeHa je y
IpaBIy /ja ¥X ¥ caM yIoTped/baBa 1 Jja MOACTNYE YIeHMKe [la CAMOCTATHO KOPH-
CTe My/ITUMENMjaNIHe cafpkaje. Eberopa ymora je sHa4ajHa 1 y IOACTUILIAILY y4e-
HUKa Ka IPaKTUYHO] NPUMEHN CTeYEHUX 3Hama, Te Ja OLCHhUBAKbeM IIpaTi U
IpoIlemYje BUXOBa NOCTUrHYha.

MoTuBucame TnIHe Kp€aTUBHOCTU HACTaBHUKaA

CBe HaBe[leHO [JOBOAY IO 3aK/by4Ka fla je M NMYHA KPeaTMBHOCT HACTaBHMKA
K/by4Ha y offadMpy cafip>kaja gaca. Y TOM CMUCITY MOXKe Ce 3aK/by4MTH Jla CBAKM
HaCTaBHMK MMa C10dO0fy f1a cajjpKaje Kperpa Mo MPUHLNITY pasINnIUTUX KpuTe-
pUjyMa, a Ha OCHOBY IIpOrpaMa HacTaBe U y4ema, y3pacTa, aQuHUTeTa I CEH3NU-
dunnrera yuyeHMKa, BUXOBe MY3MKa/THOCTM U Op3MHE yCBajamba Iporpama My-
3M4Ke Ky/AType. Y IpUIOr TOME TOBOPY YMIbeHUIA I, nako IIpoipam naciiase u
yuerva mipenmaxe ,CImcak KOMIO3NUIMja 3a CIymame” 1 ,Crycak KoMIIo3nIuja
Koje ydeHnu odpabyjy nmo ciayxy mam mo HoTHOM TekcTy  ([Ipoipamu Haciiase
u yuerwa [Hactiasnu tnanosu u apoipamu] u ociliany ApasunHuuy u3 odnaciiu
odpasosarwa, 2018, 158, 159). OH uctoBpeMeHo omoryhasa jja ce, mopey HaBefie-
HJX KOMIIO3MI[Uja 3a CIyllame 1M U3Bobheme, MOTy KOPUCTUTH U KOMIIO3UIINje
Koje HIICYy HaBefieHe. To 3Hauy 1a HACTABHMK MMa MOTYhHOCT /la OfCTYIIN MaKCH-
ManHo 70 30% Off ImpeIoKeHOT CIMCKA U Jja Mo crmodoHOM 13dopy omadepe

4 IIpoipam nacmase u yuerba npediadice MOJAECI Of ,,3ByKa Ka teopuju’ (Ilpoepamu
Hacmase u yuerwa [HacmasHu nIaHo6U U NPOSPAMU] U OCMAU RPAGUTHUYY U3 0OIACmU
obpazosama, 2018, 157).
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KOMIIO3UIIMje 3a CIyliame 1 u3Boheme, Bogehn padyHa o BUXOBOj IIPUMEpPEHO-
CTU HACTaBHMM CafipXKajiMa, Y3pacTy y4eHMKa, IBJMXOBUM MOTyhHOCTMMA M VH-
TepecoBaIbMMa, €CTeTCKMM 3aXTEeBMMA, MCXOJMMA U JIOKA/IUTETYy Ha KOMe Ce Ha-
masy mkona. HaBemeHo 3Haum ja opHOc usMeby moHybenmx kommosunuja u
IpyMepa 13 Apyre nmuTepaType Tpeda fa dyae HajMame 70% y KopucT oHybheHnx,
a f1a je MofiepaTop TOr n3dopa caM HaCTaBHUK My3M4Ke KYITYpe.

HopmaTHy MoryhHOCT 3a KpeaTMBHOCT Jaje U KOopealnuja pasinduTux caap-
xaja n3Melyy mpegmeTa, Koja Mo>ke OMTY KJbYYHO IOJIA3MIITE U 33 OCMMII/baBabe
MEeTOJICKVX je[HIIIa/9acoBa, a/IM MMa 1 IOTeHLMjasI ja dy/ie BeoMa MOfCTUIajHa
¥ 32 MCTPaKMBama yYeHNKa Ha [0/by IPOjeKTHNUX 3ajjaTaka. ToMme mocedHO f10-
IpMHOCE JUIUTAIHU Cafip>Kaji, KOjU Cy HEM30CTaBHIU [ie0 CaBpeMEHOr Iefa-
TOLIKOT IIpolieca, KOjy I0JaTHO MOTVMBUIL'Y 3afHT€PECOBAHOCT yY€HMKa 32 CBAKI
npenMeT. Yiora MHGOPMaLMOHO-KOMYHMKAIIVIOHNX TEXHO/IOTUja y HACTaBM 3a-
BVICY ¥ Off AUTUTATHE IIMCMEHOCTY HACTaBHMKA U HJXOBE CIIOCOOHOCTM Jia ca-
MOCTa/IHO MCTpake Moryhe furnranHe HacTaBHe cajpskKaje 1 TMMe odoraTe COII-
CTBEHe 4yacoBe My3uuke KynaType. [laHac mocroje dpojue moryhuoctn mzdopa
MYITUMEAUjaTHUX CafpiKaja: of BaKehux AMIMTamHuX yideHmka 3a ImpegMeT
Mysudka KynaTypa, nparehyx KOMIIaKT AMCKOBA ca IpUMepHMa 3a CIIyIIambe My-
3JKe y3 IITaMIIaHa U3/lalba, KAPAOKa, MY3MYKIX KIbUTA 1 eHIIMKIIOIeuja, My3/y-
KIX MHCTPYMEHATa, T3B. ,,lITaMeTHUX Tad/nn’, IpeKo MHTepHeTa, Iporpama Juru-
TaJIHUX YYMOHMIIA, BUIEO MaTepujana, rajepuja ¢pororpaduja, KBU3 MUTANNIIA,
OpOjHMX MY3MYKMX AUTUTATHUX UTapa JO MeMja, KOjU pasIndnTiM Cafip>Kajuma
MOTy OUTM 3HAYajHO AUJAKTUYKO CPEfCTBO.

Ha ocHOBy mOMeHYTOI MOXXe Ce IOCTAaBUTU NUTAame KOjU je MpaByu IMyT y
Kpenpamy MeToAckux jennunuia? ITpakca je mokasasna fa He IIOCTOjM UCIIPaBaH U
HeycrpasaH nyT. [Ipema cBeMy NpeTXofHO peyeHoOM, KpeaTuBaH U MOTUBMUCAH
HAaCTaBHUK MMa dpojHe MOryhHOCTHU 3a Kpenpame COICTBEHUX TOAUIIBUX, Me-
CeYHMX IIAaHOBA 11 HacTaBHMX jemmuuna. OkBupy Koje npema nocrojehum I1na-
HO8UMA TIOCTaB/ba MUHUCTAPCTBO IPOCBETE, Ma KONMKO Ce€ MOTY YMHUTY BeoMa
YBPCTH, 3alIpaBO OMOTyhaBajy BeIMKY KpeaTMBHOCT M MAIITOBUTOCT, Off Koje
3aBIUCHU M YCHEIIHOCT Y MOTUBALMjJ YUeHUKaA Ka ITo Behoj 3aMHTepecoBaHOCTH
3a IpefMeT My3/dKa Ky/ITypa. Jlako HOBY IUTaHOBU yBOfe (II0CeSHO y meToM 1
IIECTOM pa3pefy) CBe Mambe KOMeKTUBHUX cafipKaja Koju Heryjy uspohamrso un
CTBapame MYy3UKe, a CBe BUIIE TEOPMjCKOT ¥ MUCTOPUjCKOT IIPOYy4aBara, HACTaB-
HMLIM My3J4Ke KYATYpe UMajy U TocedHy OATOBOPHOCT, jep OCUM 3Hamba CBOjUM
ydeHMLMMa Tpeda fja IpeHecy 1 pasmnunte BemrnHe. PoKyc yaca Ha aKTUBHOM
MY3MLIMpamby IIPe CBeTa MOYKe MMAaTy 3HayajaH yTUIIAj Ha PasBoj ICUXOMOTOPMKE
ydenuka. [Tlecma, urpa u cBupame pasBujajy TauHOCT Y U3BODemY, CTpIUbebe 3a
ydemeM HOBOT, ocehaj konmekTuByu3Ma (IPUITIAZHOCTH, C jefHe CTpaHe, U CTp-
IUbeH-e, HApOUYNTO IIpeMa OHMMa KOj!l HUCY MY3MYKM HalapeHH, C IpyTe CTpaHe),
JbydaB IpeMa YMeTHOCTM, a/I) U IpeMa IPUPOAH, 3aBUUajy, OMITOBAE IIpeMa
JbY[IVIMA, )KMBOTUIbaMa (Kpo3 pasnmunTe cajpxaje necama). IleBameM ce pas-
BUjajy OpraHM) 3a Jiucarbe ¥ TOBOpHU opranu. CBupame S0 KOT MHCTPYyMeHTa
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pasBMja MHTOHAIIM)Y, MOTOPUKY, CTylLlIabe 1 yckaahuBarbe, a/iv 1 JOLATHO IIOf-
cTude ocehaj OfrOBOPHOCTH IpeMa KOMeKTMBY, IITO je 0cedHO 3HaYajHO U 3a
HOZICTUIaIbe IPYrapCTBa.

Y TOM cMuCITYy KOHLENT 0g 38yKa KA HOWIHOj CAUUU U THyMa4erby HUje TIOf-
CTHUIIajaH CaMO 32 HACTaBHMKE, Ka0 IIyTOKa3 KOj/ BOAM /IO YYMOHMIIE Y KOjOj ce
MYy3JKa aKTMBHO KOH3yMMPa Kpo3 MHTepnpeTanyjy. OH je KpeaTMBaH 1 3a caMe
yUY€HMKe, 3a KOje je aKTMBHM 4ac, Peaji30BaH y CMICIYy YMETHUYKE PAJMIOHNUIIE,
IIOJCTUIIAjaH M 32 CAMOCTA/IHO MCTPaKMBaKhe KPO3 MY3IUYKO M3paykaBame. Y TOj
MHTepaKLMji KPeaTMBHOCTH KOja Ce yCIIOCTaB/ba Ha HMBOY HACTABHUK — YYEHUK
YCIIOCTaB/ba Ce MOJie/l HaCTaBe KOjyl MOTHUBHILE 00e CTpaHe, IPU YeMy je Kpajbu
pesy/aTaT yCIeLUIHOCT 4aca M MOTMBMCAHOCT Ofie/belba 3a HOBAa Ca3Hamba KPO3
IIpaKcy.

3aK/pydak

Koju je mporeHaT 13BOhaYKMX U TEOPUjCKUX cafipyKaja y HACTaBM MY3UYKe KyJI-
Type 1 KojuM myTeM he ce ogBujaTy TOK yaca, He npomnucyje IIpoipam Hacitiase
u yuera. KoHIeNTyanHO, TO je MHAVBMAYaTaH N300p HACTABHIUKA, KOjU Ce MOfie-
NMpa y 3aBUCHOCTY Off HeTOBMX IeIaTOIIKNX, /Iy ¥ IMYHMUX KpeaTUBHUX adu-
Huterta. bamanc usmely ose iBe rpyne cagpikaja, y3 mpaheme moBpaTHUX MHPOP-
Malyja Koje ce Hodujajy off y4eHMKa, IpeCTaB/ba IPaBy CMEPHUIY Y MOJIeTIMPAbY
Jaca, IITO MHAMKATUBHO II0Ka3yje fAa he u caMy YacoBM y pasmmanTIIM Ofie/beblMa
OUTM KOHIMNMpPaHY Ha IocedaH U CacBUM Apyraunju HaunmH. Mebytum, y kojoj
Mepu he HacTaBHUK dUTM MOTMBMCAH Y CaMOM pa3BMjalby COICTBEHE KpeaTyB-
HOCTU 3aBMCK M Off TMYHE MOTVMBMCAHOCTH 3a Paji, a/lu U off apuHMUTeTa Na ce
CaMOCTaJIHO CycpeTHe ca BehyM mpodecroHaTHIM N3a30BUMa, KOjI IOfIpasyMe-
Bajy OJIaTHY aHTa>KOBAHOCT Yy IPUIIPEMM CaMOT 4aca, OffHOCHO MaTepujaja Koju
he Ha kpearVBaH HauMH 00OTaTUTU HACTAaBHM IpOLIEC.

JomaTHu oficTpeK 3a KpeaTVBHOT HACTABHIKA je CTUMY/IAaTUBHA PaJiHA OKO-
nuHa (yc/IoBY pajja, KaduHeT 3a IIpefiMeT, ITOAPIIKA KOJIEKTIBA), Harpajie 3a ycIex
Ha IIKOJICKOM, OKPY>KHOM U TPafICKOM HUBOY, a/Ii ¥ PMHAHCHjCKA MOfIPIIKA CaMe
IIKO/Ie Kao 00pa3oBHE MHCTUTYIVje 3 HaOaBKY JOJaTHNUX e[[yKaTUBHVX Y JUTH-
TaJHUX cafipkaja. Y TaKkBOM OKpYXemy, Heryjyhu KynTypHe HaBMKe UM W3-
rpabyjyhn ecreTcke HopmaruBe yueHUKa, HaCTaBHMK, Kpo3 IpefMeT Mysnyka
KYITypa, NI0CTaje K/bYYHM YMHUIAL, y NPOLeCY CTBapara M U3TPAJIbe jeJHOT
MJIaZioT KYITYPHOT 4oBeKa. VI3 Tor pasiora oH Tpeda fa dyje caBpeMeH, Ollpe3aH,
bnekcudnIaH, JUTUTATHO ONVMCMEeH Y MAIlITOBUT, jeTHOM pedjy KpeaT!BaH, a
OYeKVMBAaHMU Pe3yNTATH HeroBor pajia Tpeda fa dyay peannsoBaHyU KpO3 CUHTE3y
TeopujcKe IIaTdopMe, UCTOPYjCKOT KOHTEKCTa U MPAaKTUYHe HacTaBe Koja Mo-
TUBMIIE YMETHUYKE BEHITMHE U3PaKeHe KPO3 IPAKCY KOJIEKTMBHOT MY3MIIM-
pama. Kopucrehn Takap KOHIleNT HACTaBHMK MOJIeNMPa U KPeaTUBHU 4ac, KOjU
je TIOZICTUIIAjaH 32 YUEHNKE, jep aHTaXKyje IbUX0Be MEHTAHe, IICUX0-MOTOpPUYKe
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¥ M3paXkajHe KalaluTeTe ¥ ycMepaBa X ja dyay QyHKIVOHAIHY IOMEHY CaMo-
CTaJIHOT MY3MYKOI' M3pa’KaBaiba KpO3 IleBarbe, CBUpambe My mokper. Ha Taj
HA4MH Ce y MOTIIYHOCTM IOCTIDKe edeKaT Iapasie/THOT OfiBMjara pasIndnuTyX
MY3MYKUX aKTUBHOCTU KOje Cy JIparolieHe 3a pa3Boj yMEeTHUYKNX IIOTEHIMjaaa
y4eHMKa, OHOCHO Ba>KHe 3a CTHUIIaibe BEeLITHHA Y JOMEHY YMETHIYKOT 0dpa3o-
Bamba.

Y ToM cMmumcny MOXe ce 3aK/bydYMTM Jla HAaCTaBHMK MYSUYKe KYAType, Y
okBupy npensubenor IIpoipama Hacitiase u y4erba iMa CBy CTOSOLY ia MOZEIMpa
CBOj 4ac, U Ja, Kopucrehu caBpeMeHM METOAMYKM IIPOLIEC U CAaBPEMEHY AMJaK-
TUYKY anaparypy, dy/ie MOTHMBATOp 3a MHOTe My3M4Ke IIPOjeKTe, YMjyl MHUILVja-
TOPMU M peanu3aTopy OUTH YaK caMyl yYeHWIIN.
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HOW MUCH FREEDOM DOES A MUSIC TEACHER HAVE?

Music is one of the few subjects through which students develop their creativity. Music
acts as an encouragement to the development of different skills, such as singing, playing,
and creating, but also to shaping knowledge in the field of music theory, the knowledge
of music instruments, and history of music. Another goal of Music as a subject, is cultural
modeling of students, aimed at the development of their cognitive apparatus, thus, allow-
ing certain criteria for the aesthetic evaluation of music to be acquired already at the basic
level of education. This research discusses how much freedom the teachers have in real-
izing the curriculum in Music as well as their freedom of developing their own methods
of teaching, according to the curriculum set by the Ministry of Education, Science and
Technological Development of the Republic of Serbia.

Key words: teacher, Music Culture, music curriculum, student, creativity
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GLAZBENO ISKUSTVO STUDENATA
UCITELJSKOG STUDIJA KAO PRETPOSTAVKA
UCENJA GLAZBE NA STUDIJU

Sazetak

Glazbeno obrazovanje na uciteljskim studijima obvezno je za sve studente bez obzira na
njihove glazbene sposobnosti, vjestine i znanja s kojim dolaze na fakultet. Obiteljska sre-
dina, drustvena zajednica i mediji stvaraju okolinu u kojoj se stje¢u glazbena iskustva koja
se medu pojedincima znacajno razlikuju. Opéeobrazovni sustav kroz glazbeno bi obrazo-
vanje, nastavne i izvannastavne glazbene aktivnosti trebao stvoriti pretpostavke za dalje
obrazovanje ucenika koji ¢e trebati razvijati glazbene kompetencije u sklopu profesional-
nih kompetencija iako nece biti profesionalni glazbenici.

Cilj je istrazivanja utvrditi kakva su glazbena iskustva i navike studenata uciteljskog studija
u razdoblju prije studija. Provedeno je deskriptivno istrazivanje medu studentima druge
godine uciteljskog studija (N=119) na Fakultetu za odgojne i obrazovne znanosti u Osi-
jeku, Hrvatska uporabom anketnog upitnika.

Rezultati su pokazali kako studenti nisu imali povoljne socioekonomske uvjete za razvoj
glazbenih kompetencija prije studija. Studenti nemaju iskustva muziciranja koja bi im
omogucila nadgradnju u glazbenom obrazovanju na studiju te nemaju navike posjecivanja
koncerata i slusanja klasi¢ne glazbe.

Glazbeno obrazovanje na uciteljskom studiju mora se odvijati na poéetnoj razini u¢enja
glazbe kako bi svi studenti mogli ste¢i kompetencije potrebne za izvodenje nastave glazbe
u mladim razredima osnovne $kole.

Kljucne rijedi: glazbeno obrazovanje, ucitelji primarnog obrazovanja, ishodi ucenja
glazbe, izvannastavne glazbene aktivnosti

Uvod

Nastavu Glazbene kulture u mladim razredima osnovne opéeobrazovne skole
u Hrvatskoj izvode razredni ucitelji koji tijekom studija trebaju stjecati i
razvijati kompetencije za njeno planiranje i izvodenje. Kompetentnost budu¢ih
razrednih ucitelja za izvodenje nastave glazbe ovisi o kvaliteti glazbenog
obrazovanja na studiju, ali i tijekom razdoblja prije studija. Studenti su glazbena
znanja, vjestine, navike i stavove prije uciteljskog studija mogli stjecati tijekom
formalnog glazbenog obrazovanja u opéeobrazovnoj osnovnoj i srednjoj skoli te u
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glazbenoj skoli koja u Hrvatskoj egzistira paralelno sa opéeobrazovnim sustavom,
ali i u neformalnim oblicima aktivnog bavljenja glazbom.

S obzirom na to da kandidati koji se upisuju na studije za buduce ucitelje
razredne nastave dolaze iz opéeobrazovnog sustava, kompetencije koje su u njemu
stekli temelj su nastavka njihovog $kolovanja u svim podru¢jima obrazovanja
buduceg ucitelja pa tako i u podrucju glazbe. U ovome radu namjera je istraziti
na koji nacin glazbeno iskustvo studenata prije studija stvara pretpostavke za
ucenje glazbe na uciteljskom studiju kako bi se pridonijelo kvaliteti glazbenog
obrazovanja na studijima.

Kada govorimo o glazbenom iskustvu, govorimo o dva njegova konteksta:
slusanju glazbe i oblicima aktivnog muziciranja. Oba konteksta obuhvacena su
planski, relativno kontrolirano i sistemati¢no jedino u okviru odgojno-obrazov-
nog sustava. Izvan tog okvira generalno mozemo uociti glazbena iskustva pod-
lozna nemjerljivoj varijabilnosti, primjerice, recepciju glazbe putem medija te
glazbena iskustva u obitelji, a onda i ona u vezi s mogu¢nostima i izborom pro-
vodenja slobodnog vremena.

Ishodi ucenja glazbe u opéem obrazovanju kao pretpostavka
glazbenog obrazovanja na uciteljskom studiju

Nezadovoljavajuci pokazatelji kvalitete nastave glazbe u opéem obrazovanju,
a pod tim mislimo na ishode ucenja (Nikoli¢ i Ercegovac-Jagnji¢, 2020; Vidulin,
2012, 2013), ukazuju na kontinuiran problem glazbenog obrazovanja koje se od-
vija izvan specijalistickog glazbeno-obrazovnog sustava. Glazbeno obrazovanje u
opc¢eobrazovnom sustavu u Hrvatskoj je posljednjih dvadesetak godina pod utje-
cajem dviju znacajnih promjena nastavnog plana i programa. Jedna se promjena
dogodila 1999. godine (MZS, 1999) kojom je satnica predmeta Glazbene kulture
smanjena na jedan sat tjedno tijekom cijele osmogodisnje osnovne skole. Spome-
nuti nastavni program nastave glazbe zadrzao je pjevanje, slusanje glazbe, sviranje,
glazbeno opismenjivanje, glazbeno stvaralastvo, muzikoloske sadrzaje i glazbene
igre, sve do uvodenja novog nastavnog plana i programa 2006. godine (MPS,
2006). Od 2006. godine jednosatni plan je i dalje na snazi, tezidte nastave je na
slusanju glazbe (viSe u Vidulin, 2013), a glazbeno se opismenjivanje izbacuje osim
u sluc¢aju da se nastavnik odluci za sviranje melodijskih instrumenata. Ove dvije
promjene svele su nastavu glazbe na marginu kurikula u smislu vremena koje se
posvecuje stjecanju glazbenih kompetencija te zbog izbacivanja ucenja glazbenog
pisma kao pretpostavke aktivnom muziciranju ucenika u nastavnim, izvannastav-
nim te izvanskolskim glazbenim aktivnostima. Stoga, od studenata koji dolaze na
studij iz opcéeobrazovnog sustava mogla bi se ocekivati vjestina pjevanja i aktivnog
slusanja glazbe te poznavanje glazbene umjetnosti, ali ne i poznavanje notnoga
pisma niti sviranje glazbenog instrumenta. IstraZivanja su pokazala kako veci dio
studenata na pocetku studija ne zna pjevati niti jednu dje¢ju pjesmu (Nikoli¢ i
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Ercegovac-Jagnji¢, 2010) te kako studenti koji se upisu na uciteljski studij imaju
fundamentalnu razinu glazbenih sposobnosti (Nikoli¢, 2018) sto ukazuje na izo-
stanak rada na pjevanju. Istrazivanje nekih od ishoda ucenja glazbe u osnovnoj
skoli pokazalo je ,kako razina glazbene kulture studenata uciteljskoga i studija za
odgojitelje nije sukladna ocekivanim postignu¢ima u osnovnoskolskom i sred-
njoskolskom glazbenom obrazovanju, a kao preduvjet dalje glazbene naobrazbe
na studiju” (Nikoli¢ i Ercegovac-Jagnji¢, 2020:190) jer studenti nisu pokazali niti
elementarnu razinu znanja o glazbenoj umjetnosti niti vjestinu analitickog slusa-
nja glazbe u trenutku kada se upi$u na studij. S obzirom na navedene pokazatelje
obrazovnih ishoda glazbenog obrazovanja iz opéeobrazovne $kole moze se zaklju-
¢iti kako nastava glazbe ne stvara preduvjete za nastavak skolovanja ucenika koji
u svom daljem profesionalnom razvoju trebaju razvijati glazbene kompetencije.

Kompetencije koje su potrebne za planiranje i izvodenje nastave Glazbene
kulture u razrednoj nastavi podrazumijevaju glazbeno obrazovanje koje ukljucuje
znanja iz podrudja glazbe, vjestine i znanja za analiticko slusanje glazbe, vjestine
pjevanja i sviranja glazbenog instrumenta, glazbenu kreativnost i metodicke kom-
petencije (Nikoli¢, 2014; Svalina, 2015; Sulenti¢ Begi¢, 2013). Glazbeno obrazova-
nje na uciteljskim studijima u Hrvatskoj obavezno je za sve studente, a sastoji se
od cetiri skupine glazbenih kolegija: vokalno-instrumentalna nastava, teorijski
predmeti glazbe, metodika nastave glazbene kulture i izborni predmeti glazbe
(Nikoli¢, 2017). Iako se planovi glazbenog obrazovanja na svakom pojedinom
fakultetu u manjoj mjeri razlikuju, studenti i nastavnici koji sudjeluju u obrazov-
nom procesu nastave glazbe ocijenili su model glazbenog obrazovanja budu¢ih
ucitelja razredne nastave dobrim (vise u Nikoli¢, 2017). U istrazivanju provede-
nom medu studentima i nastavnicima na fakultetima u Hrvatskoj evidentirane su
poteskoce koje prate glazbeno obrazovanje na uciteljskim studijima, a one su slabo
razvijene glazbene sposobnosti te slabo predznanje studenata, nezainteresiranost
i nedovoljno razvijene radne navike studenata, poteskoce u ucenju teorije glazbe,
sviranja i pjevanja, prekratko razdoblje za ucenje sviranja i pjevanja, premalo
prakse u skoli te nedovoljni materijalni uvjeti za vjezbanje pjevanja i sviranja
(Nikoli¢, 2017). Iz ovih se rezultata moze zakljuciti kako su glazbeno obrazovanje
i iskustvo muziciranja prije studija znacajani otezavajuci ¢cimbenici za glazbeno
obrazovanje na studiju. Ako se izuzme problem glazbenih sposobnosti koje mogu
utjecati na razvoj vjestine pjevanja, uocljive su poteskoce s motivacijom studenata
za ucenje glazbe, ali i slabo predznanje o glazbi i izostanak glazbenih vjestina za
Cije je stjecanje i razvoj potreban kontinuirani i disciplinirani rad na kakav stu-
denti nisu spremni, $to ukazuje na njihovo glazbeno neiskustvo jer ne poznaju
prirodu usvajanja glazbenih kompetencija.
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Izvannastavno i izvanskolsko glazbeno iskustvo kao pretpostavka
ucenja glazbe na uciteljskom studiju

Osim glazbenog obrazovanja u nastavi u opéeobrazovnom sustavu, ¢cimbenici koji
omogucuju glazbeno iskustvo kao pretpostavku za glazbeno obrazovanje na uci-
teljskim studijima su izvannastavne glazbene aktivnosti u skoli, obitelj, mediji i
drustvena zajednica.

Obitelj i glazbeno iskustvo studenata

Glazbeno iskustvo individue ovisi o genetskom potencijalu koji dobije rodenjem
i o tome koliko ¢e, u odnosu na taj potencijal i sredinu koja joj pruza poticaje i
mogucnosti, biti glazbeno aktivna. Prva glazbena iskustva svake ljudske jedinke
su ona koja se stjecu u obiteljskom krugu. Kvaliteta i kvantiteta glazbe koja ce se
slusati i izvoditi u krugu obitelji ovisi o kulturi u kojoj ona egzistira, ali i o obra-
zovanju, socioeknomskom statusu i glazbenim moguc¢nostima njenih ¢lanova.
Aktivno muziciranje u obitelji pojavljuje se prilikom okupljanja Sire obitelji, kao
§to su razlicita slavlja, a moze se zateci i kao dio narodnih ili vjerskih obicaja u
obliku pjevanja i/ili sviranja, skupnog ili pojedinacnog. Razliciti oblici glazbenog
izvodenja mogu se uociti u dogadajima iz intimnog Zivota obitelji prilikom uspav-
ljivanja ili umirivanja djeteta, u igri s djecom ili kod ucenja djece pjevanju ili
sviranju. Muziciranje u obiteljskom okruzenju dogada se i kada pojedinac ima
potrebu i volju pjevati ili svirati viSe, cesce i kvalitetnije, te tezi k stjecanju glazbe-
nih vjestina i znanja. Nabrojanim ritualnim, socijalnim, intimnim ili personalnim
razlozima i prilikama za muziciranje djeca su izlozena od samog rodenja. Ona ce
i sama sudjelovati u glazbenom izrazavanju u obliku odgovora na glazbeni izraz
roditelja, a pogotovo majke u najranijem djetinjstvu, zatim uklju¢ivanjem u zajed-
nicu kroz zajednicko glazbeno izvodenje i kroz igru i ucenje pjevanja ili sviranja.

Obiteljsko okruzenje ne nudi jednoobraznost u glazbenom angazmanu medu
pojedincima. Postoje obitelji u kojima se viSe pjeva i svira i one u kojima se to
nikada ne dogada, stoga se i utjecaj na glazbene navike i kompetencije razlikuju
od pojedinca do pojedinca. Za sada nemamo saznanja o kvaliteti i ucestalosti
muziciranja u obitelji u populaciji, a istrazivanja izvan Hrvatske pokazuju kako je
muziciranje u obiteljima u opadanju (Bunt, 1994) i kako opada cak i pjevanje
roditelja djeci pred spavanje (Papousek, 1996).

Svojstva obitelji koja ¢ini najbolje okruzenje za glazbeni razvoj i glazbeno
obrazovanje djeteta ogledaju se u visokom socioekonomskom statusu obitelji,
bogatoj kulturno-pedagoskoj i poticajnoj klimi, visokom glazbenom iskustvu ro-
ditelja i podrsci roditelja u obliku ulaganja vremena i napora za glazbeno obrazo-
vanje djeteta (Bogunovi¢, 2008). Bogunovic¢ (2008) istice da je za razvoj unutras-
njih motiva za ucenje glazbe vaznija opca kulturna atmosfera u obitelji nego
specifi¢na izlozenost glazbenim iskustvima te kako poticaji za bavljenje glazbom
proizlaze iz vrijednosnih orijentacija roditelja. Medutim, znacajno je visa glazbena
stimulacija u obiteljima koje imaju prosjecne i iznadprosjecne materijalne uvjete
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jer roditelji boljeg materijalnog statusa cesce posjecuju koncerte, nabavljaju glaz-
bene instrumente, pjevaju s djecom i razgovaraju o glazbi, ali imaju i viSe energije
i vremena za zajednicke aktivnosti s djecom (Bogunovi¢, 2008). Slusanje glazbe u
obitelji, takoder, je ¢cimbenik razvoja glazbenog ukusa i navika slusanja glazbe kod
djece, ali i stavova prema glazbenom obrazovanju jer se pokazalo da ,,ucenici ¢iji
roditelji slusaju klasi¢nu glazbu imaju znatno pozitivnije stavove prema Glazbenoj
kulturi/Glazbenoj umjetnosti u odnosu na ucenike ¢iji roditelji ne slusaju takvu
glazbu” (Dobrota i Conar, 2018: 138). Obitelj koja pruza idealno glazbeno okru-
zenje i situacije za glazbeni razvoj i iskustvo djeteta moze utjecati na razvoj glaz-
benog ukusa, razvoj pozitivnih stavova prema glazbi i aktivnom muziciranju,
razvoj glazbenih sposobnosti, vjestina i znanja, razvoj interesa za aktivno muzici-
ranje, stjecanje iskustava individualnog i skupnog glazbenog izvodenja te stjecanje
navike aktivhog muziciranja.

Slusanje glazbe kao pokazatelji glazbene kulture mladih

Od razdoblja uvodenja gramofona, glazba i tehnika povezale su se i omogucile
dostupnost glazbe $iroj populaciji. Razvojem informacijsko-komunikacijske teh-
nologije glazba je dobila nove implikacije od procesa stvaranja i izvodenja do
nacina slusanja (Vidulin, 2008b). Suvremene tehnologije i nacin zivota pruzaju
brojne mogu¢nosti manipulacije glazbom, pa ¢ovjek vise nema potrebe za njenim
stvaranjem, kada mu je ona dostupna u vrhunskom izvodenju. Tako je danasnji
¢ovjek ,,postao slusateljem koji se manje-vise pasivno prepusta slusanju, odabiruci
za to slusanje lakse, jednostavnije vrste glazbe” (Rojko, 2012: 36). Istrazivanja koja
su se bavila glazbenim preferencijama i navikama slusanja glazbe u razli¢itim
dijelovima svijeta na $iroj populaciji pokazala su sli¢ne rezultate. Rezultati istra-
zivanja na populaciji od tinejdzerske dobi do starosti u svijetu pokazuju kako se
najvise slusa pop i rock glazba, a klasi¢na glazba nije medu preferiranim vrstama
glazbe (Schifer i Sedlmeier, 2009; AudienceNet, 2018; Herrera, Soares-Quadros i
Lorenzo, 2018; North, Hargreaves i Hargreaves, 2004). U Hrvatskoj se medu uce-
nicima osnovne i srednje $kole najvise slusa pop glazba, zatim rock, turbofolk,
narodna, zabavna, elektronska, hip-hop, techno glazba pa onda drugi popularni
zanrovi (Rei¢ Ercegovac, Dobrota i Suri¢, 2017; Vidulin, 2012; Skojo, 2016).
Slusanje glazbe danas je opéeprihvacen nacin Zivota. Rezultati istrazivanja u
Hrvatskoj podudaraju se s rezultatima u svijetu koji pokazuju kako adolescenti
dnevno u prosjeku slusaju glazbu 2 sata i 45 minuta (Rada, 2010). U¢enici osnov-
noskolskog uzrasta provode manje vremena u slusanju glazbe nego adolescenti i
to oko sat vremena dnevno (Rei¢ Ercegovac, Dobrota i Suri¢, 2017; Skojo, 2016;
Sulenti¢ Begi¢, 2009). ,Istrazivanja slobodnog vremena mladih u Hrvatskoj po-
kazuju da su im najzanimljivije aktivnosti vezane za druzenje, razonodu i zabavu,
a najmanje su im interesantne aktivnosti koje zahtijevaju intelektualni angazman.
urbani je kulturni obrazac, koji ¢ine aktivnosti zabave i razonode: odlasci u disko-
klubove, na tulume] u kafice, te druzenje s prijateljima” (Vidulin-Orbani¢, 2008a:
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21). U Hrvatskoj je zabiljezeno kako gledanje televizije i slusanje glazbe najcesce
ispunjava slobodno vrijeme kod 64.5% adolescenata, sli¢cno kao i u drugim dije-
lovima svijeta (Rada, 2010). Sli¢ne nalaze su imali i Iliin i Radin (2002) medu
mladima u dobi od 15 do 29 te Ili$§in, Marinovi¢ Bobinac i Radin (2001) medu
djecom uzrasta od 11 do 15 godina. Nacini dolazenja do glazbe razliciti su, a
istrazivanje koje je Vidulin (2008b) provela medu ucenicima osnovne i srednje
$kole u Hrvatskoj, pokazalo je da ucenici ¢esto koriste racunalo za sluanje glazbe,
najcesce sluzedi se internetom, a ponekad u tu svrhu koriste TV, mobilni telefon,
CD, zatim radio i DVD.

Medutim, postavlja se pitanje slusa li se glazba svjesno, namjerno, samostalnim
izborom i je li slusanje glazbe samo sebi svrha? Istrazivanje Northa i Hargreavesa
(1996) pokazalo je kako ljudi svjesno i aktivho upotrebljavaju glazbu u
svakodnevnom Zivotu, a glazba ispunjava sasvim razlic¢ite funkcije u razli¢itim
zivotnim situacijama. Brojna istrazivanja fokusirana na subjektivno iskustvo
glazbe u svakodnevnom Zivotu provedena su s ciljem ispitivanja nacina na koje se
koristi/konzumira glazba (Bull, 2015; Greasley & Lamont, 2011; Herbert, 2011;
Heye & Lamont, 2010; Lamont & Webb, 2010; North, Hargreaves i Hargreaves,
2004; Saarikallio and Erkkild, 2007; Sallavanti, Szilagyi i Crawley, 2015). Kao
klju¢ni razlog za slusanje glazbe istaknuto je uzivanje, dok su ostali varirali u
rasponu od potrebe da slusateljima prode vrijeme, reguliranja raspolozenja,
opustanja i kreiranja atmosfere kako bi se ,,odmakli” od preokupacije sobom ili
situacijom. Rezultat da se glazba obi¢no slusa tijekom neke druge aktivnosti koja
nije inicirana namjerom slusanja glazbe ukazuje na pasivan i nezainteresiran stav
prema glazbi (North, Hargreaves i Hargreaves, 2004). Takoder, svakodnevna
izlozenost glazbenim sadrzajima nesumnjivo utjece na pasivnost u odnosu na
glazbeni angazman. Pojedinac je konzument koji samo u manjoj mjeri bira
glazbene sadrzaje za slusanje, a konzumiranje glazbe! bez odgovarajuceg
glazbenog obrazovanja i glazbenih poticaja blize zajednice uzrokuje glazbenu
pasivnost u populaciji. Glazba koja je rasirena putem masovnih medija namijenjen
$iroj populaciji, stvorena je prema masovnim normama industrijske proizvodnje
i sumnjive je kvalitete (Vidulin-Orbani¢, 2008a). Ono $to je, izmedu ostalog,
posljedica takve konzumacije glazbe jest upravo pasivnost konzumenta i izostanak
kritickog misljenja. Vidulin (2012: 424) istice ,,iako je glazba oduvijek zastupljena
u nastavnim programima i $kolskom kurikulumu, danas ne mozemo govoriti o
(glazbenoj) kulturi mladih: glazba koju preferiraju upitne je kvalitete, a posjete
kulturnim manifestacijama i ustanovama svedene su na minimum. Tomu u prilog
idu i radijski te televizijski programi koji podilaze publici (auditoriju) zbog vece
slusanosti (gledanosti), zatim broj¢ano skromnoj produkciji umjetnickih kuca,
roditeljskom ne-angazmanu oko pracenja kulturno-umjetnickih programa u
gradu, ali i nedovoljnoj pozornosti umjetnostima u okviru $kole”

1 Glazba koja se emitira putem masovnih medija tretira se kao bilo koji drugi oblik
robe za potro$nju ili kao sredstvo za potro$nju druge robe.
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Kao kontrast pasivnoj konzumaciji nametnute ,,masovne kulture’,? organizi-
rane ,kulturno-umjetnicke aktivnosti osiguravaju kulturni prosperitet, poti¢u
razvoj sposobnosti, umijeca, vjestina, njeguju stvaralastvo, ali i navikavaju mladez
na kulturu provodenja slobodnog vremena” (Vidulin-Orbani¢, 2008a: 24). Stoga,
u narednom dijelu izlaganja razmotrit ¢emo oblike aktivnog muziciranja u kojima
su studenti mogli sudjelovati ili su bili u prilici sudjelovati prije studija.

Iskustva aktivnhog muziciranja kao pretpostavka ucenja glazbe na studiju

Iskustva aktivnog muziciranja studenata prije studija mozemo promatrati u for-
malnom i neformalnom kontekstu. Formalni kontekst sredine obuhvaca one
oblike aktivnog muziciranja koji imaju program prema kojemu se mogu ocekivati
odredene glazbene kompetencije, specifi¢ne za sam program. Tu moZemo uvrstiti
odgojno-obrazovni sustav, i to u opéem i glazbenom obrazovanju, ali i djelovanje
kulturno-umjetnickih drustava. Pod neformalnim kontekstom podrazumijevamo
sve one oblike muziciranja koji nemaju formalni program rada i egzistiraju u $i-
rokom rasponu glazbenog djelovanja, poput sudjelovanja u glazbenim aktivno-
stima u obitelji, samostalnog muziciranja, muziciranja u okviru vjerskih zajednica
i nekih drugih oblika asocijacija.

Odgojno-obrazovni sustav u Hrvatskoj omogucuje djelovanje glazbenih an-
sambala u skolama u okviru izvannastavnih aktivnosti, a vrsta ansambla ili glaz-
benih aktivnosti ovise o kompetentnosti i osobnim preferencijama nastavnika
glazbe, o materijalnim mogucnostima $kole i interesu uc¢enika. U Hrvatskoj je
realizirano nekoliko istrazivanja o izvannastavnim glazbenim aktivnostima u os-
novnim $kolama i o ukljucenosti ucenika u iste. Istrazivanja su zabiljezila razli¢itu
zastupljenost glazbenih aktivnosti u razli¢itim regijama Hrvatske. Tako je u
Osjecko-baranjskoj zupaniji zabiljezeno da gotovo nema $kole koja nema izvanna-
stavne glazbene aktivnosti (Dubovicki, Svalina i Proleta, 2014), dok u Zadarskoj
zupaniji 16.67% (Zrili¢ i Kosta, 2009) i u Istarskoj zupaniji 26.47% (Vidulin-Or-
bani¢, 2008a) skola ne nudi niti jednu izvannastavnu glazbenu aktivnost. Izvanna-
stavna glazbena aktivnost koja je najprisutnija u $kolama je Pjevacki zbor/Veliki
zbor/Mali zbor, a onda tek druge glazbene aktivnosti kao $to su Pojedinac¢no
sviranje/Sviranje, Sviranje u ansamblu/Skupno muziciranje/Skolski orkestar, Glaz-
beni projekti, Folklor/Folklorna skupina, Skladanje, Glazbena slusaonica, Klapsko
pjevanje/Klapa, Solo-pjevanje, Skladanje pjesama, Glazbeno stvaralastvo te Ri-
tmika i ples (Vidulin-Orbani¢, 2008a; Vidulin-Orbani¢, 2008b; Zrili¢ i Kosta,
2009; Dubovicki, Svalina i Proleta, 2014). Ukljucenost uc¢enika u izvannastavne
glazbene aktivnosti takoder se razlikuje po regijama jer je u Istri zabiljezeno kako
je u njima aktivno 42.53% ucenika (Vidulin-Orbani¢, 2008b), u Slavoniji 32%
ucenika (Siljkovi¢, Raji¢ i Berti¢, 2007), a podatci iz Zadarske zupanije pokazuju
kako ukljucenost u u¢enika u glazbenim aktivnostima iznosi od 52.57% do 81.24%

2 Definiranje pojma masovna kultura moze se pogledati kod Vidulin-Orbanié
(2008b: 21-22).
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(Zrili¢ i Kosta, 2009) te ukazuje na njihovo variranje od skole do $kole. Ovi po-
datci pokazuju heterogenu situaciju kada su izvannastavne glazbene aktivnosti u
pitanju te uvelike ovise o konkretnim uvjetima u svakoj skoli pojedina¢no.

Potreba o¢uvanja kulturne bastine, a time i glazbene bastine, jo$ uvijek odr-
zava zivim glazbeno djelovanje u okviru kulturno-umjetnickih drustava koja
manje ili viSe stru¢no okupljaju zainteresiranu populaciju. Djelovanje kulturno-
umjetnickih drustava odvija se u predvidivom umjetnickom programu, o¢uvanju
glazbene i drugih oblika tradicije i u tom okviru ¢lanovima nudi glazbene aktiv-
nosti od sviranja tradicijskih instrumenata i sviranja u ansamblu (solo, manji sa-
stav, orkestar), pjevanja u zboru (manje grupe pjevaca, veci zborovi) te do pjeva-
nja i plesanja u folklornim skupinama.?

Vjerske zajednice okupljaju svoje ¢lanove u pjevackim i svirackim aktivno-
muziciranje vodi dobrom voljom i Zeljom za sudjelovanjem, a kudikamo manje
samim glazbenim postignu¢em te je otuda upitan utjecaj na razvoj glazbenih
kompetencija. Kako sudjelovanje u vjerskim glazbenim asocijacijama nema pri-
marno glazbene ciljeve, tako su i glazbena postignuca raznolika. Zajednicko svim
formalnim i neformalnim oblicima aktivhog muziciranja jest Zelja pojedinca da
se u njih ukljuci, kompetentnost i entuzijazam voditelja, kao i materijalne mogu¢-
nosti neophodne za organiziranje okupljanja i muziciranje.

Temeljem dosadasnjih istrazivanja i nastavne prakse mozemo pretpostaviti da:

H1I: Studenti uciteljskog studija nisu imali povoljne socioekonomske uvjete za
razvoj glazbenih kompetencija.

H2: Studenti uciteljskog studija nemaju navike posjecivanja koncerata i navike
slusanja klasi¢ne glazbe.

H3: Studenti uciteljskog studija nemaju iskustva muziciranja koja bi omogucila
nadgradnju u glazbenom obrazovanju na studiju.

Metodologija

Cilj je istrazivanja utvrditi kakva su glazbena iskustva i navike prije studija
kod studenata uciteljskog studija kao pretpostavku ucenja glazbe na studiju.
Zadace su istrazivanja utvrditi:

a) socioekonomska svojstva ispitanika (mjesto stanovanja, materijalni

status, obrazovni status roditelja)

b) razinu glazbenog obrazovanja ispitanika

c) razinu glazbenog obrazovanja roditelja

d) navike muziciranja i slusanja glazbe u obitelji

e) iskustvo aktivnog muziciranja studenata

f) navike i odnos ispitanika prema slusanju glazbe.

3 U suvremenoj znanstvenoj literaturi nisu pronadeni podaci o brojnosti populacije
koja je aktivna u kulturno-umjetni¢kim drustvima i vjerskim zajednicama.
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Uzorak

Prigodni uzorak istrazivanja ¢ine 118 studentica i jedan student druge godine
uciteljskog studija (N=119) na Fakultetu za odgojne i obrazovne znanosti u Osi-
jeku, Hrvatska, u dobi od 19 do 22 godine starosti (M=19.62; SD=0.71).

Instrument

Za potrebe ovog istrazivanja kreiran je Upitnik o glazbenom iskustvu studenata
uciteljskog studija prije studija koji sadrzi 20 pitanja otvorenog i zatvorenog tipa.
Pitanjima su prikupljeni podatci o spolu, dobi, mjestu prebivalista, materijalnom
statusu i razini obrazovanja roditelja, glazbenom obrazovanju roditelja, ucestalo-
sti sviranja i pjevanja u krugu obitelji, zatim o glazbenom obrazovanju i iskustvu
muziciranja studenata te podatci o navikama slusanja glazbe studenata.

Tijek istrazivanja
Dvije generacije studenata anketirane su na pocetku akademske godine prije po-
Cetka vokalno-instrumetnalne nastave. Studentima je objasnjen cilj istrazivanja te

su oni dali usmeni pristanak za sudjelovanje u istrazivanju. Uslijedilo je anonimno
ispunjavanje upitnike u papirnatom obliku u prisustvu ispitivaca.

Nacin obrade podataka

Prikupljeni podatci obradeni su kvalitativnom i kvantitativnom analizom. Kvali-
tativna analiza obuhvatila je redukciju, sredivanje podataka i izvodenje zakljucaka
(Muzi¢, 1979). Kako bi se podatci u pitanjima otvorenog tipa mogli kategorizirati
izvrSeno je kodiranje podataka (Muzi¢, 1979). Kvantitativna analiza podrazumi-
jevala je koriStenje deskriptivne statistike (postotak, aritmeticka sredina, standar-
dna devijacija).

Rezultati i interpretacija

Socioekonomska svojstva ispitanika

Ispitanici su najve¢im dijelom iz slavonskih zupanija: Osjecko-baranjska, Vuko-
varsko-srijemska, Pozesko-slavonska, Brodsko-posavska, Viroviticko-podravska
(N=112, 94.12%). Medu studentima nema studenata iz drugih drzava. Ako se za
kriterij kulturnih navika drustvenog Zivota uzme status prebivalista studenata,
onda iz grada dolazi 63.87% (N=76) studenata, a iz sela i prigradskih naselja njih
36.13% (N=43). Iz gradova veci hod 50000 stanovnika (Osijek, Slavonski Brod)
tek je 17.65% (N=21) ispitanika.

Materijalni status studenata prema njihovoj procjeni je u prosjeku dobar
(M=3.18, SD=0.58, Min.=2, Max.=5). Iznad prosjeka su studenti koji su izrazili
da je njihov materijalni status vrlo dobar (24.37%; N=29) te odlican (0.84%, N=1),
dobar siocioekonomski status ima 63.39 (N=79) studenata, a ispod prosjeka je
8.40% (N=10) studenata ¢iji je materijalni status los, dok studenti s vrlo lo§im
materijalnim stanjem nisu evidentirani.
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Prosjec¢na razina obrazovanja roditelja studenata jest srednjoskolska stru¢na
sprema (ocevi: M=2.43, SD=0.96, Min.=1, Max.=6;majke: M=2.36, SD=1.02,
Min.=1, Max.=6). S viSom stru¢nom spremom i jo§ vi§im razinama obrazovanja
je 26.05% (N=31) oceva i 26.05% (N=31) majki. Srednjoskolsku stru¢nu spremu
ima 68.91% (N=82) oceva i 63.03% (N=75) majki, a samo zavr$enu osnovnu $kolu
ima 5.04% (N=6) oceva i 10.92% (N=13) majki.

Povoljniji socioekonomski uvjeti najces¢e omogucuju glazbeno stimulativnu
sredinu u smislu boljih moguc¢nosti za razvoj uopcée (Bogunovi¢, 2008: 166). So-
cioekonomski indeks (zanimanje, indeks obiteljskih obrazovnih resursa i indeks
posjedovanja kulturnih dobara) mjeren 2006. godine u Hrvatskoj nesto je nizi
nego u zemljama ¢lanicama OECD-a, a prosjek spomenutog indeksa u Sredi$njoj
i Isto¢noj Hrvatskoj, odakle dolaze ispitanici u nasem istrazivanju, nizi je nego u
ostalim regijama gdje je zabiljezen najmanji prihod po kucanstvu (Gregurovi¢ i
Kuti, 2011). Uzevsi u obzir samoprocjenu materijalnog statusa te prosjecni mate-
rijalni status u Isto¢noj Hrvatskoj, moze se zakljuciti kako studenti nisu imali
povoljne materijalne uvjete za glazbeno obrazovanje za koje su potrebna znacaj-
nija materijalna sredstva u obitelji.

U PISA istrazivanju Gregurovi¢ i Kuti (2011) sa srednjoskolcima i njihovim
roditeljima u Hrvatskoj pokazalo se, sukladno rezultatima drugih istrazivanja,
kako je najveca zastupljenost roditelja upravo sa srednjoskolskom spremom (oko
55%). S viSom stru¢nom spremom i jo$ vi§im razinama obrazovanja je oko 35%
roditelja, a u Sredi$njoj i Isto¢noj Hrvatskoj 29.1% (Gregurovi¢ i Kuti, 2011: 41).
Roditelji ispitanika u nasem istrazivanju imaju u prosjeku srednjoskolsko obrazo-
vanje kao i u spomenutim rezultatima istrazivanja u Hrvatskoj, $to nije povoljan
pokazatelj jer je visi obrazovni status roditelja povezan s glazbenim obrazovanjem
djece. Kalajzi¢ i sur. (2015: 143) u svom su istrazivanju pokazali kako osim soci-
odemografskih obiljezja kao $to su spol, skola koju uc¢enik pohada mjesto stano-
vanja, ¢cimbenik koji dovodi do razlika u $kolskom uspjehu ucenika predstavlja i
obrazovanje majke. U nadem istrazivanju tek 26.05% majki ima vi$u razinu obra-
zovanja od prosjecne srednjoskolske naobrazbe, a s obzirom na jednak broj te
razine obrazovanja i kod oceva, u odnosu na spomenuto istrazivanje Gregurovi¢
i Kuti (2011), moze se uociti znacajno niza razina obrazovanja roditelja ispitanika
u odnosu na cijelu Hrvatsku (36.5%), ali i u odnosu na obrazovanje roditelja u
Sredisnjoj i Isto¢noj Hrvatskoj (29.1%). Istrazivanja su pokazala kako djeca rodi-
telja visokog socioekonomskog statusa slusaju i vise vole klasi¢nu glazbu, znaju
vise pjesama is lako¢om prepoznaju melodije te ¢es¢e pohadaju glazbene skole
(Rados Mirkovi¢, 1983, prema Bogunovi¢, 2008: 166) §to se, prema ovim rezulta-
tima, ne moze ocekivati od studenata uciteljskih studija.

Iz svega navedenog moze se zakljuciti da ispitivana populacija nije imala
povoljne socioekonomske uvjete za glazbeno obrazovanje. Tek dobar ekonomski
status i mali udio visokoobrazovanih roditelja ne stvaraju pretpostavke za glaz-
beno obrazovanje ispitanih studenata.
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Glazbeno obrazovanje i glazbene navike u obitelji

Roditelji koji su i sami glazbeno obrazovani dat ¢e ve¢u podrsku glazbenom obra-
zovanju svoje djece, a obiteljski zivot bit ¢e ispunjeniji glazbom $to stvara bolje
uvjete za glazbeni razvoj djece nego u obiteljima gdje roditelji nemaju glazbeno
obrazovanje. Istrazivanje na opisanom uzorku pokazalo je da tek 2.52% (N=3)
majki i1 2.52% (N=3) oceva ima zavrSenu osnovnu glazbenu $kolu, a tek 1 otac
(0.84%) ima srednju glazbenu skolu.

Glazbene navike mogu pote¢i iz obiteljskog okruzenja zato je vazno koliko se
u obitelji pjevalo i sviralo. Rezultati su pokazali da se u obiteljima iz kojih dolaze
ispitanici Cesto pjeva (M=2.74, SD=1.20) i ponekad svira (M=1.55, SD=0.82)
(Grafikon 1.). Rezultate ovoga istrazivanja ne mozemo usporediti s drugima jer
je do sada pitanje muziciranja u obitelji neistrazeno.

U¢estalost pjevanja i sviranja u obitelji (N=119)

61.34

37.81 M pjevanje %

i sviranje %
26.89 2437 je %

12.61

1 - nikada 2 - ponekad 3-Cesto  4-jako €esto5 - svakodnevno

Grafikon 1. Ucestalost pjevanja i sviranja u krugu obitelji

S obzirom na mali broj glazbeno obrazovanih u ovome istrazivanju, nije mo-
guce utvrditi razliku u obiteljskim glazbenim navikama izmedu roditelja s glaz-
benim obrazovanjem i onih bez njega. Na temelju dobivenih rezultata zakljucu-
jemo kako ispitanici nisu imali povoljne uvjete za glazbeni razvoj u obitelji, ¢ime
se svrstavaju u op¢u populaciju, pa su i ocekivanja u ucenju glazbe neizvjesna.

Iskustava aktivnog muziciranja studenata

Formalno glazbeno obrazovanje najbolji je pokazatelj pravovremenog i sustavnog
glazbenog obrazovanja i osiguravanja uvjeta za stimulaciju glazbenog razvoja, a
ono je zabiljezeno tek kod 8.40% (N=10) ispitanika koji su pohadali glazbenu
$kolu. Osnovna glazbena $kola je u Hrvatskoj pristupac¢na jer je participacija u
$kolarini dostupna roditelju prosje¢nog standarda, a u Hrvatskoj postoji oko
osamdeset glazbenih $kola [HDGPP] koje uc¢enici mogu upisati ako poloze prije-



76 II. Osuwinie mysuuxo odpasosatve / I1. General music education

mni ispit. lako je udio ispitanika koji dolaze iz mjesta u kojima postoje glazbene
skole 55.46% (N=66), mali broj ispitanika koji su pohadali glazbenu $kolu ukazuje
na nepovoljne ¢imbenike za njihov glazbeni razvoj tijekom $kolovanja.

Kao neformalni oblik glazbenog obrazovanja zabiljezena je privatna poduka
kod 1.68% (N=2) studenata. Dakle, 89.92% ispitanika nema nikakav oblik glaz-
benog obrazovanja, osim onog koje je obuhvac¢eno opéeobrazovnim sustavom, §to
podrazumijeva jedan sat Glazbene kulture u osnovnoj skoli i jedan sat Glazbene
umjetnosti ako su studenti pohadali gimnazije, i to tijekom dvije ili Cetiri godine.
S obzirom da se studenti na uciteljski studij upisuju temeljem drzavne mature,
upisuju se i oni kandidati koji nisu i$li u gimnaziju nego u druge srednje skole koje
nemaju Glazbenu umjetnost u svom obaveznom programu. Temeljem iznesenog
zaklju¢ujemo kako ranije specijalizirano glazbeno obrazovanje nije znacajno za-
stupljeno medu studentima.

Iskustva aktivnog muziciranja ispitali smo kroz sudjelovanje u nekom ansam-
blu. Rezultati su pokazali d je prije studija 26.05% (N=31) studenata pjevalo u
zboru, 11.76% (N=14) bilo je ¢lan folklorne skupine, jedan (0.84%) je student
svirao u orkestru, a 61.34% (N=73) nema iskustva muziciranja u ansamblu. S
obzirom na ranije spomenutu heterogenu situaciju organizacije i pohadanja
izvannastavnih glazbenih aktivnosti u hrvatskim osnovnim $kolama, ove rezultate
mozemo tumaciti samo u kontekstu motivacije ispitanika za bavljenje glazbom, a
vise od polovice njih nikad se nije uklju¢ivalo u organizirane izvannastavne glaz-
bene aktivnosti, medu kojima je najcesci, kao $to smo ranije spomenuli, pjevacki
zbor u svim regijama Hrvatske.

Upisom studija smanjio se broj glazbeno aktivnih studenata, pa jo$ aktivno
pjeva u zboru 5.04% (N=6) studenata, a u folkloru je aktivno 4.20% (N=5) stude-
nata. Ako su studenti promijenili mjesto stanovanja zbog studiranja razumljivo je
zasto vise nisu aktivni u ansamblima, ali postotak glazbeno neaktivnih studenata
od 89.92% (N=107) pokazuje da nije u pitanju samo promjena mjesta boravka,
nego se moze pretpostaviti da ne postoji interes za aktivno bavljenje glazbom u
ovom uzrastu.

Prema navedenim rezultatima moglo bi se pretpostaviti da studenti nemaju
razvijenu naviku i vjestinu pjevanja, a sviranje je nepoznata aktivnost za ve¢inu
ispitanika. Stoga, za obje se glazbene vjestine mogu ocekivati poteskoce i otpori u
njihovom stjecanju i razvoju tijekom studija.

Navike slu$anja glazbe i odnos ispitanika prema slusanju glazbe

Navike slusanja glazbe govore o odnosu studenata prema glazbi i njihovom slus-
nom iskustvu koje je ispitano kroz nekoliko stavki. Ispitanici su se izjasnili o
ucestalosti slusanja glazbe i rezultat je pokazao kako studenti svakodnevno slusaju
glazbu (M=4.66, SD=0.72) (Grafikon 2.). Rezultati su ocekivani jer je u ranijim
istrazivanjima zabiljezeno da glazba zaokuplja uc¢enike u njihovom slobodnom
vremenu (Sulentié Begi¢, 2009; Skojo, 2016).
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Ucestalost sluianja glazbe (N=119)
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Grafikon 2. Ucestalost slusanja glazbe

Kako bi se utvrdio odnos prema glazbi u njihovom svakodnevnom Zivotu,
ispitanici su mogli svojim rije¢ima napisati u kojim prilikama, gdje i zasto slusaju
glazbu. Napisani odgovori razvrstani su logickom analizom i prikazani u Grafi-
konu 3., 4. i 5. Rezultati su pokazali da su studenti stalno okruzeni glazbom, bilo
da su kod kuce, u javnim prostorima i prijevoznim sredstvima ili prilikom odma-
ranja, rada, putovanja i zabave. Najveca ucestalost slusanja glazbe kod kuce poka-
zala se i u drugim istrazivanjima u Hrvatskoj (Vidulin, 2013) i izvan nje (North,
Hargreaves i Hargreaves, 2004).

U kojim prilikama studenti slusaju glazbu (N=119)
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Grafikon 3. U kojim prilikama ispitanici slusaju glazbu
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Gdje ispitanici slusaju glazbu (N=119)
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Grafikon 4. Gdje ispitanici sluaju glazbu

Ispitanici su pokusali objasniti zasto slusaju glazbu i rezultati ukazuju na
opustanje i smirivanje te popravljanje raspolozenja kao najcesée razloge (Grafikon
5.). Ovi rezultati potvrduju rezultate spomenutih istrazivanja u kontekstu uporabe
glazbe kao sredstvo za upravljanje raspolozenjima.

Zasto ispitanici sluiaju glazbu (N=119)
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Grafikon 5. Zasto ispitanici slusaju glazbu

Na pitanje koju glazbu najcesce slusaju, studenti su takoder mogli odgovoriti
svojim rije¢ima. Iz navedenih vrsta glazbe* moze se zakljuciti da se u ovom uzorku
preferira popularna melodi¢na glazba jednostavnih oblika, najé¢esée pop i rock, a
moze se uociti i slaba kriti¢nost u odnosu na vrstu glazbe uop¢avanjem slusane
glazbe u ,,sve ili raznoliko” te ,,domaca” i ,strana” (Grafikon 6.). Dobrota i Tomié¢
Feri¢ (2006) su takoder zabiljezile najvece preferencije za pop i rock glazbu medu
studentima uciteljskog studija. Ovi su rezultati sukladni s rezultatima spomenutih

4 U ovom radu nec¢emo se upustati u klasifikacije vrsta glazbe, tim vise $to takve
klasifikacije ne poznaju ni sami ispitanici, pa su izrazi koje su ispitanici sami zapisivali
zadrZani u originalnom obliku.



Lidija Nikoli¢, Glazbeno iskustvo studenata u¢iteljskog studija...

79

istrazivanja (Rei¢ Ercegovac, Dobrota i Suri¢, 2017; Skojo, 2016; Sulentié¢ Begic,
2009) veceg raspona dobi koji ukazuju na najvecu ucestalost slusanja pop glazbe,

zatim rock glazbe i onda ostalih vrsta i Zanrova glazbe.

pop

rock
domaca
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strana
zabavna
house
hip-hop
elektro
klasi¢na
tamburadka
techno
turbofolk
r'n'b

dance

rap

jazz
duhovna
alternativna
soundtracks
sou

punk

heavy metal

Glazba koju slusaju studenti (N=119)
.
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Grafikon 6. Glazba koju slusaju studenti

Preferiranje popularne glazbe vidljivo je i iz odgovora na pitanje koliko cesto
posjecuju koncerte i koje koncerte posecuju. Ispitanici ne posjec¢uju koncerte kla-
si¢ne glazbe gotovo nikada (M=1.28, SD=0.50), dok koncerte popularnih Zanrova
glazbe u prosjeku posjec¢uju ponekad (M=2.22, SD=0.59). Postotak studenata koji
nikada ne idu na koncerte klasi¢ne glazbe je 73.95%, a na koncerte popularne
glazbe nikada ne ide 5.88% studenata (Grafikon 7.).
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Posjecivanje koncerata (N=119)
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Grafikon 7. Ucestalost posjeéivanja koncerata

Rezultati su pokazali da ispitanici imaju zanimanje za glazbu te ponekad
posjecuju koncerte popularne glazbe, ali motivacija za takva dogadanja mozda
nije vezana za glazbu kao takvu nego za kontekst drustvenog dogadaja.

Diskusija i zakljucak

Kako bi se odredila polazisna tocka glazbenog obrazovanja u nastavnim progra-
mima i nastavi na uciteljskim studijima, provedeno je istrazivanje kojemu je cilj
utvrditi kakva su glazbena iskustva i navike studenata uciteljskog studija u razdo-
blju prije studija.

Socioekonomska svojstva prigodnog uzorka ovog istrazivanja pokazala su da
su studenti uciteljskih studija pretezno populacija iz manjih gradskih sredina,
prosje¢nog materijalnog statusa i srednjoskolske obrazovne razine roditelja, kao i
kod vrinjaka prosjecne starosti u Hrvatskoj (Iliin i sur., 2013), Sto predstavlja
slabe uvjete za glazbeno obrazovanje za koje je potrebna znacajna materijalna
podrska i vise razine obrazovanja roditelja koji su skloniji davati podrsku glazbe-
nom obrazovanju djeteta. S obzirom na to da se u obiteljima ispitanika cesto pjeva
i ponekad svira te da glazbeno obrazovanje roditelja izostaje, ne moze se ocekivati
da studenti imaju razvijene navike muziciranja. Potvrdena je prva hipoteza da
studenti uciteljskog studija nisu imali povoljne socioekonomske uvjete za razvoj
glazbenih kompetencija.

Pretpostavka ucenja glazbe na studiju jest i odnos studenata prema slusanju
glazbe. Studenti slugaju glazbu stalno i svugdje, jako im je vazna prisutnost glazbe
u zivotu $to govori u prilog pasivnom slusanju glazbe, dakle, prisutnosti glazbe
kao zvucne kulise. Slusanje glazbe studentima najcesce sluzi kao alat za opustanje
i popravljanje raspolozenja. Rezultati ovog istrazivanja slusanja glazbe potvrduju




Lidija Nikoli¢, Glazbeno iskustvo studenata uciteljskog studija... 81

rezultate istrazivanja u Hrvatskoj i u svijetu koji pokazuju da se najéesce slusa pop
i rock glazba. Najslusanije vrste glazbe pokazuju da studenti slusaju jednostavne
forme glazbe u kojoj je najizrazeniji element melodija i da njihova kriticnost
prema izboru glazbe za slu$anje nije na visokoj razini. Klasi¢nu glazbu studenti
gotovo i ne slusaju, niti posje¢uju koncerte klasicne glazbe. Glazba je, dakle, za
ovaj uzorak zvucna kulisa koja stvara odredeni ugodaj, ali ne privla¢i pozornost
njenih slusatelja. Takav odnos prema glazbi stavlja pred glazbenog pedagoga veliki
izazov da studente nauci aktivnom slusanju glazbe, a ucenje sviranja i pjevanja
nosi teret pridobivanja interesa studenata za ucenje i vjezbanje vjestina koje su
njima potpuno strane. Potvrdena je i druga hipoteza kako studenti uciteljskog
studija nemaju navike posjecivanja koncerata i navike slusanja klasi¢ne glazbe.

Za aktivno bavljenje glazbom vazan je interes pojedinca, a podatci ovoga
istrazivanja govore da je on u najvecoj mjeri izostao kod ispitanika. Iako je glaz-
beno obrazovanje u paralelnom glazbenom odgojno-obrazovnom sustavu dostu-
pno u vise od pola mjesta stanovanja iz kojih dolaze studenti, brojnost onih stu-
denata koji su imali formalno glazbeno obrazovanje je zanemariva, stoga nema
znacajniji utjecaj na status glazbenog iskustva studenata uciteljskih studija. Vise
od pola studenata nema iskustvo skupnog muziciranja u nekom od ansambala,
iako se kao minimalni kriterij angaziranosti u ansamblu uzimalo i pjevanje u
osnovnoskolskom ili crkvenom zboru ili u folkloru, u trajanju od dvije godine. Za
vedinu studenata nastava glazbe na uciteljskom studiju prvi je kontakt s izvode-
njem glazbe uopce. Treca hipoteza, da studenti uciteljskog studija nemaju iskustva
muziciranja koja bi omogucila nadgradnju u glazbenom obrazovanju na studiju,
takoder je potvrdena.

Stoga, glazbeno obrazovanje na uciteljskim studijima mora uvaziti ¢injenicu
da studenti nemaju znacajnijih glazbenih predznanja niti iskustava glazbenog
izvodenja te da se nastava glazbe na studiju mora odvijati od samoga pocetka u
svim aspektima glazbenog obrazovanja.

Rezultati ovog istrazivanja sa studentima uciteljskih studija pokazali su da
glazbeno obrazovanje iz opéeobrazovnog sustava nije rezultiralo obrazovanjem
ljubitelja glazbeni slusatelja s kritickim pogledom na glazbu niti znac¢ajnijim an-
gaziranjem u ansamblima kako bi se bavili glazbenim izvodenjem. Rezultati dosad
provedenih istrazivanja na populaciji studenata koji su upisali uciteljske studije
pokazuju da studenti imaju nerazvijene glazbene vjestine i fundamentalnu razinu
glazbenih sposobnosti (Nikoli¢, 2018) te da ne poznaju glazbenu umjetnost niti
na elementarnoj razini (Nikoli¢ i Ercegovac-Jagnji¢, 2020). Postavlja se pitanje
ucinkovitosti glazbenog obrazovanja u opéeobrazovnom sustavu u Hrvatskoj koji
do sada nije nasao model koji bi u planu od jednog sata tjedno za nastavu glazbe
doveo do zadovoljavajuce razine glazbene kulture mladih. Glazbeno obrazovanje
bi djecu i mlade trebalo poticati na bavljenje glazbom te stvoriti pretpostavke za
dalje glazbeno obrazovanje u svrhu profesionalnog obrazovanja na fakultetima na
kojima su potrebne glazbene kompetencije.
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S obzirom na relativnu dostupnost glazbenog obrazovanja za vise od pola
ispitanika te vrlo mali broj ispitanika koji su takvo obrazovanje imali, pokazalo se
kako se za zvanje ucitelja odlu¢uju osobe koje nisu imale interesa za ucenje glazbe.
Rezultati dosadasnjih istrazivanja pokazali su da su ucenici u osnovnim $kolama
uglavnom ukljuceni u pjevacke zborove, ali i to kako znatan broj skola u Hrvatskoj
ne nudi pjevacki zbor kao izvannastavnu aktivnost. Glazbene izvannastavne ak-
tivnosti u skolama nisu dovoljno zastupljene niti je njihova ponuda adekvatna jer
ne privlaci znacajan broj djece. S jedne strane, egzistira glazba u opéem obrazo-
vanju koja ne potice uc¢enike na aktivno muziciranje niti za nj stvara preduvjete,
a s druge strane postoji specijalisticko glazbeno obrazovanje koje je usmjereno
glazbenom profesionalizmu, $§to ne omogucuje poticanje i bavljenje glazbom sve
djece koja bi to zeljela. Ovaj veliki procjep izmedu glazbenog obrazovanja u op-
¢eobrazovnoj skoli te onoga u glazbenim $kolama podrzava stav da je glazba samo
za glazbeno nadarene, a taj stav uvelike pridonosi slaboj glazbenoj kulturi u po-
pulaciji (Nikoli¢, 2018). S obzirom na suvremenu tehnologiju te novu stvarnost
koja se njome oblikuje za mlade generacije, buduca istrazivanja trebala bi istraziti
motivaciju djece i mladih za bavljenje glazbom te oblike glazbenog obrazovanja i
izvannastavnih glazbenih aktivnosti u skladu s njihovim aspiracijama koje bi tre-
bale dobiti vece znacenje kod oblikovanja pojedinog programa glazbenog obra-
zovanja, ali i kod obrazovnih politika koje uvjetuju mjesto glazbe u kurikulu.
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MUSIC EXPERIENCE OF STUDENTS AS A PREREQUISITE FOR MUSIC
EDUCATION AT TEACHER STUDIES

Family, social community and media create an environment in which music experiences
are significantly different among individuals. Through music education, curricular and
extracurricular music activities, the general educational system should create precondi-
tions for further education of students who will need to develop music competencies
within professional competencies even though they will not be professional musicians.

Empirical research was carried out to determine the musical experiences and the habits
of students in the pre-study period. A descriptive study was conducted among second-year
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students of the teacher education program (N=119) at the Faculty of Education in Osijek,
Croatia. For this purpose, a questionnaire was used.

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 enable them to upgrade musical competencies during
the study and they have no habits of visiting concerts and listening to classical music.
Key words: music education, primary education teachers, music learning outcomes, ex-
tracurricular musical activities
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BENEFITS OF CLASSICAL CONCERTS ON
STUDENTS’ WELLBEING - RESULTS FROM THE
EUROPEAN RESEARCH PROJECT

Summary

The aim of the European research project Schools@Concerts: Tuning up for the music ex-
perience was to introduce students to live classical concert in order to increase and enrich
their musical experience, as well as to show whether classical concerts improve wellbeing
in children in compulsory schools in Serbia, Croatia, and Poland. 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, including preparatory and
follow up activities. Serbian and Croatian students’ questionnaire and interviews generally
show that music frees students from daily routines, helps them overcome sorrow, anger
and to cope with stress. Still, while Serbian results show that most students think music
helps them socially, Croatian results show that only half of the students think the same.
Also, while Polish results show that only one student thinks music can relax him, the
majority of Serbian and Croatian students think so. Students experienced classical con-
certs as: pleasant and enjoyable (Serbia), interesting and unforgettable (Croatia), exciting
and relaxing (Poland). In interviews teachers underlined that classical concert enlarges
students’ preferences for classical music (Serbia), particularly live performance (Croatia
and Poland). Concert organizers highlighted that students heard some unusual ensemble
(Serbia), as well as dancing and multimedia concert (Croatia). 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.

Key words: classical concert, benefits, students, wellbeing

Introduction

here is a wide range of literature on attending classical concerts which proves
a significant psychobiological effects, such as reductions in stress hormone
activity with increases in immune function (Fancourt et al., 2014). Attending clas-
sical concerts physically reduces stress by reducing levels of progesterone and
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stress hormones cortisol, cortisone and cortisol-DHEA ratio (Fancourt and Wil-
liamon, 2016). Classical concert audience experienced stress reduction especially
during live performances (Shoda, Adachi, and Umeda, 2016). Attending a classical
concert decreases negative mood states such as fear, tension, confusion, sadness,
anxiety and stress. Neuroscientists explored the connection between music and
the pleasure it elicits (Croom, 2011), because of a strong positive correlation be-
tween pleasure and emotional arousal (Salimpoor et al., 2009). Attending classical
concerts has benefits on social wellbeing (Packer and Ballantyne, 2011). This
unique bonding experience forms a relationship with others while the live music
performance connects audience directly to the musicians. Regular music lessons
in school with the out-of-school experience can enriched the students’ musical
competences and affect their cultural and artistic development (Vidulin-Orbanic¢,
2013; Vidulin, 2017; Vidulin, Plav$i¢ and Zauhar, 2020).

These wide variety of benefits from a live classical concert prompted us to
start the international Schools@Concerts project with the idea of studying single
cases from different European countries. The aim was to introduce students to
live classical music in order to increase and enrich their musical experience, to
explore how the experiences of attending classical concerts in authentic environ-
ment impact on students, teachers and concert organizers, and to show whether
classical concerts improve wellbeing in children in compulsory school in Serbia,
Croatia and Poland. In this article we shall explain the methodology and give the
main results concerning the benefits of attending a classical concert to students
wellbeing.

Methodology

The multiple case study approach was used (Stake, 1988; Yin, 2003; Ilari & Young,
2016), as well as the previous researches on concert visits (Bernhofer 2016, Mall
2016a, 2016b). The common criteria for all the countries involved in the research
were as follows: the collaboration between a single school and a concert host; a
concert host tradition of a minimum of 5 years; a concert which gave children
aged 10 to 15 the opportunity to attend a classical concert; an instrumental art
work performed in a regular concert venue.

The research process encompassed: detecting the goals, expectations and
roles of students, music teachers, concert hosts; identifying which kind of prepa-
ration processes and follow up activities were carried in schools prior to the con-
cert and after the concert; and categorizing data related to the students, music
teachers’ and concert hosts’ experiences in connection to the concert attendance!.

1 For more information on the project see: Bernhofer, Vidulin, Beqiri-Vula (2020).
European comparative research project Schools@Concerts: Experience from Croatia and
North Macedonia; Bernhofer, Mall, Vidulin, Nenadic, Konkol, Begiri-Vula (2020). Young
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The data were collected through interviews and questionnaires, using a pre-
post setup with validated constructs (musical self-concept, STOMP), as well as
open questions before and after a concert. There were two levels: data collection
before and after the concert. Before the concert all of the three parts of the re-
search participants were included. It comprised: a questionnaire for students and
interviews with music teachers and concert host staff. After the concert, students
and teachers were included only. Students filled out the questionnaire regarding
their concert memories and a group interview describing their overall concert
experience. Teachers interview referred to their expectations, follow-up activities,
challenges/difficulties and surprising or unexpected outcomes deriving from the
concert.

Students questionnaire had four parts: 1) general questions; 2) musical pref-
erences (using the STOMP repertoire for musical preferences) and musical pre-
disposition (seven questions), 3) musical self-concept using the MUSCI-youth
repertoire (Fiedler & Spychiger, 2017), and 4) two open questions asking for stu-
dents’ expectations and pre-knowledge about the concert program they were
going to attend.

Teachers and hosts interviews before the concert encompassed questions
about their personal reasons and expected goal, aims and effects they wished to
achieve and what they expected from this experience. Music teachers were inter-
viewed again after the concert. The teachers described how they set and led the
preparatory activities, explained how the project fitted into the curriculum, an-
swered about the possible benefits of attending concert and how the logistics
around the concert attendance was organized.

Before the concert, the preparatory activities were held in each country par-
ticipating in the research. School lesson prior the concert was realized in five
countries (Croatia, Serbia, Poland, Germany, England), the combination of school
lesson, workshops and visits by musicians took place in Hungary (Budapest),
workshops given by music education students were organized in Austria, while
the non-formal conversation was directed in North Macedonia and Hungary (Sze-
ged).

After the concert, school lessons were dedicated to reflection, capturing stu-
dents’ feelings and thoughts regarding the concert attendance as well as to see
whether it deepened their knowledge regarding music elements and classical
music. This kind of activity took place in Serbia, Germany, England and Austria,
while school lesson in combination with workshops and visit of musicians were
realized in Hungary (Budapest). A school lesson and non-formal conversation

audiences attending concerts — Result from the European research project Schools@
Conerts. The whole project with all the results as well as the single cases will be published
in 2021 in the book titled Schools@Concerts: Tuning up for the music experience. It will
be a part of the collection European Perspectives on Music Education, edited by Bernhofer,
Mall and Vidulin.
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after the concerts took place in Croatia and Poland, while only a non-formal
conversation about the concert visit was made in North Macedonia and Hungary
(Szeged). Non-formal conversations were conducted e.g. in the bus while return-
ing home after the concert (Croatia) or during the concert break (Poland).

The preparatory and follow-up activities were an integral part of the prepara-
tion for the concert. Almost all teachers who participated in the research prepared
one lesson or workshop where they introduced the students to the music they
would hear in the concert, the composers, orchestra instruments and other clas-
sical music specifies. The students were also provided with more general informa-
tion about the orchestra itself, soloists and the concert venue. The teachers gave
some guidance and directions how to listen to music and what should they pay
special attention to. The aim was to enable students to actively participate in this
experience and to listen more carefully to the music at the concert.

Since the statistic elaboration of the all round research results has not been
yet, we will present some information which can be seen in their entirety in the
papers mentioned in the footnote 1.

This article will present the results from three countries: Serbia, Croatia and
Poland focused more on the potential benefits of this project. There were tree
participating groups: students, teachers and the host institutions (concert organiz-
ers) from Serbia, Croatia and Poland. The Serbian students were from a Belgrade
suburb area compulsory school, Croatian students from a Slavonski Brod com-
pulsory school, and the Polish students from a Gdansk compulsory schools. The
host in Serbia was the Music Center Kragujevac, the concert was organized in the
Belgrade concert hall Kolarac. Musorgski, Piazzolla, Grieg, Angelis, Budashkin,
Dugi¢, Zolotaryov works were played by the Kragujevac Academic accordions
orchestra. The specifies of the project was available in the accordion orchestra,
pipe and dorma, as well as the preparatory and follow-up activities. The host in
Croatia was Hrvatska glazbena mladez (Croatian Youth Music), the concert was
organized in the Vatroslav Lisinski concert hall in Zagreb. The concert entitled
Impressionism in Music and the art-works from Debussy and Kunc performed by
the Zagreb Philharmonics. The specifies of the project can be seen through the
preparatory and follow-up activities were dancing parts and arts elements during
the concert. In Poland the host was The Polish Baltic Frédéric Chopin Philhar-
monic in Gdansk seated in Gdansk Music & Congress Centre. The concert was
organized in this institution concert hall. The title of the concert was Enigmatic
Kingdom. Mozart, Bruch, Elgar works were played by the Symphony Orchestra of
the Philharmonic. The specifies of the project can be seen through the preparatory
and follow-up activities then the repertoire. The pieces of music presented during
the concert are seldom performed at concerts in Gdansk. It was a unique oppor-
tunity to listen to them at live performance.
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Results
Students

At this point (June 2020), in eight countries N=147 students participated in this
study: 56 boys, 83 girls and 8 not specifying gender. The average age was 12 years,
from 10 to 15 years. The following table shows the distribution of pupils across
different projects. Also, 8 teachers and 8 concert organizers (hosts) were engaged
in this research. A number of students in Croatia, Serbia and Poland can also be
found in table 1.

Table 1 Participating pupils and gender

RS HR PL
Boys 3 13 1
Girls 14 21 7
NS 0 2 0
Total 17 36 8

In general, about half of the students attended classical concerts before being
at the concerts within this project. The Croatian students had less experience than
those in this research coming from Hungary and Serbia who had previous concert
experiences. Here are the data from Serbia, Croatia and Poland regarding the
number of classical concert attendances per country (table 2).

Table 2. Classical concert visits

RS HR PL
No 0 31 3
Once 6 1 2
Twice 0 1 2
3 or more 2 2 1

In general, almost all students from this research enjoyed going to concerts
(N=114, 95%). They appreciated live music experiences as maybe part of their
social life (e.g. meeting peers, enjoying music together). Here are the data from
Serbia, Croatia and Poland regarding the number of other concert visits per coun-
try (table 3).

The students’ musical preferences were measured using the STOMP-R scale.
The results show that students prefer pop, rap/hip-hop and classical music. They
coincide with the research results made by Vidulin-Orbani¢ (2013) with compul-
sory school students, where pop was the first choice of students’ musical prefer-
ences, although classical music was highly valued after rock and dance/electronic
music.
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Table 3. Other concert experiences

RS HR PL
No 2 16 1
One 4 14 4
Two 1 1 2
3 or more 0 1 1

The questionnaire and interview results show that Serbian, Croatian and Pol-
ish students underlined many benefits from attending concerts. During the re-
search before attending the concert, the Serbian and Croatian students stated that
music makes them free of daily routines; helps them forget sorrow; overcome
anger and cope with stress. Serbian results showed that most students think music
helps them to socialize while only half of the Croatian students think the same.
Polish results showed only one student think that music can relax him, while
Serbian and Croatian results showed the majority of students consider this role of
music.

After the classical concert experience, the students reported that the concert
was pleasant and enjoyable (Serbia), interesting and unforgettable (Croatia), excit-
ing and relaxing (Poland). They underlined that they learned something new,
heard live musical instruments, watched the way the conductor lead the orchestra,
but also observed the concert hall, the audience, etc.

Analyzing the students” drawings produced after the concert, we detected
seven categories (Bernhofer, Mall, Vidulin, Nenadic, Konkol, Beqiri-Vula, 2020):
1) instruments (representing one instrument or more instruments that played at
the concert); 2) audience (watching the concert, audience members, atmosphere,
concert hall); 3) conductor leading musicians; 4) only conductor; 5) soloists or
musicians performing; 6) drawings explaining the concert program; 7) drawings
presenting extra-musical imagery. The drawing categories showed that students
drew one instrument in particular, or a mixture of instruments which can be fa-
miliar or unfamiliar to them (picture 1), then captured the audiences (picture 2)
and broader atmosphere of the event, the important role of the conductor alone
in the stage or leading the musicians (picture 3), as well as soloists or selected
musicians during the concert (picture 4). Some children chose to represent their
memories through extra-musical imagery related or not with the concert reper-
toire.
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Picture 3. Conductor leading musicians drew by the Serbian and Croatian students
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Picture 4. The students drawings represent soloists performing

Teachers

The results show that one lesson (in Serbia and Croatia) and two lessons (in Po-
land) prior to the concert teachers dedicated to concerts preparatory activities. In
Croatia and Poland teachers added another activity, and that was a very precise
focused, yet non-formal conversation after the concert. The preparatory school
lessons encouraged students to find out more information about the music on
their own to make them feel well-prepared for the concert. These activities helped
them to appreciate and understand music better.

Serbian teacher’s pre-concert aims were to: increase students’ preferences for
classical music and classical concert; encourage their feelings for good quality
music; influence them to be active listeners, able to express their critical attitude;
teach the students concert etiquette. The music teacher named the post-concert
benefits of the classical concert for students: the students visited the Kolarac con-
cert hall, one of the oldest and the most representative concert hall in Belgrade;
they perceived visually and audibly live sound of an accordion, pipe and domra;
they discovered classical music pleasant and enjoyable; they felt satisfied with the
concert experiences.

The Croatian teacher’s aims were focused on students to develop a habit of
attending classical concerts and getting better understanding and appreciate the
art works. The teacher highlighted opportunity for the students to experience and
listen to classical music performed by a live orchestra. In the post-concert inter-
view, the teacher referred to the fine performances given by the orchestra and
soloists and felt that this had been an invaluable learning experience for the stu-
dents.

The Polish teacher’s aim was to show that attending a live music concert is a
different and specific experience. Visual stimuli and better sound quality could
give the children deeper impressions and modity their attitude toward classical
music concerts. The teacher wanted to show the students that pre-concert prepa-
ratory activities that include explanation about composers, instruments, ensem-
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bles and musical styles would help better understand of the musical pieces, en-
abling the recognition of musical forms such as variations and contredanse.

The teachers” interviews results show that classical concerts enlarged stu-
dents’ preferences for classical music (Serbia), particularly when performed live
(Croatia and Poland). Students felt well prepared for concerts and found that the
preparatory activities helped better understanding. The Serbian teacher believed
that the best way to motivate those disinterested students to attend a classical
music concert is by encouraging a discussion about the concert with the students
who were at the concert.

Organizers

The concert organizer in Serbia explained that students had the opportunity of
hearing and seeing an unusual ensemble, while the host in Croatia proposed
dancing and a multimedia concert which would be more familiar for particular
age group. In Poland the repertoire itself was very interesting.

In Serbia, the concert organizer was Muzicki centar Kragujevac (the Music
Center Kragujevac). Its aim is to organize musical life, to achieve higher artistic
merit and meet the cultural music needs of the citizens. This Center cooperates
with schools in terms of organizing and attending classical concerts, because the
organizer’s primary aim is educational. The Center’s participated in the research
project in Serbia by filling the post-concert questionnaire. The Music Center Kra-
gujevac organized the concert with the aim of giving students the opportunity to
hear a number of classical compositions performed by unusual ensembles of ac-
cordions and solo instruments such as the pipe and domra. The organizer believed
that the role of preparatory activities before attending the concert was significant
for understanding the content and concept of the performance.

The concert organizer in Croatia was not ready to participate in the data col-
lection, therefore the host’s background informations were sourced from the web-
page. Hrvatska glazbena mladez (Croatian Youth Music) supports culture and art
and runs interesting music programs. It encourages cooperation between schools
and music pedagogues with cultural institutions and orchestras and has a great
impact on young people’s cultural and artistic development.

The concert organizer in Poland was the Polish Baltic Frédéric Chopin Phil-
harmonic in Gdansk seated in Gdansk Music & Congress Centre. The Centre is
the largest music institution in the northern Poland. It organizes symphonic con-
certs, recitals and chamber music events. The symphonic concerts are mostly once
a week in the evenings. These concerts are very popular among the adult audience,
but are rarely attended by children. Therefore it was exciting to take students who
participated in the Schools@Concerts project to one of these concerts. Unfortu-
nately it was not possible to involve the concert host more into the research due
to the organizational difficulties.
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Conclusion

It can be deducted from the students’ questionnaire and interviews that music,
being a part of their lives, affects them in different ways. The results showed that
music makes them free of daily routine, helps them forget sorrow, overcome anger
and cope with stress. Some students thought that music helps them socialize and
relax them. Attending classical concert was a pleasant and enjoyable, interesting,
unforgettable, exciting and relaxing experience to students.

Regarding teachers” points of view, we can conclude that students’ attitude
toward classical music can be improved by attending a concert. But, both school
and parents should recognize the importance, need and effects of classical music
on students. The teachers and organizers stressed crucial importance of prepara-
tory activities before the concerts, because they improve the listening experience.
In the future, teachers should organize the preparatory activities whenever they
decide to take children to a concert.

We can conclude that classical concerts can enrich students’ life and affect
their psychological and social wellbeing, under condition that attending classical
concerts is regular and frequent. The classical music should have an important
place in education and in students’ lives. Experiencing classical music in live per-
formance can help young students to develop their social and psychological per-
sonality. The value of learning to listen the artistic achievements is indispensable
to the health of future generations.
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JOBPOBUT KTACMYHOT KOHIIEPTA HA BJIATOCTAILE YYEHUKA -
PE3VIJITATU EBPOIICKOTI MCTPAJKMIBAYKOTI ITPOJEKTA

Llwp eBpOICKOT MCTpaXUBAYKOT npojekta Schools@Concerts: Tuning up for the music
experience jecTe yIO3HATU CTY[EHTe ca KIACUYHOM MY3UMKOM M3BOHEHOM y>KUBO, pain
dorahema WHIXOBOT My3MYKOT NCKYCTBA, K0 U II0OKA3aTH [a I KOHL[EPTHU KTaCUYHe My-
3MKe yTU4y Ha rmodospliame fodpoduTn fele y ocHoBHOj mkomm y Cpduju, XpBaTckoj u
[Topckoj. Yuenuuu (YKynHo 64) cy y Toky 2018. rogyiHe IIOCeTUINM TPY KOHLIepTa KiIa-
CUYHe My3UKe Koja cy ofipxkaHa y beorpany (Cpduja), 3arpedy (XpBatcka) u [mamcky
(TTorbcka). Ysopax cy caunmasanu: 20 yaernka of 11 go 13 rogmua (Cpduja), 36 yueHnka
of 12 po 15 roguHa (XpBarcka) u 8 yueHuka ox 10 go 11 roguna (ITo/beka). YourHunm u
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MHTEpBjy! 3a yUYeHNUKe, HACTaBHMKeE J OpraHM3aTope KOHIlepaTa JaTy UCIUTAHUIIMMA TIpe
¥ TIOC/Ie KOHIIePTa, IU3ajHMPaHY Cy TaKo Ja IPUKYIle nH(OpMaIje O BIXOBOM MY3Iy-
KOM UCKYCTBY. IIpunpeMHe aKTMBHOCTY, Kao 1 OHe Koje Cy yc/efiuie IIoc/ie KOHIepTa,
takobe cy duie leo MeTozia MCTpakMBamba. PedynTaTu mokasyjy fodpoduty KIacu4Hor
KOHIIepTa Ha d/arocrame ydeHnka. CMaTpaMo a KOHIIEPT K/IacHYHe MYy3MKe MOXe fia
odoraTy XMBOT yYeHMKa U Jla yTUYe Ha IEerOBY ICUXOJIOUIKY M APYLITBEHY HOOpoOuT
caMo YKO/INUKO je mocehmBame KoHIjepaTa KJIaCHYHe My31Ke PEJOBHO U YeCTO.

Kipyune peun: KoHnepr kmacudne Mysnke, fodpodut, dmarocrame
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3bVPKE JEYJUX ITECAMA 3A YYEHUKE OCHOBHUIX
ITKOJTA BIAOVIMUPA P. LOPBEBM'RA
Y CABPEMEHO]J] HACTABU

Cakerak

Y oBoMm papy duhe pasmorpene 30upie geujux iiecama 3a yueHuke 0CHOBHUX uikona Bra-
zumupa P. Hophesnha, kao 1 muxoBa IpyMeHa y HaCTaBU My3MKe faHac. Bragummp P.
Hopbesuh je odjaBuo HaBeneHe 3dupke y nepuony ox 1904. o 1928. rogune. Jletaman
aHAIMTIYKY YBUJ Y HaBefieHe 30MpKe, carjiefial y KoHTeKkcTy Hhophesuhese Mysnuxo-rie-
JarolIKe JIeMaTHOCTY, Kao ¥ IPWIMKA Y MY3UYKOM IIKOJICTBY y pasMaTpaHOM IIePUOAY,
npyxuhe jacHUjy CIMKY O BeroBOM JOIPUHOCY MOJIepHM3aLMj)L HACTaBe MY3UKe y OC-
HOBHUM IIKOTaMa. Y OBOM pajiy HOMeHyTe 30MpKe 3a IeBambe Ouhe MpBM IyT [leTa/bHO
IIpeicTaB/beHe ¥ aHaMM3MpaHe KaKo OU ce caryefiana mbIXoBa 3aCTYI/beHOCT Y CaBpeMe-
HIM yIOeHUIMMa 32 HacTaBy MYy3MKe y ommTeodpasoBHuM mkonama y Cpdujn. Tlopen
yKas3MBama Ha 3Hadaj 30upku y Hopbhesuhesom Bpemeny, duhe ucnurana n MmoryhHocT
IJIXOBe IIPYIMEHe Y CaBPeMeHOj HacTaBM MY3UKe.

Kipyune peun: Bragymup P. Gopbesuh, 3dupke 3a neBame, yrideHnny, Mysnudka refaro-
ruja

YBoOp,

Wb OBOT pajia ce OJHOCHU Ha IIpeficTaB/bame 30UpKu geujux tiecama 3a yte-
L[Hmce ocHosHux wikona Bragumupa P. Hophesnha (1869-1938) ucrakuyror
MYSIYKOT IIefJarora Koji je a0 3HayajaH JOIPMHOC Ha II0/bY MY3MYKOT 0dpaso-
Bama y Cpduju kpajem 19. u y mpsuM ferjennjama 20. Bexa. 3dupke Bragummpa
P. Bopbesuha nactane cy y nmepnony on 1904. fo 1928. roguse 3a BpeMe merose
MY3MYKO-TIefJaTOIIKe JeTaTHOCTU Y MyIIKOj y4MTe/bCKOj MIKOMM y JarofuHu
(1904-1912) y cBOjcTBY BULIeT yunuTe/ba BemTHHA, Tpehoj deorpajckoj rmMHa-
suju (1914-1924) xao npodecopa MysuKe, 1 HAKOH HeTOBOT Of/IaCKa y IeH3ujy
(1924).

Kpajem 19. n y mpsoj nonosunn 20. Bexa y Cpduju cy Hajuemhe yunreny u
HACTaBHUIV My3UKe 00jaB/buBay 30MpKe jeHOITTACHNX I BUILIETTTACHNX JeYjyX
mecaMa 3a y4eHMKe OCHOBHUX M Cpeflibyx IKoma. YecTo cy y mpakcu dume y
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ynotpedu pasue [lesarke,' Illkoncke ecmapuue,> Hoitianue hauxe tiojarke,’ Xop-
cke iecme?, Xopcke tiecme 3a UKOICKY OMAIAGUHY° HaMeHbeHe YIeHNIVIMA OIILITe-
00pa3oBHUX 1 cpenmux wKoya. [Tojenyne 3dupke gedjux necama KOPUCTHUIIE CY
ce JelleHMjaMa y HAaCTaBU My3MKe I JOKMBeJIe 110 HEKOJIMKO M3ama.’

3dupka geujux tiecama y jegan, gea, Wpu u uellupu inaca 3a yueHuKe 0CHOB-
Hux wikona Bragumupa P. Hophesuha, odjaspena je (1904) y ayropoBoM 13-
mamwy.” Y eguuuju nsgaBaduke Kmyokapauie lenie Kona y beorpany odjabeHa je
(1906) Bophesuhesa 3dupxa ogadparux tiecama y jegau, géa, wpu u velupu
inaca 3a y4emuke OCHOBHUX WKONIA KOja je MOXKUBeNa Bullle u3jama. [TomenyTe
3dupke Hacrasne cy 3a Bpeme hophesnhese Mysuuko-megaroike fgeaTHOCTH Y
My1IKOj y41UTe/bCKO] ILIKOMM Y JarogyHM I7ie je 00aB/bao [IeNaTHOCT yUuTe/ba My-
3uKe 1 nesama of 1898. mo 1912. rogune, Ha npegmery Hoilto iiesarve u céu-
parve. YIIopefo, y JOIYHCKMM aKTMBHOCTMMA, Ca BEIMKMM YCIEXOM BOAMO je
XOPCKO IIeBambe I OPKeCTAPCKO CBUPAIbeE.

Topmue 1920. HacTaje mpyro uspame 3dupke ogadpanux iecama y jegat, gea,
Wipu u veiliupu inaca 3a yueHuke OCHOBHUX WIKO/A, A TOVHY JaHa KacHuje 1 Tpehe
usame nomenyre 3dupke. HaBenena 30upka ogadpanux ilecama foxxuBerna je u
4eTBPTO, IPOIIVPeHO u3aame (1924). Y Tom nepuony, Hophesnh je duo anraxo-
BaH y Tpehoj deorpazickoj ruMHasuju kao mpodecop mysuke. Y usgamwy Jspa-
Bauke KmvpKapHuiie [erie Kona y beorpany, odjaBmena je Hophesuhesa [lesanka
3a yueHuke 0CHOBHUX U yuuitierockux wixona y Kpamwesunu Cpda, Xpeatia u Crno-

! Bragumup P. Hophesuh, Ilesanka 3a yueHuke 0CHOBHUX U yHUILETbCKUX WIKOA Y
Kpamwesunu Cpda, Xpsaitia u Cnosenaya, ViagaBauka kmipkapuuna lere Kona, beorpan
1928.

2 bnaroje Hepuh, Ilkoncka ilecmapuya, n3naBad HemosHar, 1888.

3 Josa bopjanosuh, Hoimanna hauxa iiojarxa, I neo, Cplicka HapoiHa 3aipy>KHa
mramnapuja, Hosu Cap 1877.

4 ¥ npyroj neuenuju 20. Beka Munoje Munojesuh je odjasuo sdupky Xopcxe iiecme,
a ropuue 1933. y equunju Kmimxapcko nsgaBaukor npenyseha Tere Ko y Beorpany je
U3JaTO U IPYTO M3Jatbe 30MpKe IOl MICHTVYHUM HasMBOM, ajlii ca OfjpeTHUIIoM: Xopcke
uecme I. 3a geuju unu sencku 36op, I1I. 3a mywxu u mewosuitiu 360p. Bunern: Topmana
Tapan, Munoje Munojesuh y ceeitiy mysuuke iiegaioiuje, Pakynrer My3udke yMEeTHOCTI,
beorpap 2015, 151.

> Mwnoje Munojesuh, Xopcke itecme 3a wixoncky omnaguny, IlpocBera, Beorpan
1956.

6 3dupka ogadpanux iiecama y jegat, gea, Wpu u weiliupu inaca 3a yueHuke 0OCHOBHUX
wkona Bragumupa P. Hophesnha mramnana je y yetupu uspama: 1906, 1920, 1921. u
1924. rogune.

7 3éupxa geujux ilecama y jega, gea, wpu u ueiliupy inaca 3a yueHuke 0CHOBHUX
wkona Bragumupa P. Hophenha mrammnana je y gBa usgama: 1904 u 1906. rogune. Vcte
TOJIMHE, ¥ U3[lalby ayTopa, 0djaB/beHa je 1 30upka mecaMa Meuosuitiu 1 MyuKi xoposu
Cs. 1 koja je molmmMBena 1 Jpyro NOMymeHO usfame 1921. rogune.
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senaya 1928. roguued. Bragumup P. Hopbesuh, npodecop mysuxe y nensuju,
npupenuo je, Kako y Hammomenn nctnde, oBy 30MpKy y K0joj cy onadpaHe HapopiHe
¥ yMEeTHIYKe IIeCMe, ca Oir0BapajyhuM HapOJIHUM U YMETHUYKUM Me/IOfiujaMa.

Crnenudnunoct Hophesuhesnx 36upxu unne Hanomene, Koje nmajy ymory
[Tpenrosopa, y KojuMa ayTop M3HOCH IIOIaTKe O BPCTU 1 dPOjy Iecama, HbIXOBOj
HaMeHM 1 M3BOpMMa KOj/Ma ce CIIY)KIO Ipy 1buxoBoj nspazan. [lojenune 36upxe’
canpyxe Hatiomeny xa gpyiom usgarey, Ilpuiipemy u3 Hoimnoi tiesarwa'®, Cagpicaj
¥ TIOIIVC ayTOPOBUX M3Jjaba Ha Kpajy Kmure. Y yBOJHMM HOINIaB/buMa Hophe-
BuheBux 30upxu, OH ucTHYe Ia Cy HOBA U3Jjara 30MPKM yIIOTIybeHa ca ofpehe-
HMM OpojeM HOBUX KOMIIO3MI[Vja HAMEHEHMX YYeHUIVIMa OCHOBHMX IIKO/IA U
rumHasuja. Hophesnh Huje menno 30upKe Ha OCHOBHY LIKO/Y M TMMHA3Mjy 3001
TOra IITO HUje >Keneo ja oxpebyje rpaHuily sa ycBajame mecama y OZHOCY Ha
paspen ¥ WIKOMTy. AyTOop je ImpaBuo pasnuky nsMmely npsor u apyror nsgama y
norneny dpoja mecama, cajjpkaja TeKCTa M MeJIOfiuja Koje Cy Ouie MCyBUIle
C/IMYHe JPYTMM MeJofMjaMa 1 meHUM Bapujantama. Takobe, Hophesnh naje
odjammere y Hanomenu fia cy nojeguse necMme npeysere u3 tTyhux 30upxu te-
cama 3a geuyy.!!

8 Ha nHacmoBHoj ctpann IleBanke muiue: ,,Ha ocHOBY Munbera [TaBHOT IpOCBeT-
HOT CaBeTa, TOCIOAVH MIHUCTap POCBeTe je JOHeo ofIyKy 23. HoBeMdpa 1927. rouHe,
OHBp. 79872, na ce oBa Kmwura npenopyun 3a yudenux y III u IV paspeny ocHOBHUX 1
YINMTEBCKUM IITKOJIAMA, @ MICTO TAKO M 33 KIbVDKHIIIEe OCHOBHMX 1IKoma.” Bupetn: Brnayu-
vup P. Bophesuh, Ilesanka 3a yueHuke ocHosHux u yuuitierockux wikona y Kpamesunu
Cpéa, Xpsaiia u Cnoseraya, VspaBauxa Kmwyokapunuua lee Kona, beorpap 1928.

 3d0upka ogadpanux iiecama y jegan, gea, Wpu u weiliupu inaca 3a yueHuke 0OCHOBHUX
wxona Bnagumupa P. Hophesuha cappsxu Hatiomeny (mpeTxonHor usfama), Hatiomere
Ka gpyiom usgarwy u Ilpuiipemy u3 HoiiHoi flesarva. Ilesanka 3a yueHuke OCHOBHUX U
yuuitiervckux wikona y Kpamwesunu Cpda, Xpeaitia u Cnosenaya cagpxu: Hailomery Koja
uma ynory Ilpegiosopa, 1 meo Ilpuiipemy u3s Hoitinoi tesarwa, 11 neo Ipumepu (medje
necMmulle 3a nesame), Cagpxaj u nonuc HophesnheBux uspgama koja ce Mory nodutn y
MspaBaukoj kwikapuiy lere Kona y beorpapy.

10y Hpuiipemu u3 HowiHoI fieara MPY>KEHU Cy KOHKPETHU IIOfAIIM M3 Teopuje
MysuKe (HOTHe BPeTHOCTH, Iay3e, TaKT, MIMeHa HOTa ¥ MecTa IJie ce defexe y IMHUjCKU
CHCTeM, Tpefi3HAIM, O3HAKE 32 TEMIIO, JUHAMMYKE M arOTM4Ke O3HaKe, 3HAIM 32 II0-
HaB/bake) U CaBeTH O IIPAKTUYHO] METOAMIIM HacTaBe HOTHOT IeBamba.

1 TIpu uspapu 30upke geujux tiecama y jegau, gea, wipu u ueiliupu indaca 3a yueHuxe
ocHosHux wixona Hophesuh ce mocnyxmo pagosuma: Munana. M. IIpotuha, Cranoja
Huxonuha, CnaBopyda Jhxuuepa u Anexkcanpgpa Joprosuha. 3a 36upky ogadpanux ie-
cama y jegau, gea, wipu u ueitiupuy inaca 3a wikoncky omnagury Hophesuh ce cryxmo
cnenehum papgosuma: ,,Bragumup P. Hophesuh: Cpiicke Hapogre menoguje, cBecka I-V;
Borormyd Ilerpanosuh: Cpiicke HapogHe iijecme, Kibura mpBa; CnaBormpyd Jhxuyap: Andym
cpiickux tiecama; Byk Credanosuh Kapaynh: Cpiicke HapogHe tijecme, kiura npsa; C. H.
Hasupnosuh: Cpiicke HapogHe tijecme (xeHcke); Opamwo Kyxau: JysxHo-cnosjericke HapogHe
ilojeske, I xmura, III cBecka; mecMe 13 cBoje pykomnucHe 30upke Cpiickux HAPOGHUX Me-
710guja; U3 pasIMYNTHX KEUTA ¥ MYSUYKMX Jela, ¥ PasIMYNTUX PYKOIMCHMX fiefa. Y
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[Tpunukom nsdopa necama, Hophesnh je Bogno pauyna ga oHe oproBapajy
VICK/bY4MBO TTOTpedamMa HacTaBe HOTHOT IleBaiba y OCHOBHO] IIKoyu. Tpynmo ce
Jla KOJ, CBaKe IIeCMe jaCHO Ha3Ha4M KO je ayTop MeNojuje, a KO TEKCTA, alu To,
HaXKasoCT, Huje cByAa ycnesao. Kao pasnor Hophesuh naBopm pga y 3dupkama
KOjyIMa ce CITy>K1o npu uspanu Ilesarke T IOJALY YITTABHOM HICY Ode/e)kKeHN
VIV CY HeTJie HEIOTIyHN. TeKCTOBY Cy Ipey3eTy BepOJOCTOjHO, OHAKO KaKO MX
je MeCHMK MM HapOJ, CTBapao, a MeJIoAMje OHAKO KAaKO Cy IOTEK/Ie Off My3udapa
VIV HapOfia.

3dupka geujux tiecama y jegan, geéa, Wpu u ueilupu inaca 3a y4eHuKe 0CHOB-
Hux wikona (1904) cagpxu ykynHo 71 fedjy IecMy ca TeKCTOM, Koje ce MOTY
HofeINTH Ha yMeTHUYKe (41) u HapoznHe (30). EBuieHTHO je 1a cy mecMe KOMIIO-
HOBaHe Ha [TIeCHIYKe CTMXOBe 3HaTHO OpojHMje y ofHOCYy Ha HapoaHe. Hophesuh
je KOMIIOHOBAO MY3MKY 3a (6) Iecama, a yBpcTuo je 1 (4) HapozHe necMe, Koje je
caM 3adenexino.

3dupka ogabpanux tiecama y jegaw, gea, Wipu u Hewmiupu inaca 3a WKOICKy
omnaguny Bragumupa P. Hophesnha (1920), odyxsara 100 feujux mecama, Koje
ce MOTry IOfieuTK Ha yMeTHUuKe (73) m Hapopne (27) mecme. Hophesnhesa
Iesanxa cappxu 148 mecama ca TEKCTOM, KOje Ce MOTY IIOJE/INTY Ha YMETHINYKE
(99) n HapopHe (49). Hophesnh je koMmoHOBao My3suKky 3a 17 ecama, a yBpCTio
je 1 7 HAPOZHUX IlecaMa Koje je caM 3adenexxno.

Jedje mecme y HaBeieHUM 30UpKaMa KOMIIOHOBaHe CY Ha CTUXOBE IO3HATUX
CPIICKMX IIeCHMKa IpeTe>KHO 13 19. Beka: JoBana Cydotuha, bpanka Pagiyesnha,
Cserosapa Munernha, JoBana Josanosuha 3maja, Mwiopaga I1. Illanyannna,
JoBana Ipunha Munenka, Bojucnasa Vnnha, Jbynesura Bajpaunha, ITerpa ecmo-
toBuha, Munopapa Ilerposuha kao n nproropckor kwasa Huxkorne I [lerposuha.
Teme koje cy odpabene y mecmama ofHOCe ce Ha: y4eHMKe M LIKOJY, 3aBUYaj U
JIOMOBUHY, TOIUIIbA 10da, IPUPOLY, KUBOTHIbE, HAPOLHE 0d1yaje u ap.

Koy ymMeTHMYKMX [iedjuxX ImecMaMa Haj3acTylubeHMju cy cnefehn kommosu-
topu: Bragumup P. Hophesuh, Jocud Mapuukosuh, Kopuennje Crankosuh,
Mura Tonanosuh, Cranoje J. Hukonuh, Josan Ilauy, [laBopus Jenko, VBan 3aju
u Jocud Ie.

Y Bophesuhesnm 3dupkama nopey jefHOINIACHNX JledjUX ITecaMa 3aCTyI/beHe
Cy M BUILIEI/IaCHe IlecMe (JIBOI/IaCHe, TPOITIACHE M YeTBOPOITIacHe). 36upka geujux
iecama y jega, gea, Wpu u 4elliupuy inaca 3a yueHuke 0OCHOBHUX WKOIA CATPXKI
HajBUIIe ABOITIACHKX (37) U jemHOIIACHUX HecaMa (24), ok cy TpornacHe (6) u
4eTBOpOITacHe (3) 3aCTyI/beHe y 3HATHO Mamwb0j Mepit. 30upka ogadpanux tiecama
y jegan, gea, wpu u ueiliupu inaca 3a WKoCKy OMAAgUHy IMa HajBUIIE IBOITIAC-
HUX (45), jeqHOrIacHUX (26) M YeTBOpOI/IACHUX IecaMa (21), oK cy TporiacHe
(8) 3acTymbeHe y 3HaTHO Mamwoj Mepu. Y IlesaHyu Cy Haj3acTyIUbeHUje [IBO-

Ilesanuu 3a yuenuke ocHOBHUX U yuuitierockux wikona y Kpamesunu Cpéa, Xpsaitia u
Cnosenaya Hophesuh je BehnHy mecama npeyseo us 30MpKM HAPOIHUX U YMETHUYKIX
necama Cpda, XpBara u CroBeHaria.
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racHe (80) u jegHormacHe necMme (57), nok cy tpornactHe (11) sactymwnsene y
3HaTHO Mamwoj Mepu. [Ipema munvbewy Hophesnha, cBe mecme, duse one y fBa
WIN TPU IJIaca, MOTY ce IeBaT! Y jeJHOM IJIaCy, IOK ce TPOITIACHE IleCMe MOTy
U3BOIMUTH VN Y je[JHOM M/IM Y TPU IJIaca, HUKAKO Y JBa.

Y jemHOIZIACHMM JedjuM IecMaMa y MIOMEHYTUM 30MpKaMa MeJIof1jcKa -
HIja je IPEeTEXKHO MOCTYITHOT KpeTama U je[JHOCTABHOT PUTMa. XapMOHCKU je31K
je IMjaTOHCKM, a 3aCTYIUbEHY Cy TOHAJIUTEeTU [0 [iBa IIpefi3HaKa y TakTy 2/4, 3/4,
4/4,2/8, 3/8, 4/8 n 5/4. Y npumepnuma oBux necama hophesuh Huje odenexxasao
IMHaMUKY. TeMIIo je HasHayeH y IOjeJHIM IIecMaMa Ha CPIICKOM je3MKY. Y JBO-
[JIACHMM JIe4jUM [1IeCMaMa y BePTUKATHOM CKJIOITY Cy 3aCTYI/beH! KOHCOHAHTHIU
VHTepBasy, Hajuenrhe mapasenHo BoheHe Tepiie 1 cekcTe. PUTMMYKa OCHOBA Ite-
cama je, yIJTaBHOM, jegHOCTaBHA. Kopuirhenn cy ToHanmuTeTy 1o Tpu npepi3Haka
y TakTy 2/4, 3/4, 4/4, 2/8, 3/8, 4/8 u 6/8. Temno je o3HaueH Ha CPIICKOM M UTa-
JIMjaHCKOM je3MKY.

Menopauja TpOIIACHKX IIeCMa je pasBUjeHNja ca MECTUMMYHOM I10jaBOM XPO-
MaTCKOI' KpeTama. XapMOHCKM jesuk je odoraheH ymorpedom Mopmymanuja y
d/ucke TOHa/MUTETE Ca TIOBPATKOM Y MOYETHM TOHAINUTET. AKOPACKM CKJIOIIOBM
CY OMjaTOHCKOT THUIIA, a I7IACOBM CY TpeTUpaHM paBHoIlpaBHoO. [lopen TakToBa 2/4
u 4/4 y noMeHyTHM IlecMaMa IIPUCYTaH je TakT 3/4, 4/8 n 6/8 takt. [lunamuxka je
oderexxeHa CKOpo y cBMM Iecama. TeMIIo je 03Ha4YeH Ha CPIICKOM U UTA/IMjaHCKOM
je3NKy.

Y anammsupanum necMama u3 hHophesnheBux 30mpku 3a nepame oduM ra-
coBa kpehe ce ox F o g2 Ilecme mamer amduryca (no xBuHTe), Hophesuh je
HaMEHVO y4eHNIMMa Maber IIKOJICKOT y3pacTa, HOK je Melofiuje BYULIET/IACHNX
necama, MHTepIpeTaTuBHO 3axTeBHuje u Beher amduryca (a-d?), npenBuzeo 3a
paj ca yueHMIMMa crapujux paspena. Odnuim necama y aHalIusupaHuM 30mp-
KaMa 3a IleBame Cy cTpoduyHM WK ce Kpehy y OKBMpPY [IBOZIETIHE U TPOJe/He
necme. O3HaKe 3a KapaKTep IlecaMa jlaTe Cy Ha CPIICKOM je3uKy. VIHTepecaHTHO
je mpuMeTHTH Aa y BehMHM jeHOITIACHUX IlecaMa HNCY Ha3HaueHe O3HakKe 3a
OVHAMUKY. Y BUIIEIIACHMM IleCMaMa IMHAMMKA je IIPeTe)KHO Ha3HauyeHa Ha I10-
4eTKY, IIOHEeTZle Y TOKY U Ha Kpajy necMe. JJMHaMIYKO HMjaHCHMpalbe YITTABHOM
3aIouMmbe ca p a 3aBpurasa y ff. Temrio je HasHaveH y BehyHu ecama Ha CPIICKOM
VI UTAJIVjAHCKOM j€3UKY.

V3 anamusupanux Hophesnhesux 3dupxu, 25 feyjux necama je 3acTyIbeHO
y CaBpeMeHOj My3U4KO-I1e[JlarOLIKOj TUTEPATYPU U KOPUCTE Ce y HACTaBy My31y-
Kor odpasoBama y ocHOBHUM Iukonama y Cpduju. Ilopen yndenuka Mysuuka
Ky7illypa of, IPBOT JI0O OCMOT pa3pefia, JeceT IecaMa je 3aCTYIUbeHO y IPUPYIHM-
mMa 3a yunrebe. HaBesiene mecme ayropu cy naxxpuso dupanu Bofehu pauyHa
O CBUM MY3MYKVUM (MEITOAMjCKMM, PUTMUYKNM, XaPMOHCKMM U (OPMaTHUM)
e/IeMeHTVIMA U y3PacTy KOMe Cy HaMeleHe.
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Tadena 1. 3acTymmenoct feujux necma us Hophesuhesux 30upxu y caBpemeHoj
MY3MYKO-IIeJaroukoj mreparypu y Cpduju'?
Hasup Vive omosu- AyTop Yu6enux Hanomena*
ecMe TOpa
Ca xapMOHUKOM y pa3- | I[IpomeHa ToHasM-
; Tomucnas | peny (mpupyuHmk 3a yum- | rtera us F-duray
Oj Croseru Bparuh terbe) JI1. Hora, Kmwaxe- | C-dur, n Hasusa y
Barj 1890. Xej, Cnosenu
Toncran | pesy (ot | IPONEHS HECNE
Busar Jocud Le Bparnh tewe), II1. Hora, Kmaxe- 13 ABOTIACa y JeN-
HOIIaC
Bair 1890.
Brapgymup P. Tommcnas p;;ii%ﬁ;ﬁ;t Zap;z;/[— lpowmena spete
Pauynaree Hopbesnh Bpatnh terve), II1. Hora, Kmaxe- TaKTa M3 4/4 'y
2/4
Barg 1890.
Ca XapMOHNKOM y pas- [powena Hasusa
Jegan, Brapgymup P. Tomucnas peny (IpUpyYHMK 32 y4u-
_ necme y Pauy-
g6ea, wpu... Bopbesnh Bparuh terve) JI1. Hora, Kmaxe-
Hare
Bair 1890.
Ca XapMOHUKOM Y pas- Tpomena necve
Mu cmo Bmagumup P. Tomucnas peny (IpUpy4YHUK 32 y4u-
U3 TporyIaca y
geua eecena Hophesnh Bparuh tespe) 1. Hora, Kmbarke-
IIBOTTIAC
Barg 1890.
IIpomena Tonanu-
Ca XapMOHNKOM Y pas-
Tomucnas enry (mpupyanK 3a yau- | oo C-duray
Oj, Cpdujo! | Bojrex Ilncrex Peay (TPVpY s G-dur 1 Hasusa
Bparuh tewe), II1. Hora, Kmwaxe- .
necme y Oj, Cp-
Bair 1890. . _
dujo, muna maitiu
Ja Tomucnas S ; X(?'IPI\I/:[OHMI:;t Zapatsi;/[— Hpowera spete
_ Hapopna peny UIpipyH Y TakTa u3 2/4 'y
Hocagux ... Bparuh tewe), I1. Hora, Kmwaxe-
3/4
Bair 1890.
Mupjara 30upKa XOpCKUX KOMIIO-
Ja cam Vsanosuh sunuja-muabu yspacr ITpoMeHa HasyBa
Jocud Mapuh- Hesenka ) yspact p
goépe . 3aBop 3a yldeHMKe 11 Ha- necme y Baue
KoBuh 3njemap
some cTaBHa cpeficTBa Beorpap godpe some
ChexaHa Pa-
1997.
moBaHOBMO

12°Y radenu cy mpepcrabbene mecMe us 36upxu geujux iecama Brmagymupa P. Hop-
besuha axryenHe y caBpeMeHOj My3MYKO-IIefJarOLIKOj TUTEPATYPH.
*Y oBoj pyOpuuy Cy HasHa4YeHe IpoMeHe Y ofHoCy Ha 3dupke Bragumupa P. Hopbe-

Buha.
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IIpomena Tonamm-
Mupjana tera u3 D- duray
30upKa XOpCKUX KOMIIO-
ViBaHnoBuh . F-dur, Bpcre
Megseg sunumja-maabu yspacr,
Hesenka TaKTa u3 2/4y
depe Hukona Iletun . 3aBoj 3a ydeHnKe 1 Ha- .
L 3njemap 4/4, jemHormaca 'y
jaioge cTaBHa cpencTBa beorpar
ChexaHa Pa- 1997 TBOTJIAC VI Ha3WBa
mosaHOBMO ’ necMme y Gepe meg-
6eg jaioge
30upKa KOMIO3MIMja 38
_ Bnapumup P. Mmupocmasa MYSUHEY KYAITYPY-3a Y=
Tuxu tio3us Tesbe, 3aBOf 3a ylIdeHMKe -
Bopbesnh ITerpos
U HacTaBHa cpefictBa beo-
rpap 2007.
M
npoor 70 ocwor paspena | [IPONEH ORI
. F-d
Yexnux- Koprenmje Toppana OCHOBHe IIIKOJIe, 3aBOJ, 3a Z)er;LI:SM Ha:rmlz
HUMO... Cranxosnh Crojanouh ylIdeHuKe 11 HacTaBHA Heente v Xuma
cpenicTBa beorpan 2005- °y
2011 Ceettiom Casu
M
npoor 70 ocwor paspena | [IPONEHE TOR
Cpiicka pror A baspen tera u3 G-dur y
Topnana OCHOBHe IIIKO7Ie, 3aBOJ] 32
HapogHa | JlaBopuH JeHKO ; F-dur u nasuBa
Crojanosuh ylOeHMKe ¥ HacTaBHa
XUMHA necme y Boowce
cpencrsa beorpap 2005- _
2011. “pacge
o | I o s
depem Hapopgna p lopa B paspen tera u3 D-duray
poshe Vnuh mkorne, VisgaBauka kyha Codur
i Klett, Beorpaz 2008.
IIpomena Tonamm-
Mysnuka KynTypa 3a reta us F-dura
Hectmiawmnu Jocud mp Topnana IpyTu paspel OCHOBHe Y
C-dur n npomena
geuayu Mapurkosuh Vinuh mKorne, VisgaBauka kyha HecMe 13 TBO-
Klett, Beorpaz 2011. . A
I71aca y jefiHoT/Iac
M
Konapuh Mp Topmana Y:V]I/I ‘H;: I;YHZZEEBT:&? Tpomeiia ronami-
i puny, Haponna p lopA AAPyT¥ paspen teta u3 G-dura'y
danuhy Vinuh mKorne, VisgaBauka kyha Codur
Klett, Beorpazg 2011.
Mysndxka KynTypa 3a
Kara | pnpyn s wa
Jestuh u Mu- PPy
Busax Jocud Ile . CTaBHIKe), 3aBOJI 3a yHa- -
nujana Ile-
npebeme odpasoBama u
TpoBuh

BacnuTama, beorpan
2015.
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Mysnuka KynTypa 3a
SKaxma IPYTM paspej; OCHOBHE
Jocud mKosie (IpUPYYHMK 3a Ha- | IIpomena mecme
Ja cam Jestuh, Mu- .
Mapunkosuh . CTaBHUKe), 3aBOJI 3a YHa- | 113 IBOITIACA Y jefi-
godpe some nujana ITe-
npeheme odpasosamwa n HOIIac
Tposuh
BacmyTama, beorpap
2015.
Mysnuka KynTypa 3a ITpomeHa ToHa/MN-
vecka- Toprana tpehiu paspen ocHOBHe teta 13 G-dura y
Hapopna : IIKOJIe, 3aBOJ 3a yiide- C-dur u Hasusa
suya Crojanosuh _
HVIKE 11 HACTaBHa Cpefl- necme y Ja io-
crBa beorpagn, 2005. cejax nydenuue
MysiiKa KVITvpa sa IIpomena Tonamm-
T e};m a3 ey OZEOBHe rera u3 G-duray
u Muxauno M. Toppana ufxonepI%agon 33 viiSe- D-dur, Bpcra
" [IpoTu Crojanosuh ’ A sayl TaKTa u3 2/4 'y 4/4
HVIKE 11 HACTaBHa Cpefl-
U Ha3MBa IecMe y
cTBa beorpan, 2005. _
Pudapueinia can
Mupjana Cu- Mysuuka KynTypa 3a 4et-
Y Munuue pexap Cras- 4 yrTyp
B BPTU paspel; OCHOBHe
gyie Hapopna koByh -
v mkorne, Enyxka, beorpap,
wmpeiiasuye Munosan b.
2007.
IBeTkoBUh
Mupj -
upjara Coa Mysuuka Ky/nTypa 3a 4et-
pexap Cran- BPTU paspe]i OCHOBHe
Iotwwouapa Jocud Ile koBuh PV pasper -
mkorne, Exyka, beorpan,
Munosas b. 2007
[IBeTKkOBHA ’
Mysuuka KynTypa sa
. B
Jaire moje | Cresan Ilapm TafuIa NeTy paspes; OCHOBHE B
Vinuh mkose, KpeaTnBHu 1eH-
tap, beorpap, 2018.
Mysnuka KynTypa 3a
Ja ocejax Onusepa IIeCTV paspef; OCHOBHE ITpomena Bpcre
Hapopna IIKosIe, 3aBOj 3a yiide- TakKTa us 4/4 y
nam Bypuh
HIKeE 1 HaCTaBHA CpeJ- 2/4
cTBa beorpan, 2008.
Mysnuka KynTypa 3a
IIpomena Tonamm-
Xeanucasu | Bmapgumup P. Topmana 1mecTy paspeq, 3aBof 3a
. : tera u3 A-duray
MajmyH Hopbesnh CrojanoBuh yldeHuKe 1 HacTaBHA Codur
cpenicTBa beorpan, 2011.




106 II. Onwitiie my3uuxo odpasosarve / II. General music education

Y mpeyserum necmama us Hophesnhesux 30mpku 3a nepare ayropu cy Bp-
IIVUTY I3MEHE Y HOIVIefly TOHAIMTeTa, TOHCKOT OIICcera, BpCTe TaKTa, Opoja Ima-
coBa (13 IBOITIACA y jeJHOI/IAC), a HEPETKO 1 y Ha3uBY necama. HaBeneHe nsmeHe
y opHOCy Ha necMe u3 hopbesuhesux 3dupkn 3a nesamwe Moryhe je carnemaru
KpO3 HapeJHe My3UuKe IIpuMepe.

Y nedjoj mecmu LJuy 4umje cTuxoBe je Hammcao bpanko Papmdesnh, oncer
I71acoBa je y pacriony op d1 fo e2. [Ipyru feo mecMme KapakTepulile 110jaBa BO-
I71aca Koju Mouyibe TOHOM d2 y ropmeM I71acy, JOK y HaCTaBKY OIICET Meofje
Jocexe [0 €2 IITO je HeIpUMepeHO 3a Maabu LIKOJICKM y3pacT ¥ IpefcTaB/ba
OIIACHOCT Off, AMCTOHMpama. [lecMa je y ToHammrety G-dur 1 meH oduM I1acoBa
HIje y TPaHuIlaMa yYeHMYKNX I7TacoBHMX MoryhHocTu. OduM Hedjux rmacosa y
IPBOM U IpyroM paspeny ce kpehe op ¢! o a', a y tpehem u yerBpTom op ¢! o
c?. Jledju 11aCOBU Cy Y TOM Y3PacTy OCET/bUBM)Y U HEXKHUJU U 3aXTeBajy BUILE
HaXKEbe U OpUre 1 3aTO je BaKHA MOCTYITHOCT Y IOCTAB/batby MY3MUYKIX 3aXTeBa.

[Tpumep 1. Muxamno M. Ilpotuh, [Juy'?

Ly

bpao M. M. Ilpotuh

[1. | [2.
oo N . ‘
PZl [ I = I | T . Il | | I [ I |
i . <« -1¥ I | I <4 11
. VA 1l =] | rF | |
| | 11 ™ 1l |
i | |
jac-  HO KO Ha ja - BIL ja -  BUI

Y yndennky Mysuduka KyaTypa 3a 3. paspej OCHOBHe IIIKOJIe, ayTopke Top-
mane CrojaHoBuh, 3acTymbeHa je mecma IJuy, anu ca M3MeHmEHNUM HA3UMBOM Yy
Pudapuertia can. Y HaBefjeHO] IleCMU IIPOMebeH je 1 Opoj ImacoBa (13 ABOI/Iaca
Yy jefHOTIaC), IITO je YCIOB/beHO Y3pacTOM y4eHMKa, ToHamuTeToM (13 G-dura y
D-dur) u BpcTom TakTa (13 2/4 y 4/4). Ilecmy Pudapueiiia can 300r cBoje jemHO-
CTaBHOCTH Y IIOIJIefly PUTMIYKe U1 MeJIOfiVIjCKe IMHUje felia ca TaKohoM ycBajajy,
yde U IaMTe.

13 Bragmmup P. Dopbesuh, 3dupxa tiecama y jegan, gea, wipu u uettiupu inaca 3a
yueHuKe OCHOBHUX WKoa, 36.
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[Tpumep 2. Muxanno M. Ilpotuh, Pubapueinia can'

Pubapuera can

Bpao Myamka: M. M. TTporuh
TekeT: b. Paammuesuh

.T
:
t

jac - Ho Ko Ha ja - Bl jac- HO KO Ha ja - BH.

[Tpunukom nsdopa mecama, y caBpeMeHoj HacTaBu Mysuuke KyaType, mpe-
MOPYWBNUBO je [a HACTABHUK, pajyl aKTyalausalyje IporpamMa, Haydu Jely u
HEKY IIeCMY KOja Hlfje HaBefleHa Y IIPeopyYeHOM 1300py 3a IeBabe, YKOIMKO TO
OfiroBapa Lby ¥ 3aaliyiMa IporpaMa 11 ako 3aJj0Bo/baBa KpUTEpyjyMe BaCIIITHe
¥ yMeTHHYKe BpegHOCTH. BehuHa jegHormacHmx Iecama U3 aHaIMSMpPaHMX
3éupxu Bnagumupa P. ‘Hophesuha cy cBojuM My3ndko-moeTckum ocodmHama
aJleKBaTHe U KOPJICHe 3a 0dpafy ca yueHMImMa Muaber IIKOICKOr y3pacTa.

BuirernacHe mecMe cy 3HaTHO C/IOXKeHMje 3a I3BODerbe ca y4eHMIMMa OCHOB-
HMX mKona. Ha ocHOBY yBuza y aKTye/lH)M HacTaBHU IUIAH M IIporpam 3a My-
3UMYKY KYITYPY, YTBpheHO je Aa y mpenopydeHOM cafipykajy KOMIIO3MIMja 3a XOP
MTabhux paspefa mpeosafaBajy mpeTeXXHO jefHOITIaCHe U IBOIIACHE [IeCMe, JOK
ce ca XOpPOM CTapujux pasdpefia MOTY M3BOAMUTH U TPOIJNACHE KOMIIO3MI[Uje.
[Ma>x/puBUM 0fadMpPOM HEKOMMIMHA OBUX Ilecama OM ce MOITIA YBPCTUTH Kao
Ipef/Ior KOMIIO3MIMja 3a paji ca XOPOM Ca y4eHMUIMMa CTapujer MIKO/ICKOT y3-
pacta. Hekonuko HacrmoBa u3 pasmarpanux 30upku Bragummpa P. Hophesuha
Mor7Io O fa odoraTu mporpam LIKOJICKOT xopa: Bogenuuno xono u Tuue moje
(napopne mecme), Yenuya Mute Tonanosuha, Ceu uewminuhu Brnagummpa P.
"Hophesnha u Coxonosu moju muhu Cranoja J. Hukommnha.

14 Topmana CrojanoBuh, Mysuuka kynitiypa 3a 3. paspeg ocHosHe uikosne, 3aBOf, 3a
yideHmKe 1 HacTaBHa cpenctBa beorpan, 2005, 57.
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3aK/py4ak

Vimajyhm y Bupy npunmke y okBupy Mysnuke negaroruje y Cpduju y xojuma je
Jle/1ao, Hepa3BUjeHOCT HACTABHOT IJIaHA U IIPOrpaMa, He3aBUIHO MECTO U YJIOTY
My3U4Ke YMETHOCTH Y KynTypHOM XusoTy Cpduje, Bnagumup P. Hopbesuh je
OBJM H3/laib}IMa HACTOjao Jla YIIO3HAa YYeHMKe Ca OCHOBAMa My3MUKe IJMCMEHO-
CTH, a TIpe CBeTa ca IeBameM 10 HoTaMa. TuMe je [ie10Bao Ha HETOBalbe U ycMe-
paBambe My3MYKOT OIVICMEhaBambha Jlelle, a CBe Y IM/bY BIXOBOT MY3MYKOT 0dpa-
3oBama. hHophesuh je Bogmo padyHa ma mecme koje je yBpctio y cBojum 3dupkama
OZITOBAPAjy M M3 MY3MYKOT M IeJarOLIKOT acleKTa morpedama mkone. Opadpa-
HVIM CaJp)KajuMa U3 pasmarpannx 36upku moryhe je odoratuTy HacTaBHM IUIaH
U mporpam 3a mpepMmer Mysndka KyaTypa, uuMe du ce carnefao Hophesnhes
IOTIPMHOC MOJIEPHU3AIVj/ HACTaBe My3JKe y OCHOBHUM HIKO/IaMa.
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VLADIMIR R. PORDEVIC’S COLLECTIONS OF CHILDREN’S SONGS FOR
ELEMENTARY SCHOOL CHILDREN IN CONTEMPORARY MUSIC TEACHING

In this paper, Vladimir Pordevi¢’s collections of children’s songs for elementary school
children and their application in music teaching today is considered. Vladimir R.
Djordjevi¢’s collections were published in the period between 1904 and 1928. His collec-
tions for singing will be analyzed in the context of Djordjevic’s music-pedagogical work
and possibilities of music education in Serbia in the considered period. In particular, a
review of the possibility of using these collections in contemporary music teaching will be
analyzed. A detailed analytical insight into the listed collections, considered in the context
of Djordjevic’s music-pedagogical activity, as well as the opportunities in music education
in the reviewed period, will provide a clearer picture of his contribution to the moderniza-
tion of music teaching in elementary school. In particular, certain songs from collections
used in contemporary music teaching will be analyzed and presented. Collections for sing-
ing will be thoroughly presented and analyzed for the first time aiming to discover their
representation in contemporary textbooks for teaching music in general education schools
in Serbia. In addition to pointing out the significance of collections in Djordjevic’s time,
the possibility of their application in contemporary music teaching will also be examined.

Key words: Vladimir R. DPordevi¢, collections for singing, textbooks, music pedagogy
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UCITELJA GLAZBENE KULTURE

Sazetak

Osuvremenjivanje obrazovnog programa od velike je vaznosti za napredak drustva. Uvo-
denje novih promjena u obrazovni sustav predstavlja izazov ne samo onima koji ga mije-
njaju vec i svim direktnim i indirektnim sudionicima. U Republici Hrvatskoj obrazovni
sustav konstantno se propituje i reformira, ali mjesta za napredak jos uvijek ima. TeZznjom
da se $kola osuvremeni i postane bliska u¢enicima, Ministarstvo znanosti i obrazovanja
Republike Hrvatske u $kolskoj godini 2018./2019. pokrenulo je projekt pod nazivom Skola
za Zivot. Cilj ovoga rada je prikazati i teorijski obrazloziti program projekta Skola za Zivot
te metodom anketiranja istraziti koja su misljenja, iskustva i stajalista ucitelja Glazbene
kulture ukljucenih u proces eksperimentalnog programa.

Kljuéne re¢i: Skola za zivot, Glazbena kultura, reforma, projekat, eksperimentalni program

Uvod

brzani razvoj posljednjih desetljeca rezultirao je drustveno-politickim,

gospodarskim, radno-tehnoloskim, informacijskim i drugim promjenama,
promjenama u svijetu rada i sve dinamicnijim razvojem znanosti. Nove promjene
namecu i promjenu funkcije i uloge skole te se postavlja zahtjev za uspostavljanjem
novog nacina poucavanja i ucenja. Takve promjene koje ¢e pridonijeti razvoju
aktivnih i odgovornih pojedinaca, motiviranih i osposobljenih za cjelozivotno
ucenje te opredijeljenost za europski suzivot i prihvacanje novih drustveno-
kulturnih vrijednosti, novih standarda u svim Zivotnim podru¢jima razraden je u
Planu razvoja sustava odgoja i obrazovanja 2005.-2010. godine, koji je Vlada
Republike Hrvatske usvojila 9. lipnja 2005. godine. Cilj Plana bio je usmjeravanje
cjelokupne politike na unapredivanje odgoja i obrazovanja kao sustava, gdje se od
$kole ocekivalo da ucenike nauci uc¢iti, a osnovne smjernice Plana su trebale
omoguciti cjelozivotno ucenje i obrazovanje svima te podizanje kvalitete odgoja i
obrazovanja na svim razinama.

Nastava Glazbene kulture u odgojno-obrazovnom procesu

Kada govorimo o nastavi glazbene kulture u odgojno-obrazovnom procesu tada
govorimo o nastavi koja se odvija jednim satom tjedno u osnovnim $kolama, kao
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dio obveznih predmeta od prvog do osmog razreda. Glazbenu kulturu od ¢etvrtog
razreda izvodi predmetni ucitelj glazbene kulture, a provodi se kroz otvoreni
model. Takav model prema rije¢ima Vidulin-Orbani¢ i Durakovi¢ (2012:8, bil;.3)
»sadrzava obaveznu jezgru (slusanje i upoznavanje glazbe) te drugu aktivnost
prema izboru ucitelja i ucenika. Aktivnosti mogu biti: pjevanje, sviranje, glazbeno
opismenjavanje, glazbene igre, glazbeni projekti, stvaralastvo i ples”. Dakle, za ra-
zliku od prijasnjeg modela ovakav model fokusira se na slusanje glazbe. Otvore-
nost modela omogucuje ucitelju da sam odabire pjesme i skladbe za obradu u
nastavnom procesu dok su broj pjesama i skladbi odredeni programom za poje-
dini razred. Prema psiholoskom nacelu, jednom od dva nacela iz nastavnog plana
i programa, ucitelj treba osluskivati uc¢enikove Zelje i sukladno tome kreirati na-
stavu, dok se prema kulturno-estetskom nacelu polazi od toga kako bi se u¢eniku
razvio glazbeni ukus koji je potreban kako bi postao kompetentan korisnik glaz-
bene kulture (Nastavni plan i program za osnovnu $kolu, 2006).

Skola za Zivot

Za osiguravanje zakonskih okvira te kadrovskih i materijalnih uvjeta za projekti-
ranje i provodenje reforme odgovorni su politicari. Stoga se nakon zadnjih parla-
mentarnih izbora u Republici Hrvatskoj ponovo pristupa uvodenjem kurikularne
reforme, ¢iji je nositelj Ministarstvo znanosti i obrazovanja i uz financijsku pot-
poru Europskog socijalnog fonda.

U skolskoj 2018./2019. godini uvodi se eksperimentalni program pod nazi-
vom ,,Skola za Zivot” U eksperimentalnoj ,,Skoli za Zivot” sudjeluje 48 osnovnih i
26 srednjih $kola iz svih Zupanija u Republici Hrvatskoj. Eksperimentalni pro-
gram provodio se u 1. i 5. razredu osnovnih $kola te u 7. razredu za predmete
Biologija, Kemija i Fizika. U srednjim se Skolama provodio u 1. razredu gimnazije
u svim predmetima te u 1. razredu ¢etverogodi$njih strukovnih $kola u opéeobra-
zovnim predmetima. U programu ,,Skole za Zivot”, u predmete eksperimentalne
provedbe ukljuceni su predmetni i medupredmetni kurikulumi te tri Okvira: za
vrednovanje, za djecu s teSko¢ama te za darovitu djecu. Izostali su krovni doku-
menti — Okvir nacionalnog kurikuluma, Nacionalni kurikulumi za pojedine ra-
zine i vrste odgoja i obrazovanja te dokumenti podrucja kurikuluma, $to je znacilo
da ,,Skola za zivot” nije cjelovita, da nedostaju mnogi dokumenti $to su u pocetku
bile glavne zamjerke nove reforme.

Frontalna provedba reforme ,,Skola za Zivot” zapocela je u jesen 2019. godine
te je krenula u svim predmetima 1. i 5. razreda osnovne $kole i u Biologiji, Kemiji
i Fizici u 7. razredu osnovne $kole. U gimnazijama reforma je krenula u svim
predmetima u 1. razredima, a u strukovnim srednjim $kolama, razine 4.2. u 1.
razredima s nastavnim predmetima Matematika, Hrvatski jezik, Engleski i Nje-
macki jezik. Tako se od jeseni 2019. godine u hrvatskim $kolama paralelno pro-
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vode tri programa: redovni nastavni program, frontalni program prema novim
kurikulumima te eksperimentalni program ,,Skola za zivot” u 74 osnovne i srednje
skole.

Ishodi ucenja

Temelj nastavnih kurikuluma su ishodi ucenja. Ishodi u¢enja su kompetencije koje
je osoba stekla ucenjem i dokazala nakon postupka ucenja, a kompetencije ozna-
¢avaju skup znanja, vjestina te pripadaju¢u samostalnost i odgovornost!. Cjelovit
skup odredenog obujma ste¢enih kompetencija, koje su sve pojedinacno vredno-
vane (pa se nazivaju ishodima ucenja), nazivamo kvalifikacija. Novim kurikulu-
mima? daje se naglasak na ve¢u slobodu planiranja jer su uglavnom zadani samo
ishodi ucenja i ukupna satnica dok se ostalo uglavnom prepusta nastavniku, a
nastavne se metode mijenjaju tako da se veci naglasak stavlja na rjesavanje pro-
blema i kriticko misljenje te poticanje kreativnosti i inovativnosti. Usmjerenost
vide nije samo na usvajanju znanja, ve¢ i na razvijanju vjestina i sposobnosti $to
znaci da e se vise uciti po grupama, ucenici ce vise iznositi svoje argumente i
stavove, raspravljati, razmisljati, istrazivati, analizirati, komunicirati, procjenjivati
i sli¢cno. Odgojno-obrazovni ishodi predstavljaju jasne izraze ocekivanja od uce-
nika u pojedinoj godini ucenja i poucavanja predmeta, a proizlaze iz odgojno-
obrazovnih ciljeva ucenja i poucavanja pojedinog predmeta. Odredeni su kao
znanja, vjestine, stavovi i vrijednosti te se razvijaju od prvoga razreda osnovne
skole do zavr$nog razreda srednje Skole (Predmetni kurikulum nastavnih pred-
meta Glazbena kultura i Glazbena umjetnost za osnovne skole i gimnazije, 2019).

Vrednovanje

Vrednovanje je sustavno prikupljanje podataka u procesu ucenja, a temelji se na
Okviru za vrednovanje procesa i ishoda ucenja u osnovnoskolskom i srednjoskol-
skom odgoju i obrazovanju. Ono je sastavni dio procesa ucenja i poucavanja, daje
obavijest o razini usvojenosti znanja i razvijenosti vjestina, potice izgradnju pozi-
tivnog stava ucenika prema ucenju, instrument je za unaprjedenje napretka uce-
nika, ali i pouc¢avanja ucitelja i cijeloga odgojno-obrazovnog sustava te trazi od-
govornost svih sudionika procesa. U procesu ucenja primjenjuju se tri modela
vrednovanja: vrednovanje za ucenje (sluzi unapredivanju i planiranju buduceg
ucenja i poucavanja, ne rezultira ocjenom nego kvalitativnom povratnom infor-
macijom), vrednovanje kao ucenje (podrazumijeva aktivno ukljucivanje ucenika
u proces vrednovanja te razvoj ucenickoga autonomnog i samoreguliranog pri-
stupa ucenju), te vrednovanje naucenog (ocjenjivanje razine postignuca ucenika).
Takoder, potice se i samovrednovanje odnosno analiziranje i procjenjivanje sebe
te razmisljanje o vlastitom ucenju. Zatim se potice vrénjacko vrednovanje u kojem
ucenici jedni drugima daju povratnu informaciju o tome kako napreduju, $to rade

! www.mzos.gov.hr (12.8.2020.)
2 www.skolazazivot.hr (12.8.2020.)
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dobro, a §to treba dalje razvijati, te obavezna i neizbjezna povratna informacija
ucitelja za vrijeme nastave.

Skola za Zivot u nastavi Glazbene kulture

Sve te promjene odnose se i na nastavu glazbene kulture i glazbene umjetno-
sti. Treba napomenuti kako u Republici Hrvatskoj razlikujemo ove predmete po
tome $to je glazbena kultura predmet u osnovnoj skoli, a glazbena umjetnost u
srednjim $kolama, to¢nije u gimnazijama i odredenim strukovnim $kolama. U
ovom radu usmjerenost je samo na osnovnoj $koli odnosno na promjene u pred-
metu glazbena kultura. Odgojno - obrazovni ciljevi nastavnog predmeta glazbena
kultura su stjecanje iskustva slobodnog izrazavanja i oblikovanja ideja, osjecaja i
stavova §to ¢e doprinijeti razvoju kreativnosti i potaknuti drustveno — emocio-
nalni razvoj svih ucenika. Zatim osvijestiti vrijednosti regionalne, nacionalne i
europske kulturne bastine u kontekstu svjetske kulture te ¢e tako ucenici izgraditi
odnos prema vlastitoj kulturi te razumjeti i prihvatiti druge kulture. Takoder, cilj
je kod ucenika razviti glazbene sposobnosti u najsirem smislu te rije¢i. Organiza-
cija predmeta glazbena kultura i mjesto predmeta u kurikulumu proizlaze iz pri-
rode same glazbe, a ona je: otvorena, integrativna i interdisciplinarna, odnosno
ucenje i poucavanje se prilagodava interesima i sposobnostima ucenika te sklono-
stima nastavnika; domene i odgojno - obrazovni ishodi predmeta su medusobno
povezani i nadopunjuju se; pozeljne su brojne korelacije s ostalim predmetima,
podrué¢jima i medupredmetnim temama. Vazno je napomenuti kako se ucenje i
poucavanje glazbe ostvaruje kroz tri domene: A - slusanje i upoznavanje glazbe,
B - izrazavanje glazbom i uz glazbu, C - glazba u kontekstu. Domene su medu-
sobno povezane i nadopunjuju se. Elementi koji objedinjuju ove domene su glaz-
beni jezik i glazbeno pismo koji su potrebni za aktivno slusanje te u slucaju aktiv-
nog muziciranja odnosno sviranja; zatim informacijsko - komunikacijska
tehnologija koja uklju¢uje upoznavanje ucenika s programima na racunalu, u¢enje
glazbenog pisma pomocu ra¢unala, audio-obradu i eksperimentiranje sa zvukom
i rad u programima za skladanje glazbe (Slika 1). U nastavku iznosimo kratko
objasnjenje domena.

Domena A: ova domena se odnosi na aktivno slusanje i upoznavanje glazbe
putem kojeg ucenici upoznaju glazbu razlicitih stilova, vrsti, pravaca i sl. Aktivno
slusanje se ostvaruje zadavanjem odredenih zadataka putem kojih ucenici sami
dolaze do zaklju¢aka o odredenoj temi.

Domena B: ova domena se odnosi na izvodenje glazbenih aktivnosti — pjeva-
nje, sviranje, glazbene igre, stvaralastvo, pokret uz glazbu.

Domena C: ovoj domeni su polaziste domene A i B na osnovu kojih u¢enik
otkriva vrijednosti bogate regionalne, nacionalne i globalne glazbene i kulturne
bastine, uocava razvoj, uloge i utjecaje glazbene umjetnosti na drustvo te povezuje
glazbenu umjetnost s ostalim umjetnostima.
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Slika 1. Organizacija kurikuluma predmeta Glazbena kultura

Odnos domena se mijenja kroz odgojno-obrazovne cikluse (Slika 2). Nastav-
nik moze tijekom nastavne godine nekoj od domena dati vecu ili manju vaznost
s obzirom na interese ucenika odredenog razrednog odjela i specifi¢nosti skolskog
kurikuluma. Postoji pet ciklusa, a odnose se na pojedine razrede. Prvi odgojno
— obrazovni ciklus odnosi se na 1. i 2. razred osnovne $kole, drugi ciklus na 3., 4.
i 5. razred osnovne $kole, tre¢i na 6., 7. i 8. razred, a Cetvrti i peti ciklus se odnose
na razrede u srednjoj Skoli i predmet glazbena umjetnost.
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Slika 2. Odnos zastupljenosti domena u odgojno - obrazovnoj vertikali
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Empirijsko istrazivanje

Cilj i zadaci istraZivanja

Cilj istrazivanja bio je utvrditi koja su misljenja, iskustva i stajalista ucitelja Glaz-
bene kulture koji su uklju¢eni u proces eksperimentalnog programa ,,Skola za
zivot”. Iz cilja proizlaze sljede¢i zadaci:

1. Utvrditi razumijevanje novog kurikuluma i provodenje programa u praksi

2. Utvrditi postoji li dovoljna potpora sustava u provodenju programa

3. Utvrditi postoji li motivacija uditelja

4. Propitati vlastito misljenje ucitelja

Ispitanici

Uzorak ispitanika obuhvacao je ucitelje Glazbene kulture iz 48 osnovnih skola u
Republici Hrvatskoj koji su dio eksperimentalnog programa ,,Skola za zivot”, a koji
provodi Ministarstvo znanosti i obrazovanja. Zbog odredenih zakona o zastiti

podataka formiran je uzorak od 7 ud¢itelja pri ¢emu je 5 (71,4%) osoba zZenskog
spola, a 2 (28,6%) muskog spola.

Instrumenti

U ovom istrazivanju kori$tena je metoda anketiranja u ¢iju svrhu je izradena an-
keta pod nazivom ,, Anketa — Skola za Zivot”. Anonimno se anketiralo 7 ucitelja
Glazbene kulture koji su dio eksperimentalnog programa. Anketa je sadrzavala 9
pitanja zatvorenog tipa i jedno pitanje otvorenog tipa koje je ujedno bilo ostav-
ljeno na izbor ispitaniku. Neka od pitanja davala su odgovore na pitanja spola,
radnog staza u struci, dostatnosti edukacija, financijskoj potpori u provedbi ek-
sperimentalnog programa i druga. Zatvorenim anketnim pitanjima Zzeljelo se do¢i
direktno do odgovora koja su unaprijed osmisljena i kreirana.

Anketiranje je provedeno u kolovozu 2019. godine putem interneta (Google
forms).

Rezultati

Spol..

7 odgovora

Musko

Zensko

0 1 2 3 4 5

Grafikon 1. Prikaz polova sudionika
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Od ukupno 7 sudionika koji su pristupili anketnom ispitivanju, iz grafikona
1 vidimo vecu prisutnost Zenskog spola u odnosu na muski spol.

Koliko dugo predajete u skoli?

7 odgovora

® 1 -2 godine
@ 3-5godina
5 - 10 godina
@ 10 - 15 godina
@ vise od 15 godina

Grafikon 2. Radno sikustvo uditelja

Od ispitanih, grafikon 2 prikazuje veci broj ucitelja cije je radno iskustvo rada
u $koli izmedu 10 i 15 godina. Ostali dio radnog iskustva jednako je rasporeden.
Iz prilozenog vidimo kako niti jedan ispitanik nema radno iskustvo rada u skoli
duzi od 15 godina.

Je li novi kurikulum za Vas razumljiv?
7 odgovora

Grafikon 3. Prikaz odgovora po pitanju razumevanja novog kurikuluma

Ako da, u kojem postotku ste ga provodili u praksi?
7 odgovora

10 %
20%
30%
40%
50%
60%
70%
80%
90%
100%
0 1 2

Grafikon 4. Prikaz postotaka u kojem je novi kurikulum sprovoden u praksi
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Trece pitanje ankete bilo je usmjereno na razumijevanje novog kurikuluma.
Vecina ispitanika odgovorila je kako je za njih novi kurikulum razumljiv dok za
mali postotak ispitanika on nije razumljiv. Takoder pitanje iz grafikona 4 nadove-
zuje se na prethodno pitanje za one ispitanike koji su dali potvrdan odgovor na
pitanje iz grafikona 3. Iako je ispitanicima razumljiv novi kurikulum u praksi ga
nisu provodili u potpunosti (grafikon 4).

Jeste li motivirani za novi nacin ucenja i poucavanja u skoli?

7 odgovora

Da

Ne

o
-
N
w
N

Grafikon 5. Prikaz odgovora po pitanju motivacije za novi na¢in poucavanja
Motivacija za novi nacin poucavanja ispitivala se u petom pitanju (grafikon

5). Uocena je mala razlika izmedu motiviranih i nemotiviranih ispitanika.

Smatrate li virtualnu ucionicu zajedno sa struc¢nim skupovima dostatnim za edukaciju nastavnika?

7 odgovora

Da

Ne

o
N
N
w
N
(&
o

Grafikon 6. Prikaz odgovor po pitanju edukacije nastavnika za novi nacin poucavanja
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Velika vecina ispitanika (gotovo 90%) smatra kako edukacija nastavnika za
novi na¢in poucavanja nije dostatna $to nam pokazuju rezultati iz grafikona 6.

Smatrate li da su materijalna i financijska sredstva do sada bila adekvatna za provedbu

eksperimentalnog programa?
7 odgovora

0 1 2 3 4

Grafikon 7. Prikaz odgovora po pitanju materijalnih i finansijskih sredstava potrebnih za
provedbu eksperimentalnog programa

Ispitanici su podjednakog misljenja kada govorimo o adekvatnim materijal-
nim i financijskim sredstvima koja su potrebna za provedbu programa (grafikon
7).

Imate li osjecaj dovoljne podrske sustava za provedbu eksperimentalnog programa?
7 odgovora

0 1 2 3 4 5 6

Grafikon 8. Prikaz odgovora po pitanju podrske sustava za provedbu eksperimentalnog
programa

Zelite li nastaviti s eksperimentalnim programom i dalje?
7 odgovora

@ Da
@ Ne

42,9%

Grafikon 9. Prikaz odgovora po pitanju sprovedbe eksperimentalnog programa u
budu¢nosti
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Postavlja se pitanje koliko sustav podupire ucitelje u provedbi eksperimental-
nog programa. Takva potpora odnosi se na dostupnost mentora, materijala, edu-
kacija, stru¢nih skupova itd. Ispitanici su kroz anketu prikazali kako vecéina ne
osje¢a dovoljnu potporu u novom eksperimentalnom programu (grafikon 8). Ipak
57,1% ispitanika Zeli nastaviti s eksperimentalnim programom i dalje (grafikon
9).

Posljednje pitanje bilo je pitanje otvorenog tipa koje je ispitanicima dano na
izbor hoce li odgovoriti na pitanje ili ne. Pitanje se odnosilo na vlastito misljenje
o programu ,,Skola za Zivot” Dobiveni odgovori su sljedeéi:

»Zatupljivanje ucenika”

»Program je odlican i u nasoj skoli, koja je odavno na tragu inovacija, kreativnosti,
je dobrodosao. SzZ je program koji mijenja paradigmu ucenja i poucavanja, a ona
se prvenstveno odnosi na to da se u planiranju ucenja i poucavanja polazi od ishoda
tj. ucenickih postignuca, a ne vise (kao do sada kroz Nastavni plan i program) od
sadrZaja. Svakako Ce biti potrebno puno vremena dok on u kompletu zaZivi jer
potrebno je najprije mijenjati svijest ucitelja o tome kako poucavati, kako biti odgo-
voran za svoj rad, ucenje, poucavanje, ali i za profesionalni razvoj.”

»Nazalost promaklo nam je nekoliko veoma vaznih detalja vezanih uz obrazovanje
i stvaranje drustva koje razmislja, promislja, razumije i shvaca.”

»Glavne teme postale su tableti, ikt, a zapostavljen je razvoj visestrukih inteligencija,
odgoj za odrZivi razvoj, odrzavanje bioraznolikosti, razvoj osobe u cjelini, u SAD-u
siromasni rade na tabletima, a djeca bolje stoje¢ih uce iskustveno koristeci prirodne
materijale dok ikt ulazi nesto kasnije u igru, kada to odgovara dobi djeteta. Ocekivao
sam iskustvenu nastavu, vise dodira s prirodom.”

Iako se radi o malom uzorku ispitanika, na temelju dobivenih rezultata
mozemo zakljuciti kako eksperimentalni program ,Skola za Zivot” ima svoje
nedostatke, ali i prednosti. Unato¢ tome $to ispitanici smatraju kako nema
dovoljno potpore sustava kao ni dovoljan broj edukacija koje ucitelji trebaju pro¢i
tijekom eksperimentalnog programa kako bi bili kompetentni za novi nacin
poucavanja, ipak je prikazan pozitivan odnos prema uvodenju novoga. Postavlja
se pitanje je li taj pozitivan odnos uzrokovan zeljom za promjenom, s obzirom da
govorimo o nastavi koja se izvodi po Nastavnom planu i programu iz 2006. godine,
ili je uzrokovan kvalitetnim programom koji ¢e dati neku novu dimenziju odgo-
jno-obrazovnom sustavu.

Zakljucak

Sustav obrazovanja na podrucju Republike Hrvatske cesto je bilo sklono pro-
mjenama, ali te promjene nisu uvijek nuzno znacile i poboljsanje. Od samostal-
nosti Republike Hrvatske, sve dosadasnje reforme parcijalno su provedene. Dosad
nije bilo sveobuhvatne promjene s ciljem povezivanja sadrzaja na svim obrazov-
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nim nivoima pa je upravo zbog toga, cjelovita reforma obrazovanja bila prijeko
potrebna.

Obrazovna reforma pod nazivom ,,Skola za Zivot” donijela je brojne promjene
u sustavu odgoja i obrazovanja Republike Hrvatske. Te promjene odnose se na
ucitelje, ucenike, roditelje, stru¢ne suradnike, ali i ¢itavu zajednicu. S obzirom da
je Ministarstvo kurikularnu reformu Zeljelo uvesti $to prije, dokumenti reforme po
misljenju mnogih, nisu cjeloviti i stru¢no su upitni. Kako je metodologija izrade
predmetnih kurikuluma nova, a eksperimentalno je provedena u vrlo kratkom
razdoblju, na manjem uzorku $kola, postoji veliki rizik uspjeha reforme. Promjene
koje su nagle i nisu temeljite, potaknute politickim razlozima i birokratskim pri-
stupom izazivaju veliko nezadovoljstvo kod ucitelja i ostalih sudionika procesa.

Unaprjedenje odgoja/skolstva/obrazovanja treba biti kvalitetno i cjelovito.
Svaka reforma trebala bi najprije polaziti od visokoobrazovnih institucija, gdje se
produciraju buduci kadrovi za rad u odgojno-obrazovnim ustanovama te bi za
njeno uspjesno provodenje trebalo predvidjeti vise vremena, ukljuciti sve subjekte
u odgoju i obrazovanju i $ire te na vrijeme detektirati moguce greske i pravovre-
meno ih ispraviti. Odgoj i obrazovanje jedna je od najvaznijih djelatnosti naseg
drustva te bi trebao biti izlozen konstantnom unaprjedivanju i usavrSavanju uz
ulaganje najveceg moguceg napora svih dijelova drustva u cilju sto kvalitetnog
obrazovanja novih narastaja za budu¢nost.
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THE PROJECT ‘SCHOOL FOR LIFE’ FROM THE PERSPECTIVE OF
MUSIC TEACHERS

The modernization of the educational program is of great importance for the progress of
society. Introducing new changes to the education system is a challenge not only to those
who change it, but to all direct and indirect participants. In the Republic of Croatia, the
education system is constantly being questioned and reformed, but there is still room for
progress. Striving to modernize school and make it closer to the students, the Ministry of
Science and Education of the Republic of Croatia in the 2018/2019 school year started a
project called School for Life. The aim of this paper is to present and theoretically explain
the program of the School for Life project and to use a survey method to investigate the
opinions, experiences and attitudes of Music Culture teachers involved in the process of
the experimental program.

Key words: School for life, Music Culture, reform, project, experimental program
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ODA RADOSTI: OBRADA PJESME PUTEM
RADIONICKE METODE POUCAVANJA

Sazetak

Studenti Muzicke akademije Sveucilista Jurja Dobrile u Puli tijekom petogodi$njeg studi-
ranja imaju moguc¢nost upisati izborni kolegij Radionicka nastava. Kroz ovaj kolegij stu-
denti se osposobljavaju za vodenje edukativnih radionica kojima je osnovni cilj stjecanje
znanja u naj$irem smislu rijec¢i. Cilj rada jest predstavljanje obrade pjesme Oda radosti,
koja je sastavni dio nastavnog plana i programa za Seste ili sedme razrede osnovne $kole
u Hrvatskoj, u obliku radionicke metode poucavanja te osvjestavanje vaznosti iskustvenog,
interaktivnog i suradnickog ucenja kroz radionicu.Studentice glazbene pedagogije osmi-
slile su radionicu na temu Oda radosti kojom su obuhvatile razlicite oblike rada: razmjena
iskustva/dozivljaja/spoznaje kroz kruznu komunikaciju, simultana individualna aktivnost,
oluja mozgova (brainstorming), rad u paru, rad u manjoj grupi; a isto tako i aktivnosti
vezane uz glazbu: zajednicko pjevanje i kretanje na glazbu. U radionici se mijenja uloga
nastavnika kao predavaca i preuzima ulogu voditelja i facilitatora. Na taj nacin asistira u
unaprjedivanju stru¢nih, ali i komunikacijskih i suradnickih socijalnih vjestina ucenika.
Takoder, ovim nacinom rada povecava se motivacija i ustrajnost ucenika za ucenje u
kojem ocekujemo da ce rezultat biti razvoj kritickog, kreativnog i logickog misljenja.Bu-
du¢i da je jedan od odgojno-obrazovnih ciljeva nastavnog predmeta glazbena kultura steci
iskustva slobodnoga izrazavanja i oblikovanja ideja, osjecaja i stavova u mediju glazbe,
splet radionickih aktivnosti u skupini potaknuti ¢e drustveno-emocionalni razvoj u¢enika
te ¢e doprinijeti razvoju njihove kreativnosti kao metakompetencije. Ucitelji pristupaju
kim nac¢inom rada koji ukljucuje elemente zabave i dinamicnosti, dobiva novi kontekst.
Kljucne reci: Oda radosti, pesma, radionicka metoda

Uvod

Unastavi glazbene kulture i umjetnosti, kao i u vecini $kolskih predmeta,
nastavnici najcesc¢e odabiru poucavati frontalno. Unato¢ prednostima ovog
oblika rada, u mnogim situacijama on nije najbolji odabir. Frontalna nastava
prilagodena je prosjeku, a njezinim kori$tenjem u nastavnom procesu prijeti
opasnost od zanemarivanja individualnih potreba ucenika.

Radionic¢ka nastava pogodna je za koriStenje ostalih temeljnih nastavnih
oblika poucavanja: rad u skupini, rad u paru te individualni rad. U ucenju, ali i
opcenito u razvoju pojedinca, znacajna je uloga socijalne interakcije u kojoj osoba
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razvija suosjecanje i toleranciju. Vrlo je vazan i sam proces ucenja, njegova kvali-
teta te konkretne osobe (Uzelac, 2000). Radioni¢ka metoda kroz niz razlicitih
aktivnosti pruza nam drugacije, spontanije ucenje, ali i poucavanje. Iz tog u¢inka
proizlaze pozitivni utjecaji na potrebe, ocekivanja i izrazavanje dozivljaja sudio-
nika radionice (Uzelac, 2000).

Kreativnost

Kada govorimo o nastavniku u nastavnom procesu, jedno od njegovih pozeljnih
obiljezja jest kreativnost. Kreativnost mozemo definirati kao ,,sposobnost stvara-
nja novih kombinacija iz postojecih ili poznatih elemenata” (Plavsi¢, 2014: 38).
Proces kreativnosti podrazumijeva divergentno misljenje, to jest misljenje koje
nije usmjereno na jedno ili ogranic¢en broj rjesenja, ve¢ ih sadrzi veci broj (Plavsic,
2014). Takoder, uz kreativnost vezemo i lateralno misljenje kojeg karakteriziraju
asocijacije i digresije ideja koje se javljaju kroz misaoni tijek (Plavsi¢, 2014). S
obzirom da radionic¢ke aktivnosti mogu biti provedene u obliku tjelesnog, verbal-
nog ili stvaralackog izrazavanja, u obliku igre ili raznih vjezbi, kreativna osobina
nastavnika nuzna je u poticanju vlastitog, ali i u¢enikovog kreativhog misljenja i
ponasanja.

Plavsi¢ (2014) upucuje na vaznost kreativnog misljenja i ponasanja jer svijet
u kojem danas Zivimo rezultat je kreativnih ideja iz proslosti, a svijet u kojem
¢emo sutra zivjeti ovisi o danasnjim kreativhim doprinosima. Stoga, poticanjem
kreativnosti u nastavi i razvijanjem ucenikovog divergentnog i lateralnog mislje-
nja odgajamo mlade kreativce te time doprinosimo boljoj budu¢nosti.

Radionica kao metoda poucavanja

»Radionica (eng. workshop)je iskustveni i interaktivni oblik uc¢enja u grupi” (Plav-
$i¢, 2014: 40). Postoji nekoliko vrsta radionica: kreativne, psiholoske i edukativne.
Osnovni cilj kreativnih radionica jest poticanje i razvijanje stvaralackog misljenja
iizrazavanja (dramskog, likovnog, glazbenog, poetskog, itd.), dok je cilj psiholos-
kih radionica spoznavanje procesa vezanih uz psiholoske procese i osobni razvoj
(Plavsic, 2014). U daljnjem tekstu usredotociti ¢emo se na edukativni tip radionice
¢iji cilj je stjecanje znanja u najsirem smislu rijeci.

Radionica kao djelotvorna metoda socijalnog ucenja i poucavanja zahtijeva
optimalnu grupnu interakciju te se iz tog razloga potreban broj sudionika krece
izmedu 15 i 30 (Uzelac, 2000).

Termin radionica prema Plavsi¢ (2014) podsjeca na prostor u kojem se nesto
radi ili izraduje, a kada govorimo o edukativnoj radionici onda ono predstavlja
proces, a ne gotov proizvod ili rezultat te se iz tog razloga u ovakvom obliku uce-
nja i poucavanja osobita vaznost pridodaje znanju koje je osobno izgradeno, a ne
primljeno ili preuzeto. Najces¢i oblici rada u ovoj vrsti radionice su: razmjena u
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cijeloj grupi, oluja mozgova (brainstorming), simultana individualna aktivnost
(prisjecanje, razmisljanje, itd.), rad u parovima ili u manjim skupinama (Plavsi¢,
2014).

Vrijeme radionice ovisi o broju sudionika, duljini predvidenih aktivnosti i
koli¢ini sadrzaja, a ponekad i o opéem raspolozenju (Uzelac, Bognar, Bagi¢, 1994).
Mogu trajati od 45 minuta do nekoliko dana, ali naj¢esce, osobito u radu s uceni-
cima ili roditeljima, radionice traju 60 — 90 minuta(Plavsi¢, 2014).

Kada govorimo o prostoriji koja je namijenjena realizaciji edukativne radio-
nice, autori Uzelac, Bognar i Bagi¢ (1994) navode kako se u vecini slu¢aja ona
preureduje na nacin da se stolice postave u krug, prilikom cega je potrebno obra-
titi paznju na prostor u sredini kruga koji se ostavlja prazan. Takav razmjestaj
stolica omogucuje bolji vidni krug svakog sudionika radionice. Takoder, autori
navode kako je u pojedinim situacijama potrebno unaprijed osigurati dovoljno
slobodnog prostora radi kretanja sudionika, igranje igre uloga i ostalih predvide-
nih aktivnosti radionice (Uzelac, Bognar, Bagi¢, 1994).

W

Slika 1. Ispravno iskoriSten prostor za izvedbu edukativne radionice

U radionici se suradnicki odnosi dobro o¢ituju kada ju zajedno vode barem
dvoje voditelja koji kroz proces izvodenja radionice mijenjaju svoju ulogu iz ak-
tivnog voditelja u promatraca i obrnuto (Uzelac, Bognar, Bagi¢, 1994). Voditelji
se jos nazivaju facilitatorima (lat. facilis = olaksati) ¢iji zadatak jest stvoriti atmos-
feru prihvacanja i povjerenja. Kao $to i porijeklo njihovog imena ukazuje, facili-
tatori su tu da podrzavaju sudionike i olak§avaju otkrivanje novih spoznaja. Tije-
kom radionice oni ne nude gotova rjesenja, ne komentiraju niti sugeriraju, ne
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ocjenjuju niti presuduju, ve¢ empaticki slusaju, ohrabruju i poti¢u na preuzimanje

odgovornosti za vlastito ucenje sudionika(Uzelac, 2000). Svako rjesenje, ¢ak i ono

pogresno, preusmjeruju i koriste ga kao korak ka iskustvenoj spoznaji. Tijekom
izvodenja radionice, facilitatori takoder trebaju voditi ra¢una o tome da ne domi-
niraju pojedinci kako bi i oni povuceniji dobili priliku za sudjelovanje (Plavsic,

2014).

Struktura aktivnosti edukativne radionice u vedini slucajeva je
sli¢na:upoznavanje sudionika i voditelja, predstavljanje pravila, ledolomac, glavna
aktivnost i aktivnost opustanja (Plavsi¢, 2014).

Aktivnosti prije samog pocetka radionice podlozne su promjenama, a one
ovise o stupnju medusobnog poznanstva izmedu voditelja i sudionika, ali i sudi-
onika medusobno. Upoznavanje sudionika moze se provesti klasicnom kruznom
komunikacijom, a moze se izvrsiti i kroz neku igru ili zanimljivu aktivnost. U
pocetku je vazno da se postave (ili da se podsjeti na) pravila te da se predstave
voditelji i sudionici. Prema Plavsi¢ (2014,41) postoje tri osnovna pravila ¢iji cilj je
da se svi osjecaju ugodno, komotno i neopterec¢eno:

1) Jedan mikrofon: u trenutku kada jedna osoba govori, ostali sudionici slusaju i
ne pricaju.

2) Siguran prostor: sudionici imaju pravo izjasniti svoje misljenje bez omalova-
zavanja drugih osoba ili njihovih misljenja te bez obzira na osobno (ne)slaga-
nje.

3) Aktivno sudjelovanje: svatko je ukljucen u aktivnosti, koje su razlicite, a obi¢no
ih ima nekoliko. Kroz aktivno sudjelovanje sudionici razmjenjuju iskustva,
dozivljaje, misljenja i spoznaje, a aktivnosti pridonose dinamici i njihovom
povecanju motivacije.

Uvodni dio radionice zapocinje ledolomcem. Sama rije¢ podsjec¢a na lomlje-
nje leda sto bi znacilo da ovom aktivnos$cu, koja se moze provesti i u obliku igre,
postizemo ,lomljenje” napetosti u svrhu postizanja ugodne i poticajne atmosfere.
Pozeljno je da se ledolomac tematski poveze s glavnom temom radionice, ali to
nije nuzno (Plavsi¢, 2014). Zatim, u sredistu radionice je glavna aktivnost koja se
bavi glavnom temom. Ona obavezno sadrzava raspravu te zavr$ava sazimanjem i
zakljuccima (Plavsi¢, 2014). Nakon glavne aktivnosti slijedi aktivnost za opustanje
koja, poput ledolomca, takoder moze biti osmisljena u obliku igre. Na samom
kraju radionice pozeljna je razmjena dojmova i povratnih informacija o provede-
noj radionici.

Vrste ucenja u radionici

Interaktivno ucenje

Prilikom izvodenja radionice, pod pojmom interaktivhost podrazumijevamo
odnos koji je interpersonalni, odnosno onaj odnos u koji je osoba direktno uklju-
¢ena (Popovi¢, 2007). Takav odnos potkrijepljen je komunikacijom koja se moze
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odvijati izmedu sudionika medusobno, sudionika i voditelja, sudionika i skupine
te skupine i skupine. Interpersonalne vjestine ocituju se u izrazavanju, razgovara-
nju, raspravljanju, suradivanju, pazljivom slusanju, itd. Plavsi¢ (2014) ujedno na-
vodi kako se u edukativnoj radionici interaktivno ucenje odvija kroz socijalan
dijalogu kojem se svi aktiviraju u izvedbeni proces. Sudionici medusobno podu-
piru jedni druge u zajedni¢kom usvajanju novih sadrzaja. Koristenjem ove metode
ucenja izgraduje se ugodno-pozitivna atmosfera te se razli¢itim aktivnostima, kao
i interakcijom licem u lice, potice povecanje motivacije koje u ve¢ini sluc¢ajeva ima
pozitivan rezultat.

Iskustveno ucenje

»Iskustveno ucenje dinamican je pogled na ucenje koji se temelji na ciklusu u¢enja
zasnovanom na prakti¢nom iskustvu popra¢enom promisljanjem, odnosno re-
fleksijom koja predstavlja povezivanje prakse s teorijom” (Gortan-Carlin, Moc¢ini¢
prema Vizek Vidovi¢, Vlahovi¢ Steti¢, 2017: 513). Iskustvenim ucenjem, kako
navode Cota Bekavac i saradnici (2005), lakse se prenosi ono nauceno u stvarni
zivot i rad te ova vrsta ucenja pomaze pri uspjeSnom prilagodavanju osobe u
okolinu i drustvo. U odnosu na akademsko ucenje, ucenjem iz vlastitog iskustva
prenose se znanja zajedno s vjestinama u realnu zivotnu situaciju. U akademskoj
sredini ucenje je vrlo ¢esto namjerno i propisano, a ponekad ¢ak i s pazljivo kon-
cipiranim nac¢inom ucenja, dok s druge strane ucenje kroz osobno iskustvo uce-
niku pruza radost spoznavanja te na taj na¢in ucenik ne samo da razumije nau-
¢ene pojmove ve¢ je itekako svjestan njihove vaznosti (Cota Bekavac et al., 2005).

Psiholoske teorije iskustvenog ucenja ukazuju na vaznost refleksije cija je
definicija naknadno promisljanje o procesu ucenja i njegovim ishodima (Cota
Bekavac et al., 2005). Najpoznatiji model iskustvenog uc¢enja donosi nam David
Kolb. On prema Knowles, Holton, Swanson (2015) definira ucenje kao proces u
kojem se znanje stvara kroz transformiranje iskustva. Njegov model/ciklus isku-
stvenog ucenja sastoji se od Cetiri faze: konkretno iskustvo - refleksivno proma-
tranje — apstraktno razmisljanje — aktivno eksperimentiranje.

U modelu primje¢ujemo da se refleksija manifestira u drugoj fazi ciklusa,
to¢nije nakon $to je osoba podvrgnuta novom iskustvu kroz novu situaciju, $to
moze biti slu¢aj, dogadaj ili problem. U kontekstu radionice, u ovom segmentu
ciklusa osoba moze kroz diskusiju ili grupni rad promatrati druge sudionike pri-
likom cega su joj od velike pomoc¢i njihove povratne informacije (Cota Bekavac
et al., 2005). Tijekom sudjelovanja u radionici sudionici dijele svoja misljenja i
uvide na temelju vlastitih iskustva vezanih za odredenu temu. Kada iskustveno
ucenje usporedujemo s klasi¢nim akademskim mozemo zakljuciti da sudionici
prilikom ucenja uoc¢avaju i procesuiraju informacije §to im pomaze pri razvijanju
kompetencije za rjeSavanje problema te time postaju svjesniji o cilju i predmetu
ucenja (Cota Bekavac et al., 2005).
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Slika 2. Kolbov model/ciklus iskustvenog ucenja

Suradnicko ucenje

Ovakav nacin ucenja javlja se prilikom zajednickog rada. U kontekstu radionice
sudionici zajedno suraduju u parovima ili malim grupama u svrhu bavljenja
nekim problemom, pronalazenja rjesenja, istrazivanja zajednicke teme ili nado-
gradivanja uzajamne spoznaje. Kroz suradnistvo se stvaraju nove ideje, nove kom-
binacije ili jedinstvene inovacije (Cota Bekavac et al., 2005). Braca Johnson una-
prijedili su i prosirili primjenu suradnickog ucenja. Prema njima, pet je elemenata
koji sacinjavaju osnovu ove vrste ucenja: pozitivna meduzavisnost, pojedinac¢na
odgovornost, poticajna interakcija licem u lice, socijalne vjestine te skupno pro-
cesiranje (samovrednovanje) (Cota Bekavac et al., 2005). U radionickom obliku
poucavanja, kao i opcenito pri suradnickom radu, ukoliko se prethodno spome-
nuti elementi vise koriste, u vecoj mjeri se koriste i prednosti suradnickog ucenja.
Suradni¢kim radom pridonosi se uc¢inkovitom usvajanju znanja i vjestina te se
njime potice razvoj kreativnog, kritickog i logickog razmisljanja (Cota Bekavac,
Grozdani¢, BengeKletzien, prema Meredith i sur., 2005). Vazno je napomenuti
da suradnicko ucenje na rad potice sve ucenike; one najmanje motivirane i naj-
neuspjesnije jednako kao i one najuspjesnije i darovite (Cota Bekavac et al., 2005).
Samim time povecava se motivacija i ustrajnost svih sudionika radionice za usva-
janje novih spoznaja, a ujedno se u skolama poticu pozitivni odnosi medu uceni-
cima i nastavnicima, ali i prema $koli te $kolovanju opcenito (Cota Bekavac et al.,
2005).
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Radionica: Oda radosti!

Radionicu su osmislile studentice koje su pohadanjem izbornog kolegija Radio-
nicka nastava osposobljene za vodenje edukativnih radionica. Radionica na temu
Oda radosti osmisljena je s ciljem da se povezu edukativni tip radionice, glazbeni
sadrzaj i aktivnosti vezane uz glazbu, a isto tako i s ciljem da se njezin sadrzaj
namijeni ucenicima. S obzirom da se pjesma Oda radosti u hrvatskim osnovnim
$kolama u¢i u $estim ili sedmim razredima?, radionica je namijenjena ucenicima
u dobi 11-14 godina.

Predvideno trajanje radionice je 60 minuta, $to znaci da jedan $kolski sat u
trajanju od 45 minuta nece biti dovoljan za njenu realizaciju. Unato¢ tome, radi-
onicu je ipak moguce provesti u vrijeme nastave; u tom slucaju preporu¢amo da
se realizira u integraciji dvaju predmeta, npr. nastava glazbene kulture neka se
poveze s drugim predmetom poput sata razrednika, hrvatskog jezika ili tjelesne
kulture. Takoder, u $koli se moze realizirati i nakon nastave — u vrijeme izvanna-
stavnih aktivnosti. U ovom slucaju radionicka nastava ne mora ovisiti samo o
jednom razrednom odjeljenju, ve¢ u njoj mogu sudjelovati ucenici iz razlic¢itih
razreda, ali i generacija. Neka se pritom samo vodi ra¢una o optimalnom broju
sudionika koji se krec¢e 15-30.

Veli¢ina prostora ovisi o broju sudionika radionice. Ukoliko govorimo o jed-
nom razrednom odjeljenju kojeg obuhvaca do 30 daka, dovoljna ¢e biti njihova
ucionica u kojoj se klupe pomicu do zida, a stolice ostavljaju u sredini ucionice.
Najvise slobodnog prostora zahtijeva zavr$na aktivnost, tj. aktivnost za opustanje
u kojoj se ucenici u parovima krec¢u na glazbu, a potreban prostor moze se omo-
guciti uklanjanjem stolica sa sredine uc¢ionice, takoder do zida.

Od opreme je potrebno osigurati udzbenike ili partituru s notnim zapisom
Ode radosti, klavir®, pribor za pisanje, nekoliko papira* i opremu potrebnu za re-
produkciju zvuka: ra¢unalo sa zvu¢nicima ili cd player s odgovaraju¢im CD-om”.

Artikulacija radionice

Prije samog pocetka radionice ucenike se postavlja u krug zajedno s facilitatorom/
ima. Ucenici u krugu sjede na stolicama ili, ukoliko facilitator/i smatraju da je
prigodno, na podu. Vazno je da se svi osjecaju ugodno. Ako radionicu vodi dvoje
facilitatora pozeljno je da se u krugu nalaze jedan nasuprot drugog, au slucaju da

I Slijedom okolnosti, radionica nije uspjela biti realizirana prije objave ovog rada.

2 Ovisi o nakladniku udzbenika.

3 Umjesto klavira moze pianino ili elektri¢ni klavir.

4 Pozeljno je da papiri budu ¢vrséi i u formatu A3 ili A4.

5 Kompaktni disk koji sadrzi audio snimku skladbe Ludwigvan Beethoven: Simfonija
br. 9 u d-molu, op. 125, IV. stavak: Presto.
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facilitatori nisu poznati ucenicima, slijedi medusobno kratko upoznavanje®. Ko-
li¢ina osobnih informacija iznosi se po vlastitoj Zelji. Takoder valja napomenuti i
tri osnovna pravila radionice: jedan mikrofon, siguran prostor i aktivno sudjelo-
vanje. Ukoliko ucenici nisu upoznati s pravilima, facilitatori su ih duzni obrazlo-
Ziti.

Uvodni dio/ledolomac

Uvodni dio radionice, tj. ledolomac zapocinje oblikom rada koji se naziva oluja
mozgova (brainstorming). Ulenici dobivaju zadatak ,bacati” slobodne asocijacije
na pojam radost, a zatim na pojam oda. Zadatak se izvodi na nacin da ucenik
prilikom izgovaranja asocijacije doslovno baca zamisljenu rije¢ u zrak, pod, u
stranu, itd. U ovu aktivnost mogu se ukljuditi i facilitatori, osobito u trenucima
tis$ine kada ucenicima ponestane inspiracije za nove asocijacije. Nakon oluje moz-
gova razgovara se o odi i himni kao glazbenim i pjesnickim oblicima:

- Sto je oda?

- Sto je himna?

- Jeste li ¢uli za neku himnu ili odu? Koju himnu/odu poznajete?

—  Koja je razlika izmedu himne i ode?

Da bi se potaknula simultana individualna aktivnost ucenici dobivaju zadatak
razmisliti o pjesmi koja ih predstavlja:
- Koja pjesma bi mogla biti vasa oda? Zasto? O cemu govori vasa oda?

Nakon $to ucenici zamisle svoju odu, kroz kruznu komunikaciju razmjenjuju
tu iskustvenu spoznaju.

Sredi$nji dio/glavna aktivnost
U pocetku sredi$njeg djela radionice ucenici prvo slusaju pjesmu u originalnoj
izvedbi. Kako bi se postiglo aktivno slusanje, trebaju otkriti izvodace i ugodaj
skladbe. Dovoljno je slusati samo jednu strofu pjesme nakon koje facilitator/i
postavlja/ju pitanja:

— Jeli djelo vokalno, instrumentalno ili vokalno-instrumentalno?

- Tko su izvodaci?

—  Kakav je ugodaj?

Nakon iznesenih odgovora na pitanja, u¢enici u udzbenicima otvaraju notni
zapis’ pjesme te dobivaju uputu neka pracenjem nota slusaju interpretaciju facili-
tatora.

¢ Ukoliko se sudionici radionice ipak dovoljno poznaju, a facilitatori svejedno Zele
provesti medusobno upoznavanje, ono se moze odrzati i na nacin da sudionici predstavljaju
jedni druge, tj. da svatko u nekoliko informacija predstavi osobu do sebe.

7 Ukoliko to nije mogucée ucenici dobivaju partituru.
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Oda radosti

QOde an die Freude )
Ludwig van Beethoven
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Slika 3. Notni zapis pjesme Oda radosti

Prije ucenja pjesme po sluhu ¢ita se tekst®:

1. Radost, divni dar BoZanstva dijete polja nebeskih,
tvojim darom opijeni stupamo do praga tvog.

Kad nas tvoja mo¢ izmiri, nestat mora razdor sav.
Svaki ¢covjek brat je drugom, tvoj kad divni slijedi glas.

2. Svaki ¢ovjek koji srecu vjernog prijateljstva zna,
svaki koji zna za ljubav nek’ nam svoj priloZi glas.
Svatko moZe jedno bice na toj zemlji svojim zvat.
Kom to nije dano, bijednik taj za radost nece znat.

Nakon procitanog teksta ukratko se objadnjavaju nepoznate rijeci na nacin da
pojedini ucenik iznosi nepoznatu rije¢, a ucenik koji je upoznat s njenim znace-
njem pokusava je obrazloziti.

Pjesma se uci na klasi¢an nacin obrade pjesme po sluhu koji se temelji na
radu po frazama (u ovom slucaju jedna fraza traje 4 takta). Facilitator samostalno
pjeva/svira dio pjesme, a zatim na njegov znak ucenici ponavljaju. Kada se na ovaj
nacin obradi cijela pjesma, slijedi povezivanje fraza u cjelinu. Nakon naucene
pjesme facilitator/i u¢enicima postavljaju pitanja:

- Je li nekome poznata ova pjesma? Odakle vam je poznata?

—  Znate li tko je napisao pjesmu? Tko je napisao glazbu?

8 Pozeljno je da tekst procita netko od ucenika.
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Nakon iznesenih odgovora pozeljno je ukratko, u nekoliko recenica, iznijeti
najvaznije informacije o Ludwig van Beethovenu te o Odi radosti kao himni Eu-
ropske unije. Zatim facilitator nastavlja s pitanjem:

— Sto mislite, zasto je Beethoven odlucio uglazbiti bas ovaj tekst?

Po zavrsetku razgovora slijedi podjela u¢enika na dvije skupine. Zadatak prve
skupine je razmisliti o znacenju teksta prve strofe dok je zadatak druge skupine
razmisliti o znacenju teksta druge strofe. Svaka skupina bira jednog predstavnika
koji nakon rasprave iznosi zakljucke proizasle iz grupnog rada.

Ucenike se zatim dijeli na cetiri skupine koje dobivaju zadatak napisati tekst
svoje ode. Ucenicima se napominje neka prilikom stvaranja ode imaju na umu da
je oda pjesma svecanog karaktera u kojoj se izrazava odusevljenje, a moze biti
posvecena osjec¢ajima poput ljubavi, srece, zanosa te ne¢emu vaznomu kao §to su
zajednistvo, vazne osobe i dogadaji. Ukoliko kakvu drugu temu takoder smatraju
vaznom mogu pisati i o njoj. Duljina radova nije osobito vazna, no neka se krece
barem u okviru jedne strofe ili nekoliko recenica. Kada skupine izvrse svoj zada-
tak, tj. kada su sve ode napisane ucenici predstavljaju radove na nacin da pred
ostalim ucenicima procitaju napisano. Ukoliko su dovoljno hrabri pozeljno je da
i otpjevaju uradak na neku svoju melodiju.

Zavrs$ni dio/aktivnost za opustanje

Radionica zavr$ava igrom ogledala. S obzirom da se igra izvodi u paru, potrebno
je da svatko od ucenika pronade svoj par. U ovom zadatku ucenici se trebaju me-
dusobno podijeliti na Osobu 1 i Osobu 2, a zatim se okrenuti jedan prema dru-
gome. Kada se medusobno gledaju trebaju zamisliti da se izmedu njih nalazi ve-
liko ogledalo. Osoba 1 dobiva uputu neka se uz glazbu krece (rukama, nogama,
glavom), a moze c¢ak i imitirati instrumente koje cuje, dok je uloga Osobe 2 da
pokusava slijediti pokrete Osobe 1 — poput odraza u ogledalu. Ucenici slusaju
orkestralni ulomak iz I'V. stavka Beethovenove Simfonije br. 9 u kojem mogu cuti
melodiju Ode radosti. Nakon prvog odslusanog ulomka ucenici zamjenjuju uloge
(Osoba 2 postaje Osoba 1), a zadatak ostaje isti. Ucenici se nastavljaju kretati na
glazbu u zamijenjenim ulogama.

Kada su provedene sve aktivnosti, pozeljno je pitati u¢enike za povratnu in-
formaciju o provedenoj radionici te poslusati eventualne prijedloge za daljnji rad.

Zakljucak

Radionica kao oblik ucenja i poucavanja razlikuje se od klasi¢nih oblika poduke,
a narocito izravnog poucavanja. Kada bi naglasak biona izravnom poucavanju
tada ucenici znanje i vjestine ne bi osobno izgradili, ve¢ bi ih primili ili preuzeli,
a proces stjecanja istih ne bi bio od nikakvog znacaja. Interaktivnim, iskustvenim
i suradnickim ucenjem proces stjecanja znanja dobiva na vaznosti, a radionicka
metoda omogucava nam unapredivanje razlicitih socijalnih vjestina sudionika -
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komunikacijskih, asertivnih i suradnickih, kao i otvorenost za razlicitosti. S obzi-
rom da se kroz aktiviranje sudionika i medusobnu interakciju dijele osobna isku-
stva, mozemo ustanoviti kako se njegovanjem radionicke metode ucenja povecava
osjetljivost za tude dozivljaje, razvija se razumijevanje i povjerenje, a njezinom
$irom primjenom uci se vrijednostima zajednice.

Oda radosti slavi ideal bratstva, jednakost svih ljudi i ujedinjenost covjecan-
stva. Tekstove pjesme i pjesma u kontekstu Beethovenove Devete simfonije nudi
nam bogatstvo sadrzaja koji je primjeren svakome uzrastu, a posebice mladima
koji su dio odgojno-obrazovnih ustanova. Tu ljepotu sadrzaja mozemo ucinkovito
koristiti u didakticke svrhe i primijeniti na najrazlicitije nacine. Obrada ove teme
u nastavi glazbene kulture sklona je konvencionalnom nacinu, no kada se jednom
umetne u edukativnu radionicu iz nje se moze izvuci osebujna spoznajno-emoci-
onalna dimenzija.

Krajnji cilj radionice na temu Oda radosti ocituje se u kombinaciji razli¢itih
funkcija ucenika kao $to su tjelesno i verbalno izrazavanje, misljenje, mastanje,
osjetilnost, emocionalnost i iskustvena spoznaja. Nalazimo se u vremenu genera-
cija mladih koje je sve teze potaknuti na komunikaciju i zainteresirati za ucenje.
Smatramo kako zanimljivim i poticajnim radionickim aktivnostima poput kreta-
nja na glazbu, zajednickog pjevanja, ,bacanja” asocijacija, razmjene iskustva/spo-
znaje ili pisanja vlastite ode mozemo pridonijeti njihovoj motivaciji za ucenje i
rad. Gledajudi iz aspekta ¢injeni¢nih i teorijskih znanja, ucenici ¢e nakon prisu-
stvovanja ovoj radionici nauciti i usvojiti Odu radosti, razumjeti tekst i njegovo
znacenje te ¢e pjesmu upoznati u $irem kontekstu, a gledajuéi iz aspekta vjestina
intonirati ¢e i interpretirati pjesmu te ju prepoznati u izvedbi simfonijskog orke-
stra. Ostalim radionic¢kim aktivnostima ucenici ¢e biti potaknuti na komunikaciju
i suradnju, a posebno ¢e biti ohrabreni u verbalnom i kreativhom izrazavanju
kako bi mogli u¢inkovitije povezati razumijevanje svijeta s razumijevanjem sebe
i drugih.
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ODE TO JOY: LEARNING A SONG THROUGH THE WORHSHOP METHOD OF
TEACHING

Students of the Music academy in Pula have the opportunity to enroll in the course Work-
shop classes. Through this course, students participate in educational workshops which
aim was gaining knowledge in the broadest sense of the word. The aim of this article is
the presentation of a processed song Ode to Joy, which is an integral part of the curriculum
and programs for six or seven graders of elementary school in Croatia. This processed
version is presented in the form of a workshop. The aim of this work is also raising aware-
ness of the importance of experiential, interactive and collaborative learning throughout
the workshop. Students have designed a workshop on the theme of Ode to Joy that covers
different forms of work: exchange of experience/experience/cognition through circular
communication, simultaneous individual activity, brainstorming, pair work and work in
a small groups. It also includes activities related to music: singing and moving to music.
Teachers approach to processing songs in a conventional way, but in a more interesting
and stimulating way, this work incorporates elements of funand dynamism and takes on
a new context.

Key words: Ode to Joy, song, workshop method
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VMHTETPATUBHU MOJEJI OBPAIE
JEYJNX HAPOIOHUX NTAPA KPO3 CAJIPJKAJE
TEJTECHOI BEJXBAIbLA CA TEITOM
M/TABET HIKOJICKOT Y3PACTA

Cakerak

Jedje HapopHe urpe ce IpUMemYjy Kao Caip>Kajyl 4acoBa TeJIeCHOT BeXdama U Y buMa
ce, Kao U y APYTMM IIeCHMM opMaMa Koje Cy 3aCTyI/beHe Ha OBOM y3PacTy, KOPHCTe
OOVMYHM KOpaLlM y MeCTY, XOZly U TPUaIby, 3aTVM, KOpPaLli ca IIPUB/IAYebeM Y YKpIITamheM
HaIpesi, Hasaji U y CTpaHy M pasIMuuTU IOCKOIM. VI3BohemeM fedjux HapoZHUX Urapa
IIOZICTIYe Ce Pa3Boj ocehaja 3a pUTMIYHO KpeTarbe Y CKIaJy ca My3UYKOM IIPAaTHOM, Kao
¥ pa3BUjame CIIOCOOHOCTH CHa/aXKemha y IIPOCTOPY ¥ BpeMeHY Kpo3 yCBajame IIPOCTOp-
HUX VI BpEMEHCKNX, a/I) U eHepTeTCKMX efleMeHaTa KpeTama. LIv/p oBor pajja jecte ma ce
yKa)ke Ha MOTYRHOCT IIpMMeHe MHTETPaTUBHOI MofieNia odpajie Ae4juX HapOJHMX urapa
KpO3 cajipXaje TelleCHOT Be>kdama. [IprMeHoM UHTerpatuBHe HacTase y Behoj Mepu ce
ycBajajy GYHKIMOHAHA 3Haba, 38 PA3/IMKY Off TPafMIMOHA/IHOT IIPUCTYIA IIyTeM Kojer
YUEHMIM CaMO MEMOPMIIY YMEbeHNIIe KOje Y CTBAPHOM XKMBOTY HIUCY IIPUMEIbVBE.
Kiby4uHe peun: MHTerpaTVBHI MOJEJI, HAPOJHE UIPe, TeJIeCHO BexKdambe

VYBoOp,

HpenMeT VHTEpecoBama y OBOM Pajly je IpMMeHa fiedje HapoJgHe WUIPeE ,]a
Hocejax TydeHuIle” Ha 4acy TelIeCHOT BeXKdama KPo3 MHTeIPaTHBHI MOJeIT
Hacrase. IlojaM ,uHTerpanuja” sHaum cjegumaBame ofgpeheHnx menosa y jeqHy
e/miHy 1 MehycodHOr oBesnBama ayTOHOMHUX efleMeHara. HacraBa, 3acHoBaHa
Ha OBOM ITPUCTYTIY, MOXKe OUTM 32 y4eHMKe BeoMa CTYMY/IaTMBHA U IO CTHUIIAjHA.
Cappxaju Koju ¢y MehycodHo moBesaHu [OIPUHOCE 3HAKBY KOje je LeIOBUTO U
Tpajuo (Bunorujesuh, 2009).

VHTerpaTuBHa HacTaBa jeé MHOBAaTMBHU MOJEN y KOjeM He IIOCTOjeé CTPOTo
IoByJeHe rpaHuIie n3Mehy nojenuumx npenmera, Beh ce HacTaBHe jeIVHNIIE pa3-
JMYUTUX OONIACTU M3ydaBajy MHTETPATUBHO, y MelynmpeaMeTHOj moBe3aHOCTH.
VHTerpaTuBHa HacTaBa pa3BMja HauMHE y4Yerba M YCBajarba 3Haa KOji Ha MEH-
TAJTHOM HMBOY YCIIOCTaB/bajy MehycodHe Bese Koje yueHVKe MOACTIIY Ha Tpa-
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JKeme HOBMX pellera. [I0jMOBHO je MHTerpaTMBHY HACTaBy BPJIO LIETTOBUTO Of-
penno Jlejk (Lake, 1994) Harnamasajyhu na my Tpeda cXxBaTUTHU Kao:

— KOMIIIEKCHA VICTP)XVMBaba 3HAMba 13 PA3MMYUTUX OO/IACTI O NMUTABMMA U3
JKMBOTHE CTBAPHOCTH YY€HNKA;

— PpalMOHaIHO KpeTame KPO3 HaCTaBHe 00/1acTy 1 0djeiubaBarmbe pasInInTix
e/leMeHaTa JIOTMYHE MMCAOHE LEeIMHE KOje PEeasHO OfipakaBajy >KUBOTHY
CTBapHOCT;

- jemVHCTBEHA 3aje[IHMYKa YBOPUILTA Y 3HAKY KOja IIOACTUYY YIEHMKE [ja Hajlase
OJHOCE, CTBApajy MOJeNle, CUCTEME U CTPYKTYPE;

- IpUMereHy MEeTOO/IOTH)Y U je3UK BUILE IIPeAMeTa Pyl UICTPaK/Baba I/TaBHe
TeMe, Ipod/ieMa MM UCKYCTaBa;

— CIIajambe BUIIE IIPEIMETHIX 0d/IACTH Y jeiHY, OHAKO KaKO Jlella Y CBAKOTHEBHO]
PeaTHOCTH CaBIafiaBajy IMpeaMeTe U IojaBe CIMBajyhy UX y jefMHCTBEH IIpo-
nec;

— HOBM HaylMH pasMMIUbarba;

- IIpuUIIpeMa 3a IpUMeHY 3Hama Yy HOBUM CUTyanujama (TpaHcdep 3Hama) Ipu-
MEHOM YCBOjeHMX MMCAOHUX Mofiena (mpema: Bumorujesuh, 2000: 5).

3Hay4aj ¥ MpUMeHa MHTeTPAaTUBHE HaCTaBe y IPaKch

VHTerpaTuBHa HacTaBa pajan3yje ce Kao OJIOK-4ac MIM MHTETPATMBHU JaH 3a-
BICHO Of CTelleHa [IOBe3aHOCTH ¥ MOTyhHOCTHM IOBe3MBarba BUIIE HACTABHUX
odmactu. HactaBHa Ipakca Iokasyje a ce 00pasoBHU IpolLiec peannsyje Ha Tpa-
AUIVOHA/TIAH HAYMH y KOMe YYeHMK jOII yBeK MMa MAcUBHY Y/IOTY, HAaCTaBHUK
JOMUHMpPA YIMOHUIIOM, a Off YUEHUKA Ce 3aXTeBa PENPOAYKTUBHO MeMOpCambe
uynibeHnIa. OCHOBHM Pasjior 3a OBAaKBO CTambe je MHEPTHOCT U HEeCIPEMHOCT
HACTaBHOT KaJipa Jia IPUXBATU NHOBATMBHE MOJ[e/ie KA0 OCHOBHE U CBaKO[JHEBHE
notpede 0dpa3oBHOr mpolieca. ,,VIHTerpaTUBHO ydeme IOfpasyMeBa carjiefa-
Bambe PasIMYNTUX AMMEH3Mja jedHOr mpodieMa, carlefjaBame U3 PasInauTHX
YITIOBa ¥ Ca Pa3IMYUTUX cTpaHa. Mosak Hajdo/pe cTudYe U mamMty nHpopMaryje
OHJIa KaJIa Ce OHe MOTY II0Be3aTy Y CMUCTIeHY MpexXy 3Hadewa.” (Hophesuh, 2007:
77). Kako cmo Beh paHmje pexin, OCUM CHHTarMme ,MHTeIpaTMBHA HacTaBa M
LMHTETPATUBHO yuerbe” IOHeKaJ ce cycpeheMo 1 ca TepMMHOM ,MHTerpyucaHa
HacTaBa LITO CTBapa ofpeheHe ueme fa nu je ped o HOCedHOj KaTeropuju uim
je ped 0 CUHOHUMY.

Oprannsanmja MHTErpaTUBHE HACTaBe

IIpe omadupa KOHKpeTHe TeMe Kpo3 KOjy he ce pasnmmunty HacTaBHU CafipiKaju
VHTETPYCaTH, IPUCTYTIA Ce [ieTa/bHOj aHAIM3M MTPOTPAMCKIX cafipkaja n3adpa-
HIX HacTaBHMX IpepaMerta. IlomTo je BpeMe jefHOr IIKOJICKOT 4Yaca MCyBHIIE
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KPaTKO 3a OCBeT/baBambe OMIO KOje HaCTaBHE jeAMHMIle Ca BUILIE PasINuUTHX
IJIEMINTA, Y IPaKcy ce dyemrhe KOpUCTe MHTETPaTMBHY JIaHM, jep CY JIAKIIN 3a
peanusauujy. VIHTerpaTMBHM [aH Ce IpUIIpeMa Ha IOTIYHO MCTU HAa4MH Kao 1
VIHTErpaTUBHY 4ac, Ca Pas3/jMKOM y BPEMEHCKO] apTUKY/IaLMj/ KOjy je JaKuie
octBapuTy. OHO IO YeMy Ce jolI MHTEerPaTUBHM JJaH! PA3/INKYjy Off MHTEIpaTHUB-
HMX 4acoBa jecTe MeCTO peanmusauyuje, rje je 3a HeKe IpefAMeTe HEeOIXO[Ha
Crienyjann3oBaHa yInoHmua (Hp. puandko M My3MYKO BaCINUTAIbE).

[Ipunpemare MHTETPAaTUBHOT Yaca Ha KojeM he BuIlle HacTaBHMKA KOjI TIpe-
Jajy pasnu4ure IpefMeTe TOBOPUTY O UCTOj TEMM, IVl CBAKU Ca MO3UIIje CBOT
IpefMeTa, Hylje M MaJIo jefHOCTaBHO U j1ako. [la du oBakaB yac ycIieo, HacTaB-
HMLIY MOPajy IIPU/IMKOM IIpUIIpeMamba Jodpo [a pasdpajie HACTaBHY jeAVHNUILY ca
TavyHO ofpeheHNM pefocienom, fepUHMCAHNM LM/bEBUMA Y LITO je HajBAXHIje,
ca 10dpoM BpeMEeHCKOM apTHKY/IALMjOM KaKo U ce IUIAHMPAHY CafipXKajil TAYHO
YKJIOIWIN Y BpPEMEHCKM OKBUP jeJHOT 4Jaca.

[Tpm usdopy mecama 3a IeBame NPEJHOCT Tpeda ATy HAPORHO] M€Yjoj
IIeCMI, jep ce 3BY4He Hacjare HapojHe MY3MKe CTBapajy Kof JeTeTa off IPBUX
IaHa )XMBOTA y OKBUPY Hopoauiie. TeKCT HapofiHe IecMe je M3Y3€THO 3HayajaH,
KaKO 13 acIleKTa cafip>Kaja, TaKo U U3 aclleKTa KOHCTPYKTMBHE y/IOre KOjy uMa y
necvu. HapopHe urpe umajy Benmky 3Hadyaj 3a pa3Boj My3WUYKMX U PUNIKUX
criocodHocTu. KoopanHanuja Mysuke 1 HOKpeTa y €CTETCKOM BaCIIUTambY je MOCT
usMelhy My3uuke HacTaBe, ca jefjHe, 1 HaCTaBe QU3NUIKe KY/ITYpe, Ca pyre CTPaHe.
3ajaTax joj je ma ImoBe3yje IOKpeT ca MY3MKOM, fia Ty Be3y aHa/lIu3upa 1 fa Impo-
Habe MoryhHoCTHM [1a ce aKycTM4yHe M BU3Ye/lHe Ieplienijyje IoMohy TeecHOT
IIOKpeTa TPAHCIIOHY]Y jefHa Yy OPYTY.

Y ncuxonoruju, a mocedHoO y ieunjoj, HoTBpheHa je YBpcTa IMOBE3aHOCT Me-
J104yje, OHOCHO IIeCMe 1 IOKpeTa. MOTOPUYHOCT, KOja je BeoMa U3pakeHa Ko,
mere Miaber HIKOJICKOT y3pacTa, ca My3MKOM Ce BeOMa CKIaJHO CTYMY/IMIIE U
IpaBMUIHO ycMepaBa. Jledju mokpery, 3axBapyjyhu mysunu, fodujajy oarosa-
pajyhu nmnync. Ha Taj HaunH feTe pasBuja U HeTyje pasindnuTe MCUXopusndKe
pucnosunyje. Mysuuke urpe InofijefHaKo yTUM4Yy Kako Ha pa3Boj TOBOPHUX, MY-
3MYKMX U PU3NYKMX CIIOCOOHOCTM, TAaKO U HA LIMpebe BUJOKPYTa U3 CBUX Bac-
nuTHuX odnmactu (doraheme fedjer peuHnka, npencTasa, nojmona u gpyro)” (He-
nerbkoBuh 1 Matuh, 1989: 193).

Urpajyhu Tpagnionante urpe, gela KOpUCTe CBOje MOTOPIYKe, Yy/IHe, MH-
Te/IeKTYyalHe, je3VuKe CIIOCOOHOCTM, MCIIO/baBajy eMolje U 3a[j0BO/baBajy Of-
pebene conujanne MotuBe — motpedy 3a pyKemweM, JOCTUTHYheM, arpecuBHO-
why, /pydaBmy n npusHaweMm (Kpen, 2005: 351). Moropuuke crocoOHOCTH
IIpefICTaB/bajy LIe/IMHY KOja [ieyje MHTerpaTUBHO, Ipernhy ce u pa3Bujajy jegHa
3aBUCHO off fpyre. Beoma je duTHO pasBujaTi U MOACTHULIATI OBE CIIOCOOHOCTH
KOJI Jielie y HajpaHujeM y3pacTy, ja U ce MITO Ipe KOJ leTeTa YCIIOCTaBI/Ia KOH-
TpoOJa HaJj COIICTBEHMM TE€JIOM M YCaBpHIM/IA CTPYKTypa IOKpeTa M KpeTamba
yormTe. CIIocOSHOCT Ja KOHTPOJINIIE CBOje TEJIO M CBOje MOKpeTe MOCedHO je
3HauajHa 3a fieTe, U TO 13 Bulue pasnora (bmarajar, 1997):



136 II. Osuwinie mysuuxo odpasosatve / I1. General music education

— IIOKpeTH Cy 3a fieTe M3BOp 3adaBe U CACTaBHU IO HETrOBOT XXIBOTA;

- pasBojeM MOTOpMKe JeTe IIOCTaje Mame 3aBJMCHO U CHOCOOHO je Ja ypanu
MHOT€ CTBapy CaMOCTAJIHO, IITO JONPUHOCK ocehamy caMonoysama 1 3a50-
BOJbCTBA;

— MOTOpPHA CIIOCOSHOCT UI'pa BEIMKY Y/IOTY Y MHOTVMM MHTE/IEKTYaTHUM aKTVB-
HOCTVMMA Y HETUICTBY. YCHENIHMj MOTOPHM PasBoOj AONPMHOCK Op)KeM
yCBajamy LjpTama, CIMKamba, KOpUIIhewy MPOCTUX a/laTa, MUCabY U CIMYHUM
aKTMBHOCTMMA Ca KOjiIMa ce JieTe cycpehe y IpBUM paspenuma LIKOIe;

- HajBehn feo conyjanHNX KOHTAKaTa JileTe OCTBapyje Kpo3 UTPy Y K0joj JOMuU-
HIPajy Pa3HOBPCHE MOTOPHE aKTMBHOCTH;

- MOTOPHU pa3Boj je 3HaYajaH 3a pasBujaibe I0jMa O CAMOM Cedy, a CaMUM TUM
U 3a pa3Boj fiedje IMYHOCTH.

Jlema Koja cucreMarcky Bexxdajy Kpo3 UTPy M Pa3IN4nTe Od/INKe KpeTama I
AaKTUBHOCTU ITOCTVKY 3HATHO PasBMjE€HN]y MOTOPUKY ¥ JOCTVKY BUIIM HUBO
MOTOPUYKMX criocodHOCTH. OHa ce MHOTO O0Jbe CHaa3e y pasHOBPCHMM CHUTYa-
IMjaMa, aKTMBHUja Cy Y UTPU U CYNIEPUOPHUja y CBUM >XMBOTHUM CUTYyall/jaMa

Y OIHOCY Ha JIPYTY Jely.

Mopen o6pasie TeMe MHTErpaTUBHE HACTaBe

Tok papma

Paspen: IV

Tema: Ja mocejax my6enmie

HacraBuu npegMeTn: pu3NYKO U My3UYKO BaCINUTabE
Yac: II, III, IV

ITwp yaca: fa ce yKake Ha MOryhHOCT IpyMeHe MHTeTPaTMBHOT MOfieria odpaje
Iiedje HApOJHe IecMe ,,Ja Tocejax ydeHuIe” Kpo3 caapikaje TeleCHOT BeXkdama:
e  yIO3HaBame yYeHMKa ca HACTABHUM CafipXKajeM
e  yIO3HaBame yYEeHMKA Ca [JeIjOM HaAPOJHOM I1eCMOM
« odpayia HapojHe IecMe ,,Ja mocejax aydennie”

O6nuk papga:
o  ®poHTaHM, VHANBUAYAIHN, TPYIIHY, Paf Y TapOBUMa

Cnenmjanayu 06K HacTaBe: VIHTErpaTUBHO yueme (II0Be3MBabe HacTaBe
TEMATCKOM LIe/ITHOM Y jeHO, 00yXBaTameM JBa IpeaMeTa)

Mertope papa:

o VnycTpaTuBHO-[IeMOHCTPATMBHA, 1ad0paTOPMjCKO—eKCIIepYMEeHTaTHa
U BepOaTHO- TeKCTya/Ha
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HacraBna cpencrBa:

o Jlan-Tom, Buaeo-0uM, xamep, promacTepu, yiideHnum, My3udku ypebhaj

AKTUBHOCTU Y4YE€HHMKaA

e AKTUBHO CJIyIlIajy HACTAaBHMKA, II0CTAB/bajy INTAIba, YIYECTBY]jy y pellia-
Balby 3aflaTaka

AKTUBHOCTU HaCTaBHUKA

o odjaimaBame U IeMOHCTpalMja, KOOPAMHMpPalbe, OpraHu3aluja 1 pea-
NM3anyja Jaca, pykoBobeme, JaBame YIIyTCTaBa 3a pajl, moMoh y pagy

Morusanuja
e Kpeupame 3a/jaTaka y CK/Ia/ly ca MHTepecoBamyMa WIN IoTpedama yde-
HUKa;
e  pasBUjambe NMOTEHIMjajla YYEHUKA, BUXOBIX CIIOCOOHOCTY, BEIITHHA I
3Hamba;
e colujanM3anyja y4eHNUKa, IOXBaje M Harpaje

Mecro peanunsanuje

o  Casa 3a GpU3NYKO BacIMTame, KAOMHET 32 MY3UUKY KYITYpy

IIpunpema 3a pan:
HQBa (YBOEHa! ghasa Jaca

Yuenunu cy y jefHoOj BpcTu
00000000000

YdeHuIu 3anounmy Kperamwe 10 0dony cane ca ciaefehum saganyma:

OOOO

O

Oo o0 o o

— JIaraHo XOfarbe
— JIaraHo TpYaibe

- dpso Tpuame

- Tp4Yame ca BUCOKO MOAUTHYTUM KOJTIEHMMA

- TpuYame ca 3adalBambeM HOTY LITO BIUIIE TT03a/M
- TpyYame ca Yy4meM Ha 3HAK M HaCTaBaK TpYarma
- XOfjame Ha MpCTUMa

- XOfjame Ha Ietama

— JIaraHo XOfarbe
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gpyra !HQI/IHQCMHEI! g]zasa Jaca

YdeHnKe 13 X0flamba MOZIETINTH 32 Bexkde oOmKoBama y jenHy Bpcty. IToce Tora
CBaKM JIPYTM YYeHMK UCTYNM U3 BPCTe jejlaH MeTap, I1a OIleT U3 Te Apyre BpCTe
VICTYTIU jeflaH MeTap CBaKV PYTM yYeHVK. YYeHNIIN CY pacropehenn tako fa cBu
MOTy Jia Bufie Bexxde Koje MM ce ITOKasyjy.
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/

[
@
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Bexda 1

Omnuc Bexk6e: Y crojehem crieTHOM CTaBy Kpy>kere I/TaBOM Ha jef[HY I1a Ha JIpyTy
CTpaHy.

IIum BexxOe: Jauame 1 ncTe3ame BpaTHUX Mumnha, nosehame MOKpeT/bMBOCTH
Y BPaTHOM JIeNTy KITIMe.

- Bexkda ce TIOHaB/ba 4 IyTa y jefiHy, 4 IIyTa y APYTYy CTPaHYy.

/- - — A -~
Frg = " S) A2 = NN
e,.jf*“-::fi) A
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Bexda 2

Omnuc Bexx6e: Manmu packopadHu CTaB, pyKe Cy y ofpydemy. VI3BoguTu Mame na
3atuM Behe doune Kpyrose.

ITump BexxOe: Jauawe Mummnha pyky 1 paMmeHor mojaca

— Bexkda ce oHaB/ba 8 ImyTa y jefHy 8 myTa y pyry CTpaHy
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Bexxda 3

Omnuc Bex6e: VI3 packopauyHOT CTaBa, 3aMaxoM 0/1a0aB/beHMX PYKY, M3BOAUTH
3aCyKe TPYIIOM, Hal3MEHWYHO Y je[iHy I1a Y JPYIy CTpaHy.

ITum Bex6e: VicTesame n madapmbeme mymmtha pyky, paMeHOT ojaca i TpyTa.
- Bexkda ce IOHaB/ba § IMyTa

Bexda 4

Omnuc Bexx6e: VI3 crojeher craBa nopuhu ce Ha mpcTe HOTY U ca pykama y y3py-
qemy ,,0paTn jadyke”.
ITum BexxOe: VicTesawe Muinha pameHor mojaca.

Bexda 5

Omic Bexx6e: Packopauny cTaB. VI3BOAUTI OTK/IOHE TPYIIOM HAM3MEHNYHO Y
jemHy ¥ IpYTy CTpaHy, Tako ia PyKa y KOjy CTpaHy ce mperuda Tpyi dyme oc-
JIoeHa Ha SOK, a CYyIIPOTHA Y Y3pydery 0OpHYTO.
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ITum Bexo6e: Javamwe n nctedamwe Mummnha doune crpane Tpymna. [losehamwe mo-
KPeT/bUBOCTI KIMIMEHOT CTyda.
- Bexxda ce 1moHaB/ba § myTa

(/

=

\

Bexxda 6

Omnuc Bexx6e: Packopaynn cras. VIcToBpeMeHO U3BeCTH MPETK/IOH U 3aCYK TPY-
oM (JIeBOM PYKOM JOAMPHYTH JIEBO CTOINANO). Bexxdy M3BOANTI HaM3MEHNYHO
Ka je[IHOj U IpyTOj HO3MU.

ITum Bexobe: Vicresame munmmha doune crpane Tpyna. PasBoj mokpeT/snBoCTH
KMYMEHOT CTyda.

- Bexkda ce moHaBsba 8 myTa

Bexxda 7

Omuc Bex6e: CrieTHM CTaB, pyke y ofipydersy. [IpefHOXUTH HOrOM U pyKama
IOAMPHYTU CTOIAJIO VCTe, @ 3aTUM Ce BPATUTH Y HOYETHM TI0I0XKaj ucte. Bexdy
VI3BOJVTY HAM3MEHNYHO jeTHOM I1a [PYTOM HOTOM.

ITInmp BexxOe: Jauamwe mummha Tpdyxa, Hory u pameHor nojaca. [ToBehame 1o-
KPeT/bUBOCTH Y 317100y KyKa.

- Bexda ce TIOHaB/ba 8 MyTa
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Bexxoda 8

Omnuc Bexx6e: Packopaunu cTaB, pyke o dokoBuMma. [Tockoryma n3BoAUTY Hau3-
MEHUYHO Pa3HOXXEHe U YKPIITaHe HOTY.

IInm BexxO6e: Jauame Mumnha Hory. Pa3Boj cupeTHOCTM U KOOpAMHaLHje.

- Bexxda ce IOHaB/ba § ImyTa

Omnuc Bex6e: Yyuyamw Ha jeHOj HO3M, IPyTa ONPY>KeHa y CTpaHy, y ynopy. IIpe-
HOCUTH TEXJHY TeJIa Ca jefjHe Ha JPYyTy HOTY.

IInm BexxOe: VcTesame Mummha HOTY 1 Kap/IM4YHOT I10jaca.

- Bexda ce moHaB/ba 8 myTa

s ~
/ -~ .:
e —
Bexxda 10

Omnuc Bexx6e: Jlexxehn Ha nehuma, pyke y yspydemy, mofusameM HOTY U TpyIa
(ncToBpemeno) gohu y cemehn craB 1 pykama o0yXBaTUTH KOJIEHA.

ITwse BexOe: Jadamwe Mumnha Tpdyxa.

- Bexkda ce IOHaB/ba § IMyTa
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Tpeha (rnaBHa) ¢da3a yaca

Yuennuyu cy pacnopehennu y BpcTy Tako fja CBU MOTY fia BIjie M3BOheme urpe.

OO0O00O00OOOOO

YdeHuIy yue HapoAHy IecMy ,,Ja mocejax nydenute”. IIpBo ce yuyeHnnmma op-
CBIMpa IIeCMa, a 3aTUM y4e JIe0 110 Ie0 MeTOJOM yuera IlecMe 0 CIyXy. YcBajajy
IIeCMy Y LIe/IOCTH. 3aTUM UM Ce IeMOHCTpMpa HapoJHa UIpa KOpakK IO KOpakK, a
3aTuM je yue 110 fesoBuMa. Haydenn meo craja ce ca IpeTXOZHO HaydeHNM JIeJIOM
¥ TAKO pelloM CBe JIOK Ce He Hayuy U IOCTIeA Y e Urpe.

Crenu n3Bobeme HapopiHe lecMe/MUrpe ,,Ja mocejax aydeHnre”:

- ja mocejax nmydeHntie (4 Kopaka y ecHO ca IIpUBJIadebeM JieBe HOTe);

- nokpaj Boge CryzmeHnutie (4 Kopaka y eBO ca IIpUB/IadebeM IeCHe HOTe);

- ceHo (1 KOpak y eCHO ca NpUBJIaYeheM jIeBe HOTe);

- cnama (1 Kopak y 7IeBO ca IpUBJIaueheM JieCHe Hore);

- ceHo (1 KOpak y eCHO ca IpUBJIaYeheM jIeBe HOTe);

— cnama (1 Kopak y JIeBo ca IIpUBJIaueeM JieCHe Hore);

- 309, 300, 300 (3 ygapua f1ecCHOM HOTOM O TIOf);

- 300, 300, 300 (3 myTa M/beCHYTH pyKama).

3aK/py4ak

Y HacTaBHOM IIPOLieCy IIPK YCBajamby ofpeheHe Mysuuke cafp>kuHe y Kope-
JaLujyu ca MOKpeTMMa PyKy, HOTY, Kao 1 Kopuirhema ILe/Ior Tela, IpeKo oc-
MUIUbEHNX AVAKTUYKIX UTapa I IJIECOBA OCTBAPY]y ce HbeBM 00a IpeaMeTa:
pasBujame ocehaja 3a puram, TeMIIO U [UHAMIUKY, OpUjeHTaLMja Y IPOCTOPY,
KOOpPAMHAIIVjA U paBHOTeXXa. [IprMeHOM MHTerpaTBHe HacTase y Behoj mepn ce
ycBajajy QyHKIVOHA/HA 3Hama, 3a Pa3MKy Off TPaJVIMOHATHOr IPUCTYIa
IIyTEM KOjeT yYeHUIM CaMO MEMOPUILY YMEbEHUIIE KOje Y CTBAPHOM XXMBOTY HUCY
InpuMemNBe. YKOIMKO ce Ha BpeMe Ipero3Ha fodpa cTpaHa MHTerpaTMBHE Ha-
CTaB€, MIOIYT AVMHAMUYHOCTN, MHTEPAUCHIUIIIHAPDHOCT U q)YHKLU/IOHa)'IHI/IX
3Hama, yourhe ce IOMaK y HACTaBHOM IIpOLieCy Koju he yueHuKe mpumopeMuTu
3a L[eJIOKMBOTHO yueme. VI3Bohemwe HapoaHe ecMe/urpe ,,Ja mocejax nydenniie”
Ha 4Yacy Te/lleCHOT BexkOama IIpelcTaB/ba CafipyKaj Koji je MOjecaH Jja Ha 3a-
HUMJ/BMB U 32 Jielly pe/laKcupajyhy HauMH JDoIpuHece yCBajaby U yTBphuBamy
permanuja monoxaja (1eBO—-JecHO) ¥ MPOCTOpHe opujeHTanuje. Ha mysmukum
aKTMBHOCTVMA TT0CedHO Tpeda 0dpaTuTM Makiy Ha yCBajame TEKCTa IecMe, Jia
ce oxpeheHN memoBM TeKCTa M3roBapajy y3 CKaHAMpame Kao Ha 4acy TeleCHOT
Bexxdama.
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AN INTEGRATIVE MODEL FOR TEACHING CHILDREN’S FOLK DANCES
IN PHYSICAL EDUCATION EXERCISES WITH YOUNGER SCHOOL-AGE
CHILDREN

Children’s folk dances, as a part of physical education exercises, use simple steps in place,
walking and running, approaching, crossing forward, back and forth, to the side and
jumping. Teaching children’s folk dances provides ways to develop a sense of rhythmic
movement with musical accompaniment, as well as the spatial awareness skills through
the movement. The aim of this article is to point out the possibility of applying the integra-
tive model for teaching children’s folk dances in physical education exercises. Unlike the
traditional approach in teaching, where students only memorize facts that are not appli-
cable in real life, the integrative teaching contributes to the acquisition of functional
knowledge.

Key words: integrative model, folk dances, physical education, physical exercises
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MY3NYKA MHOYCTPUJA - AYTOPCKA U ITPABA
VHTEJTEKTYA/THE CBOJUHE

Cakerak

Inm papa je ja ce TEOPUjCKM M aHATUTUYKY MCTpaXke CHGHI/ICI)I/I‘IHOCTI/I MY3U4Ke UH]Y-
CTpUje U MeHalIMeHTa, Kao ¥ MOTYRHOCTU 3a OCTBapuBambe ayTOpcKux Ipasa. Cremu-
bUIHOCT My3ndKe TIPOM3BOJIEbE VM TPTOBMHE OIVIEfla Ce y TOMe IIITO OHa, 3a Pas3NUKY Off
Ipyre pode MM yCayTe, MOKe MMATV MHOTe OO/IMKe — MO)Ke OMTY KyTI/beHa M IpojaTa
Kao (U3IYKY IIPOM3BOJ, 3aTUM MOXKe UMATV OOJIMK YCIIyTe, a Ca BbOM Ce MOXKe TProBaTh
Kao ITPaBIMa, C 093MPOM J]a My3UKa IpefiCTaB/ba OONIK MHTENEKTyaTHe CBOjIHE, a Y3 CBe
TO, HEOIIXOAHO je 06paTI/ITI/I IIAKKkY " Ha CHeHI/I(bI/[‘IHOCTI/I PpasmMuInNTIX IIOATpYyIIa y
OKBUPY MacOBHe My3iuke mydmmke. OBa TeMa 0CTaB/ba IPOCTOPA 3a [ajba MCTPaKMBarba
IIpOMEHA MY3MYKOI' TPKNIITA ¥ HaBMIKa MY3MYIKE HySHI/IKe, KaO I HOBUX TeHHeHI_U/Ija y
3aKOHCKMM perylaTBaMa KOje Ceé TUYIYy ayTOPCKOT IpaBa M IIpaBa MHTEIEKTYaaHE
CBOjUHE.

Kmbyune peun: Mysudka MHAYCTpHja, ay TOPCKO IIPaBO, MHTENIEKTYaTHA CBOjIHA, Ay TOP-
CKO [IETIO, ayTOP

YBoOp,

Y3UKY je, TIOpeJl YMETHIUYKOT, HEOIIXO/IHO ITOCMATPaTy U Y €KOHOMCKOM

CMICITy — OHa IIPeJiCTaB/ba 3HAYAjHY CTaBKy TPOIIKOBA IIOTPOIIAYA Y CII0-
donHo BpeMe, 0de3debyje cpencTBa 3a KUBOT BeMKOM OpOjy pafHUKa KOjU Cy
YK/bYYeHU y HbeHy IPOM3BOIY U JUCTPUOYIV)Y M K/bYYHA je KOMIIOHEHTa I7IO-
dam3oBaHMX MenujcKMX 1 MHpopMarmoHyx MHAycTpuja (lamjanosuh 1 Mapuh,
2012: 22-23). Kako Mwunena [Iparnuesnh Illemh n bpanumup Crojkosuh Ha-
BOJie, ,,EKOHOMCKa /ormka Tp>xkuiTa KyiTypHux podapa Hamehe Bemuku Spoj
3axTeBa U HOPMJ MY3MYKOM CTBAapajaIlTBy I MEHAIIMEHTY Yy Od/IacTu MysMKe.
Hajsehn Opoj mux Baku U JjaHac: Off ayTOPCKNUX IIpaBa JI0 CTBaparma XUTOBA I
@Be3fga” (Ilemnh Tparnuesnhu Crojkosuh, 2011: 133). [TomeHy T ayTOpY NOA-
cehajy na mmpeme Mysuke goduja cacBUM HOBY AMMeH3Mjy modeTkoM XX Beka
KaJia ce pasByja MHAYCTPUja I/I0Ya ¥ yCTaHOB/baBa pajno-audysnja, a u3 yera cy
pesynTupase He caMO IpOMeHeHe OKOTHOCTY CIyIIama Mysuke, Beh um Kom-
IJIEKCHE ITPOMeHe y MY3MUKOj JIeTaTHOCTH YOIIIITe. ,,/I3BeieHO My3IIKO JIeNIo ce
CHVIMa, @ 3aTUM Ce CHMMaK YMHO>KaBa I, Iy TeM Ipojiaje 1 pajino-Tanaca, Heorpa-
HIYEHO PernpopyKyje npmwmkoM emnrosama’ (Illemmth Jparndesnh u Crojko-
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Buh, 2011: 133). Crora, HEOIIXOHO je ja Ay TOPY, /N U APYTY KOpucHULM (M3za-
Bauy, AMCTpudyTepy, UT/A.) IO3HAjy M IOLITYjy ayTOPCKO NPaBO M IIPaBO O
VIHTEJIEKTYa/IHOj CBOjUHIL.

Karapuna [lamjanosuh n Bragumup Mapuh nctudy pa ce crenyduyaHocT
My3U4Ke IIPOM3BOJIbe I TPTOBUHE OITIefja Y TOME LITO OHa, 33 PA3/IMKYy Off ApyTe
pode mmm yciyre, Moke MMaTi MHoTe oduke. Mysuka Mo)Kke OUTY KyIUbeHa U
HpozjaTa Kao pU3NYKM IIPOU3BOJ, 3aTVM MOXKe MIMAaT! OO/IMK YCIIyre, a oM ce
MO>Ke TPTroBaT! Kao IMpaBUMa, ¢ 003MPOM fla My3MKa IIpefiCTaB/ba O/INK MHTe-
nextyanHe cBojuHe ([JamjaHoBuh 1 Mapuh, 2012: 95-96). On nojase JIII mioua
TOKOM IlefieceTux rogyHa XX Beka, My3M4Ka MHAYCTPHja je IOoCTasa I7I0damTHu
(deHoMeH. Y mocnef\yx TpuieceT 0 YeTpAeceT TOIVHA, Jaj/byl TEXHOIOMIKN pas-
BOj — My3n4Ke KaceTe, OM pajio, KOMIAKT UCK, JUTHTAIHE ayiN0 TPaKe I cajja
IPEHOC ITyTeM MHTEePHeTa, HACTABIUIIN CY fla O/AKIIaBajy fia ce My3JKa CTBOpEHa
Ha jeJHOM Kpajy CBeTa 4Yyje Ha IpyTOM.

MebhyTtuM, cBe HaBefieHO YCIOBUIO je MOTpedy 3a daB/bemeM ayTOPCKUM
IpaBOM, C 083MpPOM fla Cy TeXHWYKM ypebaju yMHOrOMe O/aKIamy nmupaTepujy,
OJIHOCHO HeoB/IalTheHo yMHO)KaBambe ¥ AUCTPUSYIN)Y YMETHUYKMX fea. 3Hadaj
IpaBa MHTeTEKTya/lHe CBOjIHE Y CaBPEeMEHOM JAPYIITBY je orpoMad, mopceha
Hamjanosuh. Kao mocnenuna passujene texnonoruje u pacryhe ymore mapopma-
I1ja y APYIITBY, BIACHUIIV MHTEJIEKTya/lHe CBOjIHe Cy cBe denrhe MeTa pasim-
YNUTUX BPCTa 3/I0YNOTpede HUXOBMX IpaBa — mupatepuje u dancudukopama.
Heku o8y TakBor IOHAIIaka IOCTaIN CY fIe0 Hallle CBAKOJHEBMUIIE, 11a 4eCTO
HIICMO HJ CBECHM JIa CY IIPeCHMMAaBalbe KaceTe, BIEO TPAaKe VIV KOMIIjyTepPCKOT
nporpama 1 GpOTOKONMparbe BUIIE Off jefHOT IOITIaB/ba KIbUTe He03BO/beHN
(Jamjanosuh n Mapuh, 2012: 19-20).

C 0d31poM fa cy 380r caBpeMeHNX TeXHMYKMX CpeficTaBa MoryhHocTu mc-
kopuinhaBama NHTENEKTyaTHNX 100apa HeorpaHN4YeHe Y OO/INIIN HeO3BO/bEHOT
IIOHAIIaka Cy CBe CJIOKEHM)H, 3aKOHM TIPM3HAjy HOCUOIY ITpaBa MHTE/IEKTyalHe
CBOj/MHE MOHOIIOJICKO oBjamrheme — MCK/BYYMBO IIPABO fla CaM yIoOTped/bapa
CBOjy TBOPEBUHY M IIPaBO Ja 3adpaHu CBAaKOM JIpyroM /MLy Jia ra KOpUcTu de3
mwerose carnacHocty (Jamjanosnh n Mapuh, 2012: 19-20). Ayropcko npaso Ha-
CTOjU Jla IOMMPM [iBE OCHOBHE TeHJeHIMje — oTpedy ayTopa ja dyae MpaBHO
samruhe, ca jeqHe cTpaHe, M KYITYPHY U HAyYHU HAaIpelaK APYIITBA, ca Apyre
CTpaHe.

Vicropujar ayTopcKor npasa

Y aHTMYKOM IepUOAly HUje II0CTOjao HMKAKaB OOIMK ay TOPCKO-TIpaBHe 3aITUTe,
jep ce NYyXOBHO CTBAapajalliTBO HUje CMaTPao MHAMBUIYaJTHUM KPEaTMBHUM
4yHOM Beh oTenoTBopemeM d0XKaHCKOT HafaxHyha, 0K je TMYHOCT ayTopa duma
y OpyroM IUIaHy, IIpM YeMy ce Huje IIpaBuIa pasinka naMely fnema kao myxoBHOr
modpa 1 MaTepujasHe OCHOBE Ha K0joj je menmo uspabeno. Vmak, Mory ce upeHTu-
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¢uxoBatu oppeheHy 3adeny samTUTe NMYHUX M MIMOBMHCKMX IIpaBa ayTopa.
Tako ce y crapom Pumy cmarpano fa Huje IpaBUYHO M IOIITEHO Ja Ce HEKO
HOTIIVCYje UCTIOf TYDUX ayTOPCKMX fiena, WK ia cede MCTUYe Kao ayTopa Tyher
mena. [TecHuke Koju cy mpemnucuau Tyhe necme je pumcku necunk Mapumarnt (I
BeK HOBe epe) Ha3Bao IUIarMapuycum-a (OTMmdapuma), rna ofgarie u noTnde ped
wiaryjat (Jamjanosuh u Mapuh, 2012: 19-20).

Cge 0 cpenune XV Beka Huje O1ujio Behux mpomeHa y morjefy mpaBHe 3a-
wtnte ayTopa. [IpexpeTHuIy unHm HapaBHO [yTeMOepros npoHazasak mramia-
puje Herme oko 1450. ropuue. [Ipe Tora, Kipure Cy yrimaBHOM Ouie LPKBEHOT U
¢dunosodckor kapakrepa, u IpenucuBaHe Cy py4Ho y MaHactupuma. [llramma-
puja je omoryhmia yMHOXKaBarbe KibUTa M IPYIUX CIINCA, I CY TaKO KIbJDKEBHA
Jiefia IOCTaIa JOCTYIIHA PeIaTMBHO LIMPOKOM ayauTopujymy. To je Hagabe oMo-
ryhnio u HacTaHak TPXKMINTA KU, KOje je 3axTeBaso fa dyne ypebeno.

BuTtHa KapakTepucTuKa pa3Boja ayTOPCKOT IpaBa y caBpeMeHOM 10dy je
IETOBO CTA/IHO Ipyarohasame I10jaBU HOBUX TEXHUYKMX CpefiCTaBa 3a CTBa-
pame 1 nckopuurhaBame ayTopckux fena (ypebaju 3a denmexxerse 1 pernpopyko-
Bame 3BYKa, TenedoHuja, pagnodonnja, pororpaduja u ¢unm, teneBusuja,
ypebaju 3a poTokonmpame, BuieopeKopaepy, caTeIMTcke KOMyHUKalje, pady-
HapH), ca IybeM fia ce 0de3defy a ayTop OCcTaHe MCK/bYYMBY €KOHOMCKY T'OCIIO-
map csor fiena (JamjanoBuh 1 Mapuh, 2012: 41-43).

Joln jeHa o HOBMHA B€3aHA 32 Pa3sBOj TEXHUYKUX CPEJCTaBa je U Ja Ofi-
pebenn dpoj 3akoHa 0 ayTOpCKOM HpaBy Caip>Xu U Ofpende O T3B. ,,CPOLHUM
npasuma’. ITog cpogHMM mpaBUMa IOApPa3yMeBajy ce IpaBa MHTEpIpeTaTopa
(ymeTHuka nsBohava), mpasa npoussohada poHorpama OfHOCHO 3BY4HOT 3aIca
(amp. mysuuku andymm), mpaBa mpousBobaya Bupeorpama, OZHOCHO IIPaBO
¢dunMckor npoayleHTa Hax (UIMCKUM JIe/IOM, IPaBo IpousBohaya TeneBu-
3MjCKUX U papno emucuja (papgno-gudysHo mpasBo) Kao u mpaso IpoussBobhaua
daze noparaka u gpyra ([Jamjanosuh u Mapuh, 2012: 42-43). OBa npaBa umajy
MHOT0 3ajeJHNYKIX eJleMeHaTa ca ay TOPCKMM IIPaBOM, IIpe CBera 3aTo IITO VIMajy
VICTY IIPEIMET — MHTE/IeKTya/IHy TBOPEBUHY.

AyTtopcka npaBa y Cpouju

Y HameM 3aKOHY O ayTOPCKMM ¥ CPOAHUM IpaBuMa u3 2009. roguse (MemaH
BUILIE ITyTa, TOCIe by Iy T 2019. rofuHe), y YiaHy 2, ayTOPCKO jeno ce ogpebyje
Kao: ,,OpUTMHA/THA JyXOBHA TBOPEBJHA ayTOpPa, M3pakeHa y oapeheHoj popmu,
de3 003Mpa Ha WbeHy YMETHWUKY, HAyYHY WIN APYTY BPESHOCT, IeHY HaMEHY,
BE/IMYNMHY, Caip)KMHY M HaulMH MCIO/baBalba, Ka0 U JOIYHITEHOCT jaBHOT ca-
OIIIIITaBama beHe cafip>kuHe” (3aKOH 0 ayTOPCKOM 1 cpofgHMM mpaBuma — 3ACI,
Cnyxcdenu inacnux PC, dp. 104/2009, 99/2011, 119/2012, 29/2016 - opnyka YC
66/2019. , 4. 2). IIpaBo mWTUTHU CBe MPON3BOJE JBYACKOT [yXa IOJ] YCTIOBOM Jia Cy
moduu cBOjy ,u3paXkajHy, MaTepujanusoBany opmy’. Jakie popma je oHaj ene-
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MEHT ayTOPCKOT Jle/Ia Y KOjeM ce IYXOBHM CafipiKaj MCII0/baBa, IIOCTaje IPUCTY-
IIa4aH /bYACKUMM 4Yynyuma. Marepujanmsanyja JyXOBHOT cajip>Kaja jefHOT fiena
MO>Ke OMTH Y TeJIeCHOM U Y OeCTeZIeCHOM BUALY — HIIP. KIbUTQ, I/I0YA, /N U 3BYK,
efleKTpoMarHeTcku tanac uth. (Jamjanosuh u Mapuh, 2012: 46).

Janac y cBeTy [JoMMHMpPA IPUHLMII IO KOjeM ayTOPCKO-IIPaBHA 3alITUTA
HacTaje caMMM 4MHOM HacTaHKa Jie/Ia, IITO 3HauM Jla ayTop HMje Jy>KaH Ja Ipe-
mysuma duito KakBe popManHe pajre KojuMa Oy KOHCTUTYKCAo nin 0de3denno
cBoje mpaBo. To je 1 jemHa off SUTHUX pas/IMKa y OHOCY Ha IIpaBa MHYCTPUjCcKe
CBOjU/HEe 4lja Ce 3alITUTa OCTBapyje y yIPaBHOM IOCTYNKY IIpef 3aBOLOM 3a
MHTeNeKTyanHy cBojuny ([Jamjanosuh u Mapuh, 2012: 47).

AyTOopcKa npaBa y My3M4KOj YMETHOCTH

IIITo ce TMYe 3aIUTUTe MY3MYKMX Jie/la, TO CYy YMETHIYKA Jlefia KOja ce M3pakaBajy
noMohy TOHOBA ¥ Y)KIBajy 3aIUTUTY IO OILITEM PEXVMY OFHOCHO IIOJ, YCIOBOM
opurnHanHocTi. OBa fiea ce cacToje 13 TpM e/leMeHTa: Menoauje (TeMa Jiena Koja
OfirOBapa JIOHEKJIe OfIrOBapa I0jMY ,ujieje” ), XapMOHMje I pUTMa KOjuMa ce Me-
nopyuja mrycrpyje. OBa fiena y>xuBajy 3amTuty des3 od3upa Ha To ma mm cy 3ade-
JIeKeHa Iy TeM HOTa W/IM HIIP. Ha TPALy U fia u ¢y nponpahena pednma mmm He.
Hwu BemumHa fiena He yTide Ha 3aIUTUTY I1a je MCTO Jja JIM Ce pajy O CUMOHUjI
onepy WM peKTaMHOM IMHIIy. OHa MOy SUTH M3BOPHA U M3BefieHa. Y OKBUPY
U3BEJIeHNX Pa3/IMKYjeMo:
1. apamxmaH (odpazia Koj Koje ce fiesio mpunarohasa 3a usBoheme Ha apy-
TMM MHCTPYMEHTVMA WIN OpKeCTpaliyja KOMIIO3MIyje),
2. Bapujanujy (HOBO JIelI0 CTBOPEHO I033jM/bMBabeM TeMe U JIOlaBalbeM
HOBOT MOTMBA,),
3. am u ckpahemwa My3MYKNX flea U pasHe BpcTe 30upku. ViMuranuja
MY3MYKOT >KaHpa je IOMyHITeHa, a TAKO CTBOPEHO JIeJI0 CMaTpa ce Hesa-
BUICHVIM JIeJIOM, TI0f, yc1oBoM opurnHanHoctu (Jamjanosuh u Mapuh,
2012: 54).
JInna xoja y>kuBajy ayTOpCKO IIpaBHY 3allTUTY Cy:
1. ayrop
2. KoayTop
3. HOCHOIM ayTOPCKOT IIpaBa
AyTop fiena je GU3MIKO NMIIe KOje je CTBOPMIIO ayTOPCKO Jieno. AyTOpoM ce
CMaTpa, JJOK Ce CYyIIPOTHO He TOKaKe, IMIIe Ylje je MMe, ICEYJOHUM I/IN 3HAaK Ha
IPUMEPKY Jle/la 0O3Ha4eH. AyTop MMa IIpaBo, alu He U 00aBe3y Ja 03HA4M CBOje
ZIeTIOo, TO je jeSHO Off HEerOBVMIX MOpa/HO-IPaBHUX oBnamthema. To 3Haun ga oH
MOXKe []a O3HA4M JIe/I0 CBOjUM IIPaBYM U ITyHUM VIMEHOM, HeIIOTIIYH/M VIMEHOM,
APYTUM MMeHOM (IICeYJOHMMOM), CMMOO/INMA KOjU Cy KapaKTepUCTUYHM 33 TOT
ayTopa (MOHOTpaMm, MHNUIMja/IN ¥ [ip.) WIN [a Ta yomuTe He o3Hauu. Tazma ce
IETOBO JIe/I0 Ha3MBa AaHOHUMHIM JIeJIOM. Y C/Iy4ajy ia ayTOPOB U/IEHTUTET HIje
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IO3HAT OH he y)KMBATy 3alITUTY YMM OTKPMje CBOj UIEHTUTET U IErOBO ayTOP-
cKo 1paBo he TpajaTyi OHOMMKO BpeMeHa KOJIMKO O TPajajio fia je ayTOPCKO Je/no
00jaB/beHO NYHUM MMeHOM (3aKOH 0 ayTOpCcKOM 1 cpopgHyM npasuma — 3ACII,
Cnyncdenu inacnux PC, dp. 104/2009, 99/2011, 119/2012, 29/2016 - opnyka YC u
66/2019, 4. 9, 13, 103).

AyTopcko fieno ce cMarpa odjaB/beHUM Kaf je Ha OMIo Koju Ha4MH U OMJI0
IJie y CBETY IIPBY IIYT CAOIIITEHO Off CTPaHe ayTopa Wi oBnaurheHor mia, a To
3Hauy fia je yunmweHo focTynHuM Behem dpojy nmuia koja Hucy mehycodHo mose-
3aHa MICK/bYYMBO POOVHCKYIM MM IPYTYM IMYHUM Be3aMa (3aKOH O ayTOPCKOM
u cpopuum npasuma — 3ACII, Caywdenu inacnux PC, dp. 104/2009, 99/2011,
119/2012, 29/2016 - ognyka YC n 66/2019, 4. 7).

AyTOpcKO feno Koje je CTBOPEHO capa/ilbOM HajMame JiBa JIMIjA CMaTpa ce
KoayTopckuM fenoM. KoayTopu cy nuia Koja cy cTBopuiIa fieno TecHo capabyjyhn.
Jla du HacTamo KOayTOPCTBO IMOTPESHO je ia CBY ayTOPY YIECTBY]Y y MHTEIEKTY-
aJIHOM CTBapaby, OfIHOCHO Jia Cy CBU 3aje[JHO JyXOBHU TBOpLM fiera. OcTara nuia
Cy HOMONHVIIM VIV TeXHWYKY CapaJHULV U HeMajy ayTOPCKO IPaBO Hal 1eJIOM
(3axon o ayropckom u cpopuuM npasuma — 3ACII, Crnyxédenu inacnux PC, Op.
104/2009, 99/2011, 119/2012, 29/2016 - omnyka YC u 66/2019, 4. 10).

OsBakBa Jjefla MOTY Ce jaBUT! y CBUM OOJacTMMa MHTE/NIeKTYa/THOT CTBapa-
JAIITBA — KIVDKEBHOCTY, yMeTHOCTH, Hayuu. Hajueurhe ce jaBspajy kom mMysmd-
KVX VI HAyYHUIX JIeJIa, OK Ce KOJ| KNHeMaTorpadCKIX KOayTOPCTBO IPETIOCTaB/ba
1 GUIMCKO JIeTIO je TUIIMYHO KOAyTOPCKO /0. Y HallleM IIPaBy 3aKOH mpeasuba
fia ce KoayTopyMa (pMIMCKOT [ie/la CMaTpajy Iicall ClieHapuja, pexcep U IJTaBHU
CHUMaTe/b OJHOCHO fupekTop doTorpaduje, a Koj upraHor puima — IJIaBHU
aHuMatop. Mebytum, axo je Mysuka duraH efieMeHT (PUIMCKOT Jiefa, KoayTop je
1 Komnosutop. IlojennHy JonpuHOCK KOAyTOpa MOTY HOCedHO eKCIUIOATUCATH
(HIp. ¢puIMcKa MysyKa ce MO>Ke CHUMMTY Ha IIJIoYe VIV KaceTe U eMUTOBAaTU
IPeKO pajyja) IOf, YCI0BOM Jia ce TAKBMM KopuihemeM He HAHOCHU LITeTa Jeny
Kao LIe/IMHY VM MHTepecMa OCTalnX KoayTopa. JJakie, JOIpMHOCY KOMIO3MTOpa
Cy 0f1BOjuBM Off PU/IMCKOT fienia, Te ce MOTy ofBojeHo kopuctutu ([lamjaHoBuh n
Mapuh, 2012:61).

Hocmnan ayropckor mpaBa Moske fa Oyzie py3IM9KO VIV IIPaBHO JIMLe — HIIP.
npenysehe u3 odmacTu u3gaBauke AeIaTHOCTY, IMO30PUIITE, OpPraHNU3alMja ay-
TOpa, MHCTUTYTH, aKajeMuje HayKa 1 apyre onamhene mHctutynuje. ITocroje
TP OCHOBA 3a HACTAHAK OBOT IIpaBa: YTOBOP, 3aKOH Wiy Hacnehusame ([Jamja-
HoBuh 1 Mapuh, 2012:61-63). AyTopcKo IpaBo je MOHOIIOZIMICTMYKO IIPaBo Koje
CBOM HOCHOIIY faje He caMo MoryhHocT nckopunrhaBama mpegMeTa KOojy e TUM
IpaBOM WITUTH, Beh 1 MoryhHOCT fa 3adpaHu CBUM APYrMM IMLIMMA [ja TO Je/I0
uckopuihapajy. OHo je BpeMeHCKHM orpanndeHo. [Ipema HalleM IpaBy ayTOpPCKO
Cy0jeKTMBHO IPaBoO MpeACTaB/ba jeAMHCTBEHO IIPABO KOje CafipiKIi jBe BPCTE OB-
namrherma, MOpaHa ¥ MIMOBMHCKA, KOja 3ajeJHMYKM CIy>Ke 3a 3aLITUTY JIMYHNUX
U MaTepujamHuX nHTepeca ayropa ([Jamjanosuh u Mapuh, 2012:64).

3aKoH perynuiie 1ojefjyHa MOpaaHa IpaBa, a IIpe CBera:
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1. 1paBO Ha HasHA4Yerbe MMEHA,

2. 1mpaBo Ha 00jaB/bUBameE JeNIa,

3. IIpaBO Ha NOIITOBAaHe MHTErpUTeTa (HEIIOBPEI/BUBOCTY) Aea U ayTo-
poBe IMYHOCTY U

4. 1paBoO Ha CYIPOTCTaB/balbe HETOCTOjHOM McKopuihaBame fena (Jamja-
HoBuh 1 Mapuh, 2012:64-65).

[IpaBo Ha 3aIITUTY MHTEIPUTETA Jle/la C€ CACTOj!U Y UCK/bYIMBOM IIpaBY ay-
TOpa /ja IITUTY CBOje [IeN0, a TO 3HA4M Jla Ce CYIPOTCTaBy HeoBnamheHnm nsme-
HaMma CBOT Jle/la OHOCHO JIa [ia J03BOJTY 3a IIpepajy fiefia APYroM LY, alu U Jia
Ce CYHpOTCTaBM jaBHOM CAaOIIITAaBaly flefla Y M3MEHEeHOj MM HEMOTIyHO]

dbopmn.

ITIpaBo uckopuimrhasama mena

Cazip>XMHY MIMOBMHCKIVX IIpaBa, naMeby ocranux, 4nnu npaso uckopuirhabama
mena. Camo je ayrop osnaurheH fja uckopuihasa cBoje feso, a pyra ania — Koja
HIICY ayTOPU — MOTY MCKopuuIhaBaTy iefio caMo y3 j03Boty ayTopa. [To Hamem
3akoHy papme uckopuirhasama fiesia ofie/beHe Cy y iBe TpyIIe, 3aBYICHO Off TOTa
Zia I ce Jenno uckopuihasa y TenecHoj popmu (myTeM npumepaxa) mm y decre-
JIecHOj popMM — HIIP. jaBHO caomIITaBame fena. IIpsa je mpaBo nckopuirhasama
Iena y TesecHoj popMu U pefcTaB/ba de/leXKeme ejla Ha MaTepyjajIHy MOAJIOTY
OIHOCHO YMHO>KaBame VM CTBapame jeflHOT Wiy Bullle mpumepaka gena (I,
BUJIEO V/IM ayAMoO KaceTa), CTaB/bambe y IPOMET U JlaBame Y 3aKyI. Jpyra je uc-
kopuurhaBame fiena y decTeniecHOj pOpMY — jaBHO CaoIIITaBabe M OHAa 0dyXBaTa:
npaBo M3Bohema, IpaBo NpeicTaB/bamba Aela, IPaBo IpeHollema n3Bohema 1
IIpefiCTaB/bamba, IPaBO eMUTOBaa (IIyTeM pajlja, TB-a), UHTEPAKTUBHO YNIberbe
fera JOCTYIHUM jaBHOCTH, IIPaBO Ha IpuIarohaBame, apaHXypame U APYTY
M3MeEHY Jiefa; 1 Haj3ajl, IpaBa Ha jaBHO CAOIIITaBabe fIe/la Koje ce eMUTYje 1 ca
HOcaya 3ByKa Ha jaBHMM MeCTMMa HIIp. Y jaBHOM caodpahajy, pecTropaHuma
(3axoH o ayropckuMm u cpogunm npasuma — 3ACII, Cryxdenu inacnux PC, dp.
104/2009, 99/2011, 119/2012, 29/2016 - ognyka YC u 66/2019, wr. 19-33).
Orpanndema cy, n3mehy ocranor, kajja je ped o kopuirheme fiena y cBpxe
HeKoMeplujaiHe noTpede HacTaBe, PMU3NUKA JIUI}A MOTY YMHOXKaBaTH Je/a 3a
JYHEe HeKOMepliyjalHe CBpXe, alyl YMHOXEHe IIpUMepKe He CMejy CTaB/baTi ¥
IIPOMeT HUTY KOPUCTUTY 3a OMJIO KOji APYTY OS/IUK jaBHOT CAOIIITaBaba fIefa.
Vnak, HUKaja ce He CMejy: CHUMATH 13BoDema, IpeicTaB/bamba i IPUKa3yBamba
Zena; YMHOYKABaTy IVICaHa Jielia y 0OUMY LieJie KEbITe, OCUM aKO Cy IPUMepIIN Te
KIbJTe paclpofaTyl HajMambe [iBe TOAMHE; Y YMHOKaBaTy HOTHM 3aIIMICH MY3UKe,
OCHUM PYyYHUM IIpelyCcHBambeM, IPOfjaBHUIIAMA, Ha CajMOBJMA U IPYTUM MeCTIMa
I7ie ce TeMOHCTpMpa paf ypebaja 3a cHUMame, pelpogyKoBame U IIPEHOC 3BYKa
U CTIVIKe, JO3BO/bEHO je YMHO)XKaBame Jie/la Ha HOcad 3ByKa M C/IMKe, jaBHO ca-
OILITaBame fIe/Ia Ca TOT HOCA4a, KA0 I jaBHO CAOIIIITaBambe Jiefia Koje ce eMUTyje,
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a/ly caMo y MepH y K0joj je TO HEOIIXOHO 3a IeMOHCTpupame paja ypebaja, mpu
yeMy ce CHUMIM MOpajy de3 opmaramwa usdpucaru (Jamjanosuh n Mapuh, 2012:
74-77).

Ham 3akon npeznBuba ja MMOBMHCKa IIpaBa ayTOpa TPajy 3a >KMBOTA ayTopa
U ceflamMjeceT TOf[MHA TI0CTIe IheroBe CMPTH, He3aBIUCHO Off BpCTe fieNa Koje je y
nuTamy. Kaja je ped o MopasHMM IpaBMMa — OHa TPajy HEOrpaHMY€HO. YKOJIMKO
je ped o KoayTOpPCKOM Jiely, MMOBMHCKA IIPaBa IIPeCcTajy Mo UCTEKy ceflaMeceT
TOfIMHA OJ] CMPTM KOAyTOpa KOju je mocnefmby npeMunyo. IIpaso ce munpuBuay-
aJIHO OCTBapYyje HEelOCPeJHO VIM IIPeKO 3acTyIHVKA Ha OCHOBY ofroBapajyher
nyHoMmohja (3akoH o ayTopckom u cpoguuM npasuma — 3ACII, Cayxderu inac-
Hux PC, p. 104/2009, 99/2011, 119/2012, 29/2016 - ognyka YCu 66/2019, 4.
151).

MebyTtum, y usBeCHUM Cily4yajeBUMa, ayTOp HUje y CTamy fa, M HOPes CBUX
HacTojama, 0de3denn edukacHy samTuTy cBojux npasa. Hajpehu npodnemu mo-
CToje y Be3) ca McKopuirhaBamweM My3WYKVX Jie/a, I M APYTUX fiefa Koja ce
npeTeXXHO rckopuihaajy y decrenecnoj popmu. 3d0r Tora je, ca jefHe cTpaxe,
ayTop yecTo npuHyheH ma ce odpartu ApyruM nuiuMa Koja ce mpodecroHanHe
daBe IOC/IOBMMa OBe BPCTe, a IIpe CBeTa OpraHM3aljaMa 3a OCTBapuBambe ayTop-
ckor npasa. Ca fipyre cTpaHe, ¥ KOPMCHUIIV KOjI yKeJle JIeTa/IHO fIa TIOCTY]y, MO-
Pajy fa ce odpare HOCKHOLMMA IIpaBa 3a JO3BOIY, IUTO 113 TEXHNYKIUX PA3/Iora Huje
YBEK M3BOJJBMBO U IIPEfICTaB/ba BEINKY 00aBe3y 3a KOPUCHMKA, HIIP. Pajiyio CTa-
HUIIa 32 eMuUTOBamwe Mysuke (JamjaHoBuh n Mapuh, 2012: 96).

Oprannsalnyje 3a KOJIEKTMBHO OCTBapMBalbe ayTOPCKOr IpaBa daBe ce ca-
KyI/balbeM IPUXOJja ay TOPCKMX IIpaBa Off KOPYCHUKA MY3MKe 1 PAcIIOfe/IoM Off-
roBapajyhum Hocyonem npasa. Kommosutopu u n3sobaunm Mory ma sajpxe ay-
TOpCKa IIpaBa 3a CBOja fle/la MM MOTY Jla MX YCTYyIIe M3flaBady MM JMPEKTHO
OpraHM3alMjy 33 KOJIEKTUBHO OCTBapyBambe ayTOPCKUX ITpaBa. Mysuyke KoMIIa-
HIje YITIaBHOM II0CEAlYjy ayTOPCKa IIpaBa 32 My3M4YKe CHUMKE KOje IpOu3BOJIE.
Kana ce feno usBony, CHUMa, eMUTYje WIN KOPUCTY Ha OWJIO KOjM HAuVH, Of-
pebeHo ApyIITBO 3a OTKYI ay TOPCKMX IpaBa TPaXKV HAJOKHA/Y Y IMe YMETHIKA,
u3flaBaya MM My3u4Ke KOMIIaHUje, U e/ IIPUX0J, HOCKOLMMA MIOUITO IIpey3Me
aIMIHMCTPATYBHE TPOLIKOBE.

[IpaBo mMHTepmpeTaTOpa Claja y cpofgHa mpasa. Ilox mHTepnperanyjom
3aKOH Iofipa3yMeBa AYXOBHO 00O KOje HacTaje TMYHUM aHT)KOBAbeM VIHTep-
IpeTaTopa IPUINKOM 3BYYHOT, OfIHOCHO BU3Ye/THOT MM 3ByYHO-BU3YeTHOT Ca-
OIIITaBama ayTOPCKOT fiera. CaMa MHTepIIpeTalnja Huje ay TOPCKO Je/o, HauMHY
MHTepIIpeTalyje VICTOT fiefia Of CTpaHe paslINdUTHX MHTepIpeTaropa ce Meby-
codHO pasnmuKyjy (3akoH o ayropckum u cpopuum npasuma —3ACII, Cryxdenu
inacnux PC, dp. 104/2009, 99/2011, 119/2012, 29/2016 - ognyka YC u 66/2019,
. 111-113).

Moxe ce, MelyTum, HOroguTy ja ayTOPCKO A€NI0 HACTaHe MICTOBPEMEHO ca
VHTEPIIPEeTAIjOM, Ha IIpYMep IPWINKOM M3BoDherma HeKor My3ndKor fiena. VH-
TepIpeTaTop je HIIp. My3u4ap, I/TyMall, UTpay, TAHTOMUMMYAp, T1eBay, JYPUTEHT



K. Cranncasmesnh, Myswudka MHAYCTpUja — ayTOPCKa ¥ ITpaBa MHTENEKTyaTHe CBOjIHE 151

uth. O oBUX /mia Tpeda pasIMKoBaTU ML Koja IPYKajy TEXHUYKY JOIIPUHOC
MHTepIpeTanyjyu (HIIp. TOH-MajcTOp, LITAMIIay MM MajCTOp OMHE Y II030PUILTY).
CydjexT mpaBa Mo>ke OUTH U KOJIEKTVB PEIPOAYKTVBHUX YMETHNUKA, YKOJIMKO je
IJIXOB IOjeMHAYHY JOIPUHOC HEO[IBOjUB Of Lie/IHe PenpofyKuuje (HIp. op-
KecTap, Xop, APaMCcKy Wy dameTcku aHcaMOl). YKOIMKO y MHTepIpeTaluju
HEKOT JIefIa, TIopej AMPUTeHTa ¥ COJICTA, y4eCcTBYje BUIIIe Off IIeT MHTepIIpeTa-
TOpa, CMaTpa ce fla MHTepIpeTaLyjy BpIIM aHCaMONI (XOp, OpKecTap, OIepCKI,
danercky mmm fpaMcky aHcamdn), na he wiaHoBu aHcaMdma OB/IACTUTH jeTHO
JnIe fia 3aCTyla MHTepece aHcaMOma. YKOIMKO y MHTepIpeTaluju yIecTBYjy,
HOpef, YWIAHOBA aHCAMOJIa, VI AUPUTEHT, COIMCTY U HOCHOIM IJIABHUX Y/IOTa KOju
HIICY HETOBY WIAHOBM (HIIP. TOCTOBalbe OIEPCKUX IIeBada) 3a OCTBApMBaME
npaBa oTpedHa je caryIaCHOCTM 1 OBUX JIMIIA, OCUM aKo naMeby mux n ancamdna
HIje Apyrauduje JOroBopeHo (3akoH o ayTopckuM u cpoguuM npasuma — 3ACII,
Cnyxdeun inacnux PC, dp. 104/2009, 99/2011, 119/2012, 29/2016 - opnnyka YC
” 66/2019, 4. 119).

Kop oBor cpopHor npaBa MopasHa opauhemwa ayTopa Tpajy HeOrpaHNYeHO
IOK Cy MMOBMHCKA ITpaBa orpaHnyeHa. /IMOBMHCKa IIpaBa MHTepPIIpeTaToOpa TPpajy
mefleceT TO[[MHA Off JaHa HacTaHKa MHTepIipeTauuje. AKo je MHTepIpeTalnuja
CHUMJ/bEHA VI 3aKOHUTO M3JlaTa WM 00jaB/beHa TOKOM TOT POKa, Ha JPYTU HAYMH
pasmunt o GoHOrpama, IpaBo Tpaje MefieceT TOAVHA Off JaHa IIPBOT M3/jaBaba
unn 0djaB/bUBama, 3aBMCHO O TOTa KOjI je HaTyM paHuju. MopaiHa rpaBa UH-
TepIpeTaTopa Tpajy 1 II0 IPeCTaHKY TPajarba heroBMX MMOBMHCKIX ITpaBa. AKO
je y poKy ofi mefieceT TOAMHA Off laHA HACTaHKa MHTepIpeTallje, Ta MHTepIIpe-
Talyja CHUM/beHa Ha (OHOTPaM KOj! je 3aKOHMUTO M3JAT MK 0djaB/beH, IPaBO
MHTEpPIIpeTaToOpa Tpaje ceflaMeceT TOAMHA Of JaHa IPBOT 3aKOHNUTOT M3JaBamba
unn odjaB/puBama GOHOrpaMa, 3aBMCHO Off TOTa KOjU je JaTyM paHuju.

3aK/pydak

Ilakse, MoXxe ce 3aK/bYUUTH /ia je, yC/Iei TEXHUYKOT pa3Boja 1 rmodanmsaryje
pomasu fo cee Behe moryhHocTu 3a dancudpukoBamwe Mysuukux gena. Creru-
GUYHOCT My3WuYKe IPOM3BOJIbE 1 TPrOBUHE OIVIela Ce Y TOMe IITO OHa MOXKe
OduTM KymbeHa M IpoziaTa Kao GpU3NYKM IPOU3BOJ, 3aTUM MOXKe MMATH OOIMK
YCIIyTe, a ca ’bOM Ce MO)Ke TPTOBaT! Kao IpaBMMa, C 003MPOM Jja My3UKa Ipef-
CTaB/ba OO/IMK MHTENEKTyanHe cBojuHe. EKoHOMCKM dakTop BeoMa je 3Ha4ajaH y
YMETHOCTH, C 083MpPOM Jja caM YMETHMULIM H0dMjajy IpUXOfie CTBapambeM CBOjUX
mena. Kako &y ce 3amTuTimm, HEONXOLHO Ia ayTOPY U KOAyTOpK OyAY YIO3HATH
ca 3aKOHOM O ayTOPCKUM U CPOJHUM TIpaBUMa, /I ¥ fIa CBU JPYTY KOPYCHUIIN
(n3maBauy, pucTpUdyTEpN) MO3HAjy 1 MOIITYjy IIpaBa ayTopa.
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MUSIC INDUSTRY - COPYRIGHT AND INTELLECTUAL PROPERTY RIGHTS

The aim is to theoretically and analitically explore the specificities of the music industry
and management, as well as the potential for copyright. The most important components
of the music industry, viewed globally, are the publishing and recording sectors, as well as
the respective copyright buying and the sale of musical instruments and equipment. 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 prod-
uct, 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 property, and in addition, it is necessary to take into account the
specificities of different sub-groups within a mass music audience. 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 intel-
lectual property rights.

Key words: Music industry, copyright, intellectual property, copyrighted work, author
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KAKO YUEHUIIM MY3UYKIUX IIIKOJIA U
AMATEPCKY ITIEBAYM BUIIE TOBUT O]
XOPCKOT ITEBAHbA?

Cakerak

VcrpaxxuBama II0Ka3yjy ha IeBame y Xopy passBuja ocehaj 3ajenHumnTsa, yHanpebyje
colujanHe BEMITIHE, TOIPIHOCY NOdO/bIIAKY PACIIONOXKemha, Aucarma 1 pafa cpia. Ilo-
masehy off HaBeJleHNX Te3a, JKeJIeN CMO fla VICTIMTaMO KaKO YIAHOBY XOpa HPOIEmYjy
TOOUT Off XOPCKOT IIeBarba I IITa X MOTUBMUIIE Ja TojIa3e Ha Xop. Y3opak (N=93) je duo
cacTaBJbeH Of] TPY TIOATPYTIe: YWIAHOBA aMaTePCKOT IfpKBeHOT Xopa (N=14), yJeHnka oc-
HOBHe Mysuuke mxone — OMII (N=36) u yueHuka cpegme Mysnuuke mkone — CMIII
(N=43). YiuTHNK KOMOMHOBAHOT THIIA CAYMIbEH je 3a IToTpede OBOr MCIUTUBAMbA, @ HO-
mauu cy odpabheHn HecKpUITMBHOM MeTOHOM. Pe3ynTaTu 1okasyjy fa je aMaTepCKiM
neBavyMMa HajsHadajHMja JOOUT Off Xopa CTUIAlbe HOBUX 3HAMa M3 MY3WIKe YMETHOCTH
(M=4,21), ok je yaernnyma OMIII HajsHauajHMje MOdO/BITABaK-E TTACOBHMX MOTYhHO-
ctu (M=4,08), a yuennnuma CMIII npujatHo apymTBo Ha X0py (M=4,19). PasBujame
JVICUMIIIMHE M CMakbMBaibe CTpaxa Off jaABHOT HACTYyIIa, II0KAa3alo ce Kao HajMambe 3Ha-
4ajHO y cBe Tpu rpyme (M < 3,00). Kaga je y muTamy MOTMBaIVja, aMaTepCKM IIeBadul
M3/[Bajajy caBlajaBame HOBMX MY3WUYKMX KOMIO3MIMja M pa3Boj rmaca (M> 4,30),
IpUjaTHO JPYLITBO M II0d0/bIIabe HIBOA MY3MUYKUX 3Hama (M=4,14), IOk ce Kof yde-
HIKa Kao BaKaH MOTMB II0jaBjbyje pasBoj rmaca (M=4,08) u HacTyny Ha KOHIlepTHMa
(M=4,06) xop yuennka OMIIL. Pesynraty mokasyjy ga Hajsehy modut om xopa mmajy
YTAHOBM aMaTePCKOT IPKBEHOT XOPa, a /I 3a CBe MOITPyIIe HajBayKHM)J MOTUB 32 JIOTa3aK
Ha XOp IIpeJiCTaB/ba Pa3Boj ITACOBHMX MOTYhHOCTIL.

Kipyune peun: xop, 1odpodut, MOTUBALIMja, YIEHNUIIN, aMATEPCKY [IeBAYN

YBog

MCTOPI/IjCKI/I IIOCMAaTPaHO, XOPCKO IeBatbe je, Ka0 HajIPUCTYHaYHUju OOINK
KOJIEKTMBHOT My3ULMpaba, O] BajKazZia YTKaHO Yy KMBOT YOBEKA I JPYIITBA
KaKO Ha IICUXOJ/IOIIKOM HIBOY, TAaKO U Ha HUBOY COLIMja/THUX IIOTpeda U MIHTepaK-
nuja. C TUM yBe31, XOPCKO IIeBambe Ce, U3 YITIa My3U4KOr 00pa3oBama I aMaTep-
CKOT IIeBamba, yOpaja y He/IaTHOCT KOja He caMo Jla pas3BMja MeBauyKO-TEXHIUKe
criocodHOCTH, oMoryhaBa yBIJ y My31M4Ka OCTBapema U CBPCUCXOAHY IIPYMEHY
Mysuukux sHama ([Toxraj, 1950), Hero u kpenpa ocehame mpuIagHOCTH, OATO-



156 II1. 3nauaj u yiauyaj tesarwa / I11. The importance and impact of singing

BOPHOCTH KPO3 33je[IHUYKO Je/I0Barbe U capajiby meBaya. CaMUM TUM, XOPCKO
HeBame, IIpeMa MHOIOOPOjHMM HAayYHVMM HOTBpAiaMa, HOBOAY 1O yHampehemwa
MEHTA/THOT, eMOL[IOHA/THOT a/iv U pU3NYKOT OarocTarma IeBaya Kao LITO je 1o-
Behame HIBOA KIMICEOHVIKA Y KPBU, Pery/Icalbe pajia CpyaHOT Munnha, OCHaKembe
uMyHonoumkor cucreMa u cmmaHo (Vickhoff et al. 2003, Kreutz et al., 2004).

Pesynraru ncrpaxubama (Beck, Cesario, Yousefi, & Enamoto, 1999, Kreutz
et al., 2004)nokasyjy na ocode koje meBajy y xopy pebe umajy pecnmpaTtopre
nH(eKIMje jep ce IPUINKOM IeBamba 0do/bIlIaBa HIBO MapKepa f0dpor NMYHM-
TeTa Kao IITO Cy MUMYHOITOdyIuH A (aHTUTENO Koje yduja Bupyce) U XUAPOKOp-
TU30H (XopMOH HazdyOpexxHe xiesfie). [la Xopcko neBame MoxXe Ja 0dospIla 1
CTUMY/IMIIE paji YHYTpallmyx oprana, norsphyje u llymapnan (IllymapmxaH,
1998) - yremebuTe/b My3MKOTepamuje M BOKanHe Tepamuje y Pycmju. OH
odjammana Jja NPUINKOM IeBama, 15% mo 20 % 3Byka mpe ,Harome JOK ce
OCTaTaK 3aJjp)kaBa y YHyTpalllbUM opraHuma gosofehy ux y crame Budpanuje
KOja TIOBO/BHO JIeTyje Ha BUX0B paf 1 ¢yHkuujy. Ha mpumep neBame Bokana ,,a”
IIOBO/BHO yTUYe Ha TOpI:M pexkam 1uayha u paj cpyanor mummha. Kaza je ped o
pany cpyaHor mummnha, BeoMa je BaKHO KOHTPOJICAHO JJCambe, jep OHO pery-
JMIIe aKTMBHOCT Baryca — HepBa KOjU CBOjUM JleJIOBameM Ha CHHYCHU 4YBOD,
ympasba paioM cpua. O Ho3UTUBHUM epeKTUMa KOHTPO/IMCAHOT AMCamba Mpu-
JIMKOM XOPCKOT IIeBaiba, Kao IITO Cy peryImcame CpUYaHor pajia ¥ KPBHOT IpH-
THCKa, ToBopuo je Mysukonor Bukxod (Vickhoff et al. 2003), pykoBopunar uc-
TPaXXMBama O OOPOONUTH XOPCKOT IeBama Ha JbY/ICKM OpraHmsam. Pesymraru
IIOMEHYTOT MICTPa)KMBamba YKa3yjy Ha TO [ja pUTaM JMCamba ¥Ma AVPEeKTaH yTHULAj
Ha aKTMBHOCT CpyaHor muuiha, OfIHOCHO Jja JOa3n [0 IOCTeNleHe CMHXPOHM-
3alyje OTKYIIaja CpIla XOPCKMUX TIeBava — IJXOB IYJIC Ce YCIIopaBao 1 ydp3aBao
y jefHaKOM PUTMY.

VcTpaxknBama Koja Cy MCIMTUBAJIA PaCIONOXeha XOPICTa IIpe 1 IOCIe T1e-
Bama (Beck et al., 1999) nokasyjy ga Xopcko IeBame 1odosplraBa apeKTVBHO
cTame, cMamyje ocehaj ycaM/beHOCTI 1 YMHM XOpCKe IeBade cpehHujum. JaBbarme
HO3UTVMBHUX €MOIIMja TOKOM XOPCKOT IIeBamba II0Be3aHo je ca ofipehennm mpore-
CuMa y MO3Ty (Diener & Biswass-Diener, 2008), 11a CXOZHO TOME, XOPCKO IIeBambe
Mo)ke dUTH OfroBOpHO 1 3a ocnodabhame HeypoTpaHcMuTepa fonammHa (Salim-
poor et al., 2011) unme ce cTBapa ocehaj 3aJ0BO/bCTBA 1 CHIDKABA HUBO €MOLN-
oHajTHe HaneTocTy. CHYDKEH HYBO eMOIVIOHA/THEe HAIIeTOCTY ITPU/IMKOM XOPCKOT
neBama 3ade/leXeH je ¥ KOJ Y4eHMKa OCHOBHe IIKOJIe, ITO IOTBphyjy Hamasn
eKCIIepUMEHTATHOT MCTpakuBamba OBunHMKoBe (OBUMHHMKOBA, 2011). Pesyr-
TaTy OBOT MCTPaKMBama II0Ka3yjy fa ce KOl Jelle U3 eKCIepUMeHTaIHe TPyIIe,
KOja Cy [iBa ITyTa Hefle/bHO IMajIa YacOBe XOPCKOT IIeBaba I aKTYBHY KOHL[EPTHY
IeTTaTHOCT, CHU3MO HMBO eMOLMOHAIHe HameTocTy u nosehao ocehaj camomno-
y3gama 1 KonekTuBusMa. OBO je 3Ha4ajHO jep je y ICUXOJIOLIKOj ¥ MeJUIMHCKO]
JIMTEpATYpU YCTAHOB/bEHO J1a 0Code Koje MMajy passujeH ocehaj KomeKTuBU3Ma,
uMajy dobe MeHTanHoO 37pasibe (Reis, Collins & Berschield, 2000). Tako, xopcko
IeBarme, MOXKe yTUIATH M Ha yHampebeme MeHTanHor dmaroctamwa. OBO 1OT-



A. Puctusojesuh, T. Muposuh, Kako yueHnum Mysindkux mkosa 1 aMaTepcKy IeBay... 157

Bphyjy u Kmudr n Mopucos, (Clift & Morrison, 2011) xoju Hanase ga KOTHU-
TYBHI HAaIlOPY YK/bYYEHN Y XOPCKO IIeBabe, ofiBpahajy makmy repada off CBaKo-
JHEBHOT CTpeca, Te TMe II0d0/bIlaBajy BheroBo MeTaTHO 31paBibe.

Kapia roBopyuMo o ToMe 1ITa MOTMBHIIIE IIeBade Jja flo/Ia3e Ha XOp, [0jejuHI
ayTopy, Ha OCHOBY [OOMjeHMX pe3yaTaTa MCTPaXVBamwa, UCTUUY ITO3UTUBHY
npywrBeny armocdepy (Einarsdottira & Gudmundsdottirb, 2016), 3aTum Bopy
3a 1odoJpllIabe BOKAJIHE TEXHMKE VM CIIOCOOHOCTM 4YMTama HOTHOI TEKCTa
(Rensink-Hoff, 2009). V3meby ocrtanor, y3 pa3Boj BOKanHe TeXHMUKE ¥ CHOCOOHO-
CTU YUTakba HOTHOT TEKCTA KOju, IIpeMa pe3yNITaTiIMa CIIOMEHYTOT UCTPaXKBarba
IIpe/ICTaB/bajy MOTUBE 32 10JIa3aK Ha XOP, IIeBa4y MOTY [1a YCBajajy 1 NPaKTUIHO
IIpUMEIbYjy CBOja My3M4YKa 3Hamba KOja, IIOpef IPABMU/IHOT HauMHA IIeBatba, MOfI-
pasyMeBajy II03HaBabe OCHOBHUX MY3MYKUX II0jMOBA, €JleMeHaTa My3MUYKe 13-
Pa’KajHOCTY HEOIXOHNX 32 M3PaXKajHO IeBarbe 11 PUHO HUjaHCUpambe, KapaKTe-
PUCTMKA PasINYUTUX MYSUYKUX €[I0Xa U TaKO flajbe.

V3 cBera HaBeJjeHOT MOXKEMO 3aK/byUUTH Jla C€ KPO3 3ajeJHIYKO JIe/I0Batbe
U capajiiby IeBava, eheKTV XOPCKOT IeBamba MOTy pedIeKTOBaTI Ha IO/bY MY-
3MYKOT Pa3Boja U MOQO/blIIalba HUBOA META/HOT, €MOIMOHATHOT U (U3NYKOT
dnarocrama. Vimajyhu oBo y Buay, Kemenn cMo Aa ie0 HaBefieHUX Hajlasa Ipo-
BEPMMO U Ha HAUIOj ITOIy/Ialju.

Mertop,

C 003upoM Ha Hay4yHO [JOKA3aHY 3HAYajHOCT XOPCKOT IeBamba Kao JIeNTaTHOCTH
KOja, IOpeJi My3M4KOT U KY/ITypPHOT Pa3Boja, JOBOAM A0 yHanpebhemwa MeHTaHOT
Y eMOLMOHA/THOT §/1arocTama IeBaya, MMaay CMO 3a LB Jja UCIIUTaMO KaKo
YJTAHOBY aMaTePCKMX U MIKOJICKMX XOPOBa MIPOIIebYjy JOOUT Off XOPCKOT NeBarba
¥ IITa VX MOTUBHIIE Ja fonasde Ha xop. [Tomasehu ox oBor 1ju/ba MOCTABUIN CMO
cnepeha ucTpakuBayka murama: 1) Illta je 3a 4aHOBe aMaTepCKMX M IIKOJICKMX
XOpoBa JOOUT Off XOPCKOT IeBama?, 2) lllta nx MoTMBuUIIE 1a O/Ia3e HA XOp? U
3) [la mu cy cTedeHa M NPAKTUYHO IPUMEHEHA My3MYKa 3Hamba? Y HaTaXemy
OZIrOBOPA Ha OBa MMTama Kopuiurhema je JeCKPUITUBHA METO/A, HOK CYy TeOpeT-
cKy 0a3y IpefcTapjbasie 0d/IacTy ICUXOJIOTHje My3JKe i My3U4dKe Ileflaroruje Koje
ce 0aBe XOPCKMM IIeBameM 11 dIarofieTuMa IPyImHOT My3UIpamba.

VctpaxxuBame je 00aB/beHO TOKOM Maja Mecelja, 2019. rofuHe y My3u4Koj
mkonu ,Kocra MaHojnoBuh” y 3eMyHy u mapoxujckoMm jomy 1pkse ITokposa
ITpecsete boropopuiie y beorpany. CBuM ncnutaHumnyma je odjaiimeHa cBpxa
VICTPa)XXMBaba ¥ pedeHo KOMMKo he TecTuparme TpajaTu 1 Kako he mopamy dutn
kopumhenn. Takobe, ucnmrannum cy dumm odaBelITeHn Ja je MICOIUTUBAbE aHO-
HJIMHO, 2 TapTULMIIALja JOSPOBO/BHA, OHOCHO f1a MOTY a Ofidujy fa Y4eCTBY]y
Y UCTPAKUBAIDY.

[Tpuropan ysopak (N=93; 49 ucnuranmna u 44 ucnutanmka) je Ouo
CacTaB/beH Off TPU IOATPYIle: YWIAHOBA aMaTePCKOT IpKBeHOr xopa (N=14; 11
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VCIUTAHUIA M 3 MCHOUTAHUKA), YYEHMKA IIECTOTOAMIIbE OCHOBHE My3MUKe
mkone — OMII (N=36; 15 ucnutannia u 21 UCIUTAHNUK) M YIEHUKA Cpefiibe
mysnuke nikorne — CMII (N=43; 23 ncnnrannie u 20 MCOUTAHUKA). YIEHULIN
MY3MYKUX IIKO/IA Cy HOIyHWaBaay YIUTHAK Y OKBUPY PeflOBHE HacTaBe XOpa, a
4JIAHOBY aMaTePCKOT IIPKBEHOT XOpa 3a BpeMe pefjoBHe Ipode.

3a mpuKyIUbame IofaTaka KopuiheH je ymMTHIK KOMOMHOBAHOT THIIA KOjU
je, off cTpaHe ayTOpKy, GOPMY/INCaH 3a TOTpede OBOT MCIUTHBAKbA. YIIUTHMIK Ce
€acTojao of LIECT NMTama, Of KOjUX Cy IpBa TP NUTamba dyIa 3aTBOPEHOL, a
Ipyra Tpu OTBOpeHOr Tuma. Vicnmranuum cy Ha JIukepToBoj ckamu of 1 mo 5
HpOLEHIBA/IN CTEIIeH BAKHOCTI CBaKe HaBeleHe TBP/be Koje IIPefCcTaB/ba Ofi-
pebeny nodpodut xopckor nesama. HaBeneHe TBp/be HUCY YK/by4dMBajIe CaMO
H0dpOodUTY XOPCKOT IIeBaba Koje oApasyMeBajy pa3Boj Ha I1I0/bY MY3UYKe YMeT-
HOCTH, Beh ¥ OHe Koje ce TMYy MEHTa/IHOT, eMOTVMBHOT M colyjanHor HuBoa. C
TVYM Y Be3), UICHUTAaHMLM Cy OATOBapa/iy Ha IIpBa [iBa INTama: ,,Komko je, 3a-
XBajbyjyhu Xopy, cBaka of 1ojie HaBeleH!X TBPABY BaKHa? ', u ,Konuko ce cna-
XKeTe ca HaBeJeHMM TBPAMaMa, Ka0 MOTMBMIIYNMM pasosuMa 3a HOTa3ak Ha
xop?” Jlabe, MCIUTAaHULIM CY OArOBapaay Ha Tpehe muTame 3aTBOPEHOr U Ha
4eTBPTO INTae OTBOPEHOT THUIIA, KOja Cy Ce ONHOCYIA Ha CTHULIAkbe 1 IPAKTUYHY
IPUMEHY MY3SUYKMX 3Hama. YIIUTHUK je Ha KPajy 3a0KPY>KeH ca IOC/Iefba gBa
IJTaba OTBOPEHOT TUIIA, Y OKBUPY KOjUX Cy MCIMTAHMUIY HABOAVIIN LITA UM Ce
folajia a IiTa He Y OKBMPY aKTMBHOCTY XOPCKOT IIeBamba.

Cae ananuse pahene cy y SPSS codrBepckom makety, a nmogauu cy odpabhenn
IeCKTPUIITMBHOM MeTofioM KopuinheweM aputmetndke cpepue (M), ppekseH-
LMja U IPOLEHTA.

Pesynratu

IIpBu fieo ucTpakuBamwa daBMO ce MUTAmbEM IITA je 3a WIAHOBE aMaTepCKMX U
IIKO/ICKMX XOPOBa JOOUT Off XOPCKOT IeBamwa. VcnuTanuiy cy MManm 3afiaTak
Ia Ha cKanu off 1 1o 5 mpolieHe TpuHaecT TBpAbU. Canpykaj TBpAY, KA0 M apuT-
MeTH4Ke CpeiuHe JodujeHNX OlieHa II0 ITOAY30pLMMa fiate Cy y Tademn 1.

CarnenaBajyhn Hanmase, youaBaMo Ja je aMaTepCKUM IleBadyyMa HajsHayaj-
HUje TO HITO Ha XOPy CTMYY HOBa 3HAalba M3 MY3MYKe YMETHOCTU M CTUJIOBA
(M=4,21), ok je yuennumma OMIII Haj3HauajHMje MOdO/BLIABAE ITITACOBHUX
moryhnoctn (M=4,08) u yuenunuma CMII npujaTHO ApyHITBO Ha XOpYy
(M=4,19). PasBujarme DVCLUIUIMHE U CMabJBabe CTPaxa Off jABHOT HACTYIIA, II0-
Ka3aJjIo ce Kao HajMame 3Ha4ajHo y cBe Tpu rpymne (M je < 3,00).

Ipyru feo ucrpaxmBama 0aBUO ce MUTambeM LITa 3a WIAHOBE aMaTePCKUX
U IIKOJICKMX XOPOBa MOTMBHILIE /1A JoJlase Ha Xop. VicnuTanuuy cy umanu saja-
Tak /la Ha cKamu of 1 go 5 mpoueHe meceT TBpAwmu. Cajpixaj TBPA®BYU, Ka0 U
apUTMeTHYKe CpeiiHe JOOUjeHNX OljeHa 110 TI0Ay30pLMMa flaTe Cy y Tademm 2.
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Taderna 1. JoduT of XOpCKOT neBama

Pa3nmMInTe My3nIKe
CTUIOBE

3axBaspyjyhn xopy... LIpxBeHn OMIII CMIII Toran
Xop M M M
M

1 | Mory ma SyzeM y IpujaTHOM 4,00 3,50 4,19 3,89
TPYIITBY

2 | Mory na doswe capabyjem ca 4,07 3,64 3,14 3,61
JPYTUM IeBavynMa

3 | Mory ma pasBujam 3,29 3,06 2,77 2,96
TVCHUIIINHY

4 Mory fja Hay4uM HOBe U 4,14 3,86 4,07 4,00
3aHMM/bUBE MY3UYKe
KOMIIO3u1ije

5 | Mory 4ecTo fla HacTyIam Ha 3,64 3,67 3,49 3,58
KOHI[epTMMa

6 Mory naxie fia caBnajiaMm 2,71 3,31 2,84 3,00
TPeEMY M CTpax Off jaBHOT
HacTyma

7 | Mory na pasBujeM u 4,07 4,08 3,81 3,96
Hod0/b1IaM CBOje TTTACOBHE
moryhHoCcTH

8 Mory fja Hay4MM KaKo Moj 4,00 3,92 3,47 3,72
m1ac GYHKIMOHMIIE U KaKO
Jla ra HeryjeM

9 | Mory fa Hay4nMMm MpaBUIHO 3,93 3,42 3,16 3,38
TMcar-e U IIPaBUIHO
IpXKarbe Tea

10 | Mory na cTeKkHeM HOBa 4,21 3,53 3,30 3,53
3HaIba U3 My3UUKe
YMETHOCTH U Ja UX,
nesajyhu y Xopy, IpuMeHnM

11 | Mory pa, nesBajyhu ctpane 3,64 3,64 3,42 3,54
My3UYKe KOMIIO3UIIMje,
YIO3HaM CTpaHe je3uKe

12 | PasBujaMm jacaH 1 ImpaBuIaH 4,07 3,89 3,37 3,68
U3TOBOP TEKCTA IPUINKOM
neBama

13 | Mory nma ynosHam 4,21 3,89 3,79 3,89
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Tademna 2. Motiusu 3a gonasak Ha xXop

Jonasin Ha Xop 3aT0 WITO LpxBeHn OMIII CMII Toran

" p M M M M

1 Tamo nmam npujatHO 414 3,42 3.95 3.77
APYLITBO

) TaMf) MOTY /la CTeKHEM HOBe 3.93 3,60 3.70 373
npujaTebe

3 BOJI.I/[M Jia IIeBaM U pasBUjaM 443 4,08 4,09 414
CBOj T7Iac
Mory fja Hay4nM Jja

4 | IpaBUIHO JMIIEM JIOK 3,86 3,58 3,05 3,38
eBaM
Mory fa modobIramM HUBO

5 | MOT 3Hama 0 My3M4KOj 4,14 3,39 3,30 3,46
YMEeTHOCTI

6 Bonum fa HacTymam Ha 371 4,06 3,88 3.92

KOHI€EpTUMa

Bonmum nsasos ma yuum u
7 | caBmajaM HOBe My3MYKe 4,57 3,92 3,53 3,84
KOMIIO3MIIMje

Mu paje ocehaj mocturayha

8 3,79 3,64 3,19 3,45
U ycrexa y TeBamy

9 IlosutuBHO fenyje Ha Moje 3,64 3,75 3.63 3,68
PaCIoNnoXeme

10 PasBujam camonoysaame 1 3,07 3.22 3,02 311

cMambyjeM TpeMy

Kaga je y nutamy MOTMBalMja 3a fo/a3aK Ha XOp, aMaTepCKM IeBadM U3-
IBajajy ydeme I caBiajjaBarbe HOBUX MY3N4IKUX KoMnosnnuja (M>4,30) u pa3soj
rnaca (M=4,43), ok ce Kojj y4eHMKa Kao BaKaH MOTMB I10jaB/byje pa3Boj Iyaca
(M=4,08 xop 0de noxrpyne) 1 HacTynu Ha KoHueptuma (M=4,06) Koy yueHMKa
OMIIL.

Tpehn geo ncrpaxnBama 0aB1O ce MUTaEmEM I I XOP JOIPUHOCY CTULIAIDY
Y TPAaKTUYHO] IIPYMEHM MY3WYKMX 3Hamba. APUTMETUYKe CpefyHe H0odujeHux
OlleHa TI0 NTOAY30pLMMa fiaTe Cy Y rpaduKoHy 1.

Pesynratu Takobe mokasyjy ga amMaTepcKy IeBayyl IPOLIEHTYa/THO HajBUIIe
TBpJie /ia Cy CTEK/IV VI IIPYIMEHWIM 3Halba O MY3M4KOj YMETHOCTH IeBajyhu y xopy
(71,4%), mox yaernny OMII y Bennkoj Mepu TBpze fa HuCy (47,2%).

Kaga cy y nutamy 3Hama Koja Cy cTeK/Iu Ha xopy, yueHunn OMII usnsajajy
yIo3HaBamwe HOBUX KoMnosunuja (44,40%), npasuiHo nepame (31,25%), oBa-
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IaBame HOTHUM IcMoM (25,00%) ¥ mpaBuIHO Aucame npu neBawy (31,25%).
Yyennuy CMII kao creyeHa sHamba y OKBMPY XOpa 13/iBajajy IPABU/IHO IIeBambe
(33,36%), ynosHaBame pasmMIUTUX MY3UUYKMX CTuiIoBa (33,33%), mo3HaBame
BpCTa I7IaCOBa ¥ HEKVX Of ofyiuKa BuuIernacja (mo 15,15%). Kao creuena sHama
y XOpY, WIAHOBM aMaTEePCKOT L[PKBEHOT XOpa Cy MCTAK/IM IPAaBUIHO IeBarbe
(44,44%), mosHaBame IPKBEHNUX I/IACOBA 1 OBJIAJlaBarbe HOTHUM NUCMOM (IO
22,22%), IpaBUIHO Jyicame IpuInKoM nesama (11,11%).

OL[]"OBO[] Ha NMATABE Ja JIH CY CTeIeHa H NMPAKTHTHO NpHMeheHa
MY 3S3HYIRA 3Halba

80,00%
60.00%
40.00%
20.00% I I I
0,00%
I pKBEHII XOp OMIIT CMITT
m]Ta mHe

Ipaduxon 1. Ogiosop Ha Gutiarwe ga nu cy citieueHa U UpaKimiuuHo upumerbeHa My3uuKa
3Hawa

CarnenaBajyhn name Hamase, yodaBamo fa ce yuennimma OMII Ha xopy
momaza mpujatHo ApyumTBo (36,10%), neBame (22,22%), mapTUIUIIalija Ha jaB-
HuM HactynuMma (13, 89%), Tumcku pag (13,80%), cBe (11,11%) u HacTaBHUK
(2,78%). Yuenunyuma CMIII ce, mpema Hamasuma UCTPaXKMBaba, Ha XOPy JOIaja
TO IITO MMajy IpKjaTHO APyITBO (55,56%), meBame (22,22%), n3Bohemwe HOBUX
kommosunyja (14,81%) n HactaBHUK (7,41%). UraHOBMMa aMaTepCKOT I[PKBEHOT
Xopa ce JoIIazia TO LITO MMajy IpUjaTHO APYIITBO y Xopy (61,54%), 3aTm moryh-
HOCT YIIO3HaBama IIPKBEHNUX I7acoBa (23,08%), passoj rmaca u cse (1o 7,69%).

Pesynraru nokasyjy na ce yauenunnuma OMII y xopy He fjoniajja HacCTaBHUIIA
(34,0%), negucuumanza (30%), peTke mpoMeHe peneproapa (14%), HeTOBO/BHO
Bexxdame (12%) u perkoct Hactyma (10%). Yuennuyuma CMIII ce y xopy He fo-
naga Hegucrumuba (53%), HemoBobHO Bexxdamwe (26%), HacTaBHUIA (16%) 1
peTkocT Hactymna (5%). YmaHoBMMaA IIPKBEHOT aMaTEPCKOT XOpa ce He fonafia
HepucuumvHa (35%), HemoBo/bHO Bexkdame (30%), 3acTapeo peneproap (17%),
HEIIOLITOBabe NMPUTeHTa U HepBO3a WiaHoBa (110 9%).

HucKycuja u 3ak/bydak

Pesynratu nokasyjy sa Hajsehy modut of Xopa MMajy WiaHOBY aMaTepCKOT LIPK-
BeHOT Xopa. [Ipema MuI/bemy IeNIOKYITHOT Y30PKa, YIIO3HABabhe HOBUX KOMIIO-
3MLMja ¥ pasBoj IJTACOBHUX MOTYNHOCTH jecy HajsHavajHMje JOOPOdUTY XOPCKOT
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neBama. Takobe, 3a cBe Tpyu Ipylle, HajBAXKHUjM PasIor 3a HOTa3aK Ha XOp Ipel-
CTaB/ba pa3Boj IMTacoBHMX MoryhHocTi. OHO IITO Ce OKa3alo Kao HajMarme 3Ha-
4YajHO Y CBMM I'pyIIaMa, jeCTe PasBoj AUCLMUIUIMHE Y CMAIb/Babe CTPaxa Off jaBHOT
Hactyna. C TuM y Be3u, MokeMo peh fja, MaKo MCIIUTaHNUIY BUJe JOOUT Of XOpa,
HIjeJlHa TPyIa He cMaTpa Jja OH uMa Behe 3acimyre 3a pa3Boj OBMX HEMY3UYKMX
CIIOCOOHOCTM M KapaKTepUCTHKA.

Kaza je y muramy cTuljame MY3MUYKIX 3HaIba, CBe TPY IPYIIe U3]Bajajy yuerbe
IpaBYIHOT IleBaba. MehyTuM, Ha OCHOBY HO8MjeHMX OATOBOPA, YBUAEIU CMO Ja
aMaTepCcKy IeBayl, NPOLIEHTYa/HO HajBUILE TBPJe f1a Cy CTEKIM U IPAKTUYHO
npumennu oppehena mysmuka sHamwa, fok ydeHnuy OMII y Benmkoj mepu
TBpfe fga Hucy. C 0d3MpoM fa je ycBajame M IMpaKTUYHA IPUMEHa MY3MYKMX
3Hama jefjaH Off I7IABHUX 3aJjaTaka HacTaBe xopa, usHeHahyjyhe je ma roroso mo-
nosuHa yuyeHrka OMIII Hernpa na je crekia 1o KakBa My3M4Ka 3Harba Ha da-
coBuMa xopa. AHanusupajyhu ogrosope ydennka mecroroguurme OMII, nan-
JIa3M/IM CMO Ha V3jaBe IIOIyT ,,He 3HaM HOTe , ,He CHala3MM ce Jodpo ca HoTama’,
,TEIIKO MU je Ja IIpero3HaM CBe HOTe ¥ CIMYHO. YBuhaMo fa ydeHuny umajy
noTelkoha ca TaYHMM MMeHOBambeM HoTa. [IpeMa HallleM MUIIJbEbY, HICY CTBO-
peHe IOBOJ/BHO YBPCTE acoujaliyje, TO jecT CrioHe u3Mely nMeHa TOHOBA U BU-
XOBMX ITOJIOKAja y MMHUjcKOM crcTeMy. C 003MpoM [ je cXBaTare HOTHOT IMCMa
jeraH off IpMMapHIX 3ajaTaKa HacTase condeha 11 TO y MHUIIMjaTHOM OCHOBHOM
MY3IYKOM 08pa3oBamy, Te [a ce XOp Kao pefloBaH IIpeMeT II0jaBbyje y JPyroM
LVIK/TyCYy TIOMeHyTOor odpasoBama, usHeHahyjyha je cutyaumja ma pgena u fame
MMajy HoTelkohe ca perno3HaBameM HOTa.

[laipe, Ha OCHOBY pe3ynTaTa, yBuhaMo Ja ce LIJIOKYITHOM y30PKY HajBMIIIe
[olajia IpUjaTHO APYIITBO HA XOPY, LITO yKasyje Ha IHOCTOjame ocehaja Komek-
TUBU3Ma KOjI Ce, KAKO CMO PeKJIM, I'Pajiii KpPO3 3aje[IHNYKO JIe/IOBAIbe U Capajiiby
xopucra. C fipyre crpane, geduiuTe XOpcKe AENaTHOCTY, IIpeMa MUIUbEHY
UICTUX, IIPEJICTaB/bajy HeAMCIUIUINHA, HEIOBO/LHO BeXKdare (CBe Tpu rpyie) u
noHauramwe HactaBHuKa (yyenuny OMII). HepncunmnnmHa je Benky mpodiem,
KaKO 3a JVPUTEHTe, OHOCHO HAaCTABHMKE, TAKO M 32 XOPUCTE, jep ce FeHepuIly
HEIOBO/bHY YC/IOBY 32 pafi. HeroBo/bHY yC/IOBY MOTY MTEKAKO yTUIIATY Ha TyOu-
TaK BpeMeHa y pajly u Bexxdamy peneproapa. C TuM y Besu, IOTpedHO je fa Ha-
CTaBHUK, OJJHOCHO [MPUTEHT, 3ajeJHO ca YWIAHOBMMA XOpa, Ha CaMOM II0YETKY
yCIOCTaBM NpaBUIa MTOHAIIAA U fIa UX Ce PAaJuKanHO ApXu. [labe, pesynTaTu
ca jeflHe CTpaHe IOKa3yjy ia ;o0ap ¥ 3aHMM/BYB PeIlepTOap MOTUBMUIIIE XOPUCTE,
a ca ipyre, [a yCTa/beHOCT pelepToapa, MPeTeXKHO MHULMPA TeUIUT 3ajeHNY-
KOT JIOroBOpa 0Ko ofadupa HoBOT. C TUM y Be3M, OTPedHO je MCTaKHYTHU HeoIl-
XOJJHOCT IIPOHaJIaXKerba 3ajeflHNYKOT JJOTOBOPa jep Ce IheroBOM peann3aliyjoM
OCTBapyje ogHOC Komadopanuje, moBepema, MehycodHor momroBama, pasyme-
Bama I /byOa3HOCTI MOMONY KOjiX HaCTaBHMK-AVPUTEHT MOXKe OJINYHO YCIIO-
CTaBUTYU AUCLUIUIVHY, JOIPUHETY §0/b0j MOTMBUCAHOCTH IIeBava, Te CAMMM TUM
OCTBApUTH IIPOAYKTUBAH paj 1 3a cede U 3a XOPUCTe.
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OrpaHnderma OBOI' NCTPaXKVBama MPefCTaB/ba MalM y30paK U Mamu dpoj
’pyan y nopysopuyma. C TuM y Besy, cMaTpamo fa du duto fodpo peannsosaru
VICTP)XXMBaIbe U Y OCTIMM OCHOBHUM MY3MYKVM IIKOJaMa M aMaTePCKUM XO-
poBuMa Kako Ou ce moBehao y3opaxk, a MOTEHIMjaIHO U M3BPIINIa KOMIIapaluja
ca pesy/lTaTMMa OBOI' MCTpaKMBamwa. MuCIMMo uIak fa godujeHu pesynraTu
IIPe[ICTaB/bajy ca jefHe CTpaHe AparoleHe MHPoOpMaluje o carjefaBamwy 10dpo-
dUTM XOpCKOT IeBama, a ca Jpyre cTpaHe IIyTOKa3 Ka MoryhuM mpomeHama y
pajy HaCTaBHMKA, OJHOCHO AVMPUI€HTa KaKO y IIOITIEAY JOTOBOpPa OKO ofjadupa
pereproapa, Tako y IOITEAYy MHTepaklyje ca XOPUCTUMA. 3ajeHIMYKOM ca-
panmoM, KpenpameM ocehaja OAroBOpHOCTI, pa3BojeM BOKA/THUX CIIOCOOHOCTH,
CTHUIIalbeM 3Haba KPO3 YIIO3HaBakbe 1 N3BOheme My3IYKIX OCTBapera, XOPCKO
IieBakbe, He CaMo Jia ITOCefyje OILITU KYATYPHY U APYIITBEHN 3Ha4aj, Beh cBojuM
00pa3oBHMM 1 BaCIUTHUM MOTYhHOCTVMMA Y4eCTBYje Y My3MYKOM 1 CBeoOyXBar-
HOM Pa3BOjy CBaKe MH[UBIJYe.
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HOW DO STUDENTS OF MUSIC SCHOOLS AND AMATEUR SINGERS SEE
THE BENEFITS OF CHORAL SINGING?

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. For amateur singers, the acquisition
of musical knowledge was the most important benefit of choral singing. The biggest ben-
efit for students was the development of singing voice and pleasant companionship. When
it comes to motivation, for amateur singers, the most importand motives for choral sing-
ingwere mastering new musical compositions and developing the voice, pleasant compan-
ionship and acquisition of musical knowledge. For music students, the biggest motive for
choral singing was the development of singing voice and public performing. We concluded
that although respondents saw benefits from choral singing, development of nonmusical
abilities, has seldom been seen as one of the benefits.

Key words: choral singing, benefits, motivation, music school students, amateur singers
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OUJATEKTUKA MHIVIBUTTYATHOT U
KOJEKTUBHOT Y MY3UYKOM JJOTABAJY

Cakerak

Y papy ce pasmarpa (eHOMEH MY3WUKOT Jie/a Koje U3 MepCIeKTHBe CTBapaolja Hajipe
VICXOZIM U3 HeTOBOT JIMYHOT MY3UYKOTL TOXKIB/baja, LOK Cce Y My3W4KoM porabajy cryma-
oLMa IIpeJCcTaB/ba U TUMe IIPEeTEHIyje [a 6y11e HOTpreHo U y4umbeHo Tpajuum. Hacy-
IIPOT TOMe Iyd/MuKa ce ca My3WdkuM genoM cycpehe Hajupe y porabajy kxoju octaje
HUINTaBaH YKOMMKO KOJ CAyIIajala He M3a30Be U MOXIUB/bAj. Vako je cTBapamamrso
VHAVBUJYaTHU YMH, SYJthI/I [ia M3UCKYje IIOTBPAY KONEKTUBA, CBAKO MY3MYKO JIENIO je y
CYLITVHY IIOCTAB/bEHO Ha PEIAlVIj) JIMYHOT M CadOPHOT.

Kmbyune peun: MY3UIKI norabaj U JOXKUBJbaj, MHAUBUYATHO, KOJTEKTUBHO, MYy3M4IKa
npaTma

YBoOp,

Myr—mxy Kao 110jaM 1w GpeHoMeH je HeMoryhe meduHmcaTn. JeyiHO 0 YeMy
ce MO)Ke TOBOPUTH, a LITO je BE€3aHO 3a MY3UKY, jeCTe HaulMH Ha KOju ce
MYSIYKO JIe/I0 UCII0/baBa. MysJKa IpeficTaB/ba MMaTrMHapHM Ipeodparkaj 1eno-
KyITHOT McKycTBeHor duha (uckycTBa) y ToHCKM forabaj koju usasuBa yTUcak u
CBOjeBpCHe My3I4Ke C/IMKe VI TIpeficTaBe Kao miysuje (Stefanovic, 1958: 198).
3aTo MysMKa He MOXe Jla Hac ynyhyje Ha To 1a 0 H0j MUC/IIMO, jep YOBEK MOXe
Jia MUC/IU CaMO O 3aHaTY, TEXHUIIN, CPEICTBMMA ¥ HAYMHY IbIXOBOT ICIIO/baBamba
Kao oOIMIIMa CBOT MICKYCTBa, IOK O CaMoj Mysuuu Huje Moryhe Mucmutu. Yko-
nuKo &y n dumno mMoryhe, oHfa du To cUTypHO dWIa JToIIAa MY3HKa, YCTPOjeHa CaMo
IpepajioM apTUKYIMCAHOT 3BYKa Kao TKarba Off TOHOBA, a 0e3 HeOIIXOJHOT HaflaX-
Hyha Kao jeIMHCTBEHOT ¥ HETIOHOB/BYBOT JJO>KMB/baja.

EnemenT Mmysudkor gena

Kaza xommosurop (moera) ctBapa, OH Hajlipe I0/Iasyl Of CBOT HOXKXWB/baja 1
TpaHCIIOHYje Ta y 3ByK. Off MHTeH3NUTeTa JOKMB/baja U KBA/IUTETA HACTaIe MY-
3UKe 3aBJCK KO/IMKO [e/I0 MOYKe OCTaTH y HaieM namhery. Moxe, a 1 He Mopa
dutu HoTMpaHO. HacynmpoT KOMIIO3UTOPY, MHTEPIIPETATOP [ely IIPUCTYIIA TAKO
IITO Ta M3BOAY, OFHOCHO TEXI [ja Ta PeaKTyan3yje OHAKO KaKo Ia je KOMIIO31-
top Beh ,,4yjHO“ moXXuBeo. V jemaH u Ipyru MOTy fia TOBOpe O MY3UYKOM JielTy
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CaMo 110 OCHOBY HaulHa Ha Koje ce Jiefio McrosbaBa. C 003MpoM Ha TO Ja je My-
3MYKO JIe/I0 HeOofIBOjuBO of jgorabaja Koju je moCTaB/beH Y BpeMeHY, OCHOBHU
elleMeHT Oe3 Kojer HeMa My3uKe jecte putaM (puBUog), o r/1arona péw IMITO 3HAYN
TOK, @ TIPeACTaB/ba CIenM(UIHO BpeMe IPOXKeTO OAMEPEeHNM CKIaJloM U Ipo-
HOpLMjOM yTeMe/beHOM Ha (1po)Toky BpemeHa (Senc, 1910: 832). Putam kao
byHKIMja y MYy3UIY je 3aCHOBaHA Ha IY>KIMHY, OHOCHO TPajarby TOHOBA Off KOjUX
3aBuCcHU cmucao Mysuukor gena (Paz, 1979: 58). Pehamwem TOHCKMX BUCHMHA Of
Kojux HacTaje Menopmja (puel-wdia) Umje je MpUMapHO 3HAYEHE JIENIO Y C/IATKO
IeBambe, jecTe My3ndKa PyHKIMja KOHCTUTYMCaHa TOHOBUMA Pa3/IndnTe BUCKHE
(Senc, 1910: 596). Xapmonnuja (&puovia) ce OFHOCK Ha CKIAJHO Clajambe 1 (ca)
BesuBame (Senc, 1910: 122). To je ¢pyHKIMja Koja ce KOHCTUTYUILIE CTPYKTYPOM
3aCHOBAHOM Ha CK/IaJly IIPU CMEebBakby TOHOBA y OIILITEM CMUCITY, HOK Ce laHac
OJIHOCK VICK/bY4MBO Ha VICTOBPEMEHO 3By4albe BIIIE Pa3/ININTUX TOHOBA Y Bep-
TUKATHOM CMUCIY Kao casBydja M IJMXOBMX CMeHUBamba. Y OCHOBM TepPMIHA
Caap)XM Ce MHIOEBPOIICKY KOpeH ,,ap“ Koju yuyhyje Ha cjenumeme, cBesy (by-
neBa, 2009: 17). Konuxo je oBaj penomen 3a Crape Ipke duo 3HauajaH BUam ce 1o
TOMe LITO Cy T'a IePCOHN(UKOBAIN 1 YIIOZOOUIN TNIHOCTI VICTOVMEeHe XapMo-
H1je, pobheHe Off HOTIYHO CyNIPOTHUX KapakTepa, Apeca dora para u Adpoxnnre
dorume pydasu (Zamarovsky, 1985: 123). [la je y My3u1y TOTOBO CBe 3aCHOBAHO
Ha criendnyHoj penanuju ogpebennx cynpornoctu norsphyje u peHomen mo-
3HaTKju Kao guHamuKa (Suvautg). OgHocu ce Ha jaunny, cHary mn cuny. [Ipep-
CTaB/ba CJIOKEHMIY oy §UO MITO 3HAYM [1BA M VA[LQ, LITO 3HAYY OTUIAME, U3TIN-
Bambe, KpeTame, TOK, HaBlauewe, ofeBamwe (Senc, 1910: 229). ¥V ¢usunu ce
meduHMIIIe CIMYHO jep HacTaje Kao nocreaua Mehycrama iBajy (MarepujamHmx)
Tena, ogHOCHO eHTUTeTa (Kurepa & Puri¢, 1984: 115). 3aro je suHamuka QyHK-
IYja Koja ce MCI0/baBa CHAarOM U jadylHOM TOHA, KOja ce y My3M4KoM porabajy
Mepu, a/lv CaMo Yy OJIHOCY Ha MHTEH3UTET IPeTXOJHOT TOHA.

MYSI/I‘IKO JE€I0 KAa0 IMpEAMET MIIIT/bEIHA

Kaga Mysud4koM Jiely mpuCTynaMo aHaIUTUYKM, OOMYHO TparaMo 3a OfiroBa-
pajyhum mojmMoM koju je u3BefieH U3 mwera (faxie ogpehenor Mmysmdkor gena). Ako
TAaKBO JIeJIO TIOCTaHe IPeIMET MICAOHe OIICepBaliyje OHAa ce paau o Gpuao3od-
CKOM ITPUCTYITY, a1 y AaHALIbEM CMICITY II0 KojeM je ¢humo3oduja mocrana Kyar
MMIIbeba IOK je HeKaja OyIa MpUBpPXKEHOCT ITpeMa MyfpocTu. Mehytum, ymer-
HIUKa TO He 3aHuMa Inpesuile. Ibera, Mysmdkor crBapaolna Kao KOMIIO3UTOpa,
MHTEpeCyje HEIlTO JPYTo, a TO je IPoliec CTBapamba MYy3MYKOT Jie/la a He I1ojaM,
jep je mojaM IPVIMKOM CTBapama alcolyTHO HeynoTpedpuB. CBpxa 1ojMa jecte
fla TIOC/TY>KY Kao dasa CTBapy, fieflla VUM MOCTYIKA, JOK IIPY TOM CAMO MY3UYKO
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Jie/I0 HUKaJfla He HacTaje Kao Ioc/ennia 3aaTor npojexra.! [TomenyTo ce ogHoCH
VICK/BYYMBO Ha MY3MYKO JIeJI0 IOK caM IIpolieC CTBapama He MO)Ke OUTM HUIITA
APYro IO MOC/IeAuIa KOja MCXOMU U3 ,JOXKIB/baja“ 1 TO Kao rocedHe BPCTe MH-
TEH3WTeTa Y 3aMIHTePECOBAHOCTH 32 CBET cauMibeH Off cTBapy u duha.

My3H4KO [1ef10 U JOKVB/baj

HensocTaBHa mpeTnocTaBKa CTBapajadyKor Ipolieca, 1oj YCI0BOM /i je IPUCY-
TaH JJOXKMBJbAj, jecTe crmodoza. Ay, He oHa c1odofa Koja ce MCIo/baBa n3dopom
jemHe op BumIe matocTy. TakBa c1odosia HeMa CTBapajayKor IOTEHIMjana jep
VICK/by4yje CIIOHTaHM CTBapaauky JoX1Bbaj. C1odoza Kao yc/oB 3a HaCTaHaK
MY3MYKOT Jiefla HajIpe je moTpedHa JJOXKMBIbAjy jep Ce OH jaB/ba yBEK M CaMo
»IIPBU ITyT" 300 Yera je HEIOHOB/BYB. A IpyIH IIyT, TO Beh Huje TOXKUBIbaj HETO
caMo cehame Ha OHaj NpPMMapHY HEKaJallbM ayTEHTUYHM [JOXKVBIbAj. 3aToO
cehame Ha mbera He MO)Ke TIOCTY>KUTU Kao IpojeKar 3a ciefehn m1oxmBbaj Koju
du y cedu HoCmo cTBapanayKy NoTeHIMjasl, Beh caMo ImpoBepeH u mo3Hat odpa-
3all HEOIIXO/laH 33 MHTEePIPETalMjy VIM UMIIPOBU3ALINjY KOje Cy jefMHO 3rOofjHe
3a CMMYJIallijy CTBapa/allTBa ¥ HALITA BULIE Off TOTa.

Kommko rog mpuimkom n3Bohemwa HeKOT My3UUKOT Jie/la HACTOjMMO Ha O4y-
Bakby HEroBe ayTeHTUYHOCTY, TO MIIAK Y MOTIHyHOCTH Huje Moryhe. IllTa Bumre,
¥ IPVINKOM M3BODema CBOT TMYHOT MY3MYKOT OCTBaperha, CBAKOM HOBOM IIpH-
nmkoM n3Bobeme he dutu gpyraumje. 350r Tora oHaj Koju M3BOLYU MY3UYKO €TI0
jecTe caMo IOCpeSHMK, TyMady, IIyMall Win IpyuKasusad, Oyayhu ja taksa 3Ha-
Jera 1 Cafip>Ki TEPMUH MHTEPIIpeTalyja, Off TATMHCKOT KopeHa interpres (Ernout
& Meillet, 2001: 320).

[IpecTaHKOM MIMarMHapHe IpeodpPa’keHOCTI YOBEKa Kao IMYHOCTH Y KOjeM
ce 301Ba IOMEHY T JI0XKMB/bAj HACTAje ,OTPEXKIberbe , HAKOH KOjer ce carjefjana
peanHoCT, mpasHuHa ceeta u dnha. To oTpexmemne noxgctude cehamwe, He du
TyMe dula cIymeHa HelpujaTHa pasunHa (Ingarden, 1975: 12). 3aro je cehame
IPOXKEeTO BepOBabeM fla Cy CTBapy Hekasia Oute nornyHuje. Mehytum, u nopen
cehama Kao Npu3NBama IO3HATOT MICKYCTBA YOBEK MOUMIbe a oceha mpasHuHY,
jep oHaB/bamweM forabaja cBe je Jasbe o HEOIIXOIHOT JOKMBIbaja. OTpeXbembeM,
IOXKVBJbaj YCTYyIIa MeCTO cehamy Koje ce 3acCHMBA Ha IIpeficCTaBaMa O KOHKPETHO]
crBapu mwu duhy. [Tomohy npocropHor mm 3ByYHOr 0O/IMKa KOju acoLyupa Ha
HpeCcTaBy Kao npenMet cehama nocraje GpeHoMeH Koju mojeayHIy noucrosehyjy
ca duhem. MebyTum, Tenko fga cehame Moxke MOCETOBATI M OHTONIOIIKM TIOTEH-
nujan. bygyhn fa je mHTepnpeTpame MOrOAHO 32 IEPUOAUYHO YIIPaKibaBarbe,
TaKBa I10jaBa BeOMa JIaKo ITocTaje puTyas. Iberos cMucao jecre koHconupanuja
yYeCHMKa paii KOHCTUTYMCama (0dpefHe MM peNurujcke) 3ajefHMmIe BUIIET

! TlosHaro je ma decripekopHo ypabeH (IIKOZICKM) XapMOHCKM 3aJaTaK HMKaJa He
du Morao fia dyzxe moTBpheH 1 mporiaiieH 3a BpefHO My3MYKO OCTBaperbe.
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pena. 3a pas/MKy Of pUTYyasa KOju je 3aCHOBAH Ha NEPMOANYHOCTH, IIOETHKA Ce
TAaKO He JCIo/baBa. AKO OU Ce KOjiM CiIydajeM TaKo MCI0/baBaia OHfA Oy ocTana
y rpaHuiama odu4He uHTepnperanuje (pamncopuje). CaMo oHJa KaJa HOETCKA
porabaj y Hama 13asoBe U (II0ETCKM) JOXKNUB/BAj, HeNpeBuheHO 1 HeHaaHO, TO
je HeCyMbyBa IIOTBPAA [ia Ce Pajyl O MIOETCKOM MM MY3MYKOM CTBApaIAIITBY
BPEeIHOM Jja y HaMa OCTaBM TPajHO cehare Ha JOXMB/BEHO IT0eTCKO oceharbe Kao
Hapaxuyhe. [Tepuoguuno cehame Ha TakBO oceharme Mu peakTyanusyjemo mepu-
ORVMYHMM PUTYaJIOM He OU /iU Ta KOIMKO OVJIO MMOHOBO y4MHMIN moctojehum u
IeTaTHVIM.

Marujcku g0oX1nB/baj My3UKe

IIpBy, npuMapHy, HajpacIpOCTPabEH)U Y HAjOIIIUTUjU JJOKUB/bAj CBETA jecTe
marujcku. OH HacTaje 13 >KeJbe 3a I0CeOBabeM I OCTBAapUBambeM HafiMOhy Hajl
crBapuma mm duhuma. 3a Crape Ipke maruja (payeia) je TepMyH Koju ce OHOCK
Ha BelITHHY, Yaponujy (Senc, 1910: 579). Cappsxu ce ¥ y TepMMHMMA KO LITO CY
UOYELPIKOG, IUTO 3HAUM KyBapCcKa BEUITHMHA MM UAYELPOG IUTO 3HAUM KyBap. Ta-
Kobe ce moMeHyTa OCHOBA CafipXX1 ¥ Y TepMUHY Maructepujym (Magisterium),
IITO 3HA4YM MajcTOpcko meno (Perendoren, 2004: 318).

Maruja kao BelITHHA y cedu HOCK CBa CBOjCTBa JOXXNB/baja. PasHm ymer-
HIYKY JIOXKMB/bajy CaMO Cy Pa3Boj TaKBOT JI0>KMBJbaja KOji IIPeiCTaB/ba MMaru-
HapHy Ipeodpa)KeHOCT CBETa, HACTAJTy U3 YOBEKOBE >Ke/be 3a ITOCENOBABEM pe-
anmHKX npepMeta wim duha, pagyu ocTBapuBama HagMohy Hapj myMa. TexHMKa
Kao Maruja je 3aCHOBAaHa Ha IIOHaB/balby KOje MM ycaBpllIaBa MM JleTpajupa
(Paz, 1979: 13). 3a pasnuky of Maruje, IOETCKO CTBapalauKi JOXXNB/baj CBETa
pas/uKyje ce II0 TOMe IITO He HAcTaje U3 TaKBe JKe/be, HETo TeK I0C/Ie CTUIAba
CBECTH O HEHOj HEOCTBAPMBOCTY, IITO je ITOC/IeANIA CIIOHTAHOT JO>KUBIbaja, Oy-
nyhu na moxuBibaj ucxopm camo us cnodogpe. IToera xao (My3nmdkm) cTBapanail
Mopa ST OCeT/bUB, IOK OCET/BUB YOBEK He MOpa OUTI My3MYKM CTBAapaall, Kao
IITO TO HUje HM MaT, IaK/le OHAj KOju IToceflyje 3Hambe 1 BeIITHHY. TaKBO HeroBo
ocehame ycTyna MecTo MarujcKoM MCKYCTBY, IIPEACTABU O IPeMeTY, a OBa I10-
CTaje OpraH IpaKTHMYHe aKlMje IIpero3HaBama 1 IpucBajama. IloeTe kao cTBa-
paoly, 3a pas3nuky of ¢punozoda, TeXHNYapa ¥ HaY9HNKa, CBOjy Moh n3Btaye 13
cede. Jla du cTBapanu Ww1Ma HUje JOBO/BHO CaMO Jia TIOCeyjy oxpeheny komm-
YJMHY UCKYCTBA M 3HaIba Kao IITO je TO C/Iy4aj Ca MHXXMIePOM WIM IOodepoM.
CrBapaonyma je morpedHa yHyTpallllba CHara Koja ce CTU4e MCK/bYYMBO 3a-
XBaJbyjyhu mopBury u Temkom Haropy camoounihema (Paz, 1979: 61).

Ocehame moere ka0 KOMIIO3UTOPA jecTe UCXOAMINITE HETOBOT je3nKa M3pa-
)KaBama Koju ce 30uBa y leMy camoM. OfiaTie MCXOAM KaKO MOTHB TaKO ¥ Cafip-
’Kaj cTBaparba flefia, Tj. IpefMeTa Kojyi HeMa IIPaKTUYHY KOPUCT U HaMEeHY, Ynja
CBpXa U cajp>kKaj HUCY TO Aa dyae ynoTped/beH, HETO CBOjy CBPXY U CaipiKaj 10-
dujajy Tex y mo>xmBbajy. VIMaHeHTHU LM/b [iela Kao IpefMeTa je HOXKUBbaj. A
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peayIHOM IpeAMeTy HOIITO I'a je Maryja XyMaHM30BaJIa M IMar1HapHo mpeodpa-
31JIa, Jjaje IM/b [ CIY>KY YOBEKY IPAKTUYHO, [ja 3aMeHM YOBEKOB paji 1 fla HOCK
y cedu 4OBEKOBe MUCIM U TeXIbe. 3a Pas3MKy of cn1odofie Koja ce MCIosbaBa
u300pOM jelHe Off HATOCTM, 3HAYajHMja je YOBEKOBa C10dofa Koja IpecTaB/ba
aKT OfyIyKe. 3aToO je OHa HajHENOCPENHMjU OONMK CYNPOCTaB/batba IPUPOSHO]
HY>KHOCTY, IITO IIPeACTaB/ba TeXIY Ka HagupupogHoM. IIpuponn duha Huje
CBOjCTBEHO JIa Ce YBeK IIOHaIlIa peMa cBojoj omnyiu. brhe ce Hajuemrhe nmonama
ayTOMATCKI, JIOK je EBeroBa Ipupoja ayToMaTusaM, OFHOCHO pediekc (CIIOHTa-
HOCT). 3aTO je OHAIIabe [0 OTYLIM, @ MUMO ay TOMaT!3Ma VLU CYIIPOTHO ayToO-
MaTu3My, HaTTIPUPOIHOCT (ay camo) y MoryhHoCTH.

INoeTcku (cTBapamaykm) JOXKNUB/baj My3UKe

CrBapame My3MUKOT Jie/la HMKa/ja ce He MOJKe MICII0/baBaTH MCK/bYYMBO yIIPaXKiba-
BameM BelITuHe, yMeha, Teopuje nam Hayke 0 YMETHOCTH, jep OU y TOM CIy4ajy
BPXYHCKa YMETHOCT OW/Ia MU CBUpambe JIeCTBULA MM PelllaBabe (XapMOHU30-
Bame) 3a/jaTaka Ha OCHOBY Hay4He ocrocodpeHocTn. JKeby 3a Marujckum f1o-
XKMBJBbajeM Kao XKe/by 3a HajMohu HaJj ITpeiMeTOM IOoAp>KaBa HajJja 3aCHOBaHa Ha
IpefcTaBy O UMAr¥HAPHOM IIPEMETY, OHOCHO Ha cehamby Ha HeKaJallmby Ma-
TMjCKM JJOXKVIB/BAj. 3aTO je MarujCKM JOXKVB/baj OHeMOTyheH I10cefioM, a TOeTCKI
IOXXVBJbaj OHeMoryheH caMo cBojoM orpanmdeHomrhy. Ta 3aBpuieHOCT je 03Ha-
4yeHa (GOPMMPAHNM YMETHMYKMM MCKYCTBOM KOje je jeflHaKO YMeTHMYKOj JC-
HPaKIeHOCTU. Marujcku f1oX1Bbaj je yodmndeH 3HambeM I HayKOM, YMeTHIUYKI
IPeOCTaINM 3HabeM 3aHaTa, TeOPUjoM, eCTeTUKOM VIV TeXHMKOM, Kao cBelnhy
0 INPa3HOj IPEAMETHOCTU YMETHUYKOT Jle/la M MCKYCTBOM O YMETHMYKOM JIO-
X1Bbajy. Toj mpernocrasiy je moTpedHo ocehame, ofHOCHO HalaxHyhe Koje Kao
OIIITE, He TIOCTOjI. 3aTO je CBaKM JOXKMBIbaj Kao MOC/IeANIa HaJaxHyha crery-
¢nuan. IToercka ocehajHOCT ce pasnmkyje of 0duYHe He IO MHTEH3NUTETY (Ha-
npoTuB, 0OMYHA 3Ha d1TH, a Hajuyemrhe 1 jecTe, MHTEH3UBHMja), HETO 110 KBAJIM-
TeTy. AKO MY3UYKO JIe/I0 He TIpeTeH Tyje /ja ce Tpeodpasu y ApaMcKo (II030pUILIHO),
OHJIa My HeMa Jpyre a/JTepHaTHBe OCUM Heucnucane crpanuue (Paz, 1979: 63).
ITa BumIe, u kaga hyTuMo passior ToMe Hije IITO HEMaMO ILITa Ja KaXKeMo (Mc-
TI0/BJIMO), HETO 3aTO IITO HEMaMO Ha4ylHa KaKo fla Ce M3PasuMo.

3a HayKy je JOBOJ/bHO TO LITO Ce IPEAMET IheHe aHA/N3€e MOXKe MEPUTH, ITPEfI-
CTaBUTM Y KOOPAVHATHOM CUCTeMY ¥ OMUTH IIpefiMeT OfIyKe, HaMepe, aKIyje.
3aTo IeH yCIeX 3aBUCH Off TeXHUKe Kao 0d/InKa U cTerneHa jocTurayha. TexHuxka
je cyndoHOCHa KaJj je YOBEK CBeleH Ha CaMo MICKYCTBO, Ha ICKYCTBeHO d1he kojeM
je Hemo3HaT )eHOMEH IpeBasyIaXema camor cede. MehyTum, y noxxusibajy He
Urpa y/lory Hamepa, Hero ocehame kao HajlaxHyhe Koje ce jaB/ba y peaTHOM Bpe-
MEHY, a 13 KOjeT JICTO TaKO, a MOXK/Ia ¥ 3aTOHETHHje MIIYe3aBa.

Oceharme je 3acHOBaHO Ha MAarnHApHO IpeodpaxkeHNM cTBapyuma u duhnma,
IIOK TaKBa MIMaTrMHApHO Npeodpaxkena duha kao miysuje He MocToje y 0djeKTns-
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HOj peayjHOCTY, HEero caMo y MalITK. 3aTo je YOBeKOBa MallTa HajeukacHMje
cpenctBo y dopdu nmpotus decmucia cux Bpcra (Tommnh, 2018: 21). Jep, ocehamwe
HIIje OIHOC IIpeMa CBeTY, Hero IpeMa CBOjoj MAIITH, OGHOCHO IpeMa cedu. Yncro
ocehame 1 yorre ocehame He mocToju || 0cuM Kao 1ojaM o ocehamy, 1ok 1mojam
H1je feo ocehama, Hero fieo cKycTBa. [locTojame MoziesIa Kao OCHOB 32 YHUBeEp-
3aJTHOCT MCKYCTBa y CTBAapajallITBy He Moxke MHoro jgonpusern. Ocehame He
nocepiyje yHuBep3amHocT. OHO LITO KO YHMBEP3aJHOCT NpuUnucyjy ocehamy
HIje yHUBep3anHOCT ocehama, Hero cehame Ha ocehame IITO JaHAC IpecTaB/ba
€CTeTHKY.

YMETHUK KOjJ je CTBapao YMETHIYKO JIeJIO Hulje TUM Je/I0M XTeo nocTuhm
JIETIO YOIILITE, allCTPAKTHO JIEI0, YHUBEP3aTHO JIEINO, jep CYy alCTPaKTHO U
YHUBEP3a/IHO TEPMUHH KOje je CBECT M3Be/a U3 UCKYCTBA IIPEJCTaBa O PEaHOj
CTBapy) OIILITE, KaO II0jaM KaTeropuja cBecTu. A cBelhy ce pyKoBOAM caMo
HaMepa KOjOM je 4OBeK Y MOMeEHTY cnodoje (a He JOKMB/baja) yCMepeH Ka
npenMeTy. Kommosutop nmak Huje HUKaKBOM HaMepOM MOTa0 CTBOPUTH JeJI0, jep
OHO IITO &Y OH XTeO, MOXKE Jja Ce JOTOAY CaMO y CIOQOTHOM YMHY M Y eMOTMBHOM
cTBapamy. Iberoso xreme je CIIOHTAaHO EMOTUBHO CTBAPAIbeE.

VupuBupyanHoct je peHoMeH McKycTBeHOr duha mim HaBUKHO-UCKYCTBe-
Hor Ouha, 1j. duha Koje je opranusam HaBuKe 1 UCKycTBa. YoBek Kao >x1Bo Ouhe
je )KMBOT HaBMKe 1 MCKycTBa. V] kao mro je uckycrBeHo duhe ycroB 3a MHAVBY-
IYaTHOCT, MMarrHapHy IPeodpakeHOCT peasHor cBeTa U camor Omha JoBeka,
TaKO je 3aHaTCKO MCKYCTBO (HAaBMKHO ayTOMATCKO) 3Hame 3aHaTa yCJIOB 32 YMeT-
HOCT. TuMe je yMeTHMK (MHTepIpeTaTop) Be3aH 3a IPOLUIOCT KOja HaM je Jo-
CTyIHa caMo Ha ocHOBY cehama, mamhema, U3 Kojer 1 MCXO[Y CBe OHO IITO je
Be3aHo 3a My3uKy. 3aTo MHumocnHa (CriomeHka), gakie cehamwe nnn namheme
paba Myse, kao fieBeT nepconndukoBannx ocehama noTpedHux fga du Mysndakn
porabaj y mydmunu ns3asBao ycxuhemwe u tume (op nmydnuke) duo norsphen xao
TpajaH.

Hayka o nHpuBMayamHOCTY 81 MOpasna OUTY 3aCHOBaHA Ha MCKYCTBY U 13
Ibera pasBujeHa. A UCKyCTBeHe IpeficTaBe [| alcTpakijuje yKasyjy Ha peayHe
crBapu 1 duha, o0 BUMa roBope ¥ Ha TUM IIpeIMeTIMa OMBajy IOKa3aHe Kao MC-
TYHUTE. JeiMHe NIPefiCTaBe O MHAMBIAYATHOCTY jeCy IpefCcTaBe O IMaryHapHOM
npenMety. Te pefcTaBe HUCY UCTe HY €A jefHUM peaTHNUM IIPEIMETOM, jep OHe
HIICY UCTUHA PEaTHOCTY, Te He MOTY OUTM JOKa3aHe [IOKa3uBambeM, HeMajy YHI-
Bep3a/IHy OHTUYKY OCHOBY Y CBeTY. 3aTO HayKa O MHAVBMAYaTHOCTY HUKAKO He
MO>Ke MIMaTJ CBOjy IIPaKCy HUTY IIPUMEHY, KaO HU § YMETHOCTHL.

My3u4Ku OKMBIbaj CBeTa

HoxuBrpaj cBeTa je eHOMEH Koju MOpa mmaryu cBoje peanHo dmhe. Kao mto
CBaKa paJimba, 30MBarbe WM CTalkhe MOpa MMAaTI CBOT HOCHOILIA, TaKO cBako Ouhe
nMa cBoje heHOMeHe. My3n4KM JOKUBIbaj CBeTa je (heHOMeH OHOT peanHor duha
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Koje HazuBaMo: duhe My3MYKOT MCKYCTBa WM UCKycTBeHO duhe mysuke. Ersaxk-
TaH FOBOP je OHAj KojuM je Moryhe rmokasuBameM KOHKPETHOT IIpYMepa JOKasu-
BaTH, JOK QU er3akTaH roBOp 0 My3uuyu duo oHTONMOrMja My3uke. Mebytum, on-
TOJIOTMja MY3MKe je 3alpaBo y4ere 0 duhy My3MUYKOr MCKYCTBa, a HE O CaMoj
mysuiy. brhe mysuukor uckycrsa je duhe koje nma oprancke popmupane npep-
CTaBe O MY3WIIM,  OPTaHCKY (pOpMUpaHe IpecTaBe Aeyjy IPUPOSHNAM ayToMa-
TU3MOM Oe3 oTpede /ja y TOM Ie/10Bamby Oy 10 KOHTPOJIOM CBECTH, Tj. ia Oyay
Y KpYyIy Ha)Kibe Kao IbeH IpefiMeT.

Buhe Mysuke je uMarnHapHO, OHO ITIOCTOj) CaMO y MALITH, @ TO 3HAYM, CAMO
Y MOMEHTY JI0>KMBJbaja, MHAUBULYATHOCTHY, jep My3JKa HMje YHUBEP3aTH! KOH-
LIeNT Y CMUCITY Jia CBe KYIType IbUMe O3HauaBajy UCTY CTBap, Beh je mpe Kyi-
TYPHU ¥ IPYLITBEHM KOHCTPYKT KOjU Y Pa3MMYMTUM KOHTEKCTMA 1001ja HOBO
wnn pasnmnunto 3Havewe (Bleking, 1992: 18). Mysuka Huje duhe koje du morio
fia TIOCTOj1 Y CBETY U 3a KOje du, IpeMa ToMe, MOTao Jja IIOCTOj! HEeKY IpefMeT.
3aro je jemuHa 00jeKTUBHA PeANTHOCT HAaCIIpaM MY3MKe CaMO THUILIVHA.

Huje cny4ajHo 1a je HAKOH CBAKOT PeJIUTYjCKOT 0dpesia Y MHOTUM IIVIBUJIN-
3alMjCKMM eI10XaMa II0YMHaJI0 Bece/be y KOjeM je HapoJ, paZloCHO UT'Pao U MeBao.
TepmuHonoruja koja ce ogHOCK Ha 30MBama U pajme Y OBakBMM porahajuma
camo noTBphyje KonmKa je BXXHOCT IpyuiaBaHa Hapo#HOj cadopHocTu. Vrpame
KOJIa M/IM Opa 3aCHOBAHO je Ha M3pa)kKeHOj aKTMBHOCTM CTOIAJIa, OJHOCHO 3a-
xBaspyjyhu moryhHOcTMMAa KOje Hajupe mpy>ka AxmnoBa TeTnBa. Jlakje, OHY KOju
ce yxBare y KOJIO, OHU CTOIIa/Iajy, jep je Ha TOMe 3aCHOBaHO Koso. Huje cny4ajHo
Zia ce IPUINKOM UTpama Kao n3pas nocedHe Bpcre ycxnherwa Beoma decto (0da-
BE3HO) MO>Ke YyTI U3BUK: OIIa, VI €j, o11a. OCHOBHM YCJIOB 3 JIeTIO ¥ JOdPO KOO
jecTe fa urpauy umajy uspaxen ocehaj sa nparmy, ogHOCHO fia caocehajy jenHn
mpyre u fia ce npare. VMako urpauu odpahajy naximy Ha cBupade, UIaK ce U jefHI
U OpyrM paBHajy mpema urpaumma. He upe, a gecto je u Hemoryhe, fa urpaun
npate cBupade. Tako je n y danery. [Jakie, y My3audkoM porahajy ocCHOBHM yC/IOB
jecTe IpaTHa, Koja ce ICIo/baBa 13Mehy CBUX yuecHUKa.

Ila je ocehaj 3a mpaTwky HEIPUKOCHOBEH NPWINKOM MY3ULIMpPakha 3Hajy CBU
neBauy 1 cBypaun. CBaKo KO MMa MCKYCTBA Y XOPCKOM IIeBamy CUI'ypHO ce ceha
4eCTUX NMPWIMKA KaJia je MOTpedHO Jla XOp WM [leO XOpa ,yIeTH  IOC/e Heke
3HayajHe mayse. To MecTo ce odaBe3HO mocedHO yBexkdaBa. Yect je cmydaj aa
AVpUTEHT 0daBe3HO ,,Bpaha“ Xop jep Heko IeBa IpeMa CBOM JIMYHOM TyMademwy
eroBUX IoKpeTta. Hacympot ToMe, TakBo MecTo ce ,,0e3deqHo“ mpomasu camo
OHJIa KaJa ce IleBady ycpefcpefe BIIlIe Ha OCTYIIKMBambe 1 Ipaheme jenHu fpy-
TUX HETO/IM YKOJIMKO IIeBajy IpeMa IOKpeTy AMpUIeHTa. YTucak je fa he gupu-
TeHT IIpe NPUXBATUTH IIPBY CUTYyaLujy.

YnpaBo Ba)KHOCT MCTaHYaHOT ocehaja 3a mpaTmy norsphyje n 3Haueme
UMeHa jeflHe ofj leBeT My3a I03HaTuje Kao Kammoma, offHOCHO Ha IpPYKOM
KaAAiomn. beno nme jecte cnoxxeHnna o pednt KoAAl IITO 3Ha4M J1emo, JOOpo
(Senc, 1910: 468); 1 peun 6MASOG WITO 3HAUM IIpATHIALL, ONIafiay, oroapad (Senc,
1910: 664). Takne, Mysa Kannomna jecte nepconndukaiuja ncranyanor ocehama
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Kao HajlaxHyha 3a jeny u godpy npatrmy, IOHeCeHy MysnukuM ycxmnhemem. Y
3aI1aJHOEBPOIICKOj TPAANLIUj/ TIPEJCTAB/beHA je Kao JIeNa [eBOjKa Koja JAp>KI
CBUTAK €IICKOT IleBama LITO y CYLITUHY He OArOBapa 3HAaueky HEHOT MMeEHa.
Mapa, dynyhu fa je 3amagHa Tpajuiyja ckjoHa onpenMeheHoM n30dpaxkaBamwy
HensodpasuBux ocehamwa mm JOXIUBIbaja, Apyradnje ¥ Huje MOI/Ia OUTH IpUKa-
3aHa. Jlakie, Mysuuknu gorahaj koju je 3acHoBaH Ha TakBoM ocehajy 3a mpaty
jecte ko110, opo. C 0031pOM Ha TO JIa je KOJIO 3aCHOBAHO Ha CTOIa/Iamy (Ipum-
KOM KOjer ce 4ecTo M3BUKYyje OIla) Hije Cay4dajHo jja ce u odyha Kojy urpaum Hoce
IPWIVKOM UT'parba HasyBa OIIaHaK, a [I0Be3 OKO CTPYKa 3a Koju ce urpaun Meby-
codHO JipxKe, IITO UM CTBapa crennduyan ocehaj npepasmnakema NPUPOTHOT
KpeTama ¥ XOfama I10 3eM/bl, Olacay. YIPaBoO je 3aTO Y aHTMYKOM IIEPUORY
HajBHIIIe ¥ HajuHTepecaHTHyje nmpukasusana Hukm (Nikn, Victoria), doruma mo-
depe, kao ocehare PaBIO/BYOMBOCTY 3a0TPHYTO aTPUdyTUMA JBYICKE TMYHOCTH
(Paz, 1991: 15). OBakaB nepcOHM(NUKOBAH HAUMH PELICTaB/balba jeCTe IPUBIUIIe-
ruja camo necHuka. Camo pgorabaju xao mro cy nodepe, duno y dopdama, ymer-
HIYKUM JIN CHOPTCKMM TaKMM4YEHMMa MOITIM CY Ja u3a3oBy ocehame Hems-
MepHe pafiocT! U JIMKoBama. 3ato je dormmwa Hukm Hajuemrhe msodparkaBaHa
KaKo MTpa CKOpPO Heloaupyjyhu cTomanuma seMiby. Jep, OHO IITO YOBEeKa HajBuUILIe
HOACTIYe Ha My3W4KM forabaj kao miec, mTo ra ycxuhyje Ha UTpy, OGHOCHO KOJIO
Ka0 JMCIIO/baBalbe PafJOCTY ¥ JIMKOBama jecTe Imodefa 1 TO MOCeOHO OHa 3a-
xBasbyjyhu kojoj je nadernyra usBecHa norndao (Zamarovsky, 1985: 232).
TepmuH KojuM ce ykasyje Ha UTpambe Kao IIecambe y KOy WM 0Py, a Y CTIaBy
dorosa nocedHo [I1oHMCOBY, Kao (#0)ckak(u6)amu, CBe4aHO IIECATH, BECETUTH
ce, CTTaBUTH, BEJIMYATH jeCTe TPUKY ITIar0JI XOPEVELY, Xopevw (Senc, 1910: 1005).

Iberos ekBUBa/IEHT Ha LIPKBEHOC/IOBEHCKOM jE3VUKY jecTe: TMKOBATI, TMKOBCTBO-
Batu ([Ibsguenko 1899: 283). Vimennna mikd (X0pOG) ¥ CPOLHIM I/IATOJT TNKOBATH
y MHIOEBPOIICKUM je3M1iMa MMajy Bullle MelycodHo Omckux 3Hauema: Urpame,
neBame, IUlecame, CKaKamwe, IPOMKO y3ramasame (Pacmep, 2004: 495). 3dor
TOra ce y KiburaMa Ha LIPKBEHOC/IOBEHCKOM je3MKY YMECTO 1M3pa3a XOp MOXKe
cpecTy MKbD. Ta unbeHNIIa yKasyje Ha TPYKO CXBaTame M 3Hauekhe TepMIHa X0p.
OHM Koju y4ecTBYjy Y XOPY, a KOju UTPajy, CBUPajy U [IeBajy, yCTBApU NUKY]y —
JMKOBATh, MMKYI0, HITO OfIfOBapa Ipelamy fa CY Y aHTUYKOj TPAAULIVjU UCTU
YYeCHUIIM Y XOPY MCTOBPEMEHO U IeBalu ¥ CBUPAIN U UTPAJIN.

3a pasnuKy of oBakBe BpCTe Ijleca, IocToje u fpyre. Ilnec xoju Huje
3aCHOBAaH Ha MOryhHOCTMMa HalMX CTOIajla M KOjy ce 3acCHMBA Ha MoryhHo-
CTUMa JPYTUX JIeTIOBA JbYACKOT Tejla MIO3HATHjU je Kao TPOYIIHY, IIPK KOjeM Ille-
cauniia Hactymna doca. [IpuInKoM TakBoOT Ijleca OCHOBHM ITIOKPET KOjI Ce OCTBa-
pyje 3acHOBaH je Ha MoryhHoCcTMMa cTOMavyHNUX Munha, Ipy 4eMy cToIana Hut
y 4eMy He Mory omohu, jep IpMIMKOM TaKBOT I/Ieca HeTOMIYHO Ce CTOjI ca 0da
CToIlaza Ha mofy (3em/bu). Y TaKBOM ,,My3M4KOM  iorabajy M3ocTaje y3BUK M
U3BUK Kao 1ITO je: oma! Ycxuheme Koje OHa 13a3uBa yITTaBHOM je 3aCHOBAHO Ha
€pPOTCKOj XYY KOjy M3a3MBa KOJ IPUCYTHOT fiefla Myd/InKe KOjyu Cy o4nmMma
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YIPTU UCK/BY4MBO Ha Iy, a1 He 1 Ha MahycodHO npucyTHe. Y 0BOj BpcTH Ijteca
IIpefICTaB/beHOj Kao JOMUHAIMja [OjeHIIa CBaKa BPCTa IpaTke Ou duma cy-
BuHa dyayhu na ce mrpadmiia caMoCTaTHO M3BMja Kako Ou 13asBaa mro Behn
HaroHcky Hadoj. [lakie, 1 oBa IIpaKca CBeoYM Jja epOTHKY He U3a3uBa cadopHo,
KOJIEKTVIBHO HETO MHAMBUJYa/IHO IUlecame. bynyhm ja cBaka mrecayniia Ha CBOj
HA4lH IUIellle, YYeCTBOBabe BUIIE HBIX O1 Mo Apyraunjy nopyky. Hacynpor
OBOj IIPAKCK y KOy je K/by4HO oceharbe 3ajeHMINTBA Yy KOjeM HUKO HUje MPBU
OCMM OHOTa IITO BOJM, OTHOCHO (CaMo) ycMepaBa KpeTame KOJa, IIPU 4eMy Cy
CBM jefIHaKM, IITO NOTBpDyje UMmIeHNIIa 1a y CBAKOM TPEHYTKY MOTy CBU Jja ce
I71efajy y nmie.

VHTepecaHTHO je fa M NpuIMKoM u3Bohemwa Karta (3ammiuubeHux dopdu y
dopmraukuM CopToBMMa Kao LITO je KapaTe) U ClIapyHra, JoKie rog mehy yuec-
HUIIMMA [TOCTOjU TIpaTHa, caocehame mmpema fgpyrome, To Huje dopda. Kaga Tora
HecTaHe, OHJIa He CaMo fla ce K4Ta, HeTo 1 IIeC MOTY IIPeTBOPUTY 1 IIpeodpasuTu
y cypoBy 00opdy, Kao 1mto je dopda rimapujaropa. AKo ce Ha IpUMep Y IIafujaTop-
ckuM dopdama oceTy MM IPUMETH IVIECHM OFHOC, Tajja pasylapeHa IydmmKa
Herofiyje jep IpernosHaje IIIyMy Y CUMY/IMpaHOj M mpuBugHoj dopdu. akie,
U3BUK OIIa, Kao IpaTHa, OHOC 1 caocehame pema Apyrome, Herupa u IpemMo-
mwhyje dopdeHn moreHuMjan 1eca y XMBOTBOPHO KOJIO MM OPO, y KOjeM ce
K/IM4Ye: OI1a, OIa. 3aTO Ce Y MHOTMM HAIIMM KpajeBuMa 3a HajBehn rpex cMaTpaio
KaJja HeKO pacTypu Koyo. HacynpoT ToMme, YKOIMKO ce Y HOMUTUKY Ko BEIITHHY
PALMOHATHOT ¥ apryMEeHTOBAHOI OJIy4YMBaiba U yIIpaB/bama yHece ca-ocehaj-
HOCT, OHJJa TO IIOCTaje Bepa — 3aBeT, KOjy IIpuInde Ipe MecCHULMMA VI IPopo-
IYIMa HEero/IM BIaflapuMa.

3ak/pydak

Mysuuko cTBapame je HeodjallmbuB Ipoliec y KojeM I0jaBa MY3MYKOT Jiefia Kpo3
ajiekBaTaH gorabaj moduja cBOjy MOCESHOCT, er3nCTeHIN]y, a TMe Y OHTOJIOIIKY
crenndUYHOCT, WTO Mopa duty norepheHo moxuBibajem. Vako ce Taj mpouec
UCIIO/baBa U T0YMIbe IPBEHCTBEHO U3 VHVBUIYaTHOCTHU HETOBOI ayTOpPa, He-
Moryhe je MapriuHannu3oBaTH YIOTY ITyONMKe Kao Kpajibe MHCTAHIle Koja My3/d-
KOM Jieny Kpo3 gorabaj gaje HeonmxopHy notBpay. bynyhu na je cBaku kommosn-
TOp MPEeHOCH/IAL, KOMeKTUBHOT naMherma, CTBapalaliTBO je MIAaK KOJNEKTUBHU
4JH, jep MHAVBMAYATHO CTBApPAIAIITBO He OJ MMaIo BUTaTHOCTH Ja Of[O/N He-
HOCTOjamby U3 Kojer ucxopu. bynyhm ma crBapanmamrsa Hema de3 cehama, axie
KOHCY/ITOBama IMPOLIIOCTH, U caMo cehame je y CyIITHHU KOMeKTuBHY 4uH. To
ce U3Pa3sUTO BUJIM Y CIY4ajy Kajia Cy y IIUTamby K/by4He U HEIIOHOB/bMBE CTBApU
y )KMBOTY, Kao IITO Cy Halle pobeme 1 cMpT Kojux ce cehajy camo Haum mpemny
WIN MOTOMIIM. 3aTO Ce KMBOT CBAaKOTa Off HacC 3aBpllaBa CKyIIOM Ha KOjeM ce
U3jaB/byje ClaBa My M/IM Bje4Haja IIaMjart, LITO je y CYIUTUHMU UCTO, jep 110 pedynma
ViBe Anppuha, Hajseha je gact 4oBeky fa Oyme JOCTOjHO caxpameH y cehamwy
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CBOjUX ITOTOMaKa IITO ce jea1HO MoTBphyje nepamweM (1981a: 31). ake, nuHpmu-
BUAiyanHo ceharme HUje jelaTHO 3aTO LITO MHAMBMAYA Oe3 ,APYror' He ofjo/neBa
HEIOCTOjamby, IPOTAa3HOCTI, I1a CAMVM TYM M HeMa IOTEeHIjala ja My3UIKIM
VI KaKBUM JPYTMM CTBapa/jaliTBOM IIpeBasuia3y M3BECHOCT VHAVMBUJYa-
NM3Ma, Ka0 Hepeann30BaHOT ¥ HeMOTBpheHor mocrojama. Taj moTeHumjan nma
caMo KonekTuB wiy nmydnuka. Hajdosu mpumep TakBux 3ajefHuia cy cadopau
My3u4Ku forabaju: koo, opo, Xop, OpKecTap, CONICTa HacIlpaM Iyd/Ke, a TO je
Beh u penurujckn peHOMeEH 3aCHOBAaH Ha MAIIT(apyj)u U IeBamby y KojeM je 0d-
pahame apyrom rmaBuu npununn (Paz, 1991: 12).
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DIALECTICS OF INDIVIDUAL AND COLLECTIVE IN A MUSICAL EVENT

In the process of its creation, a musical work usually goes through a phase of event and
experience. Only then do the conditions appear for it to become an object of remembrance
and re-actualization. However, by remembering or repeating a musical work, it is possible
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to arrange only an event, but not the primary authentic experience that has remained in
us as a memory of emotion (experience). Considering that a musical event is related to
the collective, and a musical experience is a matter of personal exaltation, therefore, every
musical work is placed in the relation between individual and collective.

Key words: musical event and experience, individual, collective, musical accompaniment
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POSSIBILITIES OF THE USE OF EMIL JAQUES-
DALCROZE’S METHOD AND ELEMENTS OF MUSIC
THERAPY AND CHOREOTHERAPY DURING
THE CLASSES WITH SENIORS

Summary

The article deals with the topic of the possibility of using the Emil Jaques-Dalcroze’s
method and elements of music therapy and choreotherapy in music and movement classes
with seniors. At the beginning of the article a short description of the senior age with the
particular compliance of so-called “good way of ageing” is characterized. Then, the
possibilities and main aims of the Eurhythmics of Emil Jaques-Dalcroze’s with the elements
of music therapy and choreotherapy in class with seniors will be presented. The main aim
of these kind of classes is to improve the quality of seniors™ life and support their
psychomotor development, which is treated as the prevention of the ageing processes. The
article is illustrated with the description of various kind of exercises, which can be used
during the work with seniors, and with photos of seniors’ classes run by the author. The
summary includes information about the possibilities of Dalcroze’s Eurhythmics as a
method of comprehensively developing human in terms of his ability and predispositions,
musical, motoric and intellectual.

Key words: Dalcroze, music therapy, choreotherapy, seniors, movement

Introduction

he subject of ageing and old age is the scientific area of research in many sci-

ences, such as: pedagogy, psychology, sociology, economics, social policy and
demography. The subject of considerations, dictated by demographic changes,
concerns changes in the elderly age in the areas of such aspects as: life attitude,
development opportunities, adaptation and assimilation to the end stage of life of
the elderly (Fabi§, Wawrzyniak and Chabior, 2015: 42-44). Old age is usually
called the third age, senior age and applies to people over 60.

The phenomenon of old age as a specific phase of the human life has evolved
over the centuries, in terms of life expectancy, changes in social roles and tasks
that were attributed to people during this period of life. The literature on this is-
sues includes a complementary approach to old age and contains the following
aspects:
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o  physical
«  psychological
« socio-cultural (Fabis, Wawrzyniak and Chabior, 2015: 45).

Ageing is the common and natural life process. It is a gradual process and
leads to a decrease in vitality and immunity. This process is involutionary, leads
to weakening of the functions of various human organs and systems, and ulti-
mately to death (Fabis, Wawrzyniak and Chabior, 2015: 46). But it is the most
unexpected thing in our life, which can happen to people. During this process we
can observe spontaneous changes, irreversible and adverse from an individual’s
point of view. We can observe the effects of these changes in many life spheres:

«  physical efficiency

«  psychical efficiency

» social activity (Fizjologia starzenia si¢, Profilaktyka i rehabilitacja, 2013:

4).

These changes appear gradually and they can stratify. In general we can dis-

tinguish two periods of human life:

o Development period - essential life span — growing, maturing and reach-
ing the highest level of biological efficiency;

o The period of worsening of the homeostasis and efficiency of the organs
- reduction of the possibilities of the load disposition, limit of the life
functions, increasing of sicknesses and finally death (Fizjologia starzenia
sig, Profilaktyka i rehabilitacja, 2013: 1-3).

From the individual point of view the ageing process can be:

o better — which means beneficial;

«  worse — which means adverse (Fizjologia starzenia sie, Profilaktyka i re-
habilitacja, 2013: 3).

We can extract the criterion of so-called ,,good way of the ageing process”
(Fizjologia starzenia sig, Profilaktyka i rehabilitacja, 2013: 3-4) as:

« physical absence of diseases;

« good physical and intellectual efficiency;

«  psycho and social activity;

«  presence of activating factors;

« possibility of self-esteem of the “ageing process” (Fizjologia starzenia sig,

Profilaktyka i rehabilitacja, 2013: 4).

Due to psychophysical and social changes in the senior ages people are afraid
of:

«  chronic diseases;

«  senility;

. memory impairment;

« senile dementia;

« helplessness;
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« addiction to the help of other people (Fizjologia starzenia sie, Profilak-
tyka i rehabilitacja, 2013: 7).

To improve the quality of seniors’ life, it is necessary to support their psycho-
motor development, used as prevention of aging processes. This is why the Uni-
versities of the Third Century were established. They have a rich educational
schedule for seniors. The reasons for creating these institutions were among oth-
ers (Steuden, 2011: 93-99):

» increase of statistic life length as an increase of the elderly population;

o helplessness and lostness of older people facing rapid civilization changes;

« the need to understand the elderly, regarding understanding life in a

changing reality and adapt them to changes;

« the need to include older people in lifelong learning.

The University of the Third Age in Gdynia was established in 2004, there is
also included the Centre of Seniors’ Activities. This institution’s activity is based
on (http://www.cas.gdynia.pl):

« understanding of the seniors and their needs;

« flexibility of offered programme;

o openness to innovative initiatives, strengthening the activities of seniors;

«  building a common Senior Support System based on a strong local part-

nership network.

The main assumptions of the Centre of Seniors’ Activity in Gdynia are:

o coordination of the tasks for seniors, for example culture, cognition,
health, integration and entertainment activities;

« care, cooperation and substantive and financial support of 23 Gdynia
Senior Clubs;

« promotion of the healthy lifestyle, organization of free time (for example
preventive gymnastics, trips, integration meetings, projects based on
various activities);

« involving seniors to introduce new initiatives and ventures;

« information activities for seniors in various forms (http://www.cas.

gdynia.pl).

Eurhythmics with the elements of the music therapy and
choreotherapy classes - characteristics of the activities!:

Rhythmics with the elements of music therapy and choreotherapy classes with
seniors in the Centre of Seniors’ Activity in Gdynia have been organized since
2016. During these activities I use Jaques-Dalcroze’s Eurhythmics method and

1 The concept of the class was developed by Marzena Kaminska; the tasks from the
method of Emil Jaques-Dalcroze, Carl Orff, music therapy and choreography are included.
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elements of music therapy and choreotherapy. These activities are led in group, in
musical-movement form. Thanks to the use of the movement form, there appear
possibilities of oxygenating cells and supporting the respiratory and circulatory
systems. Common action in a group improves the mood, integrates the group and
strengthens faith in one’s own abilities. In this kind of action, the participants of
the classes can unite, making music brings them closer to each other, and thanks
to the use of music - it is possible to spend a pleasant time. All exercises in indi-
vidual or common forms can be adapted to the capabilities of the group and its
current psycho-motor form.

These classes include three kinds of activities: musical, intellectual and phys-
ical.

Musical activities:

« exercises that increase sensitivity to elements of music;

o singing songs;

« learning dances (especially integrating dances);

« learning simple movement interpretation of music as the active listening
to music;

« exercises developing musical and movement imagination and creativity;

« using the tasks from active music therapy, e.g. movement or instrumen-
tal improvisation;

+ using the tasks from receptive music therapy - e.g. projection and imag-
ination techniques (visualization) and relaxation techniques.

Intellectual activities:

« exercises to improve human cognitive processes with particular empha-
sis on memory efficiency;

o exercises to improve concentration;

»  exercises to improve both musical and general attention and memory;

o exercises to improve and make the response quicker;

o  exercises supporting orientation in space;

« exercises of different kinds of coordination, e.g. motor coordination,
hearing-movement coordination, visual-movement coordination;

« inhibition and incitation exercises (characteristic for E. Jaques-Dalcroze
method), which make the nervous system more efficient.

Physical activities:

« movement exercises to improve physical coordination;
« movement exercises to maintain general agility;
« movement form to oxygenate the body.
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Structure of the classes

Breathing and gymnastic exercises;

Musical “Introduction” in few languages - a song for “Welcome”;

Task sensitizing to elements of music;

Inhibition-incitation exercise;

Activating—-Movement improvisation/movement etude/instrumental im-

provisation exercise — in the whole group/in a small group/in the pairs/

individual forms;

Singing (not every class);

Integration dance/spatial and movement interpretation of music;

8. Music therapy exercises: for example, receptive music therapy—with the
use of projection and imagination techniques (visualization)/story with
the music/emotion exercise/relaxation exercise;

9. Musical “Goodbye” in a few languages—a song for “Goodbye”.

Vol » D=

Na

The examples of the classes:

1. Musical introduction in a few languages

Singing a welcoming melody in a few languages.
Text:

“Hay, halo, bonjour, Gutten Tag,

Welcome, welcome, welcome welcome,

Buenos dias, Buenos dias,

Dzien dobry”

2. Short breathing and gymnastic exercises

The exercise with the music recording in slow tempo, with relaxing character.
o  Putting the arms up and down, breathing deeply;
« Doing head circulation/shoulders circulation;
«  Opening and closing the chest;
«  Doing hips circulation/right leg circulation/left leg circulation;
« Standing on one leg with eyes closed.

3. Exercises with the break in music and the awareness of the particular parts
of our body

The exercise can be done with music improvisation - playing the piano by the
leader. All participants walk around the class, when break in music appears and
the leader says the name of one part of the body - all participants have to find a
partner and touch the given body part of their partner (picture 1).
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Picture 1. Reaction for the particular part of the bodies (beck, etc.)

4. Tasks for the music elements

A. Exercise for the registers/sound of music:

The exercise can be done with the use of music improvisation - playing the piano
by the leader. In this exercise we can use the balloons. Before this exercise - all
participants have to blow up the balloons.

All people walk around the class and:

«  when they hear the sound or chords in higher level - they wave or swing
the balloons over their head;

«  when they hear the sound or chords in the middle level - they have to
find a partner, stand back to back with keeping their own balloons on
the waist level;

o when they hear the sounds or chords in lower level - they all have to
stand in a big circle and play on the balloons, keeping it low.

B. Exercise for the metrical accent:

The exercise can be done with the use of music improvisation - playing the piano
by the leader. In this exercise we can use the balls. All participants stand in the big
circle.

When they hear 2/4 measure - they give the ball to the left side.

When they hear 3/4 measure - they give the ball to the right side.

When they hear 4/4 measure - they throw the ball to the person in front of

the given person in the circle (picture 2).

Picture 2. Reaction for the metrical accent with the use of the balls
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5. Inhibition-incitation exercise

This kind of exercise is specific for the Emil Jaques-Dalcroze method. The exercise
can be done with the music recording in moderate tempo with marching and
stimulating character. It is possible to use the passwords, which shows or prompts
the activities, we can use numbers or passwords such as: Hip, Hop, Hep, Hup, etc.

All participants walk around the class and react to the following passwords:

1%t version

STAMP or ONE or HOP - all people do 4 stamps;

THIGH or TWO or HIP - all people clap their own hands 4 times on their
thighs/legs;

HAND or THREE or HEP - all people clap their hands 4 times;

HEAD or FOUR or HUP - all people sway their head from side to side saying
the phrase “tick-tock” 4 times.

2"d version

SEQUANCE - all people do the sequence from the beginning to the end (for
example, from down to up or from 1 to 4).

SEQUANCE INVERSION - all people do the sequence from the end to the
beginning (from up to down, from 4 to 1).

6. Activating exercise - Movement improvisation/movement etude

The exercise can be done with the music recording in moderate tempo when we
want to activate participants in slower tempo or with the music in faster tempo,
when we want to activate them faster, more. This exercise can be done with the
Chinese sticks (two for one person) or other requisite (for example, balls, materi-
als, elastics, brushes, which can help to activate the movement).

Movement improvisation

1t version
Participants stand in front of the leader (or in the pairs) and repeat different
kinds of movement after him/her. They follow him/her (picture 3).

Picture 3. Movement improvisation in pairs with the balls
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2nd version
Participants improvise movement with the use of some requisites. It is pos-
sible to use free improvisation (picture 4).

Picture 4. Free movement improvisation in a group with the use of the balls and materials

Movement etude

3t yersion

All participants stand in the circle. One person improvises some kind of
movement, according to his/her idea, the rest of the group takes the movement
and repeats it in the same time. Then, the person who invents the movement (the
leader in this moment) passes the turn to the next person.

7. Integrating dance “SPECKNERIN™2

All participants stand in a big circle, count to two, etc. It will be their first pair,
and then they turn back to other person and it is their second pair. The structure
of this dance is the stanchion of the refrain. In movement the verses are different
but the refrain is always the same. Description of the dance:

I. Verse

All participants hold hands and walk in the circle, opposite to the clock direction.

Refrain

4 steps to the middle of the circle, 4 steps back, this figure is repeated 2 times.

II. Verse

All participants do withdrawal step and delivery step in the same direction, but theirs
body is set to the middle of the circle.

Refrain

The same as the previous one.

IIL. Verse

All participants do interlaced step.

Refrain

The same as previous one.

2 Specknerin is an English integrating dance, it means dancing in the circle. This
choreography was prepared by M. Kaminska. It is based on the workshops ,,Dances in the
circle” and on the recording founded in public media.
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Interlude

All people create first pairs.

IV. Verse

All participants dance in the first pairs in small circles, with the change of the direc-
tion.

Refrain

The same as the previous one.

V. Verse
All participants create the second pairs and dance in small circles, with the change
of the direction.

VI. Verse

All participants do interlaced step.

Refrain

The same as the previous one.

Interlude

All participants create two circles: people with number 1 - stay in the outside circle,
people with number 2 - enter inside and create a smaller circle.

VII. Verse

All people dance in two concentric circles, each of them moves in a different direc-
tion.

Refrain

The same as the previous one.

VIII. Verse

All people return to their circles, and they dance in two concentric circles, changing
the direction (opposite direction).

Refrain

The same as the previous one.

IX. Verse

All participants do interlaced step.

Refrain

The same as the previous one.

8. Movement interpretation

In this area it is possible to create participant’s own movement interpretation of
music. The main goal is to illustrate music, show emotion, with the consideration
of music piece structure. It is possible to use the requisites and do movement in-
terpretation with these elements. For example, when we use the foil we can walk
in the circle, steps inside of the circle and back, wave with the foil, put the foil up
and down, turn around holding the foil, etc. (picture 5).
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Picture 5. Movement interpretations with the use of the foil

9. Relaxing exercise

In this area it is possible to use all kind of relaxation music to do relaxing exer-
cises. Various types of massages with the requisites (balloons, balls, sticks, gloves,
etc.) work well. Below I'm presenting the exercise with the use of vocal-instru-
mental music recording by female and male duet voices.

All participants find the partner and stand in pairs in front of their partner,
holding his/her hands, listening to music and following the voices. All pairs have
to set out who will react to the female voice and the male one as a leader during
listening to music. They listen to music with closed eyes, and react to the male
(the first person from the pair) and the female (the second person from the pair)
voice. This exercise can be called “some kind of hands dance” (picture 6).

Picture 6. Relaxing exercises “magic hand” or “follow me”

10. Musical Goodbye in few languages

Singing the goodbye melody in a few languages.
Text:
“Hay, au revoir,
Auf Wiedersehen,
Goodbye, goodbye, goodbye, goodbye,
Adios, Adios,
Do widzena”.
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Conclusion

Senior age is a period of life associated with a slowdown of psychophysical pro-
cesses. The presented eurhythmic classes with elements of choreotherapy can be
used to prevent or slow these processes down. This activity positively influences
on the improvement of both music, movement, visual and general memory. Com-
mon action in a group and experiencing the music integrate people and improve
the well-being of participants.
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MOTYRHOCTH YIIOTPEBE METOJE EMUJI JKAK JAJTKPO3A 1
ENMEMEHATA MY3UYKE TEPAIINJE I KOPEOTEPAIIUJE Y TOKY
YACOBA CA CEHNOPVIMA

Ynanak ce daBu MoryhHoctrma ynorpede JJankposoBe MeTOe M eleMeHaTa My3WUKe
Tepanuje ¥ KopeoTepallije Ha YacOBMMa MYy3MKe ¥ ITOKpeTa ca ceHmopuma. Ha mouetky
paja #aje ce Kparak OIMC CTapujer XMBOTHOT H0oda ca MOCeSHMM OCBPTOM Ha ,,J0dap
HaulH CTapemwa’. 3aTUM ce yKasyje Ha MoryhHocTu u ummese Metosie Eypurmuxe Emun
JKaxk-Jlankposa u eneMeHaTa My3udKe Tepamnuje 1 KopeoTepaliuje Ha 4aCOBMMA 3a CEHU-
ope. [maBHM II1/b OBMX YacoBa jecTe MOdOo/bIIabe KBAUTETa )KUBOTA CEHIOPA, TICXOMO-
TOPHM Pa3BOj M IpeBeHIMja Ipolieca cTapema. Y pajy Cy OIycaHe pasaMyuTe BpCTe
BeXOM Koje MOTy fla ce KOpucTe y pafy ca cennopuma. IIpunoxeHe cy u gpororpaduje
TIOjefIMHIX BeXXOM ca yacoBa ca CEeHMOPMMa Koje je Aps>Kaa ayTopka. Y 3aK/bydKy ce Cy-
Mupajy nHpopmanuje o moryhHoctuma Jlankposose Eypurmuke kao MeTozie Koja cBe-
00yXBaTHO pa3BHja YOBEKa U HEroBe My3M4Ke, MOTOPIYKE U MHTENeKTyalTHe ClIoCOdHO-
CTU ¥ IpeAyCIo3uIje.

Kipyune peun: JJankpos, My3sudka Tepammuja, KopeoTepalnja, CCHUOPH, TOKpeT
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THE FIRST ERASMUS+ STUDENT EXCHANGE
BETWEEN THE FACULTY OF MUSIC IN BELGRADE
AND THE ACADEMY OF MUSIC IN GDANSK -
REFLECTIONS ON EURHYTHMICS AND MUSIC
EDUCATION

Summary

The official co-operation between The Stanislaw Moniuszko Academy of Music in Gdansk,
Faculty of Choral Conducting, Arts Education, Church Music, Eurhythmics and Jazz, and
the University of Arts, Faculty of Music, Department for Solfeggio and Music Pedagogy
in Belgrade started in 2013. Since then there has been an intensive and successful co-
operation between the two academies in the form of workshops, lectures and presenta-
tions conducted by teachers from both institutions, pilot studies and mutual articles. The
main focus of the mutual co-operation is music education with a special emphasis on The
Eurhythmics Method by Emile Jaques-Dalcroze. In the academic year 2018/2019 the first
student from Serbia came to Gdansk to study Music education and Eurhythmics program.
This article will present the study program in the scope of Music education and Eurhyth-
mics at the Academy of Music in Gdansk from the perspective of the first Erasmus+
student from Serbia. We hope that systematically familiarising Serbian students with
theoretical knowledge and practical issues related to the Eurhythmics method will lead to
incorporating these experiences into school practice in Serbia.

Key words: Erasmus+ program, Academy of Music in Gdansk, Faculty of Music in
Belgrade, Eurhythmics, Music Education, Eurhythmics

Introduction

he co-operation between the Faculty of Music in Belgrade and the Faculty of

Choral Conducting, Art Education, Church Music, Eurhythmics and Jazz of
the Music Academy in Gdansk, which officially began in 2013 led to the
development of the project entitled ,, The Impact of Dalcroze’s Exercises on the
Stress and Anxiety Reduction’, which in the course of further extensive works of
the international team (designing exercises and tasks and the selection of research
tools) was modified and concentrated on the aspect of: ,The Influence of
Eurhythmics Method (selected tasks and exercises of Dalcroze’s method) on Motor
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Skills and The Sense of Pulse”. Pilot studies were carried out in Belgrade in the
school year 2017/2018, and their results were discussed in scientific articles: The
Influence of Eurhythmics Method (Selected Tasks and Exercises of Dalcroze’s
Method) on Motor Skills and a Sense of Pulse (Aci¢, Nedeljkovi¢, Petrovi¢,
Milankovi¢, Galikowska-Gajewska, Konkol, Kierzkowski, 2019) and Introducing
Eurhythmics Method by Emil Jaques-Dalcroze to Pupils of Serbian Music School
- an International Interdisciplinary Research Project (Petrovi¢, Milankovi¢, Aci¢,
Nedeljkovi¢, Galikowska-Gajewska, Konkol, Kierzkowski, 2018). The subject
matter of the conducted studies is the part of a broader international research
project entitled: , Introducing Dalcroze Method in Solfege Class in Serbia”.

After many years of co-operation and commitment, the Music Academy in
Gdansk met the formal criteria and gained a sufficient number of points to fi-
nance mobility at the University of Arts in Belgrade (picture 1). Under the agree-
ment of the Erasmus+ program, professors and students can share their knowl-
edge and experiences. At the beginning of the 2018/2019 academic year, the first
student from the Faculty of Music in Belgrade came to study in Gdansk.! The
student attended the course at The Department of Music Education with a spe-
cialization in Eurythmics. Eurythmics in Serbia is almost unknown as a subject
of study, so this way of work and co-operation enables young pedagogues to learn
the basics of Eurhythmic and offers the possibility of incorporating Eurythmics
into the system of music education in Serbia.

Picture 1. Eurhythmics classroom; workshop conducted by Serbian professors
Vera Milankovi¢ and Milena Petrovi¢ in March 2019

The Academy of Music in Gdansk was founded in 1947. It started as the State
Higher School of Music in Sopot. Since 1981 it has been functioning under the
name of The Stanislaw Moniuszko Academy of Music in Gdansk (picture 2).

! During the mobility period, the student stayed at the Dom Sonata student
dormitory, which is only one minute walk from the Academy. She stayed in a triple room
with a bathroom, and could use the shared kitchen on the same floor. The student had the
same rights as all regular students to use the exercise rooms, as well as the rooms where
eurhythmics classes are held.
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Eurhythmics Method was brought to the Academy in 1981. For years the Acad-
emy has played an important role in professional teaching of Emil Jaques-Dal-
croze’s method to its students.

Picture 2. Stanislaw Moniuszko Academy of Music in Gdansk, Yellow Building

Faculties at the Academy of Music in Gdansk are as follows:

I Composition and Theory of Music

IT Instrumental

III Vocal and Acting (Specialization: Musical)

IV Choral Conducting, Church Music, Artistic Education, Eurhythmics and
Jazz

Areas:

1. Artistic Education in Music Arts

Specializations:

- Music Education Integrated with English Language

— Culture Animation with Elements of Art Therapy

- Choral conducting

- Eurhythmics

— Church Music

2. Jazz and Pop Music

- Specializations:

- Instrumental

- Vocal

- Composition and arrangement

Choral Conducting, Church Music, Artistic Education, Eurhythmics and Jazz
Faculty trains:
«  music teachers of 1st degree music schools
«  music teachers of primary and secondary schools of general education
« methodologists for teacher-training institutions: universities, colleges,
higher pedagogy schools

The student of the Faculty of Music during two semesters covered the follow-
ing subjects:
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1.  Eurhythmics (associate professor PhD Anna Galikowska-Gajewska)

2. Piano improvisation/Piano teaching (associate professor PhD Anna Ga-
likowska-Gajewska)

3. Teaching methods of eurhythmics and solfeggio (associate professor
PhD Anna Galikowska-Gajewska)

4. Eurhythmics and solfeggio teaching training (associate professor PhD
Anna Galikowska-Gajewska)

5. Didactics (PhD Gabriela Karin Konkol)

6. Methodology of music theory teaching 1 (assistant professor, PhD Ga-
briela Karin Konkol)

7. Methodology of music theory teaching 2 (assistant professor PhD Ga-
briela Karin Konkol)

8. Polish language (MA Alina Zolnierkiewicz)

9. English language (MA Agata Bobras)

10. Psychology of musical giftedness (assistant professor PhD Michat Kier-
zkowski)

11. Voice emission (associate professor PhD Liliana Gorska)2.

Eurhythmics method

In order to summarize the most important information about The Eurhythmics
method the excerpts from the following two articles: Introducing Eurhythmics
Method by Emile Jaques-Dalcroze to Pupils of Serbian Music Schools - an Inter-
national Interdisciplinary Research Project (Petrovi¢, Milankovi¢, Acic,
Nedeljkovi¢, Galikowska-Gajewska, Konkol, Kierzkowski, 2018, pp. 44-59) and
Eurhythmics Method for children - teaching, entertainment and treatment (Ga-
likowska-Gajewska, pp. 89-101) were used.

Eurhythmics is the creative method of musical education developed by a
genius Swiss pedagogue — Emil Jaques-Dalcroze at the beginning of the 20 cen-
tury. Is a versatile method of music education, in which the human body is the
basic tool for expressing music. Dalcroze’s method consists of the following com-
ponents: Eurhythmics, Solfege, and Improvisation. These three elements inter-
twine and supplement one another, creating a multifaceted system of music edu-
cation granting the access to the world of music, its exploration and experiencing
it in motion. ,The whole method is based on the principle stating that the theory
should follow practice, that children should not be taught rules until they have
had experience of the facts which have given rise to them™ (Jaques-Dalcroze,
2000: 63). This is the application of the following order of teaching Eurhythmics:
I listen to the music, I feel, I do, I name, I keep, I remember.

2 The student asked, on her own initiative, for the permission to follow the singing
lessons in the second semester.

3 E.J. Dalcroze, Rhythm, Music, Education, translated from French by Harold E
Rubenstein, published by The Dalcroze Society (Inc), 5th Edition 2000, 63.
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Emile Jaques-Dalcroze dedicated his method to all those who perform on
stage; that is why Eurhythmics constitutes an important link in the process of
teaching professionals: musicians, dancers, actors and vocalists. Six Polish music
academies? offer Eurhythmics courses at undergraduate and graduate levels
(Petrovi¢, Milankovi¢, Aci¢, Nedeljkovi¢, Galikowska-Gajewska, Konkol, Kierz-
kowski, 2018, pp. 47-48).

Eurhythmics is a group subject in which the students have the opportunity
to get acquainted with certain tasks and exercises based on the link between music
and movement. The students also learn the basics of piano improvisation in the
service of eurhythmics. While studying the subject Teaching methods of eurhyth-
mics and solfeggio, the students are thoroughly prepared for practical classes in
the music school.

The Dalcroze’s method started to be implemented in Poland already in the
1920s and the interest in this method has been constantly growing since then. This
long-time Polish tradition resulted in its highest level of teaching Eurhythmics in
the world. In Poland, the first stage of the professional music education is the
music school of 1st degree. The pupils of the 1%, 27¢ and 3™ grade attend obliga-
tory classes of Eurhythmics and Ear Training. Eurhythmics relates to education
by placing the emphasis on the co-ordination and development of the person
through music and movement. During Eurhythmics and Ear Training classes
pupils get familiar with the realm of music through fun-based tasks. Thanks to
such approach children find complicated rhythm-metrical issues simple and clear.

The primary goal of the rhythmic education in the music school of 1t degree
is the acquisition and consolidation of the theoretical music knowledge. Move-
ment is the essential help and the most important cognitive tool in the implemen-
tation of difficult parts of curriculum in grades 1-3 (Petrovi¢, Milankovi¢, Aci¢,
Nedeljkovi¢, Galikowska-Gajewska, Konkol, Kierzkowski, 2018, pp. 47-48). Below
we present the list of main types of exercises being the basis of the primary music
school curriculum implementation in grades 1-3.

Eurhythmics

o  Aural-motor exercises

e«  Motor exercises

e Dance exercises

«  Reproducing music and music improvisation

It must be noted that: “during eurhythmics lessons the live music improvised
by the teacher is the basis for the performance of all tasks. It is the live improvised
music which inspires, motivates, stimulates and shapes the movements expressed
by students during the exercises” (Petrovi¢, Milankovi¢, Aci¢, Nedeljkovi¢, Ga-
likowska-Gajewska, Konkol, Kierzkowski, 2018, p. 50).

4 Eurhythmics studies of the 1% and 2" cycle are offered by the Music Schools in
Gdansk, Poznan, £6dz, Krakéw, Katowice and by the University of Music in Warsaw.
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Ear Training
e Aural-vocal exercises

o Aural exercises
o Vocal exercises
o General musical knowledge acquisition

It is worth emphasising here that the implementation of the curriculum con-
tent and of this particular subject is based on the feature of movement. In turn, a
song is the basic and invaluable didactic support used to familiarise the children
with the world of music (Galikowska-Gajewska, 2018, p. 95).

The first Serbian Erasmus+ student at the Academy of Music in Gdansk, fol-
lowed an individual course of studies in many subjects, such as: Teaching methods
of eurhythmics and solfeggio, Piano improvisation and Psychology of musical
giftedness. Eurhythmics and solfeggio teaching training were also one-to-one
classes, so the professor could fully dedicate his attention to the student, and ex-
plain all the ambiguities in detail.

Internships

Teacher-training classes took place in the State Music School under the name of
Witold Lutoslawski in Starogard Gdanski (Panstwowa Szkota Muzyczna I stopnia
imienia Witolda Lutostawskiegow Starogardzie Gdanskim) where the students
took their teacher-training in the subjects of Eurhythmics and Solfeggio - six
45-minute lessons per month (picture 3). During the internship period, the stu-
dent learned the theoretical aspect of the method. Initially, she observed the
teacher, then she taught two subjects herself (supervised by the teacher).

Picture 3. Practical lesson with the pupils of Witold Lutostawski State Music School and
the Serbian student
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Music Education

As regards the subject Methodology of Music Theory teaching under the supervi-
sion of assistant professor PhD Gabriela Karin Konkol (picture 4), the student had
the opportunity to observe classes in the primary school in Gdansk (Szkotfa Pod-
stawowa nr 4 imienia Krola Kazimierza Jagiellonczyka - Kazimierz Jagiellonczyk
Primary School no 4).

Photo no. 4, Music Education classroom,; after the workshop (Assistant Professor, PhD
Gabriela Karin Konkol with students from Erasmus+ program)

The subject Didactics gave the students the opportunity to develop her cre-
ativity and knowledge by inventing various musical games for children. In this
edition of Erasmus+ students were familiarized with the methodology of The
Pedagogy of Play [Spielpddagogik]. This method introduced during music lessons
shows how to develop musical abilities - music memory, how to train concentra-
tion and music imagination as well as musical skills. The students also worked on
Active listening to music method by Batia Strauss (Konkol, 2012, pp. 315-319).
This method is based on exercises for children in which listening to music is ac-
companied by movement, hand clapping, stamping, playing Orff’s instruments or
using other props. Students presented exercises and games that they designed and
thus shared their experiences and developed professional assessment skills. Chil-
dren learn by doing, exploring, playing and improvising. All those methods stim-
ulate children’s creativity. Moreover, each student presented the educational sys-
tem of their country and the pedagogue described the music education system in
Poland. The student was inspired and stimulated to work, encourage to be creative
and to approach her work with children in a stimulating way.

During the second semester, the students had the opportunity to learn more
about Music Learning Theory by Edwin Ellias Gordon. They acquired knowledge
about the possibility of approaching music learning in the same way as learning
a native language. This theory is a comprehensive method of teaching audiation,
Gordon’s term for the ability to imagine music in the mind with comprehension.
The primary objective is the development of students’ tonal and rhythm audia-
tion. Through audiation students are able to draw greater meaning from the music
they listen to, perform, improvise and compose (Konkol, 2015, pp. 85-92).
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In the process of teaching the Psychology of Musical Giftedness, the student
from Serbia has gained knowledge that will help her approach teaching eurhyth-
mics in the best way. The student had the opportunity to research through reading
selected literature in consultation with the professor, as well as to express her
views on upbringing an education and discuss them with assistant professor PhD
Michat Kierzkowski.

The student attended English language classes with a group of Erasmus stu-
dents where they practised conversation and improved their English language
skills. Polish language teaching was up to level Al. The students had the oppor-
tunity to learn the basics of Polish grammar and the basic conversational skills.

All these experiences that the Erasmus+ student from Serbia gained in
Gdansk gave her inspiration and knowledge to use the Eurhythmics method, not
only in practical work with children in Serbia, but also as a point of reference in
her master’s thesis.

Concerts

During her studies in Poland, the student also had the opportunity to participate
in several concerts:

= WINTER CONCERT FOR CHILDREN (organized by KNEM - Koto
Naukowe Edukacji Muzycznej - The Scientific Association of Music
Education), December 2018 (picture 5);

= PIANO IMPROVISATION CONCERT (students of Eurhythmics de-
partment), February 2019;

= POLSKA AKADEMIA DZIECI [Polish Academy of Kids] (organized by
KNEM), March 2019;

= SPRING CONCERT FOR CHILDREN (organized by KNEM), March
2019 (picture 6);

= VOCAL LYRIC OF STANISLAW MONIUSZKO (voice emission con-
cert), April 2019;

m 2 CONCERTS MUZYKA NIE ZNA GRANIC [Music knows no boundar-
ies], (organized by associate professor, PhD Anna Galikowska-Gajew-
ska), May 2019 (picture 7):

—  for the pupils and their parents from the State Music School in Starogard
Gdanski (picture 8)

—  for the teenagers and adults from the social care community centres in
Starogard Gdanski (picture 9)
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Picture 6. Spring concert for children, associate professor
PhD Anna Galikowska-Gajewska and MA Nadica Spasojevi¢

T

Tolga Sen (Turcja)

=4

MNadica Spasojevi¢ (Serbia)

alfly: Su Bekret (Turcja)

»
20 maja, godz. TEXY
PANSTWOWA SZKOLA MUZYCZNA
P Lo Lutostawskiego, Starogard Gdariski

Picture 7. Poster for the concert ,,Muzyka nie zna granic”
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Picture 8. After the concert ,,Muzyka nie zna granic” with the pupils of Witold
Lutostawski State Music School and the Serbian and Turkish students

Picture 9. After the concert ,,Muzyka nie zna granic” with teenagers and adults from the
social care community centres in Starogard Gdanski and the Serbian and Turkish
students

Concerts for children included an educational program: children’s songs, ar-
tistic music and eurhythmics performances. Folk songs are also performed during
these concerts and children have the opportunity to get to know their national
identity better, and at the same time, to get acquainted with the music of other
cultures and languages performed by Erasmus students. During the concerts par-
ticipants sang songs, played different instruments and danced. The concerts are
interactive, so the host of the concert is in constant dialogue with the children
after each performance, asking them questions, encouraging them to make com-
ments and to think critically about music and art. Participating together with the
professors in the organization of these concerts, students have the opportunity to
gain knowledge about how to organize a children’s concert in the most effective
way in terms of suitability and quality, which is important for all future music
pedagogues and all pedagogues in general.
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Conclusion

Apart from the fact that the student also had the great opportunity to improve her
English language skills and master the basics of the Polish language, thanks to the
experiences gained in Gdansk, a student from the Faculty of Music in Belgrade
used her knowledge of the Eurhythmics method in her practical work with chil-
dren in Serbia, which was the main goal of this student exchange. She also devoted
her master thesis entitled ,,A review of the application of eurhythmic principle in
music literacy of preschool children™ to Eurhythmics method.

As a part of this master thesis, a research was conducted by Serbian Erasmus
student with preschool children, in which the Erasmus student from Serbia ap-
plied her knowledge acquired at the Music Academy in Gdansk. The thesis con-
sists of two parts — theoretical and practical. The theoretical part is a description
of rhythmic exercises, listening to music with movement and singing with chore-
ography. The student gained inspiration for all these exercises in classes with the
professors PhD Anna Galikowska-Gajewska and PhD Gabriela Karin Konkol. The
rules of piano improvisation are also described in this part in detail. The second
part of the thesis describes the research and the process of working with pre-
school children. The goal was to improve the children’s pulse, to make children
feel free on stage, to harmonize the coordination of movements and to develop
their voice and ear hearing in the best possible way. The expected results were
achieved, and the children showed a great progress after only two months of work.
At the end of the research, the student organized a concert for parents where pre-
school children performed exercises done in the classroom during the research.
At this concert parents also had the opportunity to get acquainted with the method
of Eurhythmics.

The co-operation between the Faculty of Music in Belgrade and the Faculty
of Choral Conducting, Art Education, Church Music, Eurhythmics and Jazz of
the Music Academy in Gdansk paved the way for the implementation of Eurhyth-
mics method in Serbia.
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ITPBA EPA3MYC+ CTYJEHTCKA PASMEHA IBSMEBY ®AKY/IITETA
MY3UYKE YMETHOCTN Y BEOTPAILY I MY3UYKE AKAJEMUJE Y
ITAICKY - IPOMUIIVbAILA O EYPUTMUIIN U MY3UYKO] ITEJATOT M

3BaHnyHa capajma nsmelhy Mysuuke akagemuje y Inamcky u Gakynrera Mysndke ymer-
HocTH y beorpany sanouena je 2013. rogmue. Of Taja ce oBa ycIIelllHa capajiiba Or7efia y
ocTBapeHMM OPOjHMM paiMOHMOLIaMa | IIpeflaBabyMa Koja Cy OfpyKau npodecopu ca
ode MHCTUTYLMje, Y 3ajefJHUYKIM pafoBUMa U IMIOT cryanjama. OcHOBHU BOKYC ca-
pazmbe jecTe MysMUKa IIearoruja ca moceSHOM IKIOM yCMepeHOM Ha Metof Eypurt-
muke Emun JKak-JJankposa. Y Toky akagemcke 2018/2019. rogusae npBu ctymeHT us Cp-
duje pomrao je y Imamck ma crymmpa Mysuuky nemarorujy u Eyprmuky. Y papy je
IpeNCTaB/beH CTYAMjCKM TporpamM Mysudke negaroruje u Eypurmuke Ha Mysndkoj aka-
memuju y Imamcky u3 nepcrekTuse npsor Epasmyc+ crynenta us Cpduje. Hagamo ce ma
d1 c1cTeMaTCKO yIO3HaBabe CPICKMX CTy/leHaTa ca TeOPUjCKIM Y IPAKTUYHUM 3HaIbeM
Be3aHMM 3a MeTop, EyprMuke noBeno fjo yBobemwa 0BMX MCKyCTaBa y IIKOJICKY IIPAKCy ¥
Cpoujn.

Kmyune peun: Epasmyc+ mporpam, @akynrer Mmysudke yMeTHOCTH y beorpazy, Mysuuka
akazeMuja y [mamcKy, Mysn4Ka Iefarormja, eypuTrMmuKa
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METOOCKA IINTAIbA XAPMOHCKE AHAJIN3E
PEHECAHCHE BOKA/THE ITIOJ/IM®OHUJE

Cakerak

Pax ce 6asmpa Ha MY3UYKO-TEOPUjCKVMM UCTPaKMBaKkIMa PeHEeCAaHCHe KOMITO3UTOPCKe
Ipakce 1 yHOeHNIMMa KOHTpayHkTa. OCBeT/beHM Cy HelOBO/bHO M3Y4eHN acIIeKT! Ha-
craBe. [In/b je ma ce oTBOpe MojefiMHA MUTamba AHAMTUYKOT TyMaueha XapMOHMje U
IIOCTaBe CMEPHMIE 33 FETOBO MPAKTHYHO OCTBapUBame. Y TOM KOHTEKCTY, MocedHa
maxkma mocseheHa je HaumHMMa odenmekaBama MOJyCa, CadBydja U KafleHIa. Jlat je u
KPUTUYKM OCBPT Ha pas/MyuTe IMPUCTYIe OBOj IpOdIeMaTuIM y pafoBMMa MY3UYKUX
Teoperndapa. OnpehemeM MoganuTeTa XapMOHCKe aHaIu3e My3uKe CTPOTOT CTH/Ia, duhe
oMmoryheHo dobe ycBajame rpafuBa Ha mpenMeTy KoHTpanyHKT. Pesynrary cripoBefieHOT
UCTpaXVBamwa Mory dutu yrpaheHn y caBpeMeny HactaBHy npakcy. Ouu he omoryhurn
YCIIENIHMjy U3Pafy CTUICKMX BeXXOU 1 §0Jbe pasyMeBarbe MY3IYKOT je3UKa peHeCaHCHUX
nomgoHnapa.

Kmbyuyne peun: PeHecaHca, KOHTPAITyHKT, XapMOHCKa aHA/IN3a, METOINKA HACTaBe

HojaM »XapMOHUja” y MY3UIIY Ce yITTABHOM Be3yje 3a ,, TPaJULIMIOHA/IHN , ,,K/Ia-
CHYHM” IyPCKO-MOJICKY TOHAIUTET; Y TOM KOHTEKCTY je 1 popMupaHa 1CTo-
VIMeHa MY3MYKO-TeopujcKa aycuuivmHa.! MehyTum, cBaka etamna y mporjecy pas-
BOja My3M4Ke YMETHOCTM VMMa CBOje XapMOHCKe HOpMe ¥ CIely(pUYHOCTH.
BaxkHOCT XapMOHMje IOCeSHO je UCIO/beHa Y peHeCAHCHO] MY3UIIV; My3I4Ka Te-
opuja ce OBJie BeIMKIM JIe/IOM 3aCHVBA YIIPaBO Ha BEPTUKATHOM aCIEKTY 3Byd-
HMX OfJHOCA, Tj. AepMHICalby HaYMHa IpMMeHe KOHCOHAHIM ¥ aycoHaHiy. Ho,
3a MY3HUKY OBe eIloXxe jOll yBeK He IIOCTOjU jacaH CHCTeM XapMOHCKe aHaj3e.
[TpyTOM, TEPMMHOJIOTMja Ce YeCTO IIPeKJIala ca OHOM KOja ce KOPUCTH Y K/Iacud-
HOM y4emYy 0 XapMOHUjI (LITO JOBOAM [0 podieMa), joIl yBeK HeMa YHU(UKO-
BaHUX IIOCTaBKYU HauylMHa ode/e)kaBarma OUTHNUX e/leMeHaTa XapMOHCKe aHajIi3e
uty. 3aro he y oBoM pajy dutu nocras/beHa MeTOACKA YIIOPUILITA KO TYMaderha
XapMoOHMje peHecaHcHe nonudonuje. [Tocedno he duru pasmorpeHu weHU oc-
HOBHU €IeMEeHTI: MOLYCH, KaJleHIle M CasBydYja, y3 ofpeherbe HauMHa HBUXOBOT
odenexxaBama.

! X0/10110B XapMOHUjy TPeTHpa Ka0 eCTeTUYKNI ¥ KOMIIO3UIMIOHO-TEXHIYKY [10jaM:
»XapMOHMja — 3a CIyX IpujaTHA ypeheHOCT TOHOBA Y MY3MYKOM [IeTy; MCTO Kao *Oma-
ro3By4HoOCT (...) XapMoHMja — 00jeNbEHOCT TOHOBA Y CasBydja I HUXOBO II0OBE3AHO
Husame” (Xonomos, 2003: 8).
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Y peHecaHCHOj My3UIM MOJATHOCT IIPEACTaB/ba BPJIO KOMIUIMKOBAaHY 0O-
JACT UCTpakMBamba. KoMIIo3uTopu cy 4ecTo HapyllaBaau CTPOrO yCTaHOB/bEHE
TEOpMjCKe OKBMPE, LIITO CTBapa 3HaYajHe IOTelIKohe Kof TyMadera My31Ke OBOT
nepuofa. Y OKBMPY 3pesie peHecaHCHe My3muke Ipakce (cTBapamamTso Ila-
necrpuHe /Giovanni Pierluigi da Palestrina/ u Jlaca /Orlando di Lasso/) y ontu-
11ajy je, 3ampaBo, IeT MOAYyca: HOPCKMU, PPUTHjCKM, MUKCONMMUIV]CKY, jOHCKU U
eoJICKIL. JINAMjCKY MOYC, yCIIel 4eCTOor CHIbKaBama xa y e, pakTuiku ce usjes-
Ha4yaBao ca TPAHCIIOHOBAHMM joHCKMM MopycoM.? [Ipema XoonoBy, oHu ce 03-
HayaBajy HaBohemweM ¢uHamica 1 ckpaheHOr HasuBa MOJYCa, IPU Y€MY Ce Ma/IuM
WIN BEIMKMM C/IOBOM II0Kasyje IIPUCYCTBO MaJjle MM Be/lMKe Teplie Y OFHOCY Ha
dunanc (,xmua” dyayher mypckor mam Monckor TOHCKOT popa): ddor; ephr; Flyd,
Gmix; gacols Cion. (Xosonos, 2015: 47). TpaHCIIOHOBaHM MOAYCHU UMaMu Ou caMmo
fpyrauuje HaBegeHu (uHanUC, Hp. glot yin CRX, OBo je BP/IO jeqHOCTaBAH U
jacaH Ha4yMH UKcaLyuje MOAYyca, Kao I0/Ia3Ha OCHOBA 3a paji HaJj aHaIM30M MO-
manHe xapMoHuje. O3HaKa ce IOCTaB/ba Ha IIOYETKY KOMIIO3MIMje M KOJi CBaKe
KazieH1e. Tako ce pukcrpa MOJaIHM IJIAaH MY3MYKOT Jiefa.

3a }eroBo KOHCTUTYMCAIbe OCHOBHY 3HA4aj MMa PACIIOpest KafleHIIa. YIIPaBo
nomohy mux odpasyje ce cucTeM CBOjeBPCHMX CUTHA/IHMX MECTa y OKBUPY MY-
3uuKe GopMe, Koja ce U3JIBajajy Off MOATHOT OKpy>Kewa 3axBaspyjyhu adupma-
LIVIjJ1 TOHA/THe OCcHOBe U (pyHK1MoHanHo ofpehenoj xapmonnju. To cy oBzie japka
cpencTBa odee)xaBama IpaHyIle My3MIKOT TOKA, Yyja je 3aBpIIHA CHAra y TeCHOj
CIIpe3y ca CTPYKTYPOM TeKCTa.

Tako ce, 3anpaBo, MOJA/IHM M TOHA/JIHM ACIIEKTU MY3UYKOI TOKA CMEIY)y
TOKOM My3uuKor jena. Kop aHanmse TporaacHe u BullernacHe nonmudoHuje, 3a
OHa MeCTa Ha KOjlMa ce Hajla3e KaJeHIle MOTYy ce yIoTpeduTI OpfyiHapHe Xap-
MOHCKe 1m¢pe, Koje IoKa3yjy GPyHKIMOHATHOCT aKopafia. Y 3aBMCHOCTY Off T10-
N0Xaja BohuIja, MOCTOjU HEKONIMKO OCHOBHUX BPCTA TaKBUX XapMOHCKUX Be3a:
D - T; D¢ - T; VII® - T. ITocedHo ce odene>xaBa T3B. KOHCOHAHTHA KBapTa, O3Ha-
koM K* Tlopen Tora, y ynorpedu cy nnaranna kageHna: S — T Kao 1 cBojeBpcHI
Bap/pyBy 3aBputenn: D - SiD - VL

®purnjcku Mmoxyc uma apyraunje kagenue: VII - I ili VII® - I, xoje, usono-
BaHO y3eTe, jOIII yBeK MMajy jacHa MofanHa odenexxja. MebyTum, gecto ce u oHe,
Kajia ce Hajlase YHyTap KOMIIO3UIMje, TOCTaB/bajy Y QYHKIMOHATHY KOHTEKCT
— de3 mpuIpeMe ce 3aIOUYNIbe Y HOBOM, €0JICKOM MOZLYCY (CBOjeBPCHM MOJAaTHA
ckoK). Tako, mpeTXoHY 3aBplIeTAK Jenyje kao nmonykagenna: IV (IVe) - V.

2 Yak je sHamenutu Imapeanyc (Heinrich Glareanus) mmcao xaxo cy nesaun, mpema
JIMJIUjCKOM MOJYCY, OPIaHM30Ba/M CBOjEBPCHY ,,3aBEPY , 3aMebyjyhn ra TpaHCIIOHOBA-
HYIM jOHCKUM MopycoM. (Xomomnos, 2015: 53)

3 Oppebeme mmaramHor Bya MORyca UMano OU CMUCIA CaMo KOJ] aHajIM3e MeJo-
nuje; ckahenuna pl. (op rpy. plagius — mmaramHm) Taja ce IMIIE VMCIOJ JIUHMje, HIIP.
G% (Xomomnos, 2015: 47). Ho, y XapMOHCKOj aHa/IM31, OTHOCHO KOJ TyMadera BepTH-
KaJTHe KOMIIOHEHTe MY3MYKOT TOKa, OBaKBa AydepeHIjaluja rydy Ha 3Hauajy.
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Y peHecaHCHOj My3MIIY jaCHO je MCIIO/beHa IT0Tpeda OpraHu3salije MOJaTHOT
IUIaHa KOMIIO3M1IYje; yIIpaBo IMoMohy KaJieHIle jefHOCTaBHO ce MOYKe IPOMEeHUTH
mopyc. Tako, Apon (Pietro Aaron) caomiraBa jja KajjeHIje pacIionaxy ,CHarom
usMeHe mopyca” (Xomopkosckast, 1988: 138), mox Lapnnuo (Gioseffo Zarlino)
HOCEedHO MCTNYE BYXHOCT paclopea PasIMIUTIX MOJYCa Y KOHTEKCTY Iie/IIHe:
»KazieH11y He 01 Tpedasio IOCTaB/baTy CTANHO HA jeHO Te MCTO MeCTO [Tj. yBeK
y ucrom mopycy, npum. 3. b.], Beh Ha pasHa MecTa, jep pa3HOBPCHOCT M3a3uBa
BEJIVIKY TIPUjaTHOCT Y XxapMoHuju~ (XomopkoBckasi, 1988: 138).

[TocedHo je duTaH BepTUKAIHY aCHEKT 3BYYHUX OJHOCA, KOjU je Y MY3ULIK
oBor nepyuopa jacHo ypeben. Ho, 3a pasnuky of noTome My3udke Ipakce, Xap-
MOHMja je Bpio cuenudnyHa. Tako, n3BaH KaJieHIle He MOXKe ce KOPUCTUTH 110jaM
aKopJI, KOjy II0 CBOM 3Hauelby IpecTaB/ba ofipel)eHy 11e/10BUTOCT, MOHOTUTHOCT
3Byuama (/ledenes, 1987: 8). Y MogamHOCTHM ce paiy ca KOHCOHAHTHUM VIHTepBa-
JMMa — ABO3BYLMIMA, Ka0O U BUXOBYM KOMOMHALMjaMa. YCIef Tora, 3a TaKBe MH-
TepBajicke KOMOMHalLMje puMemyje ce mojaM ,KoHkopp~ (Jledemes, 1987: 8).
Kommosnuropcka npakca oBor nepropa ycknaheHa je ca 0BOM KapaKTepUCTIKOM
— KOMIIO3MIIMje HUCY KOMIIOHOBaHe y BUAY HapTUType, Beh kao T3B. ,leBauke
KipUre’, MICaHe Cy y BUAY ofBojeHMx geonnua (Xomomnos, 2015: 39). ITopep Tora,
KapaKTePUCTUYHO je SUJIO M CYKI[eCMBHO HAC/I0jaBabe I71aCOBA HAa OCHOBY IIpeT-
XOJIHO TIOCTaB/bEHOT KaHTyca pupMyca.

Y TOM KOHTEKCTY, IIOCTaBj/ba Ce HMUTambe T3B. ,XapMOHCKOI amduryca” -
npema onpebemwy Xononosa ped je 0 ,yKyInHOM dpojy IpUMeHBMBAHNX Ca3Bydja
y Mozycy (...) Koja HacTajy myTeM KOHTPAIyHKTCKOT 10[jaBaiba TOHY je[JHOT I71aca
TOHA JIpyror I7aca, 3atuM tpeher, yerspror” (Xonmomnos, 1996: 14).

OBMM nuTamyMa §aBUIM Cy Ce M MY3MYKY TeOpeTUYapy peHeCaHCHe eIoxe.
Tako je Mopmu (Thomas Morley) caunnno Tadeny xonconaniy (Morley, 1969:
126-127); HaKOH ITOCTABKe TOHA 7€ Y TEHOPY, IIpeMa beMy ITO3UIMOHNPAO je OHaj
y dacy, Ha kpajy y anty (tadena 1). HapaBHo, y TeHOpPY MO>ke duTy O1y10 KOju TOH;
INPUHLINII HAC/IOjaBarba MHTEPBaa je UCTU.

YnpaBo HaBefjeHa CCTeMaTu3alja KOHCOHAHIIN Y TPOITIACy, BeoMa je SUTHa
3a padyMeBambe XapMOHCKOT je3UKa peHecaHCHUX koMiosuropa. Hanwme, y ,,kma-
CUYHOj” XapMOHUj! IIOCTOj MI3BECHM ONITMMA/IHM OPOj I/TaCOBA — YeTBOPOI/IACHN
XOPCKM CTaB. Y peHecaHCH OBY QYHKIIM)Y MMa TPOIJIAC; OH je Y XapMOHCKOj Oc-
HOBY My3MKe OBOT Iepuopa. [Ipyrum pedmma, XapMOHCKM MHTEPBAIM ¥ KOH-
KOPJM MOTY CafIpXKaTy CaMo jOII y/iBajarbe CBOjUX TOHOBA (CeNTaKop/ He TOCTOju
Ka0 CaMOCTaJIHO ca3Bydyje). HaumHu myxoBor odenexaBama y My3U4Koj TeOpuju
mory dutnu pasmmunti. Ospe he dutn nmokasaHa Ba TakBa IpyMepa, HAaKOH Yera
he ce maTu gpyraumja MeToma XapMOHCKe aHaJIM3e.
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Tadena 1. MopnujeBe nHTepBaICKe KOMOMHAIIMje KOHCOHAHIIN Y TPOITIACY
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X0710110B M3/1aXe ,XapMOHCKY aMOUTYC” peHecaHCHe My3JKe Y BUfly Tadere
KOHKopaja (tadena 2), rie je cIoBMMa IOKa3aH OCHOBHM TOH (BETMKO CIOBO
O3Ha4yaBa IIPUCYCTBO Be/IUKe Teplie, MajIo CJIOBO, IIPUCYCTBO MaJle Teplie; Kajia je
HaBeJIeHO CaMo CJI0BO, de3 OpojyaHe O3HaKe, ped je O HAC/IOjaBamy Teple I
KBJHTe; M3/IaXKY Ce jOIll O3HAKe 32 MTOBUILeke /</ MU CHIDKaBabe />/ JaTor ToHa
y cacTaBy KoHKopzia) (Xomomnos, 1996: 14).

Tadema 2. ,XapMoHCKY aMOuUTyC” peHecaHCHe My3uKe (IpeMa XOJIOIOBY)

B F
BY, FO,
ds; 2,
g 63 > d 63
g d

C G D A E

Cs, G, DS, [A% ES5
e b h®, fisS; cis’y gis®s
a 65 e, h o5

a e

OBJie HeMa XapMOHCKMX MIHTEpPBaJIa ca yABajalbeM HeKOT Off TOHOBA, KOji CY,
TaKohe, YMHMOIY XapMOHCKOT je3MKa peHecaHCHMX Komrosutopa. CopepnyHy
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(Gustave Fredric Soderlund) oBakBuM casBydjuma 1 yoIuiTe, XapMOHCKO]j aHa-
JM3M, IPUCTYIIA Ha BP0 ocodeH HaunH. OdenexxaBame, IpeMa ayTOPOBOj Tep-
MMHOJIOTHUjH, ,,JYPCKVX Y MOJICKVUX aKOpaja’, BPIIK ce IOMONY BeIMKIX U MaIux
CJI0Ba; YMameHU TPO3BYK ce Oe/eXXVl MajalM CIOBOM Y3 JOfaTaK HyJle, IPeKo-
MepPHMI TPO3BYK MIMa Be/IMKO CIOBO y3 Koje ce mofiaje miyc. OBze ce joll, MOmyT
»KITacKYHe” XapMOHUje, XapPMOHCK! VIHTEPBA/IM IIOCTAB/bajy Y KOHTEKCT aKOpAa
(HIp. ABO3BYK ge—e¢p odenexxasa ce ca ge, OMHOCHO TyMaul ce fia je Ieo aKopza
ge—e¢—a); He paBu ce pasnuka usmeby odpraja ,akopaga” (HIp. ye-a-e ce ode-
JIeXXaBa Kao d), JYICOHAHIIe ce He y3UMajy y 003up.

MeTona XapMOHCKe aHa/IM3e ce 3aCHMBA Ha METPUYKMU IIpeLu3Hoj dukca-
L)1 Ca3Byyja, 3a CBaKM TaKT ITOCESHO, IIPYU YeMY Ce TaYKOM IT0Ka3yje I0/IOBMHA
HOTe, OJHOCHO jemmHuna Opojamwa. Ha ocHoy IlamecTpunnHe xuMHe, 4nju je
¢dparmeHT HaBeneH y npuMepy 1, ComepnyHy je ZeMOHCTPMPAO HAYMH OBAKBOT
aHayTMIKor npucrymna (cxema 1) (Soderlund, 1947: 111).

() # .
m I I I I I n I I T 1 I n I
el e T T | v I T v | I T T I T I I
| I I I I | 11 I | | I P | = ] I |
ANI"4 I OO I () T I T | I I O | I ~ o 1 | 77 = 1
D) i o < 497 60 o [ [ 4 <
. ———
Tu no - bis do - na, fon - tem la-ctu- ma -
o)
I | I I I I I P |
m == T O | PN o | - | - | - 7|
I I = O I o I [ ] 1]
\g)y T T T I ~ I I H 1
Tu no - bis do - na fon - tem
| o S o P o I7) o S
. =1 1T ~F 2 11 7 = IS ] ho—d |
oo o _sef O Sse ™™ —H = f f
N I " | T | I |
| I T ! | 7 ! | - | I | I I 1
N 1 T
Tu no- bis do- na, do - - na fon-tem la-ctu ma - rum,

ITpumep 1. Hosaunu Iljepnyubn ma Ianectpuna, In Dominicis Quadragesima (xuMHa, T.
1-8)
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Cxema 1. XapMOHCKa aHa/M3a IPeTXOQHOT IpuMepa mpema CofiepIyHI0B0j METOIM

OBakaB IpUCTYI XapMOHUjI CaZIPXKV HeJlocTaTKe (HIIp. 3aHeMapeHe Cy /iu-
COHaHIIe), YaK IOCTOje ¥ TpeliKe (HIIP. Ha TIOJIOBMHM OCMOT TAaKTa IPETXOJHOT
npuMepa 3aJp>KnIja KBapTe, KOja y TOM TPEHYTKY 0dpasyje KBapTCEKCTAKOP[,
denexxn ce xao akopy ge). [lopen Tora, He MO)Ke ce HAYMH pasyMeBama, KapaKTe-
PUCTUYAH 32 OPYTY XaPMOHCKM CUCTEM M BPEMEHCKM KACHMj€ UCIIO/bEH, IIPUMe-
HITY 32 My3WYKY IIPaKCy paHuje eroxe. 3ato he, y oBoM pajy, Outu peannsoBaHo
CacBUM Jpyraunje TyMaderme MOJa/IHe XapMOHIje.
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Texxu1re XapMOHCKe KOMIIOHEHTE peHeCaHCHEe KOMITO3UIjyje I0CTAB/bEeHO je
Ha BEPTUKA/JHUM VHTEpPBa/IUMa U HUXOBUM KOMOMHAIMjaMa — KOHKOPAMMA.
OBakaB acIeKT 3By4arba, MICIIO/bEH je Ha Te3aMa KPO3 KOHTPAIYHKTCKY TeXHUKY
1:1. ITopen Tora 1mITO je OCHOBA XapMOHCKOT je3/Ka OBOI IIEPHOJA, OBO je U IIOo-
Jla3Ha METOJCKa da3a 3a M3yYaBambe KOHTPAITYHKTa Ka0 My3MYKO-TeOPUjCKe [VIC-
LUIUIMHE. 3aTOo, YYeHUIMMA M CTY[IeHTMIMa MOXKe OuTH ONM3aK 3a pasyMeBabe.
Jo of cpefil-OBEKOBHE €II0X€e, MY3JKa Ce 3aCHMBAjIa Ha OBAaKBOM HA4MHY IIO-
CTaBKe XapMOHCKOT pyHaMeHTa Kommnosuiyje. [Ipoljec KoMIIoHOBama ycMepasa
ce, 3aIpaBo, Off XapMoHuje peMa Menoauju. OBo je u dasa T3B. cucrema ,,KOH-
TpanyHKTCKMX BpcTa” (Johann Joseph Fux, 1725) mto je, y pasnuyautum BapujaH-
TaMa, 3aCTYIUbEHO Y MHCTPYKTUBHYM PaJiOBMMa O KOHTPAIyHKTY Beh HeKOMKo
BEKOBa, CBE /10 HAINX JIaHa.

Jake, MeTofla XapMOHCKe aHa/I13€e peHecaHCHEe My3MKe, IpeMa OBOM TyMa-
Jery, 3aCHUBA ce Ha 0a3uyHOM (PyH[JaMEeHTy KOMIIO3MIVje, BEPTUKAIM KOja ce
penykunujomM oTKpuBa y Buay 1:1, Kpos casBydyja IocTaB/beHa Ha Te3aMa. IbeHo
uszBajame Onhe odenexxeHo dpojeBMMa KOju IpefCTaB/bajy XapMOHCKe MHTep-
BaJIe VU BJIX0Be KOMOMHAIVje O OCHOBHOT TOHA. bpojuaHe 03Hake IOCTaB/bajy
ce MCIOZ HOTHOT cucTeMa. CI0OXKeHV MHTepBalU IMIIY ce Kao IMpocTy (3apaj
IperefHOCTY TAKBOT 3aIIMCa, LITO je ITOCeOHO KapaKTePUCTUYHO 3a BUIIETTIACHY
My3uKy). VI3 Tor pasyora, moHerse ce mojaspyje Behu dpoj ucmon mamer.t
YnBajame ce He odenexxaBa. OBakas cycTeM QYHKIMOHUIIE HE3aBYICHO of dpoja
IJIACOBA, jep ce KOJ BMIIEITIACHOT CTaBa, Kao IITO je Beh pedeHo, BepTuKaa 3a-
CHMBA Ha IPMHIUIIMMA TpOITIaca.

Haxon pepykuuje BepTHKaae M3[Bajajy ce AMCOHAHIIE, 110 Y30py Ha Kia-
CMYHY XaPMOHM)Y: IIPOJIa3HULIE ¥ CKpETHMIIE IIOCTaBIbajy ce Y 3arpajy, 3ajpKulie
ce YOKBMPY]jy YIZIACTOM 3arpafioM y3 OpojyaHo ofpeheme [ucOHaHIe U HEHOT
paspellera, UCIOJ, HOTHOT CUCTeMa. YKOJIMKO IIOCTOjM paspeller-e JYICOHAHTHE
3a/Ip>K11ie Y3 IIOKPeT PYIorT I71aca, Mille ce KOHKPeTaH 3BY4YHM Pe3y/Tar, oK ce
y 3arpaji HaBOJy BbeHa 0CHOBA, HIp. 7 — (6) — 3. CrienndnyHa peHecaHCHa 3a-
Ap>Kuita odpasoBaHa Off CUMY/ITAHOT 3By4ara KBMHTE U CeKCTe (T3B. KBMHTCEK-
crakopp), Takohe ce odenexasa dpojeuma (), y3 mocTaB/barme CUHKONMpPaHe
HOTe y YITIaCTy 3arpapy.

Kop mocedHux crydajeBa y IpyMeHM AVICOHAHIM, KapaKTePUCTUYHA HOTA
duhe 3aokpyxeHa (kamOujaTa, HAKHaJHO paspellerbe, TapasUTCKa AVCOHAHIIA
uth.). KoHconaHle n3BaH ¢yHzmamenTa 1:1, akie OHe Ha HEHAITIAIIEHOM WM
pe/IaTVBHO HAITIAIIEHOM Jie/Ty TaKTa, He II0Ka3yjy ce dpojeBrMa — IJXOB TPeTMaH
je cmodopaH, y BUX ce CTI0OOHO y/Iasy 1 CITOOOLHO Ce U3 HUX U3/Ta3N.

VImajyhu y BURy IIKO/ICKY CHCTeM HOTaljyje peHeCaHCHe MY3JKe, y TaKTy 4/2
ce y3MMajy XapMOHCKV MHTEPBa/lIM ¥ KOHKOPAY Ha NpBOj 1 Tpehoj momoBuHM

4 Tlpucryn odenexxaBamy cmdaH je oHOM Koju kopuctu Tpurxon (Gilbert Trythall)
(Trythall, 1994: 199-203). Ho, TeopeTndap dpojuanum nmyrem pukcupa cBa KOHCOHAHTHA
casBydja, 0K je OBJie BepTUKA/Ia PeJyKOBaHa CaMo Ha OHa IO3MIMOHMpPaHa Ha Te3aMa.
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(oHaKO KaKo ce 11 BPILUY IJXOBO IIOCTAaB/babe TeXHUKOM 1:1), IOK ce y TakTy 3/2
M3[iBajajy CaMO OHM Ha IIOYETKY TaKTa. Y KaJleHIjJaMa Ce HaBOJIe 3ajeJHO [Ba pe-
IIera: XapMoHCKe QyHKIMje 0 KojuMa je Beh dumo peun, y3 dpojuano oxpeheme
Koje ce II0CTaB/ba Y IPYTOM Pefly — UCIIOf], XOpPMU3OHTaIHe TnHuje. PparMeHT KoM-
IIO3M1IMj€e HaBefleH y NpUMepy 2, I0OKa3yje OBaKBY METOJly XapMOHCKE aHaJIn3e.
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[Tpumep 2. Hosauu Iljepnyubu ma [Manectpusna, Veni sponsa Christi (moter, T. 41-45)

Y Hamoj Mysm4koj TeOpuju M HACTABHOj MPAKCK IO Cajja HUj€ MOCTaB/beH
CMCTEM XapMOHCKE aHa/I3€ PeHEeCAHCHE MYy3MKe. 3aTO Cy OBJIE U3JI0KEHM HETOBU
OcHOBHM efieMeHTH. OHU Cy U3BEEHM Ha OCHOBY KPUTUYKOT pasMaTpamba CTapux
KOHTPAITYHKTCKMX TPAKTaTa, Kao M IOjefMHMX MOCTylama CafpXKaHuX y HO-
BIjUIM PaJiOBMMa 3allafIHNX U PYCKUX MY3MYKIX TeopeTndapa. [Ipemror anamm-
TUYKOT IIPUCTYTIA PEHECAHCHOj XaPMOHM) I, CaZipKaH Y OBOM UCTPaXKUBabY, IO -
pasyMeBa IOYETHO AedVHUCAbe MOJATHOI IUIaHAa KOMIIO3UIMje, KOf Kojer
Be/IMKY 3Ha4aj ¥IMa pacropef KajieHIra. [ToTome carnefaBame XapMOHCKOT QyH-
JlaMeHTa ~MHTepBaia/KOHKOpaja, ycKaheHo je ca OCHOBHUM crieliupuaHOCTIIMA
MysHYKe IIpaKce peHecaHCHOT nepuopa. Hanme, ona ce rpagmma momohy KoHTpa-
IYHKTCKOT HacjI0jaBarmba, OJHOCHO KOMOMHAIMjaMa ca3Bydja, Koja Cy M3BaH Ka-
JleHIIe MIIeHa GYHKIVIOHATHOT 3Hauema. Taka QyHIAMeHT je y OBOM pajly 13-
IBOjeH ToMohy IpBe KOHTPaITyHKTCKe BpPCTe; OHa je Beh BeKOBMMa y OCHOBM
yderma O KOHTPAITyHKTY. T1Me je OTBOpeH IIpOCTOp M 3a odenexxaBarme IMCO-
HaHIM. Y 0BaKBOM OO/IVIKY, HaBefIeH! aHA/IMTUYKI CUCTEM MI0Ka3ao ce Kao Ipy-
MemUB y ycnoBuMa Hactase. [Topey Tora, ycknahe je n ca crenmdnkom komro-
3UIMOHOT MUIIJbeHa MOoMI(OHIYAPa PeHeCAHCHE eTIoXe.
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THE METHODICAL ISSUES OF THE RENAISSANCE VOCAL POLYPHONY’S
HARMONIC ANALYSIS

The work is based on the musically-theoretical researches of the Renaissance composer’s
practice and counterpoint textbooks. The problem of the harmonic analysis of this peri-
od’s composition has been overviewed. The aim is to open certain issues of analytical
interpretation of harmony and to set directives for its practical realization. In that context
the special attention has been devoted to the ways of the mode, concord and cadence set-
ting out. The critical review on different approaches to this problem has been given in the
works of musical theoreticians as well. By determining the harmonic analysis of the strict
style music the better mastering of the content in Counterpoint subject will be made pos-
sible. The results of the conducted research might be implemented in the contemporary
teaching practice. They will enable more successful stylistic exercises’ designing and the
better understanding of the Renaissance polyphonic masters’ musical language.

Key words: Renaissance, counterpoint, harmonic analysis, teaching methodology
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KOMITIO3MIINOHMN ITPOLEC Y CIOKEHUM
CEKBEHITIAMA Y IBOITACY

Cakerak

V3 acriekTa KOMIO3MIJMOHOT IPOLieca Pa3MOTPEHa Cy /IBa THUIIA IBOITIACHUX CTIOKEHMX
CEeKBEHIIM: CEKBEHIIA Ca JIBOjHMM MOJIETIOM U CeKBEHIa Ca YHAKPCHOM TPaHCHO3UIMjOM
I7acoBa. Y IpBOM KOpaKy IpefcTaB/beHe Cy Hajuelnhe rpemke ca Kojuma ce cycpehy hann
u crypenT. Hajame je monupan y3pok, a OTOM je IpefjoueHa MeTOfa 110 MPUHIUITY
KOPaK-TI0-KOpaK, KOjoM ce Ipeayrpebyjy ommcane Tpelke ¥ HOCTIDKe YCIEITHA peann-
sanuja. Ha mocneTky je mpeficTaB/beH cakeT TademapHM IMpUKa3 KOju MOYKe MOCTY>KUTU
Ka0 KOPUCTAH MOJCETHMK OHMMA KOj! Cy CaB/IaJja/ii METONY.

Kibyune peun: Boriac, CeKBEHIA ca IBOjHIM MOJIEZIOM, CEKBEHIIA Ca YHAKPCHOM TPaHC-
TIO3NIIVjOM, BEPTUKATHO-ITOKPETHN KOHTPAIYHKT

YBop,

1 Ha My3WYKUM aKajeMujama y CpOuju jecte KOMIIOHOBame JBOITTACHE IHBEH-
mje. Kako ce cimoxeHe cexBeHIle y dapokHOj Mysu1iy Mory Hahum ynpaso y mehy-
CTaBOBMMa MHBEHIINja, CaB/IaflaBarbe OBe BELITHHE je 13a30B 3a hake u cryzeHTe,
jep je muxosa rpaba, a caMuM TMM ¥ KOMIIO3UIIVIOHM ITPOIlEC, KAKO CaM Ha3uB
Cyrepuiie, CI0KEHMj/ HErO KOl IPOCTUX CEKBEHIIN.

]’e,uaH 0f 3aJjaTaKa Ha IpeaMeTy KOHTpamyHKT y cpefmbyM My3MIKIM HIKO/TaMa

[TouMarbe CTTOXXEHOCTH Y OBOM TEKCTY, MehyTVM, Huje y car/lacHOCTH ca Jie-
GUHNLINOM CTIOKEHNX CeKBeHLM Yy foMahoj My3MYKO-TeOPMjCKOj MUTepaTypn
(Radenkovi¢, 1972; Peri¢i¢, 1987; Zivkovié, 2005). OHO ce, HanMe, OC/Iama Ha
ONINTY K/IAaCU(PUKAIVjy KOHTPAITyHKTa 3aCTyI/beHy KOJl pYCKuX ayTopa. [egano
U3 TaKBe MO3UIIMje, CI0’KEH KOHTPAIYHKT jeCTe OHaj KOju Ce 3aCHMBA Ha IIpO-
AYKLIMjY HOBUX KOHTPAIYHKTCKUX CIIOjeBa Ha 0cHOBY Beh moctojehnx (Taneev,
1909: 7). IlpyHUIMTI TpOAyKIMje BUILE CIOjeBa OCTBAPEHMX BEPTUKATHNM IIpe-
MEIITAakheM [EOHMIIA TEeXHUYKM je IPEeNyCIOB 3a peanusanujy CIOXKEHUX
CeKBeHIM, 0 yeMy rosope u Hamm ayropu (Radenkovi¢, 1972; Perici¢, 1987;
Zivkovi¢, 2005). VI3 Tora ce MOXKe 3aK/by9UTH J1a je TIOMEHYT! IIPUHIAI [JIABHY
reHepaTop U IOKa3aTe/b KOMIO3UIOHE CTOKEHOCTH. VI3 Tora mpousumasu cre-
neha feduHMLIMja: cloXKeHa ABOI/IACHA CEKBEHIIA jecTe OHA KOja IIPUIIaja CI0XKe-
HOM KOHTPANYHKTY, jep Ceé OCTBapyje MPOAYKIMjOM HOBMUX KOHTPAIIyHKTCKMX
crojeBa oMohy BepTHKATHO-IIOKPETHOT KOHTPAITyHKTa. Y [IBOITIACY, ONMCAHa



214 V. Mysuuka ineopuja / V. Music theory

CTIOKEHOCT je 3aCTYIUbeHA y CEKBEHLM Ca IBOjHUM MOJIETIOM, CEKBEHIIM Ca yHa-
KPCHOM TPAHCIIO3MIIMjOM Vi CEKBEHIIM KOja IIpecTaB/ba KOMOMHALIN)Y IBa HaBe-
mena tuma (Zivkovié, 2005: 72—-73).

I[Tonasehu op npenouene geduHMLMje 1 KnacuduKanyje CI0KeHNX CEKBEHIIN
y ABoOI/Iacy, Hajabe hemo ykasaru Ha Hajyemrhe nmpodieme ca kojuma ce hauu n
cTygmeHTH cycpehy npuankoM nspaje ceKBeHIie ca JBOjHIMM MOJE/IOM U CeKBEHIe
ca YHaKPCHOM TPaHCIO3UIMjOM, a TOTOM heMo 00jacCHUTU HauMHe 33 HUXOBO
IpeBasyIaXKerbe.

IIBa cny4aja U3 Iefaroumke mpakce

Kapma ka>keMo f1a ceKBeHIIa HOCK eIIUTET ,,CJIOKEHA , jaCHO je Jja y IPaKcu MCKp-
caBajy mpod/ieMu KOojy HUCY CBOjCTBEHM IIPOCTUM CeKBeHIama. Y crefehem mpum-
Mepy, Koju je Hammcao cTyfeHT pagehu Ha melycTaBy 3a JBOITIaCHY MHBEHIL]Y,
IpUKa3aHa je CeKyH/IHO-C//Ia3Ha CeKBEHI[a ca BOjHIM MogenoM (mpumep 1).

/P | e = nﬂ\

0 = 4
e I

s

ITpumep 1. CexyHHO cuIasHa CeKBEHIIA ca IBOjHUM MOJIeTIOM (JIOLIe CIIajalbe KapyKa)

YuHu ce Jja je MOfeI, KOjU Ce Hajlasy y IPBOM TAaKTY IpUMepa, IOCTaB/beH
KOPeKTHOM pa3MeHOM Matepujana. Mehytum, Ha crojy usmeby xapuka Hacraje
HeJIOTMYaH PeTUCTAPCKI IIPEIOM y 0de IeOHUIIe, IITO Huje TOXKE/BHO jep ce TUMe
HapylllaBa ,,TeYHO MOBE3NBakbe MOTUBA y cBakoM racy” (Zivkovié, 2005: 78).

AHasorHo ToMe, APYTY CTYAEHT, pajehy Ha CeKBEHIM ca YHAKPCHOM TpPaHC-
HO3MIIMjOM, JO/MA3U IO MpOodIeMaTUYHOT pellleha, jep ce HAaKOH pasMeHe MaTe-
pujana n3mehy Mozerna n kapuke jabpa nsHeHabhyjyh perucrapckn npenom y ode
IeOHUIIe, KOjUM Ce IpeKy/a MeloayjcKa GpayeHTHOCT (mpumep 2).

[Tpumep 2. CeKyH/[JHO CHTa3HA CEKBEHI[A €A YHAKPCHOM TPaHCIOSUIjOM
(momre crajame gpyre u Tpehe kapuke)

ITocraspa ce muTarme 3alITO MCKPCAaBajy OBaKBe IPEIIKe KOje CTYeHTUMa
eTyjy »HeUCIPaB/bUBO , jep ce CBM MOKYIIAjI [a Ce pellle CIIOPHM Ipeiasy U3-
Meby kapuka 3aBpiraBajy Heycrexom. OHO IITO je jeAMHCTBEHO 3a 00a HaBesleHa
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IpyMepa jecTe MOTPEIIHO JoLypame cpxxu mpodrema. Permcrapcko ,mpena-
Mame” MeNofivja y ode meoHuMIle caMo je IOCTIeuIia, JOK ce Y3pOK Haja3y Ha
IOTIIYHO [IPYTOM MECTY, y /I0Ui0j HOCIABUYU XAPMOHCKe OKOCHUUE 3a CeKBEHUY.
Crora je y mpoliecy u3paje HeOIXOfHO HOCIE[HO CIIPOBOherbe KOMIO3UIIMOHNX
Kopaka Koje hemo Hafja/be HeTa/bHO OMUCATIL.

CexBeHIIa ca IBOjHIIM MOJI€TIOM

a. Onmmre nocraBke
ITpe n3paze cekBeHIle IOTPESHO je a YTBPAMMO Off KOje MHTePBaJICKe MO3NIIMje
Tpeda 3anovern. OHa Huje IPOU3BOJBbHA jep 3aBMCY UCK/BYUMBO Off IIPETXOZHOT
Menoamjckor Toka. CeKBeHTHOM MelyCcTaBy y IIKO/ICKOj MHBEHIMjH, IO TIPaBULY,
IPeTXOMY M3/IaTambe TeMe Ca CTaJHUM JWIN IIPOMEH/BUMBUM KOHTPAacydjeKToM
(Zivkovié, 2005: 105). Kao mocnmennyHo Menofnjcko KpeTarbe, OJHOCHO CBOje-
BPCHO pa3pellere IPeTXOZHOT TOKa, MOXe Ce jaBUTY IPOCT (Teplia, CEKCTa) W
CTIOKeHM VHTepBas (HelyMa, TeplienMa), Koju hemo HasBaTu foueitiHom uH-
wmepsanckom fosuyujom cekpeHe. [Tomasehu off TakBOT, IOTMYHO N3BEEHOT MH-
TepBaJIa, CJIOKeHa CEeKBEHIa ca ABOjHUM MopenoM uspabyje ce mpema cnepehum
KopaluMma:

ITpsu xopaxk: IlocTaB/ba ce XapMOHCKa OKOCHMIIA MOJI€/Ia CEKBEHIIE Y TPajalby
Of1 jeJTHOT CJIOXKEHOT TaKTa, KOja Tpeda [ja Cafip>Kul [iBa MHTepBasla: IPBY MHTEPBal
je, 3arpaBo, II04YeTHa MHTEePBA/ICKa I10311I1ja, JOK Ce JPYTY UHTepPBaJl U3BOAM U3
IIPBOT NIPUMeHOM cefiehux nHTepBata TpaHcrnosunuje (Tadena 1).

Tadena 1. Tadenapuu mpukas mpaBKIa 3a TPAHCIO3UIU]Y Y XaPMOHCKO] OKOCHUIIN
CeKBeHIIe Ca JBOjHIM MOJIeTIOM

HOYeTHA VIHTEPBA/ICKa NO3MIVja IIPABUJIO 33 TPAHCIIO3UIINjY
(3a M3BemeHM MIHTEPBa)

1. npoct uHTepsai (3, 6) 111, |12
2. npoct uHTepsain (3, 6) 14, |5
3. cnoxxeHu unrepsain (10, 13) 111, |12

YKonmuko ce Ha MOYETHOj MHTEPBA/ICKO] MO3NLM)jU Ha/Ta3y IPOCT MHTEPBa
(Tepra, cekcra), Moryhe je IpYMEHNUTH jeTHO Off /1BA MIPABWJ/IA: YHGeUUMA-HABU-
we-gyogeyuma-rnanuxce (ckpaheno: 111, | 12) unu xeapiia-Hasuuie-K8UHmA-HaA-
Huxce (ckpaheno: 14, | 5). To sHauu fa je JOMM TOH IPBOT MHTEpBala OKOCHUIIE
IOTPedHO TPAHCIIOHOBATK 3a YHAeUuMY (OJHOCHO KBapTy) HaBHUIIe, JIOK je
ropmI TOH IPBOI MHTEPBaja IpeMelITeH HaHMKe 3a AyofieluMy (OZHOCHO
KBUHTY). Huje gossomeno xomOuHosare UPOCHAUX U CTOMEHUX UHIeP6Ana
Wipanciiosuyuje UpUIUKOM Kpeuparba XapmoHcke oKocHuye (KBapTa+ayoeniuma
VIV YHIEIMMa+KBUHTA!), jep he ce flocneguuHo jasuitiu nouiu cilojesu usmehy
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kapuka (npumepu 1 u 2). Tadenom je Takobe mokasano ga je moryha nmpumena
HpaBUIA YHgeuuma-Hasuule-gyogeuuma-Hanuxie, yKOIMKO ce Ha MOYETHO] VH-
TepBAJICKOj O3NUIIVj| HAaTa3) CJIOKEHM MHTepBal (fenumMa, Tepugernyma). CBaky
off Tpu HaBefieHe MoryhHocTM IprkasaheMo y jabeM TEKCTY.

Apyiu xopax: Y IpBOj IIOTOBMHM XapPMOHCKE OKOCHMIIE KOMIIOHYj€ C€ ,,je3-
rpo” MOJie/Ia y3 IIPMMeHY IIpaBu/Ia Koja Bake 3a BePTHMKATHO-IIOKPEeTHM KOHTpa-
nyHKT y okTaBu.! [Togcehama papu, y TaKBOM, BepTHMKaTHO-IIOKPETHOM KOHTpa-
IYHKTY, Tpeda MasuTy Ha TPeTMaH 4NCTe KBUHTE KOja, Y M3BeIEeHOM CIIOjy, fjaje
AVICOHAHTaH MHTepBas 4KcTe KBapre. Yucra kBuHTa he ce, cTora, Takohe Tpern-
paTy Kao AMCOHAHIIA: HA HAIJIALIEHOM Jeny Takra Moryha je sagpxkuma 5y 6
(momu rmac), mro he pesynrrupary KopekTHOM 3azpkuioMm 4 y 3. Ha ocramum
MeTPUYKMM HO3NUIIMjaMa, KBUHTY Tpeda TpeTupaTi Kao IpOIasHMILy NN CKpeT-
Huny (Perici¢, 1987: 189).

Tpehu xopak: Mopen ce peanusyje y LieIMHN TaKO IITO Ce IOCTAaB/beHEe Me-
noauje ,jesrpa” YHaKpCHO pa3MeHe y APYroj IOJIOBUHY MOJerNa.

Yeitispitiu kopak: CeKBeHIja ce Hajia/be PacIIICyje TPAHCIIOHOBambeM MOJiea
3a CeKYH/y HaHJVDKe, OHO/IMKO ITyTa KOJIMKO TO KOHTEKCT 3aXTeBa.

Y HacraBKy TekcTa hemo Omybke ommcaryt 1 Ha IIpUMepuMa IOKa3aTu CBaKy
Off HaBeleHNX BapujaHTH peMa tadenn 1.

. [IBOojHM MOpeN ca MPOCTUM MHTEPBA/IOM Ha OYETHOj MO3UIVjH (IIPaBUIIO:
111, |12)

IIpsu xopax: Vispabyje ce xapMOHCKa OKOCHMITA MOfie/Ia IIpeMa MPaBIUITY YH-
geuuma-nasuuie-gyogeyuma Hanuxce (mpumep 3).
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ITpumep 3. XapMOHCKa OKOCHUIIA ABOjHOT Mogiena (111, |12)

pyiu xopax: Komionyje ce ,,jesrpo” mogena. OBje Tpeda HAIIOMEHY T Jia ce
BeJIMKa MHTEPBAajICKa pasjnka n3Mel)y TOHOBa XapMOHCKe OKOCHUIIE MOXe pe-
IINTY PETMCTAPCKUM IIPETIOMOM Y ,,je3rpy’ cekBeHiie. Takobe, Huje jodpo nma
pacrojame n3Melhy feonnua ,,jesrpa” mpemaium Tpu OKTaBe, jep he To yspokoBatu
yKpIITame y APYroM jeny Mopena (mpumep 4).

! TIpempa ce y CTIOKeHVM CeKBEHIaMa jaB/ba BePTUKATHO-IIOKPETH KOHTPAIYHKT
y okTaBu (8), cymep okrasu (15) u TpocTpykoj okTaBu (22), y oBoM TekcTy he cBe Tpu
BapujaHTe duTy 0dyxBaheHe 13pa3oM BepTUKATHO-IIOKPETHN KOHTPAITYHKT Y OKTaBIL.
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[Tpumep 4. ,,Jesrpo” gBojHor Mopena (111, |12)

Tpehu xopak: ,PasmeHOM” MaTepujaja JBOjHYU MOJIETI Ce peannsyje y LelMNHI
(mpumep 5).
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[Tpumep 5. Peannsanuja gBojHor Mopena y uemuu (111, |[12)

Yeinispitiu kopak: PacnycrBame CeKBeHIe TPAHCIIOHOBAbEM MOJeNIA 3a Ce-
KYHJly HaHVDKe (1Ipumep 6).
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[Tpumep 6. Peannsaruja Buille Kapuka y CeKBeHIM ca ABOjHUM MopenoM (111, [12)

NN

U

I
17

B. [IBOjHU MOJIe/I ca MPOCTUM MHTEpPBA/IOM Ha MMOYETHOj mo3unuju (mpa-
BIIO: T4, |5)

IIpsu xopak: VIspahyje ce xapMOHCKa OKOCHMIIA MOfe/Ia IpeMa IpaBUIy
Keapiia-Hasauue-K8UHma-Harnuxce (pumep 7).
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ITpumep 7. XapMOHCKa OKOCHUIIA ABOjHOT Mopiena (14, |5)
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Hpyiu xopax: Kommonyje ce ,jesrpo” Mopena. Tom npuankoM tpeda BOEUTH
padyHa Jja XapMOHCKU MHTEPBAJIM »je3rpa’ He npely okraBy. Y cymporHoM he ce
JIeOHMI|e YKPCTHUTY HAKOH pa3MeHe MaTepyjaja y Apyrom fery Mopena (mpumep 8).

f) 4
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ITpumep 8. ,,Jesrpo” pBojHOTr Mopiena (14, |5)

Tpehu xopak: ,,PasMeHOM” MaTepujasia IBOjHI MOJIETI Ce peaysyje y Lie/IHNL.
(mpumep 9).

[Tpumep 9. Peannsanuja gBojHor Mopena y uermuu (14, |5)

Yemspiniu kopak: PacimcuBame CeKBeHIle TPAHCIIOHOBAmHEM MOJIeNa 3a Ce-
KyHZY HaHKe (mpumep 10).

e
7

[Tpumep 10. Peannsaruja Buiire Kapuka y CEKBeHIM ca IBOjHUM MomenoM (14, |5)

I. [IBOjHM MOJIeTI ca CIO>KeHNM MHTePBAIOM Ha MOYeTHOj mo3unuju (mpa-
Buno: 111, [12)

IIpsu kopaxk: Vispabhyje ce xapMOHCKa OKOCHUIIA MOJe/Ia IIpeMa IPaBIUITY YH-
geyuma-Hasauuie-gyogeyuma-ranuxce (pumep 11).

" A — I
y i — [
(e —1 |
S 77
Y “\/
|

o) 7]
)4 [
Z 7 |

7

ITpumep 11. XapMOHCKa OKOCHUIIA ABOjHOT Mogiena (111, |12)
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Hpyiu xopak: Komnonyje ce ,jesarpo” mogmena. Pacrojame y ,jesrpy” He
Tpeda ma mpebe Tpu okraBe jep he To pesyaTuparyu yKpuITameM y LPYTOM ey
Mopiena (mpumep 12).

|

[Tpumep 12. ,,Jesrpo” gBojHor mogena (111, |12)

Tpehu xopak: ,PasmeHOM” MaTepujaia JBOJHI MOJIETI Ce€ pean3yje y LieJMHN
(mpmmep 13).

ITpumep 13. Peaymsanuja gBojHor Mopena y uemau (111, |12)

Yeitispitiu kopak: PacimcrBarme ceKBeHIle TPAHCIIOHOBAbEM MOJIeIa 3a Ce-
KYHZY HaHIDKe (mpumep 14).
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[Tpumep 14. Peanusaruja Buille Kapuka y CeKBeHIM ca IBOjHUM MopenoM (111, [12)

CekBeHI1]a ca YHAKPCHOM TPaHCHO3MI[UjOM

Y cexkBeHIM ca YHAaKPCHOM TPaHCIIO3MIIVjOM, 3 Pa3/IMKYy Off CEKBEHIIE Ca IBOj-
HJIM MOJI€TIOM, IIOYeTHA MHTEePBAJICKA IO3NIIMja He YCIO0B/baBa IpUMeHy ofipehe-
HOT TIpaBW/Ia 32 TPAHCIIO3UIN)Y 3apaj, GopMupama oKocHuIe. [Ipyraumje pe-
4eHO, dM/I0 Jja je IMOYeTHa MHTePBA/ICKA IO3NUIIMja Teplla, CEKCTa, JlelMa /I
TepLUeNMMa, YBEK Ce IMpUMelbyje IPABUIO CelilluMa-HABUUE-HOHA-HAHUNE
(cxpaheHo: 17, |9), y3 HarloMeHy Ja ce He ITOCe)XKe 3a PErUCTapCKUM BapyjaHTaMa
CeNTHMe U HOHE.
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IIpsu xopaxk: ITlonasehu op modyeTHe MHTepBajCKe MO3MUIYje OCTAB/bA Ce
XapMOHCKa OKOCHMIIA Y Tpajamy TpU Kapuke (Ha IPUMep, aKO je MOJeN jefaH
CTIOKeHM TaKT, oKocHuia he odyxsararu Tpu Takra). XapMOHCKa OKOCHUIIA Ce
dbopmupa npema npaBuny cedliliuma-Hasuue-HoHa-Hanuxce (pumep 15).

[ & ]

[ @]

%N

ITpumep 15. XapMOHCKa OKOCHUIIA CeKBeHIle ca YHaKpCHOM TpaHcnosunyjoM (17, |9)
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Lpyiu kopak: KommoHnyje ce Mofen KojuM Tpeda odyxBaTuTi iBa Ca3ByKa y
IPUBYIHO JOMMHAHTHOM OfIHOCY (Ha IIpyMep: TOHMKa-CydgoMmHaHTa). [1pumm-
KOM KOMIIOHOBama Tpeda BOINUTY pauyHa O OrpaHNYebIMa KOja Hala)ke BepTH-
Ka/IHO-TIOKPeTHU KOHTPAITYHKT y OKTaBM (1pumep 16).
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ITpumep 16. KomnoHoBame Mofeia 3a CEKBEHILY ca YHaKpPCHOM TpaHcnosuuyjom (17,

19)

Tpehu xopax: CeKBeHIa ce pacHiCyje YHAKPCHOM pa3MEHOM Marepujaja
(mpumep 17).

e

[Tpumep 17. PacnucuBame ceKBeHlLie ca yHAKPCHOM TpaHcnosumujoM (17, |9)

3ak/pydak

Y 0BOM TEKCTY je pasjaurmeno ciefehe:
1. ]IBa K/by4yHa efleMeHTa y U3pany OMUJIO Koje C/IOKeHe CeKBEeHIIe jecy io-
YelliHaA UHIepPBAscKa HOo3Uuyuja, Koja IpefcTaB/ba II0/NasHY TadKy
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CEKBEHIIE U UPasuio 3a Mpanciio3uLujy, KOjuM ce IpeUN3HO peannsyje
XapMOHCKa OKOCHUIJA.

2. Y3pouu ,HEUCIIpaB/bUBUX TpellaKa y CIOKEHUM CeKBeHIIaMa jecy io-
ipewHy uHItlep6anu WPAHCHO3ULUe Kojuma ce HOopMUpa XapmoHcKa
OKOCHUUA CEKBEHIIE.

3. Ipemke ce mory usdehu gocnregnom npumMeHoM yTBpheHMx mpasuia 3a
TPaHCIO3UL Y.

Y cnenehoj Tadem cymupanu Cy CBU HajBa>KHUjU eIeMEHT 32 U3Pay CIIO-
YKEHUX [IBOITIACHMX CEKBEHIIN, TIOYEB Off TUIIA, IIPEKO TIOYeTHE MHTEPBAICKE TI0-
3MIyje U MpaBIa 32 TPAHCIIO3ULIM)Y 1O CHeNVUIHUX YIYTCTaBa Y BULY HAIIO-
MeHa (tadena 2).

Taderna 2. HajBa>kHUjU e/leMeHTI 3a U3PaJy CJIOKEHUX NBOITIACHUX CEeKBEHIIN

TUII CeKBEHIle | ITOYETHA MHTEPBAJICKa |  IIPABMIIO 3a HaIroMeHe
nosuuyuja TPaHCIIO3ULINjy
IBOjHI MOJEN IIPOCT MHTEPBaI 111, |12 Moryh perucrapcku mpesom y
(3, 6) »j€3TPY’, pacTojame y ,,jearpy” He
Tpeda ma mpebe 22
IPOCT MHTEPBAJI 14, |5 pacTojame y ,jesrpy” He Tpeda fa
(3, 6) npebe 8
CTIO>KeHU MHTepBaJl 111, |12 pacTojame y ,,jearpy” He Tpeda ma
(10, 13) npebe 22
YHaKpCHa IIPOCT VTN CIIOKEH 17,19 pacTojame y ,jesrpy” He Tpeda aa
TPAHCIIO3MIHjA MHTepBas mpebe 15
(3, 6,10, 13)
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COMPOSITIONAL PROCESS IN COMPLEX SEQUENCES IN
TWO-PART TEXTURE

The text begins with the redefinition of the term “complex sequence” in relation to the
term “complex counterpoint”. There are two basic types of complex sequences - the se-
quence with a dual model and a cross-transposition sequence — while the third type rep-
resents their combination. Furthermore, the two shown examples from pedagogical prac-
tice illustrate the most common mistakes made in making two basic types. As a rule, the
problem lies in the poor problem location. A precise methodology is presented in the
central part of the text on a step-by-step basis, first with dual model sequences and then
with code sequences with cross-transposition. The final section of the text summarizes all
most important elements for making complex two-part sequences.

Key words: two-voice texture, sequence with dual model, cross-transposition sequence,
vertically moveable counterpoint
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3ACTYIUBEHOCT CAMOPETY/ITAIINUJE TOKOM
CAMOCTAJ/IHOT BEJXBATHbA NHCTPYKTVIBHE
MY3UYKE JIUTEPATYPE

Cakerak

Pap mpeseHTyje Halmase UCTpaXkyBame Koje je 3a Vb MMAJIO caIjlefiaBarbe HadlHa BeX-
dama eTufie Kao Jela MHCTPYKTUBHE JIUTepaType ¥ yTBphuBame IPUCYCTBa ¥ HUBOA
3aCTYIUBEHOCTH caMOperyalje TOKOM CaMOCTa/IHOT BexkOama. Y VICTpaXXIBaIbY je yde-
CTBOBAJIO 238 UCINUTAHVKA, YYCHUKA CPEABIX MY3UYKIUX LIKOIA U (aKyITeTa My3UdKe
YMETHOCTY Ca BOKa/JIHO-MHCTPYMEHTAIHUX OficeKa ¥ usBohauykux Karenpu. IIpema po-
dujeHyM pesynTaTiMa, Hajsehn Opoj mcnmraHuka mpouewyje ga ce 30-40% BpeMeHa y
HacTaBM IOCBehyje odpafu MHCTPYKTMBHE MUTEpaType U eTUaMa Kao BEeHOM ey U
HeMa pasjMKe y OJHOCY Ha HUBO odpasoBama. Kaja je Opoj caBmaaHux eTnuia TOKOM
jerHe MIKOJICKe TOAVHE y MUTABY, IOofaLy ropope ga 89% MCIMUTaHMKA U Mambe, TOKOM
romuHe caBmaja mo 20 eTuja ox 4era 52% mcnuTaHNKa TOKOM TOfMHE caBiafga 1-5 etupma.
VicnutuBauy y3opak cMarpa jja Cy eTHje BaKaH Jleo My3WuKe IIKonoBamwa (AC=5.44;
Cl1=1.50). M3pauyHara cpefitba BPEIHOCT YKYIIHMX OAIOBOpa 3a CBaKy a3y camopery-
JIMCaHOT Bexkdama eTujie MOojelNMHaYHO HOKasyje f1a je pasa mpahema HampegoBama Ipu
Bexxdamy eruje HajsactymwbeHnja (AC=5.45; CJ]=1.34), HakoH Tora (pa3a IpolLeHe pe-
synrata Bexdama etupie (AC=5.29; C[I=1.19) u na je mpumnpema 3a Bexxdamwe HajMarmbe
3aCTYIUbEHA Y CAMOCTA/IHOj opranu3anuju Bexdama (AC=5.11; ClI=1.15). Cmarpamo ja
IIpMMeHa caMOpeTy/alyje TOKOM CaMOCTa/THOT Be>kdarba MOXKe MIMaTy ITO3UTUBAH edeKaT
Ha YCIIeITHOCT MY3UYKOT n3Bohema (Kao Kpajmer Iji/ba Bexkdama) I la ce MoXe 11 Tpeda
Iofy4aBaTy Kako OM ce XadMUTya/HU MOfeny Bexxdama IpeBasyIUIM Y YCIOCTaBMUIa
,CTparelKa CBeCHOCT

Kpyune peun: Bexxdame, eTujie, MHCTPYKTMBHA JUTEpaTypa, CaMOperylalyja, caMo-
craimHo BoheHo Bexxdarbe

YBoOp,

Mysqua BOKAJIHO-MHCTPYMEHTa/IHa CTPYYHOCT, OBJIaflaBarbe ITTAaCOM M
MHCTPYMEHTOM, IOCTIDKe Ce BUILIErOAMIImBoM nocBehenonthy Bexdamy
Koje MOpa dUTM yHaIpeq VICIUIAaHMPaH YNH I IOApa3yMeBa II0CTOojarbe CTpaTernje
KOjoM du IojefyHaL] CAaMOCTA/THO YCMEpaBao CBOja ITOHAIIAka, IOCTYIKe I KOT-
HUTVBHO/adeKTNBHA cTama (Jorgensen, 2004; Mirkov, 2013). Jla 6 octBapmo
JKe/beHe My3U4Ke pe3y/Tare, yIeHIK KOji ce My3MYKI LIKOJTyje, Hajsehn feo cBor
BpEMEHaA 1/[3,11Baja Ha ,,aKTMBHOCTY OCMUII/bE€HE C IIPYIMAPHOM CBPXOM IIOCTM3atba
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u modojplirara (My3M4KIX) BEIITHHA (KOje pas3nKyjeMo Of OCTalINX BPCTa CBa-
KOJHEBHUX aKTMBHOCTM y KOjMa y4yere MOXKe OMTM MHJMPEKTaH pe3ynTar)”
(Ericsson, 1993: 367). Kaga roBopu o ody1iu 3a caBnagaBame ofpeheHe Berrune,
jour KomeHcky roBopy 0 Bexdamy Kao HeM30CTaBHOM JIeTTy IIpolieca yuema ,jep
camo mpakca crBapa majcropa’ (Komenski, 1997). Ilo wemy, cama BemTuHa y
cedy cKpyBa OHO LITO je YMETHIYKO, a ’beHOM OBJIafjlaHouny Moxke ce pasyMeTn
¥ IMATH afieKBaTaH CTaB O APYTUM pajjoBuMa u3 ucte odnactu. Bexxdame, Takobe,
MO>KeMO e(pMHUCATU KAO ,,CTPYKTYPHUCAHY aKTMBHOCT KOjy 4€CTO OCMMII/bABA]y
HACTaBHMLY VIV IIefar03M ca LiybeM yHanpelema TpeHy THOT 13BohauKor HBoa
KOJI yYeHUKaA [...] Ipy Bexkdamy je BaXKHO 3aL[pTaTy KOHKPETHE LI//beBe HallpeTKa
U IpaTUTU pasBoj mojenuHna [..] a 3a To je morpedua mocsehenocr u Tpyn”
(Leman, Sloboda i Vudi, 2012). IIpoMuiibeHo, CUCTeMaTCKO BeXKdarmbe MHCTPY-
MeHTa TOKOM MY3MYKOT IIKO/IOBaba MIMa 33 LIWJb Pa3Bljarbe TeHePUIKIX, KOTHM-
TUBHIX IIPeJICTaBa Koje IpefiCTaB/bajy IOTIOPY BelITHHAMa 1 oMoryhaBajy yde-
HUIMMA Jla aCUMWINpajy, odpabyjy, MeMopuily u penponykyjy My3uky. Pag Ha
pasBUjamby KBAIUTETHU]MX CTpaTeryja BeXkOama MHCTPYMEHTa 0djeINIbYje nciu-
THBalbe IOBE3aHOCTY MOTYBALMje, METAKOTHUIIje Y CAMOPETy/IMCaHOT yueba ca
npoiecoM Bexxdama. [TocMaTrpaHo U3 yriia My3ndkor odpasoBama, CaMOCTATHO
BeXKdame IpeficTaB/ba K/bYYHY aKTYBHOCT Y IIPOLIECY CTHIIAha 3Hatba 11 BELITHHA
HEOIIXO/IHVX 3a CBMPambe MHCTPYMEHTA.

CamoperynncaHo yueme y CTy>K0u BexxOama

[Tpunnkom caMocTamHOT Bexdarba, Koje ce onurpaBa de3 Hajj30pa 1 ycMepaBarba
Off CTpaHe IpefIMeTHOT HaCTaBHMKA/IIpodecopa, yIeHNIV/CTYIeHTH OCTIambajy ce
JICK/BYYMBO Ha cBoje pecypce (JoBuh, 2018). Ibuxos Hanpenak y 1odpoj mepu
3aBuUCH Off epUKACHOCTI BeXXOarha, TO jeCT, CHOCOOHOCTH OpraHu3aluje u HOCTHu-
3ama Iuba y mro kpahem Bpemenckom nepuony (Hallam et al., 2012). [la du ce
TO TIOCTUIJIO, YIEHNIM Ce CABETYjy /ja Ha IPOMMII/bEH Ha4YMH Bpile ofadup ax-
nyja xoje he cuposectu y nepuopy ydema (Jorgensen, 2004). C od3upom za je y
[Ty CAMOCTA/THO ITOyYaBakbe, TO jeCT U3BPIIaBatbe CAMOIIOCTAB/bEHIX CMep-
HII[a, OBaKaB BIJ| yUetba je Ha3BaH CaMOPETY/IICAaH BUL yUerba U O3HaYaBa CIIo-
COOHOCT yuYeHNMKa Ja HafITefa ¥ KOHTPOJINIIE CBOje MMOHAIaibe, eMOLyje VN
mucu npuinarohasajyhm ux saxreBuma cutyanmje (Zimmerman, 1989). To je
aKTUBHM, KpeaTVBHM BUJ y4uema y OKBUPY KOT YYeHUK caM oapebyje cBoje
I/b€eBe, TIPATy MCXOJe CBOT pajia, OroBapa Ha cBoje moTpede, a Le/NM Ipolie-
COM PYKOBOJVI CBOjUM 3HalbeM, MOTUBAIjOM U NOHamameM (Stoeger, 2010).
CaMoperynucaHo ydema ce He MOXKe JiepuHICaT jefHUM CBEOOYXBaTHUM
odjaurmemeM, Beh mpe roBopuMo 0 MofiennnMa cariefiaBatma caMoperyariuje mpu
yUery ca aKI[eHTMMa Ha pas3anduTe NPUCTyIIe (COLMjanmHO-KOTHUTUBHY, MOTH-
BaIVIOHV, METAaKOTHUTUBHY, OpujeHTanuja ka uby) (Boakaerts & Corno, 2005).
[IMHTpUY 3a CAMOPETyINCaHO yUetbe KaKe [ja TO Hufje HUIITA BUIIE [0 ,,IPUMeHa
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perynanuje 1 camoperynanyuje Ipy CTULAby HOBUX 3Hama , ajli Ja Ce IOJ OBU
II0jMOM IIOfipa3yMeBa ,,LIIKOJICKO 3Hame KOje ce CTUYe y IIKOaMa VTN YIUOHM-
nama” (Pintrich, 2000: 451). Aytop n3aBaja ogpebheHe npernocTaBke of KOjux je
usrpaben ,,okBup” Teopuje 0 CaMOPETy/INCAHOM yUerY: aKTUBHOCT U KOHCTPYK-
TUBM3aM, CIIOCOOHOCT KOHTpOJIE, L[W/b, KPUTEPUjyM WINM CTAaHJAPA M yTHULA]
(ncro). Kapa kaxke akTMBHOCT ¥ KOHCTPYKTVBU3aM, [IMHTpUY y4eHNKY Hofe/bYyje
aKTMBHY U KOHCTPYKTVMBHY YJIOTy y IIPOLieCy ydema ca crocodHouhy fa jacHo
IIOCTaBU Wb y4erba U I0Ceyje KOHTPOIy y pajy Koja ycMepaBa yueme Ipema
oppeheHOM cTaHzapAy MM KPUTEPUjyMY KOjU Ce TIOCTaBM M MMa ITTaBHU YTULIA]
Ha HauVH KakKo he 0CTBapuTy IOCTaB/beHN LWk Y ONHOCY Ha IIepCOHA/IHE YMHM-
ole, cpeHCKe (haKTope U jaTe OKOMHOCTH. V3 cBera HaBegeHor, [IunTpuy dpop-
Mynuile nedUHUIN]Y KOjOM CaMOPEeTy/INCaHO y4ele odjallmbaBa Kao ,aKTUBHY
(aHra>xoBaHM), KOHCTPYKTMBHM IIPOLIEC IPY KOMe YYeHUK IOKyIlaBa Ja COII-
CTBEHE IIOCTaB/beHE IM/beBE y4era IPaTH, pery/Iniie 1 KOHTPOINIIe ycMepa-
Bajyhu cBoje KOTHUTUBHE IIpoliece, MOTMUBALYjY ¥ IOHAIIaka Y KOHTEKCTY Off-
pebenux cutyaunja n okpyxema” (Pintrich, 2000: 453).

Carnegano kpo3 npusmy ColmjaHO-KOTHUTUBHE TeOpuje, 1 ocnamajyhm ce
Ha BaHpypuH Mopen penunpoyHor ferepMmmHusMa, [lumepman (Zimmerman,
1989) medmHmIIe caMOperynncaHo ydeme Kao CTelleH MeTaKOTHUTHBHOT,
MOTMBAIVIOHOT U OMXeBMOPaTHOT aHTa)KOBamba cMaTpajyhn ga camoperynmcano
ydeme Huje ofpeheHO caMo mepcoHa/HUM YMHMOLMMA HETO CPEAVHCKUM yTHU-
najeM 1 n3dopom noHamama. [lo wemy, CPY Huje MeHTa/lHa aKTMBHOCT WM
aKasieMcKa crocodHoCT Beh mpe ,camoycMmepaBajyhm mporjec KojuM CTyZeHTH
TpaHCPOPMMUIILY CBOje MEHTa/IHe CIIOCOOHOCTM Yy aKaJeMcKa 3Hama (Zimmer-
man, 2002: 65) ,u3meby ocranor npu nocrapmpamy LnbeBa, N300pa U IpUMeHa
CTpaTeryja y4ema U caMO-HaJI/Ielalba COIICTBeHe eukacHocTH (Zimmerman,
2008: 166). Linmepman nHkoprnopupa bannypuny teopujy o camoperyniujn ca
CBOjJIM MOJIEJIOM CaMOPETY/IMCAHOT yuera 1 popmupa cTaB o Tpu noTpedHe pase
Ia Oy ce caMOperyIucao yueme OCTBAPUIO: IPOMUIbakbe (Ipuipema), us-
Boheme (Bo/pbHA KOHTpONA) U camopedrekcuja (Zimmerman, 2000).

Y cBOM 4IaHKY IIOJ Ha3UBOM ,,CaMOpETyIICaHO yueme: Tje CMO MM laHac?,
jour 1999. rognue Monuka bokaptc (Monique Boekaerts) mctude mpucycrso
caMoperyanyje Kao 3Ha4ajHOr KOHCTPYKTopa y chepn 0dpa3oBarma 1 Kao TAKBOT
Beh npuxsaheHor o cTpaHe neparora, 00pasoBHUX MHCTUTYIMja, TOMUTUIKNAX
cTpyja, poputemba (Boekaerts, 1999). OHa camoperynncaHo y4erme carjiefaBa Kao
M3y3eTHO 3HAYajHO MOJbe 3a MCTPAXKMBAIbe Off CTPaHe HAyYHMX pajjHMKA I TO Ha
IIPBOM MeCTy ja du ce fedpuHmCcae CBe KOMIOHEHTe KBaIMTETHOT y4emba, f1a On
ce odjacumu Mebhycoduu (monaspajyhn) onrnocu nsmely uspBojenux enemenara
¥ 1Of] TpM Jia &M ce yueme u ycrehe fupekTHO MoBe3aso ca mn4Hoihy, ofHOCHO
IOBEJIO Y AUPEKTHY Be3y ca MOTMBAIVIjOM, LIM/bEBJIMA, BO/bOM U eMOIMjaMa T10je-
nuHna (ncro). He sxenehm ga mehycodHo mopenn reopuje camoperynanje yuema
(xoje cy cBaka 3a cede Hajuenrhe pe3ynTaT pasIM4NUTOr yI/Ia ITOCMATpama), bo-
KapTcoBa M3[Baja TPM 3HaYajHe OO/MACTU MCTPaKMBama KoOja Cy JONpMHeNa
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do/beM pasyMeBamy CaMOPETyINCAHOT y4erha: UCTPaKMBamba CTUIOBA yYeHa,
MICTPaXXMBabha 13 00/IaCTI METAKOTHUIIMje U TeOpyje TMIHOCTY Ca aKL[EHTOM Ha
opujentanujy ka mwpy. Caxumajyhn nodujene Hamase, ayropka 3akbydyje fa
»CaMOPETY/IICAaHO yuere Hije norahaj, Beh ce ogHOCH Ha HM3 y3ajaMHO ITOBe3a-
HVIX KOTHUTMBHUX ¥ aeKTUBHUX IIpolieca KOju Aenyjy 3ajefHO Ha pasInduTIM
KoMIIoHeHTaMa odpazie nHpopmanmja” (Boekaerts, 1999: 447).

Kako je Tema caMOperynIMncaHOT y4yewma y HaylM II0CTajaja 3acTYIUbeHM)a,
TAaKO Ce U pasBuUjaja Ujeja MCTPpaXXMBamba Bese u3Mehy camoperynmmcaHor yuemwa
u Bexxdamwa nHcrpymenta (McPherson, 1997, 2000, 2005; McPherson & McCor-
mick, 1999, 2006; McPherson & Renwick, 2001, 2011; Nielsen, 2012; Miksza,
2007, 2011; Kim, 2010). Ananm3a pagoBa Ha OBy TeMy IIOKa3yje CBeodyxBaTaH
IPUCTYII, KAKO TEOPMjCKYU TaKO ¥ eMIMpujcKu. VicnutuBanu cy: 1) moBesaHOCT
usmehy camoperynmcaHor HaumHa ydema 1 Bexxkdama MHCTPYMeHTa (Ijy/beBa
BeXkdama, YI0KEHOT BpeMeHa, MICTPAjHOCTH, OpraHusalyje Bexxdarma, epukacHo-
CTH), 2) 3aCTYIUbEHOCT U BUJ, CAMOPETY/IMCAHOT Ha4MHA BexKdara NHCTPYMEHTa
110 HMBOMMA IIIKO/IOBama, 3) HauMHM nofgy4aBawa CPY (ogHOC HacTaBHUK-yde-
HUK) 11 4) edeKTU IbeHe IPYMeHe IIPY CaMOCTaTHOM pafly. Y UCTpaKMBambUMa je
Y4eCTBOBAJIO Off jefHOT 10 463 y4eCHMKA y3pacTa y PacloHy ofi 7—45 ropgyHa Koju
cy noxabhanmu popmanHe n HepopmanHe HadMHE MY3UYKOT LIKO/IOBAha, & TPajara
VICTPa)XXMBaba Cy Bapypasa oOff jefHOT Bexkdama, IIPeKo ceMecTpaHor npahema,
JI0 JIOHTUTYAVATHUX UCTPaKUBamba y pacriony of Tpu ropute (Varela et al., 2014).

3HauajHO MeCTO Y Hallloj TeopeTcKoj dasu unHe pajosu [lerpa Mukce (Peter
Miksza) koju camoperynanujy y rnporuecy Bexxdama MHCTPYMEHTa caryefiaBa 13
BUIIIE YIJIOBA IIOCMaTpama. MUKca je aHaIM3Mpao Ba/baHOCT YIMTHUKA 32 KBa-
JIMTETHY IIPOBepY IIpUMeHe CaMOpeTy/Ialyje TOKOM BexKdarma MHCTPYMEHTa, 3a-
CTYIUbEHOCT CaMoperyanuje mpu Be>xxdamy y OHOCY Ha MHCTPYyKLUje faTe Of
CTpaHe HAaCTaBHMKA ¥ MUKpPO aHanu3e (IIOCTYNMHOCT y pajy) HauMHa BexOama
MHCTPYMEHTA KOje yKa3yjy Ha HUBO 3aCTyI/beHOCTH caMoperymuryhux crpare-
ruja yyema (Miksza, 2011, 2012, 2015; Ersozlu & Miksza, 2015; Miksza, Blackwell
& Roseth, 2018; McPherson, Osborne, Evans & Miksza, 2019). Ha ocroBu ¢op-
MUpaHoj u3 pagosa [{umepmana u Mekdepcona (Zimmerman & Martinez-Pons,
1988; McPherson & Renwick, 2001), ayTop rpagu dasy 3a cBoja MCTpakKuBama
BaJIMHOCTY MHCTPYMEHTA 3a IpoBepy ofipeheHnx acrekara camoperynanyje npu
BeXXdamy. YIIUTHMKOM UCINTYje MOTUBUCAHOCT 3a BeXkOame, MeTofe paja, Io-
Halllatbhe YIeHJMKa TOKOM Be>kdarba, OpraHN3aljy Bexxdarma U COIMjalTHy YTHULA]
Ha IpuMeHy camoperynanuje (Miksza, 2012). Pesynratu ctyanje nokasyjy, n Ha-
IIOBe3yjy ce Ha IpeTXofHa UcTpakupama Llumepmana u IloHca (ucro), ga ako
XKeMNMO Jja Y4eHMKe KOji ce LIKOJYjy 3a IpodecuoHamHe My3uuke n3Bobhaue
yCMepMMO Ka ITy Ty caMOopery/alyje CBOT Be>kdama, TOTPedHO je ja MMaMo Bajn-
IlaH MHCTPYMEHT KojuM hemo ode3demyuT jacHy CIMKYy Kako OHVM OpPTaHM3Yjy
cBOje BekOame y aTOM TPEHYTKY, Aa 01 Ha OCHOBY fodujeHNX MHQOpManmja
MOITIM [ja 3HaMO KOje eJleMeHTe caMoperynaruje Tpeda mocedHO U TOJATHO I10-
nyuaBatu (Miksa, 2012). HapaBHo cBe To je ca Lju/beM fia ce YYEHUI/CTYIeHTI
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pasB1jajy y He3aBUCHE 11 CAMOCBECHE YMETHMKe. AHa/I3a IPUKYI/bEHNX 3Bell-
Taja Koji Cy yueHUIM (MHCTPYMEHTA/IVICTH) JaBa/li y CBOM BeXKdamy yKasaina je,
u3Mehy ocTasor, 1 ja OHUM y4eHMIM KOjJi IPUIVKOM CBOT BexOama KOPICTE pe-
rymuuryhe crpareruje, BpeMEHCKM HEIITO Ayske Bexdajy y OHOCY Ha OHe yde-
HYIKe KOJ| KOjUX HUCY youeHM efleMeHTH camoperynanuje (Miksza, 2012). Mo-
XKeMO 3aK/byYMTH I Cy OHU NocBeheHujy CBOM My3MYKOM 00pa3oBamy, C TUM Y
Be3V MOTUBMCAHUjU, KAO U TO Jla MMAajy jaCHMje IIOCTaB/beHe KAKO KPaTKOPOYHE,
TaKo 1 [yTOPOYHe IV/beBE.

Cysan Kum (Kim, 2010) xoja ce daBuia ncnutuBameM II03HaBamba CTpare-
THja CAaMOPETY/INCAHOT y4erba, Ha4MHIMa Kopyirhema Mofie/a CaMOPery/IiCaHor
ydemwa Npy BeXxdamwy MHCTPyMeHTa 1 edeKTuMa Bohema JHeBHMKA Bexxdama,
IolIa je Jo yBuja fa de3 0d31pa Ha CTaTUCTUYKY IIOBE3aHOCT, KOja Huje y CBUM
acrekTyMa Bexkdama (CTaTMCTMYKM) CHaXKHA, IIPYMeHa caMoperyalyje Mnpu
BeXXdarmy HEOCIOPHO IOMaXKe Y4eHMIMMa/CTyleHTUMa jja npesasuby ,,MpTBY
TayKy y BeXXOamwy ¥ 1M3derHy IOHaB/balba MCTUX Ipelllaka, IITO je 3a Mpolec
HallpefjoBama caMo 1o cedu Beh Beoma 3Ha4yajHO. MOTUBMCAHM Ja IPOBEPUMO
3aCTYIUbEHOCT caMoperyalnje Ipy CaMOCTaTHOM BeXOarmby BOKa/IHO-MHCTPY-
MEHTa/IHUX M3Bohada Ha CPeIOIIKOICKOM U (PaKyITeTCKOM HMBOY MY3MYKOT
mKosoBama y Cpduju, peanmsosamu cMo crefehe nefarouiko ucrpaxmsame’.

MeTopmonoruja ucTrpakxnupama

IIpegmet u nubeBU

CBpxa ucTpaxnBama dua je ja ce yTBPAU IPUCYCTBO ¥ HUBO 3aCTYIUBEHOCTH
caMoperyalyje TOKOM CaMOCTATHOT Bekdama eTujie Kao fiefla MHCTPYKTVBHe
nuTeparype. AHaIM3MPaIN CMO IIPUCYCTBO TPU (pase caMOperyIncaHor Bexdama
(mpunpema, mpaherse TOKa HaNpeOBaba, IPOBepa MOCTUTHYTOT) ¥ KOpaKa Koju
IPeCTaB/bajy KPYXXHU MOJe/l caMOBODeHOTr Ipolleca opraHusalyje Toka Bex-
dama Ha CpeIOIIKO/ICKOM U (PaKyITeTCKOM HUBOY MY3MUYKOT LIKOJIOBakba.

CxXOIHO IIpefMeTy UCTpaXKMBamba UManu cMo ciefehe nusese: 1) na ucnu-
TAMO MeCTO eTH/ja Kao Jiefia MHCTPYKTUBHE JIUTepaType y HaCTaB/ MHCTPYMEHTA,
2) [a yTBPAMMO HauMH Ha KOjU YIEHWUIIM M CTYAEHTHU BeXOajy eTuse, 3) ycTaHo-
BJYIMO Mepy 3aCTyIUbEHOCTH (a3a CaMOpPeTry/IMCaHOT yyermha TOKOM BexKdama, 11 4)
IIPOBEpUMO BUXOBY MehycodHy moBe3aHOCT.

! PagoM mpepcTaB/baMo METONONIOT U}y U pe3ynTare IpBe dase 0OMMHOT MCTPaXKy-
Bama Koje je /leo MOKTOPCKe AuceTallje ca TeMoM JlepuHucame 1 IpuMeHa Mojena
caMoCTaTHO BoheHoT Bexkdarba Ha IIpMMepy MHCTPYKTUBHE INTepaType/eTusa 3a ipBeHe
IyBauKe MHCTpyMeHTe Koja je y mpolecy uspasie Ha Karempu 3a condeho u mysmuxy
neziarorujy Ha PakynTeTy Mysudke yMeTHOCTH y Beorpapy.
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Ysopak

Y mcrpaknBamy je y4ecTBOBalo 238 MCIUTAHMKA. Y30PKOBA/IM CMO IIPUTOIHU
y3opak o 100 yueHuka (42%) cpenmyx My3ndkux mkosa n3 beorpaga (CraHko-
Buh, [Ip Bojucnas Byukosuh, Mokpaman un Jocudp Mapuukosuh) n 3emyHa
(Kocra Manojnosuh). Peepentnu ysopak dpojao je 138 crynenara (58%) ca
cnepehux dakynrera: @akynrer Mmysnuduke ymetHoCT! y bBeorpany, Akagemuja
ymetHocTrt y HoBom Capy, @axynter ymersHoctu y Hury, ®@umonomko-ymer-
Hukn Qaxynrer y Kparyjepuy, mpoceune crapoctu 19 rogmua (AC=18.67;
Cl1=2.56) op xojux je 59% >xeHckor u 41% mymukor nosna. [fTocmarpano Ha HUBOY
mKosa u ¢akynrera, ofadup UCIMTaHMKA OO je cry4ajaH, anu oxpeheH npucyT-
HVM YYeHMI[MIMa U CTYeHTVMa Ha OIIIITOj HACTaBY y OKBUPY CpeJibe IIKOIe I
TPYIIHMX YacoBa Ha (aKyITeTy y TPEHYTKY aHKeTUpParba. Y30OPKOBaHMU Cy yde-
HUI{M CBUX pa3pefia ca pasInuuTiX BOKaTHO-MHCTPYMEHTATHIX OfiCeKa My3/d-
KVX IIKO/IA ¥ CTY[EHTY CBUX TOMHA Ca M3BODAYKMX KaTepy yMETHUYKUX da-
Ky/ITeTa: KJIaBUp, BUO/NMHA, BMOJIA, BUOTIOHYE/IO, KOHTpadac, ¢ayTa, KIapuHer,
cakcodoH, 0003, parot, Tpyda, TPOMOOH, XOpHA, XapMOHMKA, OPry/be, 4eMOaJIo,
xapa, rutapa, dydam, cono nepame.

Bapujabne 1 MepHM MHCTPYMEHT

VictimtuBaHe Bapujadie Mo)keMo rpymnucaty Ha crefgehyu HaumH:
o Odwiiie: IOT1, y3pPAcT, 'paji, HUBO 00pa3oBama, paspes y LIKO/IV/TOAMNHA
Ha QaKyITeTy , UHCTPYMEHT, TOJJHE CBMPalba.
»  3aBucHe Bapujadie Koje ce ogHoce Ha 8exdarbe eilitga i TO y OFHOCY Ha:
1) Mepy 3aCTYI/BEHOCTH €TH/ja Y HACTaBM U BeXXOary MHCTPYMEHTa; 2)
CaMOIIPOLIeHY BeXkdama eTuia; 3) mpuIpemMy 3a Bexxdame eTnpa; 4) 1mo-
crynke mpahema Toka Bexxdama eTujie; 5) BpeHOBambe pe3y/iTaTa Bex-
dama eTume.
»  3aBucHe Bapujadie Koje ce 0gHOCe HA UPOYeHY 3ACHLYUbEHOCTHU camope-
Iynuayuje TOKOM BeXdama.
3a norpede ucTpaxuBama GOPMYINCAH je YIUTHUK KOjU MMa YKYIHO 29
nuTama of Kojux je 12 oTBopeHor tmma u 17 murama ca moHyheHOM CKaoM
npoueHe JInkepToBOT TUIIA Off KOjUX je 16 muTama y paclioHy BpegHOCTH of, 1-7
I jefHO NUTambe Y pacniony off 1-6. IIpuMemeHa je aHanUMTUYKO-IECKPUIITMBHA
MeTofia KopucTehn jBe TeXHVKe: aHKeTHpame U CKaIipabe.

ITpouenypa ucrpakupama u oOpasa mogaraka

IlonymaBame YIUTHUKA peany30BaHO je TOKOM IIkojsicke 2017/2018 rogune y
OKBIUpY TpyIIHe HacTaBe y LIKOJaMa M Ha (akynTeTyMa. AHKeTHpame je duio
AQHOHUMHO ) CIIPOBEJICHO je Y3 CAaIJIaCHOCT AMPEKTOopa LIKOJIA U fleKaHa (aKyiI-
TeTa YMjy Cy YIeHNUIV/CTYIeHTI y4eCTBOBA/IN Y UCTPaKUBaY, a y3 momoh mpep-
MeTHMX HaCTaBHIMKA. 3a IOIybaBalbe YIIMTHIKA 110 je MoTpedHO mora cara.
[Tpu cratucTiukoj odpajy mogaTaka KopuurheHu cy KBaHTUTATVBHY Y KBa-
MUTATUBHY HOCTyny. [IprMeHnIm cMo feCKpUNTUBHY aHANN3Y (M3padyyHaBaIn
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CMO TIpOCeKe ¥ CTaHZAapAHe feBujalyje), ppeKBeHIMjcKe aHanm3e (IPOLEeHTN),
HOpeV/IN CMO odujeHe Cpefibe BpeqHOCTH (t-test He3aBUCHMX y30pakKa, jeHO-
¢dakTopcka aHanmM3a 3a HeloHOB/beHa Meperra ANOVA) n uspadyHaBaim mose-
3aHOCT, OJHOCHO Kopenanujy usMmeby ncnutuBanux Bapujadmu. 3a odpany mo-
dujenux pesyrrara KopumiheH je craTucTMdku codrBepcky makeT, SPSS
(Statistical Package for the Social Sciences) Bepauja 20.00.

Pesynraru ucrpaxusama

3aCTy1'I)I>eHOCT €TUIa y HaCTaBN

VIHCTpYKTHBHA TUTEPATYPa je METOACKM OCMMII/beHa TaKo fja oMoryhasa paj Ha
jacHO peduHMCAHNM IPOJIEMCKIM 3afaliMa KOjii ce€ MOTY OJHOCUTHM Ha TeX-
HUYKE , TOHCKE, MHTEPIPETATUBHE WM €KCIPECHBHE aclleKTe MY3UYKOT W3-
Bohema. C TMM y Be3u, cMaTpaMo 71a je Opoj caBmafaHUX eTUIA Y TOKY jefHe
IIKOJICKE TOAVHE 3Ha4ajHa, a/ll HApAaBHO He jelnHa, pa3BojHa Mepa. Ilpema fo-
dujennm pesynratuma, Hajpehy Opoj ncnmranuka npouemyje fa ce 30-40% Bpe-
MeHa y HacTaBu nocsehyje odpaam MHCTPYKTMBHe IUTepaType U eTuaMa Kao
EeHOM JIe/Ty VI HeMa pas/iuKe y OfIHOCY Ha HMBO 0dpa3oBama. Y OHOCY Ha IIe0
y30pakK, caMo 6% MCIIMTAaHUKA y OKBUPY PelOBHE HaCTaBe MHCTPYMEHTa He CBMpa
eTH/fE.

Pesynrartu Ham roBope ma 89% ucnmraHuKa 1 Marbe, TOKOM TOfIMHE CaB/afia
1o 20 eTuja off Yera mpeko moja UCnuTanmka (52%) TOKoM ropuHe caBmnaga 1-5
etupa. Cakcodonucty, Tpydaun, GrayTUCTU M KIAPUHETUCTY TOAUIIE CaB/Ia-
majy nsmeby 10 u 20 etmpa, mox 20 u BUIlle eTUA CBUPAjy OHU KOjU CBUPAjY
cnepehe nHCTpyMeHTe: TPOMOOH, 000y 1 drayTy. VIcnmuTaHNIM KOju CBUPAjy TH-
Tapy, XapMOHMKY, BYOJIOHYEJIO, K/IaBUP, BUOINHY, BUOTY, KOHTpadac, xapody,
daroT, oprybe, dydam, OHOCHO IIKOIYjy I7IAC, TOKOM LIKOJICKE TOAVHE CaBIafiajy
ox 1-10 etupa. IIpema modujennm pesynraTmma, YYEHUIM CPESHBUX MY3UYKMX
IIKOJIa 3HAYajHO BHUINE BPEJHYjy CBOjy YCIIENIHOCT m3Bohema etmpa (t(250)=
3.078; p=0.002). Taj pe3ynraT MoXeMO JJOBECT) Yy Be3y ca dpojeM caBlIaflaHuX
€THJJa TOKOM TOAJMHE Ha PasJIN4YNTOM Y3PaCHOM HUBOY I7ie YO4aBaMO Pa3uKy
KOja HUje CTaTMCTMYKM 3HAYajHa, a/ly yKasyje ma cy eTupge y Behoj mepu 3a-
CTYIUbEHE Ha CPeIEbOLIKO/ICKOM y3pacTy (p=0.06) 1 mogaTkoM Koju HaM yKasyje
la YYEHUIV CPefibJX MY3MYKMX LIKOJA Off M3[BOjeHOI BpeMeHa 3a Bexdame
IIPOIIEHTYa/IHO BMIIIe BpeMeHa ITocBeTe Bexdamy etupe (t(234)=2.758; p=0.006).

Bexxo6ame eTnma

Ypabene anammuse Koje ce offHOCe Ha CTaBOBE Y4eHMKa/CTylleHATa O BeXOamy
eTusia IO0Ka3yjy fa MCIMTAHUIM PeoBHO Bexdajy eTnze u To y Hajsehoj mepn
npeq VICONUT, CMOTPY Wau jaBHU HacTyn (AC=5.26; C[]=2.29). IleTuHa ncrmra-
HMKa (21%) Bexxda eTHy CBaKM IyT Kajj Be)kOa MHCTPYMEHT. 3a IeHO CaB/lajja-
Bame 93% mucnmranuka nspsoju 40% u Marbe Of IJITaHMPAHOT BpEMEHaA 3a BEX-
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dame. Ha OCHOBy yno)XeHOr BpeMeHa 3aK/bydyjeMO [ja Cy eTWje BaKaH Jeo
My3KYKe LIKOTOBama, a TO HaM HOTBphyje 1 cTaB cTyfeHaTa KOji Cy, MepeHO
JIukepTOBOM CKaJIOM IIpOLieHe 0f 1-7, SUTHOCT eTyya Kao 1e0 My3UIKor (camo)
oA y4aBama y HajpeheM IIOCTOTKY OLieHI/IN Kao n3y3eTHO BakHe (31%), ca mpo-
ceqnoM BpepHomhy AC=5.44 (CI=1.50). Mebytum, nsuenabyje na de3 od3upa
Ha TO IITO II0 MUII/bEHY yIeHMKA U CTYAEHATa eTufie JOIPMHOCE M3BODHAUKOj
CIIPEMHOCTH 11 IbVIXOBUM pednMa 0djallibeHo: ,,II0d0/bIIIaBajy TEXHUKY , ,I1000/b-
IIaBajy MOjy BUPTYO3HOCT U TUIIKOCT IPCTHjY, ,,OUTHE CYy 3a Op3MHY U TeXHUKY
KOja IOTIPMHOCH Jia Ce Ha IIPaByM HA4YMH M3HecCe eMouuja’, ,{...} cripeMajy Hac 3a
MOXX/a HeKa ImpodjeMaTiyHa MecTa ¥ Hacake y APYrMM KOMIIO3UIjaMa’, OHU
UX UIIAK JJOHeK/Ie Hepasio BexxOajy (AC=4.11; C[]=1.95).

ITpumene camoperynanyje npu o6pagu eTupe

Camoperynanuja npyu odpaay etuje MoApasyMeBa TPU OO/IACTU ycMepaBaiba
HaKibe ¥ OpraHu3alije BpeMeHa IVIAHMPAHOT 33 CaB/laflaBaibe eTU/a: IpUIIpeMY,
npaheme HalpenoBama 1 aHAIN3Y IOCTUTHYTOT. V3pauyHara cpeitba BpeHOCT
YKYIIHMX OfITOBOpa 3a CBaKy ¢asy Bexxdama eTujie IojeMHAYHO [OKa3yje fia je
¢dasa mpahema HanpenoBama Ipu Bexxdamwy etuje HajsacTymwbennja (AC=5.45;
ClI=1.34), nakon Tora ¢pasa mpolieHe pesyiarara Bexxdama etuge (AC=5.29;
CI1=1.19) u na je mpumpemMa 3a Bexxdame HajMame 3aCTYIUbeHA y CAMOCTA/IHO]
opranmsauuju Bexxdamwa (AC=5.11; C[I=1.15). T-testom He3aBUCHUX y30paKa yT-
BpAWIM MO 1a u3Meby edaxa 1 eBojumIia OCTOj| 3HAYajHA pas/inKa y HOIIefy
¢dase nmpunpeme 3a Bexxdamwe (t(220)= -2.156; p=0.03), anu He u Kaza je nmpaheme
HalpeoBama npy Bexxdamwy y nutamy (p=0.062) 1 BpegHOBame/IpolleHa pe-
synrata Bexdama etupe (p=0.774). VI ako oBa pasnuka Huje BelyKa, Ha/IasuMo
Jla je 3Ha4YajHa jep HaM roBOPM O IIOJIHMM PasjiiKaMa Koje MOXXKeMO O4EeKUBATH Y
ey Bexxdama Koje ce Of[HOCK Ha IIPUIIPEMY.

Yrephusame melhyco6ne mosesanoctu nsmely enremenara camoperymnanuje
BekOama

HajsnauajHuju pesynraTu 3a Hac OINCYjy IOBe3aHOCT ¢aza CaMOpPEryINCaHoT
Bexxdama (Tadena 1) u eneMeHaTa yHyTap opraHusanuje Bexxdama: IpuIpeme,
TOKa U eBasyanyje ucxona Bexxdama. [locMaTpameM f0dMjeHNX pe3ynrTaTa, yo-
YaBaMO CTaTUCTUYKY 3Ha4dajHy MehycodHy moBesanocT cBe Tpu dase Bexdama
KOje IpefiCTaB/bajy KPY>KHY aKLIMOHM IIaH 3a CaB/lafiaBabe eTnze (paj Ha eTuan
oduyHO Tpaje Buile faHa). Kako je Kopenanuja MO3UTUBHA TO 3HAYM Jla YHa-
npebeme jenHe dase nma yruiaj Ha yHanpebheme npyre, ogHocHo Tpehe u fa ce
IIpOMeHa y Ma KOM Of TPU aclleKTa caMoperyalje Bexxdama ofipakaBa Ha CBe-
YKYIIHY (He)YCIeIIHOCT Py CaBIalaBaby eTU/a.
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Tadena 1 . IloBesanoct nsmeby asa camoperynaryje Bexxdama eTupe

IIpunpema Tok EBanyanuja
BeKOama BeXOama BexXOama
Tlpunpena 1 6714 6117
BeXKOama
Tok BexkOamba 671%¢ 1 717%%
Esanyauuja 6117 T17%* 1
BexxOama

*# p<0.0001 N=217-327

VIsHeHamIo HAC je Ia He IOCTOje CTAaTUCTUMYKM 3HA4ajHe PA3/IMKE Y OIHOCY Ha
HIMBO 0dpa3oBama KaJja je caMoperynamyja Bexoama y IUTamy, OFHOCHO, yde-
HUIV ¥ CTYZIeHTH Ce Ha C/IYaH HauMH IIPUIPeMajy 3a BexXdarbe, IpaTe TOK BeX-
dama 1 aHa/M3Mpajy UCXozie pasia.

3ak/pydak

LIwp ncTpaxxnBama Ouo je carlefaBame HauMHA BeXXOama eTyje Kao jena MH-
CTPYKTMBHE JINTepaType U yTBphuBame NIpUCyCTBa ¥ HUBOA 3aCTYIUBEHOCTH Ca-
MOpery/alyje TOKOM CaMOCTaTHOT Bexxdama. [la du ce pasymeo MysuuKi pasBoj
y4eHMKa/CTy/IeHTa, a CXOJHO TOMe M YTULA/IO Ha Ibera, Mopajy ce IMO3HaBaTH
IPOLIeCH ¥ METOfIe KOje YIeHNIV/CTYAEeHTU KOPUCTe TIPM BeXXOamy MHCTPYMEHTa
(Barry & Hallam, 2002). HaBogehu net ¢pyHaMeHTaTHUX KapaKTePUCTHKA Koje
jemaH Mysmuky usBobad Tpeda ma mocenyje fa du ZOCTUrao U3BPCHOCT Y CBOM
nocrny, Yadun u Jlemjy (2004) nsnsajajy 1odpy KOHIIEHTpALHjy, CIIOCOSHOCT II0-
CTaB/bama L[W/bEBa, BELITUHY caMoeBasTyaluje, IpUMEHY CTpareruja Bexxdama u
BELITVHY calyleflaBamba Mupe CnKe. VI3 nmpemiokeHor Cmcka, Koju je pesynraT
pasroBopa ce eMUHEHTHUM MY3UYKUM Ieflaro3yMa, Oelelky IpodecroHaTHIX
Mysu4apa U aHajM3e eMIMPHjCKIX VICTPXMBamba 0 BeXOamy pealn3oBaHuX ca
mysnukuM ekceptrma (Chaffin & Lemieux, 2004), 3ak/pydyjemo fia je mpuMeHa
cTpareruja Be>xdama HEM30CTaBaH €IeMEHT Ha IyTy Ka YCIeIIHOCTU. Xapaf
Joprencen (Harald Jorgensen) cTparermjama Bexxdama Takobhe fjaje 3HauajHy
YJIOTY y IIPOIIeCY ,CaMOIIofy4aBama’ U MCTUYe Ja ce ,Bexdame Mopa Bexdarn”
jep je »IpodecrnoHanTHy My3udap 3aBlcaH off Ipo¢eCuoHaTHOT HIBOA BeXkdama”
(Jorgensen, 2004: 99).

[IpyMeHa MHCTPYKTUBHE IUTEpaType Y CKJIOIY peasn3aliyje HaCTaBHOT IIpo-
rpaMa ¥IMa 3a IWb CTULAe U PasBoj ofpeheHNX TeXHMYKUX, TOHCKMX, Meo-
AMjCKMUX, U3PaXKajHUX, MHTOHATMBHUX, arOTMYKUX CIIOCOOHOCTU ¥ BEIITHHA
(JoBuh u Tomuh, 2018). Pesyntatu ucTpakuBama MOKa3yjy Aa je 0Baj acHeKT
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HOfly4aBama ca LM/beM Pa3Boja My3MUKIX CIOCOOHOCTY KPO3 Be>kdara 3Ha4ajHO
3acTymwbeH. MebyTum, des 0d3upa mro pag Ha eTugama odesdebyje u morpeduo
MY3MYKO OKpPY>Xembe 3a IOoflydaBame KaKo ce Bekda, YMHU ce Ja je Taj e/IeMeHT
3aHeMapeH. To 3aKk/bydyjeMO Ha OCHOBY IPM/INYHO yCaIJIAlIEHNX OATOBOpaA O
HauMHY Bexxdama MHCTPYKTMBHE JINTepaType Ha CPeIIbOIIKOICKOM U (paKy/ITeT-
CKOM HUBOY IIKO/IOBamba 0e3 0831pa Ha MHCTPYMEHT KOjy Ce CBUPA, VI IIeBambe.
YuHu ce ga He OCTOjU ofpeheHN mocTynak KojuM ce jacHO meduHMIIE U ycMe-
paBa nporjec Bexxdara de3 003upa Ha IPOMeHY Y KOMIIEKCHOCTY MHCTPYKTUBHE
My3I4Ke IMTepaType y OKBUPY CTyAuja.

Bpeme Bexdamwa MHCTPYKTUBHE JIUTepaType KOPeCHOHAVPa ca AMHAMIKOM
Be>kdarba yoIlllTe, any MoXKe ce uctahm fa ydecranoct Bexdame eTuza pacte y
[epUoAy Npef UCIUT WM CMOTPY. JIo CIMYHMX pe3yiTara fouuia je u XajaaM ca
capaguuuyma (Hallam et al., 2012) peanmusyjyhu orcexxHo nctpaxmpare KBann-
TeTa BeXkdama Koje je IoKas3ajo fa ce BpeMe Bexkdama Mema y 3aBUCHOCTHU O
IIKOJICKMX odaBesa (cMOTpe, MCIIUTH, TakMudewa). Hajsuie nsnenabyje mopa-
TakK Ja de3 0d3mpa Ha odjalera f0dyjeHa Off MCIUTAHMKA KOjUM 0jalllbaBajy
KOPUCHOCT Bexdama eTyja, OHM UX Hepafio BexOajy. UnHu ce fa He pasymejy
nyropodHe edekTe caBrajaBama IPodTEeMCKIX 3a/jaTaka Koju ce odpabyjy nn-
CTPYKTVMBHOM JIUTEPATYPOM U HUXOBY IIPUMEHY Y MHTepPIpeTaLji Apyre My-
3MYKe JIUTeparype.

He peTko npucyTaH cTaB Ja y4eHUIM BexOajy MHTYUTUBHO JOHEKJIE Ce T10-
TBphyje M Kpo3 HMBO 3acTyI/beHOCTH (pasa caMoperynalyje TOKOM BexXdama.
Pesynratu nokasyjy na je pasa npahema HanpeoBama npu Bexxdamwy eTuse Haj-
3aCTYIUbEHMja, a OHA Ce MOXKe CMAaTpPaTy eKBUBAJIEHTOM BexkOamy de3 mpurnpeme.
VckycTBeHO IOCMaTpaHo, JyrorofMiIma IIpakca Bexxdamwa usrpabhyje crocod-
HOCT yBuDama Ha KojuM u3Bohaukmm eeMeHTNMa Tpeda JOFATHO PafiUTy HAKOH
3aBpLICHOT BpeMeHa BeXkdama ¥ TO KOPeCIIOHAMpa ca HOdMjeHNM IIOJaTKOM Ja
je dasa mporeHe pesynrara Bexxdamwa eTnzie Takobhe y JOBO/bHOj Mepy IIPUCYTHA.
MebhyTtum, oHO 1ITO HajBUILEe 3adpuIbaBa je MOfATaK Jja je mpuipeMHa dasa Haj-
Mame 3acTyIUbeHa. UMHU ce Ia Hepafio Bexxdame eTuje Nokpehe MexaHM3Me caMo
Y OKBMPY IOTPEdHOT aHTa)KOBakba Jja ce OATOBOPY Ha 3aXTeBe II0CTaB/beHe KO-
CKJM IIPOTpaMoM, Oe3 CTYAMO3HOT IIPUCTYIIA BeXXOAbY Te BPCTe My3MUKe JIITe-
parype. Kako cy cBe ¢aze camoperynucaHor Bexdamwa MehycodHO cTaTucTIIKm
3HAaYajHO IIOBE3aHe CMAaTPaMo Jla Ce OpraHu3alja Bexxdama He CMe IIPeIyITaTy
CITy4ajy, mpedepeHIujaMa N crnocoOHOCTIIMA YYeHNKa, Beh ocMUIIbeHO ycMe-
paBaTy U HafI/IeNaTV, HAPABHO, Y KOJIVMKO Ce XKe/IU YHAIPeAUTH MY3W4KO W3-
Bobeme y4eHIKa, OJHOCHO CTY/ieHaTa.

Kibyu 3a kBanmmTeTaH My3MYKI Pa3Boj IeXN Y onymyjyheM ogHocy n3mehy
9acoBa Ca HACTAaBHMKOM /TpodhecopoM/MEHTOPOM U CaMOCTaTHOT paja, C TUM
IIITO je OBO JIPYTO MCK/bYYMBO 107, KOHTPOJIOM HojennHIa Koju Bexxda (Ericsson,
Krampe & Tech-Romer, 1993). Kako ce BMCOKO KBannuTeTHa My3uuKa u3Bohema
IOBOJie Y AVIPEKTHY Be3y ca KBa/JIUTETOM M KBaHTUTeTOM Bexkdama (Ericsson,
1996) 3ak/pydyjeMo fa Oy caMOperyancaHo Bexkdambe MMasIo MO3UTUBAH YTUI]j



H. Josuh, 3acTymmeHoCT caMoperynalyje TOKOM CaMOCTA/THOT BeXX0ama HHCTPYKTHUBHE... 235

Ha MY3M4KM pa3Boj 1 mcxope Bexxdama. [la du o Tora gouto norpedHo je yio-
JKUTY JOATHU HAIIOP KakKo Oy ce XxaduTyasHu Mopeny Bexxdama IpeBasnIIIIN,
HOKpeHyo MexaHM3aM mpahema 1 yBene noTpedHe Mepe npuiarohaBamwa (Zim-
merman, 2006). He Mucnumo fja je ycrioctasbabe ,,CTpaTelIKe CBECHOCTI JIAKO,
a/Iy cMaTpaMo Jia ce CaMOCTaTHO BoheHo Bexxdame Moxke 1 Tpeda IofyyaBaTul.
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SELF-REGULATED PRACTICE BEHAVIORS DURING AT-HOME PRACTICE OF
INSTRUCTIVE MUSIC LITERATURE

The purpose of the study was to determine the level of implication of self-regulated learn-
ing during self-guided practicing of an etudes, as part of the instructive music literature
(planing phase, performance phase and self-evaluation phase as a part of self-regulated
practicing). The reference semple was consisted of 238 students of secondary music
schools and faculties of music art from vocal-instrumental departments and performing
departments. The examined sample considers that etudes are an important part of music
education (AS = 5.44; SD = 1.50) (measured by the Likert rating scale from 1-7). The most
represented is performance phase, then self-evaluation phase, while planing phase is the
least represented. We believe that the application of self-regulation during at-home prac-
tice can have a positive effect on the music development and that it can and should be
taught in order to overcome habitual models of practicing and establish ,,strategic aware-
ness”.

Key words: practicing, etudey, instructive literature, self-regulation, self-guided practicing
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Amnacracuja Muwmms 1 Mumna Anexkcuh

Crypentkumbe OAC, PakynTeT My3nuKe yMETHOCTH,
YHnBepsuret ymetHoCcTH Y beorpany, Perrydmika Cpduja
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IIPABIIV1 YHAIIPEBMBAIHBA CAPAIIBE
CTYOEHATA N ITPOD®ECOPA HA ®AKYVYIITETY
MY3UYKE YMETHOCTU Y BEOTPANTY

Cakerak

Mopen vHAVBUYa/THE HACTaBe MHCTPYMEHTA WJIN TIeBaba — jegaH Ha jegaH, He3aMeH/bUB
je y odydaBamy Mysudapa 1 IpefcTaB/ba IPUMAPHI METOJ ¥ BUCOKOLIKOJICKOM MYy3M4-
kKoM 00pa3oBHOM cucremy y EBponu. IlnbeBy OBOT MCTpaXkMBamba jecy: UCIUTUBAIbE
HadMHa 3a yHanpebemwe capanme cTygeHT-Ipodecop; UCIIUTHBabe HaYlHA Ha KOjU CTY-
mentn QakynreTa My3MuKe yMeTHOCTH Yy Beorpamy BpenHyjy omnHoc ca mpodecopom
IJIaBHOT IIpefiMeTa/MEeHTOpa M KaKaB je BIXOB CTaB IpeMa Ipo¢eCHOHaIHO] Capaiby
cpenmux Mysuukux 1kona u @MY y Beorpany; ¢dopmymicame mpeiora 3a onTuMail-
HUjUM ciiojem cTygeHT-npodecop. Ilpuroguu ysopak unumwmm cy cryfgentu ®MY y Be-
orpajly, NOK je MCTpPaKMBambe BPUIEHO €eKTPOHCKUM IIyTeM IPMMEHOM YIUTHHUKA.
Hajsehnu dpoj ucnmranmka cMaTpa 1a je capagma ca IpodecopoM/MeHTOPOM OINYHA,
anmu fia je HeonxoxHa Beha aHraxxoBaHocT npodecopa MHCTPYMeHaTa KaJia je ped O COM-
CTUMYKVM KOHIIEPTVIMA CTyfIeHaTa, C 0031pOM Ha TO Jja CY CBU MCIIMTAHNIIM KOjY Cy OCTBa-
PpUIM COMUCTUYKM KOHIIEPT, TI0 IbUXOBUM pe4MMa, TO YYMHNU/IM Ha COTICTBEHY MHUIMja-
tusy. IIpuMehyjeMo JOMMHAHTHOCT IMYHe MHNUIMjaTVBe CTY/CHATA U KaJa Cy y IUTaby
nporpamu MehyHapopiHe pasMeHe cTyfeHaTa 1 noxabhame MacTep kiacosa. Ha Ham npep-
yor fa ce y okByupy @MY odopmu cTpyuHa crykda Iemarora/ncuxoyuora, Behmna mcrm-
TaHMKa je IO3UTUBHO pearoBaja. Hajsehn mpomeHar mux cMarpa ia Oy Heky BUJ BaH-
HAaCTaBHUX aKTUMBHOCTHU 010 KOPUCTaH, Kao U Ja du Tpedaso ojadaTy capajmby Cpefbux
MYSUYKHUX IIKO/Ma ca PaKyniTeToM My3nuKe yMeTHOCTH y beorpany.

Kipyune peun: crynent, npodecop, capanmwa, OMY, ynutHnk

YBoOp,

YHora HacTaBHMKA U podecopa y mporecy My3nIKor 00pa3oBamba My3IIKI
TApOBUTHUX Off HEMEP/bUBOT je 3Hauyaja 3a IOCTHU3ame YCHEIIHOCTN Y dumo
K0joj chepy MY3MUIKOT aHTKOBama, IO Te Mepe [la Ce HeroB IOCPefHN YTIUIIA]
HacTaB/ba 1 y pasu npodecnoHanne kapujepe Mmysndapa (Bogunovi¢ & Mirovic.
2014). Ty npBeHCTBEHO MUCIVIMO Ha BUJ| MHAVBY/ya/THe HACTaBe MHCTPYMEHTA
WM NeBamba — jegaH Ha jegaH. YBULOM Y TUTePaTypy HaMLUIM CMO Ha IIOTBPAY
Te3e [ja je TaKaB MOJIe/I HaCTaBe 3Ha4YajaH M He3aMeH/bMB Y 0dy4aBamy mpodecu-
OHaJHMX My3ndapa. Meby ayTopuma koju ynyhyjy Ha oBakBy TBpAIY, MOTy ce
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usnsojutu: Kennell, 2002; Purser, 2005; Burt & Mills, 2006 (mpema: Carey &
Grant, 2014). 3d0r OpojHMX IPETHOCTM KOje MHUBUYATHN Pafi ca CTyAeHTIMA
IPYXa, OH Ce ¥ Jla/be IPYIMebYje Kao IPUMAPHU METOJ, HACTaBe Y BYCOKOIIKOJI-
CKOM MY3M4KOM 00pa3oBHOM crcTeMy HupoM EBpore (Association of European
Conservatoires/AEC, 2010 npema: Carey & Grant, 2014). Heke cTyauje max, cy-
repyIIy fla OBaj HACTABHU MOJE/I MOYKE MMATY U HeraTMBHe eeKTe Ha CTy/leHTe
(Persson, 1994; Burwell, 2006), mpBeHCTBEHO IITO Ce THYe HEIIOCTOjarba daaHca
crypeHT-npodecop y HactaBHoM mnpouecy (Polifonia, 2010 npema: Carey &
Grant, 2014), ,,(...) koji ne obezbeduje dovoljan nivo transferabilnih vestina i
znanja’ (Bogunovi¢, Dubljevi¢ & Buden, 2012).

YuHM ce ma Koj HaC OBAaKaB BUJ HACTaBe He OCTBApYyje CBOj IIyHU IOTEH-
nujan, dynyhu fia je y mpakcu HefloBOJBHO yCMepPeH Ha CTYIEHTe M HIXOBe I10-
tpede. C THM y Be3M, NCTUYEMO UCTPaKUBame Koje ce daBIIO IpOydYaBambeM
CTYIEHTCKMX ITPOIleHa KOMIIeTeHIMja HacTaBHMKa Ha DaKy/nITeTy My34Ke yMeT-
HocTu y beorpay, Kao 11 CTeIIeHOM OCTBAPEHOCTH IBIXOBMX OUeKIBaba Off IIPO-
decopa, a koje je mokasaso ja ,,(...) ima osnova za zakljucak da nastavnici ne daju
adekvatan odgovor na potrebe studenata u domenu podrske, podsticaja, ra-
zumevanja, licnog razvoja studenata, javnog nastupa, pedagoskih metoda i inovi-
ranju nastave.” (Bogunovi¢ & Mirovi¢, 2014:484).

3a ycrenaH u IIO[OTBOPAH VHAVBU/YaTHY TUII HACTaBe BEOMa je 3HauajaH
KBa/IMTET OfHOCa Koju he ce ycrmocTaBuyt u usrpaputy nsmeby npodecopa rimas-
HOT IIpefiMeTa/MeHTopa 1 cTyfieHTa. [Ipema peunma Jlemana, Crnodope u Byauja:
,»Odnos zasnovan na uzajamnom postovanju i razmeni ideja moze vise koristiti
ucenicima [cTymeHTMMa] u ostvarivanju najvisih nivoa muzic¢kih priprema i
postignuc¢a” (Leman, Sloboda & Vudi, 2012:215-216). Komnatudunnocr cryge-
HaTa 11 mpodecopa IJTaBHOT IIPeMeTa, KaKo M0 OHOCY IIpeMa CTPYLIM, TAKO 1 IO
JIMYHUM KapaKTepUCTUKAMa, Te CAMUM TUM U 0 HaYMHY IPUCTYIAa My3MIKOM
yCcaBplIlIaBamy, IPENO3HaIN CMO Kao BeoMa duTaH GakTop 3a yCIIeNIHY capajmby.
Kao x/pyuan dakrop Takobe ce n3Baja u nejaromka KOMIeTeHIja HACTaBHMKA
Y CPefmOLIKOICKOM MY3MYKOM 08pa3oBamy, HOK Ha BJMCOKOM OOpPa3oBHOM
CTYIIIbY Ha 3Hauajy Jodujajy ocodMHe HacTaBHMKA Kao PO eCcroHala, MEHTOpa
¥ HEKOTa KO ycMepaBa CTyfIeHTe Ka fla/beM PO eCHOHaTHOM MY3/YKOM aHTaX-
MmaHy (Bogunovi¢ & Mirovi¢, 2014). Tpeda HannoMeHyTH Jja ce pa3Bujarbe CBECTU
0 TIPOLIeCY LIeJIOKMBOTHOT y4era KOJ CTyieHaTa, Takohe odexyje o mpodecopa
Ha (aKy/ITeTMa yIIpaBo 13 pasjiora IITo ce CTYAEeHTU Hajla3e caMo Ha KOPaK Off
BEJIMKOT 113a30Ba KOjU IIPeNCTaB/ba aKTVBHO YK/byulBame y NpodecHoHaTHN
Mysudkn cBeT. Ilefjaromrke BemTuHe HaCTaBHMUKA, OM Y TOM CMUCTTY, Tpedaso ja
OZITOBOpE 3aXTeBVIMA gyxa eépemeHd, UMajyhu y Bupy yOp3aHU TEXHOJIOLIKY U
pas3Boj Menuja, anmu 1 Ha pactyhy moTpedy 3a caMoIpe3eHTalLjoM CTyHeHaTa.
OBje MUCIMMO KaKO Ha CTyHeHTe MHCTPYMEHTA/INCTe, Tj. u3Bohade, Tako 1 Ha
OHe Koju ce daBe HAyYHOM TeOPUjCKO-aHATMTUYKOM MYy3U4YKoM npakcom. Hanme,
CaBpeMeHM TPEHYTaK, Y KOjeM BEJVKY Y/IOry 3ay3uMa Me[yjcKa BU/BUBOCT 1
IPUCYTHOCT My3U4apa, 3aXTeBa Off CTyAEHaTa BUCOK CTeIleH B/Iaflaiba BEIITH-
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HaMa caMOIIpe3eHTalMje Ha OpPOjHMM [PYLITBEHUM MpexaMa, GopMupame u
KOHCTaHTHO LIMpebe pelleBaHTHNUX NPO(eCcnOHaTHNX COLVIja/THUX KPYToBa, Kao
¥ aleKBaTHO IIPe3eHTOBabe IMYHMX NOCTUTHYha y OKBUPY JIOKa/IHe 3ajefHNIIe,
anu 1 mmpe.

[TopcTakHyTe 3aK/by4lMMa IIOMEHYTOT MCTPaXKMBamba Yy HAIIO] CPefyHU
(Bogunovi¢ & Mirovi¢, 2014) nokyuraje cMO Ja ca3HaMO KoOje TO acIeKTe ca-
pazme CTyAeHT-TIpodecop INIaBHUX/IIAaBHOT IIpeiMeTa JaHALIbY CTYEeHTI CMa-
TPajy MO3UTUBHMM, A KOje Mame MO3UTUBHUM. OcnyuKueare MUIIbemba CTye-
Hara MOIJIO Ou SUTY KOPMCHO Y Jja/beM Ipoliecy yHarpebhera HacTaBHOr ITaHa
¥l IporpaMma, a LITO M jecTe 3a/jaTak cBake odpazoBHe MHCTUTYLMje. KoHCTaHTHO
yHanpebuBamwe KypuKynTyMa 3axTeBa 1 eBalyalyjy mberope eQpukacHOCTH, Te On
pes3ynTaTi OBOT CTYAEHTCKOT MICTPAKMBAYKOT Pajia MOXK/A MOITIM Jla HOTIPMHECY
dbopMupamy NOTIYHMje CIMKe O TOMe KOje IeflarolliKe CTpaTeryje JoHoce fodpe
pesynTaTte, a Koje du Morie duTH ycaBplueHe. Y TOM CMUCIIY, TeKNUIE CMO Ka
nponyd/bMBamby CasHamba O IPMPOAN KBAIUTATUBHUX IIPOLIEHA CTYAEHATa, Koje
ce TUYY HbIXOBOT IMYHOT YTUCKA U JJOKMB/baja, a KOjU ce OTHOCK Ha MHAVBULY-
ayiHM paj ca mpodecopom/mpodecopyma I/IaBHOT/TTIABHYUX IIPEAMETA, Tj. MEHTO-
p¥Ma NPUINKOM M3pajie CeMUHAPCKUX PajioBa .

MeTopmonoruja ncTpakKnupama

IMmwbeBn

IlmbeBN OBOT MCTpaXMBamba TUYY Ce IOCTU3ama yBUJa y HAUMH Ha KOjU CTY-
ety PakynreTa My3sMdKe YMETHOCTM Y beorpany TpeHyTHO BUfe U BpegHYjY
IJIXOB OIHOC ca npodecopom/npodecopruma II1aBHOT/TIABHUX IIpeaMeTa/MeH-
TOPOM, Te KOHCEKBEHTHO, I ICHIUTHBambe Ha4lMHA Ha Koje je Moryhe yHanpenntu
capafiiby CTyfileHT-IIpodecop, KaKo 1 ce JOCTUIIA ONTYMA/IHA TPaHUIA Y pas-
BOjy MpodecnoHaTHMX BelITHHA CTYAeHAaTa. JOIlI jeflaH Off IIM/beBa jecTe U IIpH-
KyIUbame ITOJaTaKa O TOMe KaKaB je CTaB CTyAeHaTa IpeMa mocTojehoj mpode-
CMOHAJIHOj Capafilbyl CpefIblIX My3MUKIX IIKO/IA Ha TepuTopuju rpaga beorpana
n QakynreTa Mysudke yMeTHOCTH y beorpany. C TuM y B3y, /b MCTPAXKIBarba
odyxBaTa 1 GopMynanujy npeyiora IpMIMKOM offadypa Iporeype 3a ONTUMAI-
HI[jJIM CIIOjeM CTYZeHT-TIpodecop, Y1joM Ou ce MMIUIEMEHTAIjOM Yy HaCTaBHU
CHCTEM IpefyNpenno, oHeKa MoK/ ja He Oalll y IIyHOj Mepy, ofroBapajyhn cmoj
CTyeHT-TIpodecop, Te CTUIabe Ca3Halba O TOMe KaKaB je CTaB CTy/ieHaTa y Be3n
ca TIpeIIoKeHNM OONMMIIMMa aKTVBHOCTY YHaIpehema moreHnjantHor ofadupa
KJ1ace, TIpef KOjuM Cy ce CTYIeHT) Ha/as3uIyM HaKOH I0/I0XKEHOT IPYjeMHOT JiC-
HuTa.

Ysopak

ITpuropmHu ysopak y HameM uctpaxusamwy (N=35) unuwmmm cy crygent Pakyi-
TeTa My3n4Ke yMeTHOCTHU y beorpagy ca cBux HMBOa cTynuja (OCHOBHe, MacTep,
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CrlenjanmnucTIyKe U JOKTOPCKe akageMcke cryauje). [To ysopy Ha momeHyTO 1C-
TpaxuBamwe (Bogunovi¢ & Mirovi¢, 2014) usBpumie cMO Ipylycame MCIUTa-
HUKa y JIBe IPYIIe, Y CK/IaJy ca iBa OCHOBHA CTyAMjCKa ITporpama: 1.BOKa/IHO-1H-
CTpyMeHTanHe/n3Bohauke cTyamjcke mporpame (HUpUroBaimbe, CONO IeBambe,
KJIaBUP, TYJA4KM U AYBa4KM MHCTPYMEHTH, IOMUHCTPYMEHTATHU) KOjU OfrO-
Bapajy MHAVBMAYATHOM TUITy HacTaBe, Tj. HACTaBM y Kaacu ogpeheHor mpode-
copa 1 2. TeOpMjCKe IIporpaMe Ha KojuMa ce M3BOJY IPYIIHM TUII HacTaBe (My3u-
KOJIOr'Mja, €THOMY3MKOJIOTMjal €THOKOPEOJIoruja, My3udKa Teopuja, My3ndkKa
nezaroryja, Komnosuuja). Vicnmranuiy ¢y Ouam ca pa3nMuuTUX TOAMHA CTY-
nuja, mpu yemy npumehyjemo Hemmro Behu dpoj wux ca IV rognue OAC (23%).

MHucTpymMenT

IIprkyIUbatbe HOfaTaKa M3BPIICHO je IPUMEHOM YIIMTHUKA, OCMUII/BEHOT 32 I10-
Tpede OBOT MCTPAXMBAKA, Ca MUTAbBIMA OTBOPEHOT/€KCIUIMKATUBHOT 1 3aTBO-
peHor Tuma (24 murama), Ipy YeMy Cy Ta MCIUTAHUIM AHOHMMHO MOy baBasln.
YIOUTHUK ce cacTojyu Of HEKOJIVMKO Tpyma muTama: (1) TpeHyTHO odpasoBame:
Oficek, HMBO ¥ TOJMHA CTyAMja, (2) n3dop kiace, (3) TakMuyapcku u usBohadkn
ycnecy, (4) BuoBu npodecnoHanHOr ycaBplaBama, (5) eBaryannja KBamuTeTa
capajme cTyfeHT-1podecop, (6) odmuiy yHanpebemwa KBanmuTeTa capajme ca
npodecopom. [JodujeHn ofroBopu Ha MUTama 3aTBOPEHOT TUIla odpahuBanu cy
KBAaHTUTATUBHVIM METOROJIOUIKVM IIPUCTYIIOM, [JeCKPUIITHBHOM CTaTHCTMKOM
(ppexBenunmje u mpoueHTN), JOK CYy OATOBOPY Ha INUTamba OTBOPEHOT THUIIA 00-
pabuBanu xpempamem kareropuja. [Jodujene pesynrare cmo odpahusane kao
TojefyHauYHe Bapujadie, a MOTOM M3BpIINWIE TpyIcame 1 mopehemwe mo pere-
BaHTHMM KPUTEPUjyMIMa.

IIponenypa ucrpaxupama

Vcnutanuny cy foSpoBOBHO yYeCTBOBAIM Y UCTPaKUBambY, IONyHaBambeM
YIOUTHUKA, KOje ce ofiBMjao Ha VIHTepHeTy, IPeKO JMHKA IOCTAB/bEHOI Ha
Dejcdyk rpynu crynenara ®MY, y Toky anmpuna mecena 2019. rogune. Vcnura-
HILY Cy YIIO3HAT Ca CBPXOM MCTPaKMBamba 1 aHOHMMHoIIhy noyparaxa.

Pesynratn

Omnurre mHpoOpManje y Be3u ca TPEHYTHIM 00pa3oBameM

[Tpukymn/beHy ogary HaM roBOpe 0 TOMe Jia Off YKYITHOT Opoja MCIIMTAHUKA, IbIX
40% noxabha ocHOBHe akajieMcKke cTyAauje, 51% MacTep akafeMcKe cTyguje, 3%
CIleMjaIMCTIYKe aKafleMCKe CTyAuje U 6% JOKTOpCKe akafieMcKe cTypuje (rpa-
¢ukoH 1).
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Ipadmkon 1. HuBo 1 rogyHa cTyfuja MCIMTAHUKA

Vcnmranuny koju moxabajy BokanmHO-MHCTpyMeHTalIHe/usBobhauke cTy-
Iujcke Tporpame (JUpUroBame, CONO MeBambe, KIaBUP, TYa4KM 1 TyBayKM MH-
CTPYMEHTH, IIOJIMMHCTPYMEHTA/IHY) YuHe 71%, oK MCIUTAHUIM Koju moxabajy
TeopujcKe ImporpaMe (MY3MKOJIOTMja, €THOMY3MKOJIOTHja ¥ €THOKOPEOJIOTHja,
My3M4YKa Teopuja, My3UdKa Iefjaroruja, KoMnosuuuja) dnuxe 29% yKymHor dpoja
ucnutaHnka (rpadukox 2).
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Ipacdukon 2. Oncex ncmuTaHNKa
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IIurama Yy BeE3M ca M360p0M Kiace

Pesynratu mokasyjy ma BenMKM yTHUIj Ha ofadup Kiaace MMajy mpodecopn y
CpelmByM MY3WYKUM IIKomaMa, dyayhm na je Hajpehm dpoj mcnmranmka Kmacy
opadpao mo mpernopyuy npodecopa us cpenmwe Mysndke mkose (31%). Mawn
dpoj mux Kacy je ogadpao Ha OCHOBY pOPMMPAHOT TMYHOT YTUCKA, KPEUPAHOT
Ha OCHOBY VIHAMBMAYa/IHNX 3allaXkKarba IPWINKOM IPUCYCTBOBaba KOHLIepTUMa
Y HacTynuMa oTn4Hor npogecopa (20%). Hemrro Mmamy dpoj ncnurannka Huje
UMao ypena y ofadupy kmace/mpodecopa riaaBHor npegmera (17%). 3amaxamo
na oppebhenu dpoj ucnmranuka Huje nMao u3dopa npu ofadupy Kiace, ¢ 083upom
Ha To ja Ha MY 3a oppelheHe MHCTpyMeHTe IOCTOj1 caMo jeilaH Ipogecop Koju
M3BOJIM HACTaBY, IIa CAaMMM TUM U jefHa jenmHa Kmaca (11%) (rpadukon 3).

MO NPEMNOPYLUU MPODECOPA M3 CPEAOME LWWKOE
B POPMUPAH JIMHHU YTUCAK
HWJE BUPAIO KN1ACY

B MOCTOJUN CAMO JEOHA KJ/TIACA

= OCTANO

Ipadukon 3. Ogadup Kace

Kaza ce je peu 0 KOHTMHYNTETY pajia ca jefHUM mpodecopom, npumehyjemo
na Hajsehy 8poj ncnmranuka noxabha HacTaBy y K/1acu MCTOT Ipodecopa IIaBHOT
npeameTa Ha PMY (86%), fOK ce ganmeko Marmy Opoj HBIX OTY4MIIO 32 IPOMEHY
Kace (14%). Op ycnMTaHMKa KOjy Cy KOHTMHYMpaHo noxabajy HacTaBy y 1cToj
K/1acy, Hajpehy Opoj X je 3a0BosbaH cBOjuM n3dopom kace (51%), onpehern
dpoj mux Hema MoryhHocT mpomeHe Kace (11%), HelTo Mamwy dpoj NCIUTAHNKA
d1 >xereo a MpoMeHU KIacy, atu He BUay doby onuyjy (6%), HajMamy Opoj BUX
Ce MI3jaCHIO Kao U3Pa3nTo He3aloBosbaH (3%), a M3BecTaH dpoj MCIMTAHUKA HHje
HOHYZIMO HOAATHO odjaiumembe (14%). On ucnuTaHMKa KOji Cy IPOMEHWIN K/Iacy
BehuHa je TO yumHMIa 300T He3a/J0BO/BCTBA CAPAILOM Ca IIPO(eCcOPOM ITTABHOT
npenmeTa (60%). byayhn ma nsBecran npoljeHat ncnuTannka noxaba reopercke
oficeke, OMTHO je Ja MCTaKHEMO fla Cy OHM IOf IIPOMEHOM K/Iace MMUCIWINA Ha
IpoMeHy npodecopa, IOf, YMjiM MEHTOPCTBOM NIy CeMMHAPCKY Paji 13 T/IaB-
Hor npegMera. OcTaTak NCIIUTAHVKA HIje OHYAMO HOJATHO Odjalllberhe O pas-
7031Ma 3a MpoMeHy Kace (40%).

Hajsehu dpoj ncnmranmka riaHmpa 1 >kem fia ocTaHe y ucToj Knacu (86%),
oK ce Mamwy Opoj wux omrydno fa he y dSynyhHoctu a mpomenn kmacy (11%).
Ha nurame fa i ntaHupajy npoMery Kinace mux 3% Huje gano ogrosop. Harmo-
KOH, 3aHJMMaJIO HAaC je U KaKBe IpeijIore MCOUTAHULM MMajy 3a 00/by omadup
K1ace off ctpaHe dynyhux crynenara. Hajsehn dpoj mux cMmatpa fa cy 3a godap
opmadup kmace duTHe KOHCynTauuje ca mro sehum dpojem npodecopa (60%), a
IIOTOM ¥ KOHCY/ITallyje ca CTapyjuM Kojerama u mpunpeMHn dacosu. Ilozmjen-
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HaKO JMCTY IPOLeHAT CIUTAHNKA Bepyje Aa du Hampasuo dorpy n3dop Kiace fja
je Y 3aBpIIIHOj TOAVHY CpPefiibe LIKOJIe OPraHN30BaH HEKV THUII OTBOPEHe paauo-
HIIle Ha Kojoj du dumo moryhe ynosHaBame 1 capajmba ca cBUM Ipodecopuma
ca karegpe ®axynrera (51% cmatpa fa du, mok 49% cmatpa ga He dn).

ITurama y Be3u ca TAKMIMYapCcKuM 1 n3Bohaukum ycnecnma

Pesynraru nokasyjy dananc usmebhy dpoja ucnmranuka xoju jecy (51%) m oHmx
KOj¥I HUCY OCBaja/Iv Harpajie Ha pasIM4nTiM Takmudewnma (49%). Op ncrinra-
HIKa KOjU Cy KOHKPETHO HaBe/lIM TaKMMYEHa Ha KOjuUMa Cy OCBOjUIM Harpaje
BIX 6% je TO YYMHWIO Ha perydnmuknyM, uux 11% Ha mehynapoguum u ucro
TOJIMKO ¥ Ha penydnmmykuM 1 Ha MebyHapopnum takmmdemyma (11%). 3ama-
XKaMo TPUOVKHO MCTU OFHOC Y Opojy OHMX MCIMTaHMKA KOjii CY OCTBapYIIN
comuctmike KoHuepte (54%)u OHUX KOju TO 10 caja Hucy yunHmm (46%). Cau
VICHUTAHMIM KOjU CY [0 Cafia OCTBAPVIJIN CONMMUCTUYKE KOHLIEPTe Cy TO YUMHWUIN
Ha concTBeHy nHMLujatny (100%) (rpaduxoH 4).
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IpadmxoH 4. KoHljepTHA [1eTaTHOCT UCTIMTAHNUKA

IIurama Yy BeE3M ca npod)ecuonanm/m ycaBplIaBambeM

3anaxaMo Majy Opoj MCIUTAHUKA KOjU CY JJO Cafia y4eCTBOBA/IM y IIpOorpaMmuMa
MmehyHaponne pasmene crymenara (14%), on xojux je BehuHa To yuymHmIa Ha
nuyHy mHunyjatusy (60%). Kaga je peu o moxabhamwy macrep xmacosa, mpu-
MmehyjeMo fa y ofHOCY Ha OHe KOjy TO HUCY YMHWIN, IIPeBary OffHOCe CTY/IeHTI
KOju Ce jeCy ycaBplIaBajIli Ha OBakaB HauMH (66%), off Kojux je BehuHa TO y4n-
HIJIA Ha IMYHY MHULVjATUBY (74%).

ITntama Koja ce OfHOCe Ha eBalTyanijy KBa/lIUTeTa Capajmbe
cTygeHT-npodecop

Vcnmtanuny cy npen codoM MMay NMuTame y KojeM je Tpedaio ha oljeHe ca-
pazmy ca cBojuM mpodecopoM IaBHOT npenMera. Ha 0Bo muTame 0TBOpeHOr
TiIa, Hajpehy Opoj mcnmTaHmMka ce u3jacHMoO Aa je capajma ommmyHa (37%),
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HeIITO Mamy OpOj MICIMTaHMKaA CMATpa fia je capajiiba KopeKTHa (29%), a u3Be-
cTaH Opoj MCIIMTAHUKA Ce M3jacHNUO Jja je capafimba ca mpodecopom jomra (11%).

Ha nurame y xojeM je Tpedano ha M3BOje HEIITO IITO je MOCeOHO MO3U-
TUBHO Y HBJXOBOM OJHOCY ca mnpodecopoM, Hajsehn dpoj mcnmraHuka je us-
IIBOjIIO OTBOPEHOCT y capanmu(23%), motoM nodpy komyHukanujy (17%), mo-
ceehenoct (14%) u npodecnonanuoct (11%). Op mpeocTanux ManodpojHuUx
OZIrOBOpa IOCESHO je 3aHMM/BUB 01O ,,Bepa y yMeTHOCT . HaKOH OBOT IuTama, o
UCIIMTAHMKA je TPOKEHO Jla U3/iBOje moTelikohe Koje MMajy y capajmby ca mpo-
dbecopom 1 HajOPOjHUjM OATOBOPU CY MLUIM Y KOPUCT HENPOdeCHOHATHOCTH
(23%), a yjenHaueH je mpolLleHAT MCIMTAHMKA KOji M3Baja Heoxrosapajyhy op-
raHM3alMjy, HEKOMIIATUOMIHOCT, IIpeTepaHe 3aXTeBe M KapakKTep Ipodecopa
(2%).

ITutama koja ce ogHOCe Ha yHanpehemwe capagme ca npodecopom

Y mocnen oj rpynu NUTama, NCIIUTAHNIN CY OWIM y IPWININ Ia OTOBOpeE Aa
JIV Ce CTIXKy VLY He Ca HAIIUM IIPeJIo3/IMa y Be3) ca BUIOBJMMA aKTMBHOCTH Koje
du ponpuHene yHanpebemwy capanme nsmehy crynmenara u npodecopa, nnn ga
HIOHY/le IMYHEe KOHKpeTu3alyje OBUX 0d/IMKa aKTVBHOCT.

Kapa je peu o ogroBopumMa Ha MUTambe eKCIIMKATUBHOT TUIIA, Y KOjeM je Off
VICOUTaHMKA TPAXKEHO Ja (GOPMYINIIY COICTBEHEe MpefyIore Koju ce OfHOCe Ha
BUJJOBE HACTABHOT aHTa)KMaHa y cMepy 0do/bliIatha KBA/IMTETa capajibe ca Ipo-
¢dbecopoM IIaBHOT/ITIaBHUX IpeAMeTa, UCIUTAHNIM CMATpPajy fla je HeolXOofHa
Beha aHraxoBanoct npodecopa, de3 mperyusupama 0 TOMe Y KOjUM acleKTuMa
HACTaBHOT IIpolieca yodaBajy oBaj HepmocTartak (17%); ogpehenn dpoj mcrmra-
HMKA KaO KOPUCHEe aKTMBHOCTM IIpefjIaXke 3ajef[HNYKe IPOjeKTe CTyHeHaTa U
npodecopa pas3IN4nTOr TUIA, Y OKBUPY HACTABHOT IJIaHa 11 MporpaMa Ha MY,
Kao ILITO Cy OpraHu3alMja KOHIlepaTa, TaKMIYeHha, HAYYHUX CKYIIOBA M CeMMU-
Hapa, OKPYI/IUX cTonoBa (14%). Vnak, Bemku dpoj ncImTaHNKa HUje XKeeo ja
Ce M3jacHM Ha OBO IUTalbe, IITO HAC HABOAYM Ha MICA0 O TOMe Ja UCIIUTAHULIN
HIICY TTOACTAKHYT! Ha aKTVBHO IPOMUIIUbA-E O OBMM TeMaMa, Te yBubhaMo ofi-
pebeHy HMBO MAaCMBHOCTY y OCMUIIbaBalkhy KOHKPETHUX peliera (69%).

Ha nurama 0TBOPEHOT, HeCTPYKTYPUPAHOT TUIA, Y KOjUIMa CY MCIIMTaHUIIN
Sy y mpumiy fia M3/105Ke CBOje MUIIJberbe 1 IIPeIore 32 BAHHACTaBHE aKTVB-
HOCTM Koje du nMarie To3uTUBaH edekaT Ha KBAUTET capajiibe ca IIpodecopoM,
Hajeehu mporeHar BbUX cMaTpa ja Ou MM HeKM BUJ, BaHHACTaBHMX aKTUBHOCTI
duo op kopucTy, Oe3 freTaspHe eKcrmKanuje (34%); yrona Marmy IPOLeHAT HBIX
cMatpa fia uM To He Ou momoryio (14%), Hok u3BecTaH dpoj HUX U3/IBaja Ja Ou
BOJIEJIN Jja IIOCTOje 3ajefHIYKe IoceTe KoHIepTuMa (11%) mmm cTpydHe eKCKyp-
3Mje ¥ moceTe MacTep Knacosuma (6%).

Kaza je ped o mporeHn Haluer, monyheHor npenjora ja ce y oksupy Paxyi-
teta opopMu ofpeheHn B CTpyUHe Ieflarolike/ ICUXOJIOIIKe CIyXKde 110 y30py
Ha OCHOBHE I CpeJjibe IIKOJIe, Be/MKY OpPOj UCIIUTAHNKA je HO3UTUBHO Pearosao,
dymyhm pma wak 69% mcnmranmka cmarpa ga du to dumo xopucHo. TpocTpyko
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Mamy Opoj BUX CMATpa Jja UM oBakBa cay>xda He du dua of kopucrtu (23%), a
M3BECTaH OPOj MCIIMTAHMKA CMATpa [a TO 3aBUCY Of Iefarora/Icuxoaora Koju
du odaBspao Taj mocao, Kao 1 of Tora fia i OM CTyAeHTM MManu dojasaH ja ce
odpate 0Boj ciyxOu (rpadukoH 5).
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IpadmkoH 5. Munbere NCIUTAHNMKA 0 GOPMMPAILY TICHXOMOIIKe/TIeaToIIKe CITy>kde

[Tpumehyjemo paBHOTeXy M3Mehy IpoljeHTa NCIIUTaHNKA KOju cMaTpa fia du
HeKV BUJ|, PaIOHNIIA OCHAXXIO BIIXOBY capajmy ca mpodecopoM (54% na u 46%
He). VIcnuTaHuIy Cy MManu NpuInKy jja HaM f1ajy HeKi KOHCTPYKTVMBAH KOMEH-
Tap 3a Kpaj. Ha oBo nurame je Hajsehu dpoj ncnuranuka cyrepucao ga ou Tpe-
dajo ojayaTy capaimpy CpefmUX MY3WYKNUX IIKoma ca PakyrTeToM My3nMyke
ymetHOCTH (11%), IOK je jemaH Off Impepyiora Koju Bpeiu U3ABOjUTY 01O Taj Aa U
crymeHTH Tpeda ja dyfly OTBOpEHM 3a IIPOMEHe U Jja capajiiba He MOXe fia ce
nodospla ,Ha CUITY .

3ak/pyyHa pasMarpama

Ha ocHOBy fodujeHux pesynTara, ca3Hamym cMo ja Hajsehm dpoj mcmmraHmka
dmpa K1acy Ha OCHOBY IIpeNopyKe CBOT HAaCTaBHUKA 13 Cpefbe mKore (31%). C
0031poM Ha TO Jja Ha TepuTopuju beorpajja He TOCTOju 3BaHNYAH OPTaHN30BAH
BUJ, capazme n3Mely cpegmux Mysnukux mkona 1 PMY, 3dor dera ce Kao oMM-
HAHTHO U3JIBaja CydjeKTMBHO MUIIbebe podecopa U3 Cpefmbe IIKOe, 0Baj I10-
matak ynyhyje Ha norpedy nmodospirara KoMyHMKanyje usmeby cpemmux mkosna
n ®MY, xaxo du CBM yYeHUIIM MMaI IPUINKY fia ce MOoOVKe YIIO3HAjy ca Ipo-
decoprma Ha PMY. OBakBO Hallle MUII/bEHE je ONPABJAHO Pe3y/ITaTVMa OBOT
HCTpaXMBama, dyayhn ma Hajsehn Opoj oprosopa mpme y KOpuCT ToMe jja Cy 3a
modap opadup kmace durTHe KOHCynTanuje ca mro Behum dpojem mpodecopa
(60%), a MOTOM M KOHCYNITalMje ca CTapMjuM KOJeraMa, Kao ¥ IPUIIPEeMHM 4a-
coBu. Mehyrtum, Tpedano du ma ncrakHeMo moparak jga Hajsehm dpoj mcnmra-
HJKa KOHTMHYVMPAHO MIPATy HACTaBY y K/Iacu MCTor mpodecopa (86%), a Takohe
HaMepaBa Jja Ko UCTor Impodecopa n ocTaHe y knacy (86%), ITO UIak roBopu
0 TOMe Jja Ce ITpeTIopyKa HaCTaBHIUKA 13 Cpefiibe LIKoJIe Y Hajpehoj Mepy mokasasna
Kao ajleKBaTHa.
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BaxHu nopraniy Koje cMO youm/Ii FTOBOpe HaM O HEIOBOJ/bHOj aHTaXKOBAHOCTY
npodecopa PMY 1o nuramy npodecnoHaTHOr HanpefoBamwa cryfeHara. 1llo-
KaHTaH je MOfIaTaK Jia Cy CBY MCIIMTAHUIM KOjU Cy /IO Cajia OCTBAPMIN COJIM-
CTUYKe KOHIIepPTe TO YUYMHWIN Ha CONCTBeHy nHnuujatusy (100%) [sic!]. Humra
Mambe Huje n3HeHahyjyhu Hu nogarax fja je mHnimjaTuBa npodecopa HefocTajana
U Kaja Cy y nuTamwy Ownm nporpamu MehyHaponHe pasMeHe CTymeHaTa U IIO-
xabama mMacTep kmacoBa, dyayhu a cy 1 oBfie MHMLIMjAaTUBY IPEBACXOIHO HIPey-
3uMam cTyfenTy (60% 3a nporpame MehyHaponHuX pasmeHa 1 74% 3a moxabame
MacTepki1acosa). OBaj IofaTak Kojyu ce OfHOCK Ha JOMVHAHTHOCT JIMYHe VHM-
LVjaTuBe CTYJeHarTa, yKasyje Ha nmotpedy ma mpodecopu ynoxxe Behu Hamop y
pas3Boj npodeCHOHATHNX BEIITIHA CBOjMX CTyAeHaTa. VICIIMTaHUIIY Cy IIPEeTeXXHO
3aJI0BOJBHM Capa/iihoM ca Ipo(ecopoM IJIaBHOT IIPeMETa, a Kao I7IaBHM PaKTop
YCIIELTHOCTY BbUIXOBE Capajiibe VICTUYY, IIpe CBera KoMInaTuOunHocT n3meby npo-
decopa n wux (37%). Kao Hajpeha nmoremkoha y muxoBoj capanmu y Hajsehem
IPOLIEHTY M3/Baja ce HempodecroHamHocT (23%).

CarnepaBajyhn pesynrare uctpakmpamba, HAMETHY/IO HAM Ce HEKOJIMKO OC-
HOBHUX IJieja Koje ce T4y yHanpebema capagme crygenT-mpodecop. Hanme,
BepyjeMo fia 81 popMupame Iefaromko-ncuxonomke cryxde Ha PMY y beo-
rpajly ZOIIPMHEIO TOMe Ja ce IpefyIpeay HacTajame MoTelKoha y KOMyHIKa-
LVj11, Kao 1 TOMe Jia ce mocrojehe mpenpeke Koje Ha OM/IO KOjU HAYMH OMETajy
OTBOpEH Amjanor crygeHT-mpodecop, npesasuby. Bepyjemo takobe, fa du Ha-
CTaBHM IUIaH M IIPOTPaM MOTAO0 fia ce 0doraTy HeKaKBUM OQIMKOM PaiMOHMLIA,
y KojuMa &y yuecTBOBa/IM 1 Tpodecopu 1 CTY[EHTH, a Ha KojuMa Ou ce AMCKY-
TOBAJIO O AKYTHMM M3a30BMMa, a Koje OM ce ofBMjasie IOf SYTHUM OKOM Ilefia-
rora/ncuxornora. Takas Buj BoheHNX 1 ycMepaBaHMX AMUCKYCHja MOTAo du MMaTH
HO3UTHBHO /IejCTBO, C 003MPOM Ha TO a 81 y TAKBUM OKOJIHOCTUMA, YaK U OHM
CTYHEHTH KOjy 13 HEKOT pas3jiora MOXK/la HeMajy HOBO/bHO XpadpOCTH Ja INYHO
M3HECY CBOje MUIIUbEe MOITIM, Ha OCHOBY IPYIMX IpuMepa fodutu nHdopma-
Iije ¥ OATOBOpe Ha MUTama Koja X MHTepecyjy. Tako du ce jemaH wiaH Tpujase
y4eHMK—-HaCTaBHUK—POMIUTE/b, Off UMje je MHTepaKIyje y BelMNKOj Mepy 3aBIUCHO
yCIIeX Y4eHMKa y OCHOBHOj U Cpeliiboj My3ndKoj ko (Bogunovié, 2010), morao
3aMEHITH IICYIXOJIOTOM/IIeIaTOroM, Te 01 OHa Ha BICOKOLIKOJICKOj YCTAHOBM I7Ia-
ciIa CTyfileHT-IIpodecop-nefaror/ncuxonor. Tpedano du uMatu y BUAY U Unbe-
HIIY Jia aHTaKOBame M3Bohada/cTyfeHaTa y pasHUM OOIMIVIMA OPKeCTapCKOT
Mysunypamwa Ha DMY, moHekas Moxxe SUTH BeoMa CTPECHO, C 093MPOM Ha 4eCTO
myre u ncuxoduandky ucHpIubyjyhe mpode. Yipaso 81 yora megarora/mcuxo-
nora duia Ta Ja, 3axBasbyjyhu cTpydyHMM U podecnoHaTHUM BeIlTHHAMA Koje
nocefyje, IOMOTHe ¥ ITOCPefyje IPVIMKOM pelllaBaba PasININTUX BULOBA VH-
TepIiepCOHATHUX MOTelKoha 10 KOjuX HeM30CTaBHO JJO/a3M.

3ajemHIYKA TTOCETa CTyAeHaTa 1 Mpodecopa KOHIEPTIMA, ca KaCHMjOM JIVC-
KYCIjOM ¥ MI3HOLIEHEeM CBOjIX yTUCAKa O CTOM, MOI/Ia Oy OUTH jefaH off 0dmmKa
HACTaBHMX aKTMBHOCTH. OpraHusanyja MacTepKIacoBa, y OKBMPY HACTaBHOT
IUIaHa M IPOTPaMa, WIM Kao 0d/IMKa BaHHACTaBHe aKTUBHOCTH, y KOjuMa O Ipo-
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decoprma Kao npefaBadnMa aCUCTUPaIN CTYAEHTH, UMaa O HEeKOMKO MO31-
TUBHIUX edeKaTa: Off Tora Jja ce CTY/IeHTV MOTUBHUIIY Jia CBOje M3Boheme mocrase
Ha LITO BMIIEM HUBOY, 1O TOTa fla M ce y TMM IpWIMKaMa yIO3Ha/IN ca MpaK-
TUYHVUM 3aXTeBUMa OPraHM30Bamka OBAKBOT BMJA CTPYYHOI yCaBpILIaBalba U
CTEK/IM BeLITVHE U 3Haa O TeXHNUYKOj JIOTMCTUIM U IpoMouuju fgorahaja Tor
THIA. 3ajelHNYKO roxabame cTyneHaTa u mpodecopa HeKIX MaCTepK/IacoBa, Ta-
kobe d1 dusto IOOTBOPHO , @ KA0 BUJ] MOTHBALMje 32 TAKBE aKTVBHOCT MOTA0
Oy OC/TY>)KUTY HACTaBHM IJIaH U IIPOTPaM, 10 KojeM du ce CBaKy Od/IMK OBaKBOT
aHTa)KoBama BpeHOBao ofipehennm dpojem dozosa 3a crynenTe (domoBu 3a Beh
nocrojehe m HoBe peaMeTe) ¥ Ipodecope, Y CTULAKY HOBUX KOMIIETEHIIVja.
3aTnM, 3ajefHNYKM HACTYII CTy[ieHaTa Klace 1 mpodecopa Ha UCTOM KOHLEpPTY
(conmmcTuko m opkecTapcko usBohemwe) Takohe Ou BoAMO Ka ycaBplaBamwy My-
3MYKMX BELITHHA KaKO CTyJeHaTa TaKko U mpodecopa, Ha Taj HAYMH IITO U CTY-
IeHTU JodV/IN MOACTHLIAj la IPOTpaM U3BeAY IITO O0/be KaKo 01 ce Upudnuimcunu
usBohemy npodecopa, 1ok du npodecopu duny MOTUBUCAHMU THME A IOCTUTHY
IITO yjeJHaueHNj! HUBO MHTepIIpeTalje ca CTYAeHTIMA, ¢ 003MPOM Ha To ja du
Sy jasHo epegHosanu KaO MEHTOPH, HA JIUUY MeCIia.

Vmajyhu y Bupy unmeHnIy fa ce TOKOM BUCOKOIIKOJICKOT HACTaBHOT IIPO-
neca y cdepu Mysmdkor odpasopama, mpodecopu u crygeHTu cycpehy ca Benn-
KuM OpojeM M3a3oBa — KOji Ce OffHOCe KaKO Ha KBAJIMTET CaMOT IIeflarOIIKOr
paja, Tako 1 Ha ocriocod/paBame cTyfeHara y dyayheM npakTM4HOM MY3UIKOM
pany (como/opkecTapcko 13BOhaIITBO, HAYYHM pafi) — BepyjeMo fa du nocsehu-
Bambe [IAXKIbe 0BOj TeMH, KOja ce TI4e IIpeBasmIaKerba M CaB/IajlaBarba pasmindm-
TUX IOTeIIKoNha, y epcrieKTUBY a0 NO3UTHBHE pe3y/iTare, IPBEHCTBEHO Kaja
je ped 0 KOHTMHYMPAHOM IIpollecy yHampehemwa KBanuTera pe3yrara y JOMeHY
npodecroHanHe My3I4Ke IIpaKce.
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DIRECTIONS FOR IMPROVING THE COOPERATION BETWEEN STUDENTS
AND PROFESSORS AT THE FACULTY OF MUSIC IN BELGRADE

The one-to-one model of individual instrument/singing teaching is indispensable in the
training of musicians. The goals of this research are to: examine ways to enhance student-
professor cooperation; examine how students of the Faculty of Music in Belgrade evaluate
their relationship with the professor of the main subject(s)/mentor; formulate a proposal
for a more optimal student-professor connection. The research was conducted by the ap-
plication of the questionnaire, electronically, and a suitable sample was made by students
of FMU in Belgrade. The majority of respondents believe that cooperation with the profes-
sor/mentor is excellent, but that greater involvement of the professor of instruments is
necessary when it comes to solo concerts of students. We notice the dominance of students
personal initiative in terms of international student exchange programs and master classes.
At our suggestion that an expert service of pedagogues/psychologists should be estab-
lished within the FMU, the majority of students responded positively.

Key words: student, professor, collaboration, FMU, questionnaire
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