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Towards a sustainable music education.
What contribution should music education make to the
crises and urgent questions of our time to innovate for
the future? An essay

Summary

As a school subject, music education has a duty to address current and future societal,
social and political issues. The crises of the last few years and the discontent of the young
people who take to our streets to demand responsible treatment of our planet are
unmistakable. The present article first examines two educational concepts that can be
helpful here: the so-called future skills (Ehlers, 2019) and the Sustainable Development
Goals (UNESCO, 2016). Next, some future-oriented developments in the field of music
are presented and the impact of technical innovations (artificial intelligence, immersive
media and the internet) on developments in music becomes clear. This is taken as the basis
for formulating methodological and conceptual considerations. A methodology that
makes students fit for the future must teach them to innovate, reflect ethically, cooperate
and analyze. Still, the subject of music finds itself faced with several irreconcilabilities.
These irreconcilabilities are: digitization versus embodiment; cultural diversity versus
regionality; classroom music education versus collaboration with cultural players;
innovation versus (cultural) heritage; functional music versus the freedom from purpose
of music. These areas of conflict are identified and discussed in the essay, with the aim of
making our school subject sustainable and giving it a responsible role in current social
developments.

Keywords: future skills, sustainability, music education, innovation, music teacher
education

Introduction

Are we at a turning point? Do we - in the light of the current political, social
and ecological crises — more than ever need innovative strength and a clear
focus on sustainability to prevent our world from taking a negative turn? Is it more
important than ever to shape our own future consciously and prudently? And
what exactly is required to shape our future? What are the “future skills” (Ehlers,
2019; Ehlers, 2020) that we will need? Which skills should we pass on to the young
generation in educational institutions in order to deal with crises and unexpected
situations in the future? Finally, what role can the arts and arts education play in
all this?
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Most of the following text was part of a keynote that I held in Belgrade in
May 2022 at the pedagogical symposium for the Balkan countries, a symposium
connected with the international Conference Music and Meaning of the European
Association for Music in Schools (EAS). In May 2022, the Covid-19 crisis had
finally receded to a tolerable level for the first time in two years. A new war had
broken out in Europe, in Ukraine. And for some years young people had already
been demonstrating more vehemently than ever on the streets of Europe for more
climate protection and the sustainable preservation of their planet (Jordans, 2022).
In many places this transnational movement even had the term “future” in its
name, e.g. Fridays for Future.! So in May 2022 we were, so to speak, feeling the
effects of a crisis that had just been overcome, a crisis that had just broken out,
and a long-term crisis with as yet unforeseeable consequences.

What is the role of music education in such a world? Does the value of the
arts speak for itself and need no socially based justification? Will music education
become a nice-to-have given the much more pressing issues? Or should we strive
to create a meaningful position for music education amid these forces that affect
people acutely and threaten them? It would be a meaningful and significant music
education in schools as well as music teacher education, then, that takes current
changes into account and looks to offer helpful contributions.

In the following chapter I will seek some answers to these questions. Drawing
on the educational concept of future skills (Ehlers, 2019) and on the obligation to
address the 17 Sustainable Development Goals, the SDGs (UNESCO, 2016) in all
educational contexts and, finally, by looking at current and “next” trends in the
music business and technology, I will discuss implications for a sustainable music
education in schools as well as for music teacher training that can support learn-
ers towards future viability.

Crises as triggers for innovating education.
An examination of two concepts

At all times, preparing young people for an uncertain future has been a
demanding task for education to face. Currently, at least two additional aspects
are challenging our education system more than ever. First, there is a methodical-
strategic level that requires us to learn new skills to deal with the world: We are
heading towards the post-knowledge era. Artificial intelligence and the multitude
of information sources on the internet make it more difficult than ever to reliably
assess knowledge in terms of its viability. It is the information crisis that we need
to learn to deal with. The post-knowledge era is replacing the information era.
Second, there is a content level: It has become vital to acquire reliable knowledge
about how we can live sustainably in order to prevent the ecological crisis.

! https://fridaysforfuture.de/ [31.7.2023]
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Future Skills to tackle unknown conditions in a post-knowledge era

Regarding the methodical-strategic level, the questions how we can learn to
deal the changing world, the future skills concept represents a promising approach.
In 2019, Ulf-Daniel Ehlers presented the results of a large-scale international
Delphi study,” expounding the so-called future skills for university students (or
next skills, a term that is often used as a synonym) (Ehlers, 2019). Figure 1 shows
these 17 skills. They are divided into nine skills referring to the learner (subject
development-related skills), four skills referring to objects (object-related skills)
and four skills referring to the world (organisation-related skills).

Learning Literacy
B __— TS
v

Innovation Competence

%“‘-«\

Organisation-related

skills @
R

Sensemaking

Cooperation Competence [ 5

Figure 1. Typology of Future Skills (Ehlers, 2019: 27).

It is worth taking a closer look. What approach is chosen here to deal with
the future? It is noticeable how little reference is made to content, “the what” of
learning (most likely still contained in digital literacy or systems competence). Al-
most all the skills refer to “the how” of learning, the methodical-strategic area of
competence. In this large area we can find skills to tackle the new and the unfore-
seen (learning literacy, sense-making, ambiguity competence, decision competence
or reflective competence). We also find skills we need to innovate (design-thinking,
future and design competence, initiative and performance competence or innovation
competence). And there is a conspicuously dense group of competences that pro-

2 As part of the Delphi study, almost 50 international experts from universities and
business were asked for their assessment of student “future skills” in higher education. The
focus of the survey was not only on the degree of relevance of future skills, but also on the
time frame for their acquisition and resulting future scenarios for higher education
(Ehlers, 2019).
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mote the beneficial development of the self, a self that acts in reliable communica-
tion with the ever-changing world and whose decisions need to be responsible
and based on values and democracy (self-determination, self-efficacy, self-compe-
tence, communication and cooperation competence, ethical competence). The con-
tent, the knowledge needed, the specific tasks and objects of our future are highly
uncertain, as Ehlers puts it: “These are skills which refer to acting creatively, ag-
ilely, analytically and with a high level of system understanding in relation to
certain objects, topics and tasks and to acting successfully even under highly un-
certain unknown conditions.” (ibid., 45). It is three shifts that Ehlers posits, three
shifts that are not all new to us. The shifts aim to increase the flexibility of the self,
the way we learn and finally the systems: from standardization to self-organiza-
tion, from knowledge to competence and from hierarchical to networked organi-
zations (Ehlers, 2020: 45£f.).

At first glance, the arts and music, followed by music education, might find
some strong points of contact with some aspects of this model: Innovation, sense-
making, ambiguity or design competences are core aspects in our field. However,
if we take a closer look, especially at music, we find vast areas that are not creative
at all, nor innovative (e.g. large parts of the classical music business). And in music
education we often describe ourselves as representing a creative school subject,
but creativity, innovation or designing are often lacking in the music classroom
or during instrumental tuition in the music teacher education programs (which
in some places focuses chiefly on technique and interpretation, and less on creat-
ing). In many European countries music education in schools is a strongly knowl-
edge-oriented subject following a strong Eurocentric canon and tends to be
teacher-led (Bisschop-Boele, 2013) in keeping with its strong choir and orchestra
tradition (meNet — music education Network, 2009).

So giving music pedagogy a large role in the information crisis and anchoring
areas of competence such as future skills more firmly in music pedagogical action
would require a comprehensive discussion of our curricula, our educational aims
and the methods used in music teacher education as well as in the music class-
room (cf. Chapter 3).

The Sustainable Development Goals as a blueprint to save our planet
and to face social challenges

How about knowledge of the ongoing ecological crisis and social challenges,
then? What are the main features we need to focus on for a sustainable development
of our planet? On a general level, sustainable development can be characterized
by the following four elements (Kopfmiiller et al., 2001; Ott et al., 2011):

— Justice: Sustainable development strives for intragenerational justice (distribu-
tive justice between North and South, rich and poor) and intergenerational
justice (present and future generations).
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- Ecological limits: Ecological carrying capacity describes the limits of our eco-
nomic activities and our social development.

- Global orientation: The analysis of unsustainability problems and their solution
requires a global orientation.

— Participation: Sustainable development is a social process of learning, under-
standing and transformation that can only be filled with ideas and visions and
driven forward if as many people as possible participate.

As a clear political signal, the UN member states adopted Agenda 2030
(UNESCO, 2016) in 2016, in which it formulated 17 Sustainable Development
Goals (SDGs). As the next step, the member states called for these to be translated
into the education systems of countries around the world (UNESCO, 2017). The
17 SDGs (see Table 1) cover many very different subject areas: they are a compre-
hensive concept, yet their translation and implementation into education systems,
in particular into music education (Clausen et al., 2017), has only just begun
(Malmberg & Gall, 2023).

Table 1. The 17 Sustainable Development Goals (UNESCO, 2016).

Goal Main Focus
1 No Poverty
2 Zero Hunger
3 Good Health and Well-being
4 Quality Education
5 Gender Equality
6 Clean Water and Sanitation
7 Affordable and Clean Energy
8 Decent Work and Economic Growth
9 Industry, Innovation and Infrastructure
10 Reduced Inequality
11 Sustainable Cities and Communities
12 Responsible Consumption and Production
13 Climate Action
14 Life Below Water
15 Life on Land
16 Peace and Justice and Strong Institutions
17 Partnerships to Achieve the Goals

Here, too, no close relationship between the topics and art or music is im-
mediately apparent. In relation to school subjects, the task of securing knowledge
about the SDGs would be far more likely to be assigned to subjects such as biology,
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political education or social studies. In music education the discussion has only
just started (Buchborn et al., 2022; Center for Music Ecosystems, 2023; Oster-
gaard, 2019).

In summer 2022, I led the music part at the international summer school
Teaching the SDGs at the University of Potsdam, Germany (Gall & Malmberg,
2023) together with a group of music educators from The Netherlands, Belgium,
Austria, the United Kingdom and Germany. We took the opportunity, together
with students from various European countries, to delve deeper into the question
of the relevance of the SDGs to music and to find out more about the students’
prior knowledge of the SDGs and their attitudes towards them.

During our work it became clear to us that there are already areas in music
education that refer closely to the SDGs today. Music pedagogy therefore has the
potential to contribute important points to achieving the goals. During our sum-
mer school, the following thematic areas from the current music educational dis-
course were identified as related to the SDGs (Table 2) (ibid.)

Table 2. Current Music Educational Discourses relating to certain SDGs.

Thematic Areas in Music Education Related to SDGs SDGs

Diversity / Inclusion / Social Justice 1,2,5,10,11, 16
Innovation / Ability to Innovate 4&9

Creativity 4&9

Wellbeing: Musical Tastes / Emotions / Confidence in Performing or 3&4

Singing

Technologies / Digitization 4&9

Music and the Environment including Responsible Production 6,7,11,12,13
Individualization of Work / Being Flexible 11 & 16

From Teacher-led to Student-led Work 4,10, 16

We also took the opportunity to collect data among the students in order to
seek answers to the following questions: What are trainee music teachers’ percep-
tions of the SDGs in relation to music education, and how do music teachers best
develop student teachers’ awareness of the SDGs in relation to music education?
Our main findings beyond the trainee music teachers (Malmberg & Gall, 2023)
were: Sustainability was seen as important but teacher trainees have few ideas of
how to work for the music classroom; Music education concepts incorporating
key aspects of the SDGs exist (see Table 2) but are not recognized as such by
trainee music teachers; Participants request concrete and mainly musicking prac-
tices for working with SDGs; The international view of music education and sus-
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tainability is seen as reassuring; More knowledge about SDGs was empowering to
the trainee teachers. As one student commented:

»1 am already teaching and I think that the summer school has given me the
confidence as a not-so-experienced teacher to address many topics related to
the SDGs in my school. It is hard for me, because I don’t think all colleagues
are as open to discuss improving our school life towards those goals and there
will be a lot of discussion (which I don't really love). Having had the
experiences in Potsdam helps me be confident [...] learning about the SDGs
has given me a framework?”

To sum up, it became evident that in the music teacher training programs in
a number of European countries there may be knowledge and teaching methods
relating to sustainability education, but the prospective teachers find it difficult to
make the conceptual connection between existing methods of music teaching and
their potential for sustainability education. Hence, the trainee teachers express
their strong interest and need for it, stressing the musicking part of possible meth-
ods as well as transnational collaboration.

Future of Music: Next media and global cultural citizenship

Let us now take a close look at the subject of music and some aspects that
point to the possible future of music. The recent changes in how we experience
music and making music are attributable to a large extent to technological devel-
opments. Here, I present three developments that will be important in the future
and that might have a particularly large impact. However, there are social limita-
tions that apply to all three: Only those who can participate in the technological
progress, those and only those who can afford it, those who have access to the
internet and the necessary machines, and only those who are digitally competent
can be part of these developments. Basically, these are developments for privi-
leged people.

1) Artificial Intelligence becomes a player in art. Al paints like Rembrandt,
composes like Bach, writes novels and poems. If the digital corporations
have their way, this is just the beginning. Artificial creativity is the new key
objective: Machines should become artists, as autonomous and ingenious
as humans. The issues of copyright or ownership become obsolete (Fran-
ceschelli & Musolesi, 2022). In his essay Die Kunst der Zukunft (Art of the
future), Hanno Rauterberg describes the emphasis with which this art of
the future is being developed (Rauterberg, 2021). He asks about the con-
sequences of the forthcoming epochal change: How will people’s self-im-
age change next to AI? And what does it say about a society if it expects
not only logic from computers, but also art, metaphysics, truth and tran-
scendence? Will the algorithm become the new creator god - and will
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politics therefore become superfluous? In his book he doubts that this can
and will succeed down to the last detail. Still, for the music business as well
as for the question of canon in music education the changes will be sig-
nificant.

2) Immersive media add the element of space to our perception of music. After
the digital change comes a shift towards immersive media. Triggered by
the gaming industry (Feneberg, 2019), people are immersing themselves
more than before in music as a three-dimensional experience using virtual
reality or augmented reality technologies. This happens, for example,
when part of the action and the stage in opera productions can only be
experienced through AR glasses as happened at the Wagner Festival in
Bayreuth in 2023 (Schultejans, 2023) or if concert-goers can (re-)
experience the concert digitally in such a way that they can go back and
forth between the musicians - the listening experience is expanded by
creating a virtual environment. We can think ahead and use these
achievements for music education: VR environments enable young music
learners to compose music in the VR space (although they lack the skills
on individual classical instruments, for example) or people with physical
disabilities can produce music more easily than before. Many of the
applications require extended embodiment. And music opens up the
bodily experience more than before — a new (or a revived!) notion of space
and embodiment while making and experiencing music.

3) The Promise of Global Musical Citizenship in Diversity is progressing.
Finally, accessing music on a global scale (by streaming, by using music
platforms, by musicking digitally over distances) has never been easier.
Concerts, music, instruments, styles in all their diversity can be experienced
and used anywhere (which is, by the way, also a way to cut pollution
caused by travel, Fan et al., 2021, Shevlock & Bates, 2019). While regional
music styles continue to exist, music styles are also mixed and hybridized,
compiling all sorts of fusion music. We can call these changes the path to
global musical citizenship. In this positive scenario, diversity is an asset
(Jinger, 2003; Bates et al., 2021) and not an aspect that creates dynamics
of demarcation.

Considerations for a sustainable music education

In view of what has been said so far — in view of future skills, of sustainable
development goals as well as the expected future of music as an art form and its
social meaning — what concrete steps can we propose for music education and
music teacher education? In order to serve as a model for young learners we need
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to demonstrate how we structure our institutions and use our resources in the

spirit of sustainability not only in music education but in all school subjects and

other educational settings (Kagan & Kirchberg, 2016; Coles et al., 2017). Further-

more, we need to strengthen methods that foster future skills (Rieckmann, 2018;

UNESCOQO, 2017). These are methods for:

- Innovating: all kinds of new content creation, future workshops (Eifler, et al.,
2021), scenario work, design-thinking or forecasting;

- Analyzing and evaluating from an ethical point of view: modeling, participa-
tory research, case studies, interrogations, simulation games;

- Reflective thinking: role discussions, learning diaries;

- Project-based learning: projects in real-life settings, campaigns, internships.

Furthermore, our work in the music classroom will possibly be characterized
by areas of conflict, the weights of which we have to learn to balance. We will have
to balance between:

- 1) Digitization AND embodiment: Digitization in music is a sign of our times.
It opens up new ways of embodiment (VR, AR), playing on computer keybo-
ards as non-traditional instruments. This new type of embodiment should
form a good balance with traditional forms of music-making and its physica-
lity (singing, dancing, playing instruments, conducting, etc.) as well as its sen-
sitivity (Gallafassi et al., 2018) and slowness (Varkoy & Rinholm, 2020).

- 2) Cultural diversity AND regionality: The effects of a global musical citizenship
should be embraced whilst valuing regional musics.

- 3) Classroom music education AND collaborating with cultural players: Building
musical skills needs practice and regularity. In contrast, the music room is
always open to selective projects with “the real world”. Here, questions of the
sustainability of the music business or smaller field research are pursued, in
cooperation with concert providers, for example (Braun-Wanke & Wagner,
2020).

- 4) Innovation AND (cultural) heritage: Music is based on valuable traditions
that are closely intertwined with our human history. To know the meaning of
cultural heritage and to innovate on this basis for the future, it is also impor-
tant to find a harmonious balance. There is also a second aspect to this area of
conflict: Innovating music means improvising and inventing music that has
not existed before. Assessing the cultural heritage of music means learning
along the lines of “musical works” in their historical context. Future-oriented
music lessons need both poles.

- 5) Functional music AND the freedom from purpose of music: Music is a good
amplifier for political messages.? Using music strategically to pursue goals such

3 A well-known example is the YouTube clip by Greenpeace in which Einaudi plays the
contemplative piece Elegy for the Arctic sitting on an ice floe at his grand piano while, in
the background, the ice melts and crashes into the sea with a loud roar (YouTube, 2017).
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as sustainability goals, learning about the effects of music as “functional music”,
using it oneself in a campaign, for instance, and experiencing its impact is an
important learning goal (Bentz, 2019; Publicover et al., 2018). At the same
time, music and art also live from their freedom from purpose. This aspect
should also be reflected and lived in music lessons as well.

In order to enable such educational processes in the interests of sustainability
education, an action-oriented, transformative pedagogy is required. The teachers
themselves must be qualified to work with these concepts. A future viable music
teacher training is therefore an essential prerequisite for their structural imple-
mentation in the entire education system.

Conclusion

In June 2023 we started the wide-ranging network und development project
TEAM which is co-funded by the EU. By 2026 TEAM, the Teacher Education
Academy Music. Future-Making, Mobility and Networking in Europe aims to re-
shape initial and ongoing music teacher training and school music education in
Europe according to the current needs of music teacher professionalization, digi-
tization, intercultural learning, future viability, sustainability, and social coher-
ence.* In TEAM we hope to be able to make an effective contribution to the fur-
ther development of the topics dealt with in this chapter by joining forces, with a
transnational perspective, and a digital dissemination strategy.

We continue to hope that music and the arts, as powerful promoters of in-
novation, will find their place in the struggle for a sustainable future, and continue
to contribute to the future well-being of our world through all crises. As Phillip
Blom puts it:

“Something new only becomes conceivable when it takes shape, when it
becomes visible and audible, when it touches people emotionally. This is the
central work of artists and thinkers, of stages of a dramatic inner life that
communicates via various media, establishes a connection with its audience
and thus makes change possible at all” (Blom, 2020).

Art creates something new. Art can track down the new like a seismograph
and make it visible. It is concerned with what is not yet, but can be. Not as a uto-
pian web, but as a concrete idea of another, possibly better life. It is thus an expe-
rience-based, sensually constituted “concrete utopia”. This can make art a pro-
moter for change, a promoter for shaping our future.

4 www.teacher-academy-music.eu


http://www.teacher-academy-music.eu
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KA OPXUBOM MY3MYKOM OBPA30BAIbLY. KAKAB JOIIPMHOC MY3MYKO
OBPA3OBAIBE TPEBA JA UIMA Y KPMI3BAMA U ITPOBJIEMUMA JAHAIILNITE
3A BYOYRE IIPOMEHE? ECE]J.

Y papy ce mocrapsba muTame Sysyhe ofpKMBOCTH My3MYKOT 0dpasoBarba y IIKOIaMa: ca
KOjMM Ce 3aJjalliiMa CyodaBa CyQjeKT y OfHOCY Ha APYIUTBEHY, IIOMUTUYKY U eKOIOLIKY
KpU3Y Halller BpeMeHa? ¥ pajly Cy HOCTaB/beHa [iBa KOPMCHA MOJienia: T3B. Mogen dynyhux
BEIITMHA M HALPT 3a OFPKMBY Pa3Boj p>KaBa YjelMibeHNX Haluja, T3B. AreHa 2030 ca
CBOjUM Li/beBMMa OfiPKMBOT pa3Boja (Sustainable Development Goals). ¥ cBerny akry-
eIHMX TPEH[OBa y My3MYKOM CBeTY, [IOCTaB/ba Ce J MUTalbe KOoje KOHKPeTHe 3aK/bydKe
MOPaMO 7ia M3BefIeMO 3a HaCTaBy My3JMKe Y IIKOTaMa, Kao ¥ 33 OCMUII/baBarbe HaCTaBHMX
IUIAHOBA M IIpOrpaMa KypceBa 3a ycaBplllaBaibe HacTaBHUKa My3uke? Tume ducMo gamn
cafip)KajaH JOIPMHOC aKTyelTHNM TeMaMa Koje ce OffHOCe Ha OfipXXMBy OymyhHOCT.
Kibyune peun: dynyhe Belutute, onpXnBOCT, My3M4IKO 0dpasoBarbe, ycaBpllaBambe, 00-
pa3oBame HACTaBHUKA My3UKe
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Muzika i znacenje
iz perspektive ucenika i studenata u nastavi solfeggia

Sazetak

Istrazivanje utvrduje znacenje i znacaj solfeda kao jedne od osnovnih oblasti u procesu
muzicke edukacije, te koliko razumijevanje njegove koncepcije uti¢e na ukupan stav o
njegovom potencijalu i perspektivi u oblasti muzicke pedagogije. S obzirom na ovako
uspostavljenu temeljnu premisu i novonastale okolnosti izvodenja nastave uzrokovane
opstim lockdown-om usljed pandemije koronavirusa, istrazivanje se dotaklo uspjesnosti
online nastave solfeggia. Anketirano je 763 ucenika osnovnih i srednjih muzickih skola,
te studenata muzike, $to je reprezentativan broj ispitanika. Postavljena su cetiri pitanja
koja su okosnica ovog istrazivanja. Sa dva pitanja/izjave zatvorenog tipa (Solfeggio mi je
jedan od omiljenih predmeta, Solfeggio me potice i omogucéava mi da koristim istovremeno
vise svojih muzickih znanja i vjestina) i dva pitanja otvorenog tipa (Svojim rije¢ima navedite
prednosti online nastave solfeggia, Svojim rije¢ima navedite nedostatke online nastave sol-
feggia) propituju se misljenja ispitanika o percepciji i perspektivi predmeta Solfeggio, po-
sredno i o nivou zadovoljstva ucenika i studenata postoje¢com koncepcijom nastavnog
procesa. Analizom, komparacijom i kritickom interpretacijom rezultata/odgovora doslo
se do zakljucaka o tome $ta ucenici/studenti smatraju da jeste, ili nije ,znacenje” predmeta
Solfeggio na osnovu Cega se zapravo ulazi u sferu ,,znacenja u muzici” iz ugla solfeggia.
Primjetna koherentnost odgovora na ponudena pitanja, a pri tome i Sirok spektar licnih
stavova ukazuju na izrazenu i neophodnu uzajamnu vezu izmedu misljenja i djelovanja u
okvirima nastave solfeggia, te daju podstrek za kontinuirano propitivanje znacenja i zna-
¢aja, odnosno perspektive solfeggia u nastavnom procesu i uop$teno u muzici.

Kljucne rijeci: solfeggio, znacaj, perspektiva, muzicka pedagogija

Uvod

Solfeggio je u svojoj osnovnoj fizionomiji i akciji drustveno orijentisan i veoma
su vazna nastojanja da se nastava odvija u grupi (Kazi¢, 2019). U tom smislu
se vijekovima razvijaju tradicionalne metode i tehnike ucenja i poucavanja, te
kreiraju nastavni planovi i programi muzicke edukacije. Evidentno je da je inten-
zivnije otvaranje virtuelnog prostora omogucilo razvoj online edukacije, izmedu
ostalog i u muzi¢koj nastavi. E-obrazovni softveri u ovoj oblasti kontinuirano se
razvijaju posljednjih desetlje¢a i nude se brojne mogucnosti kao $to su online
prirucnici, digitalne multimedije, pomo¢ne aplikacije razli¢itih namjena, u¢ionice
u oblaku, platforme i softveri dizajnirani za muzicku edukaciju (Karaca, 2013;
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Milicevi¢, 2014). Medutim, time se nije dovodila u pitanje dispozicija muzicke
nastave u ucionici (Portfliet & Anderson, 2013). Okolnosti iznenadnog lockdowna
ostavile su posljedice jer niko nije bio spreman za iznudenu online nastavu u kojoj
su se svi nasli kada je nastavni proces sveden isklju¢ivo na komunikaciju putem
interneta (Kazi¢, Hodzi¢-Mulabegovi¢ & Begagi¢, 2021). Posljednji statisticki po-
daci i istrazivanja u odredenoj mjeri ¢ak idu u korist online nastave (Hodzi¢-Mu-
labegovi¢, Kazi¢ & Plakalo, 2021), ¢ime se kombinovani pristup pokazao skoro
ucinkovitijim od konvencionalnih instrukcija u u¢ionici (Bowman, 2014).

Dakle, najrecentnija iskustva iznudenog online pristupa u nastavi pozivaju na
prilagodavanje u smislu da se pozitivna iskustva inkorporiraju, a za ona druga
traze rjeSenja. Navedene okolnosti povod su ovog istrazivanja. Cilj je bio da se
istraze i procijene aspekti provedbe nastave solfeggia u online okruzenju te ukaze
na njene dalje perspektive s obzirom da je realno u buducnosti ocekivati nove
periode online pristupa u nastavi. Time se nastoji utvrditi nivo zadovoljstva uce-
nika i studenata, te ustanoviti koji su to pozitivni i negativni efekti online nastave
u kojoj je tesko steci realan uvid u trenutnu i interaktivnu angaziranost u¢enika u
odnosu na klasi¢nu ,,razrednu” nastavu. U namjeri da se vjerodostojnost misljenja
o provedbi nastave u online formatu dodatno preciziraju i razmotre, cilj je bio
ustanoviti op¢u predodzbu ispitanika o percepciji i perspektivi predmeta Sol-
feggio.

Metodologija

Prikupljanje podataka. Za potrebe istrazivanja kreiran je anketni upitnik usmje-
ren ka subjektivnoj procjeni anketiranih (Husremovi¢, 2016) o uspjesnosti konti-
nuirane provedbe online nastave solfeggia. Anketa je realizovana u periodu od 09.
12.2020. do 31. 12. 2020. godine. Period na koji su se ispitanici referirali je vrijeme
nakon proglasenja pandemije u periodu u kojem se nastava kontinuirano realizo-
vala u online formatu. Anketa je takoder provedena u formi online upitnika! $to
bi se moglo smatrati svojevrsnim ogranic¢enjem istrazivanja zbog nemoguénosti
zornog nadzora provedbe popunjavanja anketnog upitnika, ali s obzirom na pre-
poruku pridrzavanja epidemioloskih mjera to je bila jedina mogucnost.

U okviru anketnog upitnika kreirana su Cetiri pitanja/izjave. Prva dva pitanja/
izjave uopsteno ukazuju na percepciju i odnos u¢enika prema predmetu Solfeggio
i kategoriziraju se kao pitanja zatvorenog tipa:

1) Solfeggio mi je jedan od omiljenih predmeta. (ocijeniti na skali od 1-5)?

I Microsoft, “Office 365: Microsoft Forms”, pristupljeno 6. decembra 2020, https://
educationblog.microsoft.com/en-us/tag/microsoft-forms. Tehni¢ku realizaciju i nadzor
popunjavanja ankete obavio je mr. Admir Kustura.

2 QOdgovori na intervalskoj skali bodovani su kao: 1=potpuno neta¢no, 2=uglavnom
neta¢no, 3=nisam siguran/na, 4=uglavnom tac¢no i 5=potpuno tac¢no.


https://educationblog.microsoft.com/en-us/tag/microsoft-forms
https://educationblog.microsoft.com/en-us/tag/microsoft-forms
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2) Solfeggio me potice i omogucava mi da koristim istovremeno vise svojih
muzickih znanja i vjestina. (ocijeniti na skali od 1-5)

Ovim pitanjima Zeljelo se do¢i do opstih saznanja o stavovima ispitanika o
Solfeggiu kao jednom od osnovnih predmeta u muzickoj institucionalnoj eduka-
ciji kroz sva tri nivoa obrazovanja. U kojoj mjeri oni zaista prepoznaju vaznost
ovog predmeta i da li se stavovi mijenjaju sa ve¢im iskustvom i u kojem smjeru?
Da li se ovaj predmet dozivljava kao integriraju¢i u cjelokupnom kontekstu mu-
zickog obrazovanja ili je to samo tek jedan u nizu predmeta sa specificnim cilje-
vima i zadacima?

Druga dva pitanja ukazuju na prednosti i nedostatke online nastave solfeggia
i kategoriziraju se kao pitanja otvorenog tipa. Ova pitanja imala su za cilj odgo-
voriti na pitanje o svrsishodnosti online nastave u kojoj su se usljed poznatih ra-
zloga svi nasli kroz duzi period:

1) Svojim rije¢ima navedite prednosti online nastave solfeggia.

2) Svojim rijecima navedite nedostatke online nastave solfeggia.

U primarnoj obradi podataka statisticki je tretiran ukupan broj ponudenih

odgovora (Lamza Posavec, 2011) za prednosti i za nedostatke ¢ime se u samom
obimu odgovora prepoznaju mogucnosti i kapaciteti online nastave solfeggia.
Zatim je primijenjena tematska analiza (Marshall i Rossman, 1999; Braun i Clarke,
2012). Odgovori su prvenstveno kodirani, koriste¢i se induktivnim pristupom
(Saldana, 2013) i kategorisani u 9 kategorija za nedostatke i 8 kategorija za pred-
nosti iz kojih su u konacnici izvedene Cetiri zaklju¢ne teme. Na osnovu dobivenih
odgovora kreirano je 12 klastera koji prikazuju povezanost grupa koje se slicno
ponasaju, odnosno koje imaju sli¢cno razmisljanje o prednostima i nedostacima
online nastave. Zatim je primjenjen algoritam K-means (koji odreduje slicnost
tacke sa prototipom-centrom klastera — centroidom) pomocu kojeg je odabran
model koji najbolje reprezentuje podatke.
Uzorak. Ukupno je anketirano 763 ucenika i studenata iz 12 razli¢itih gradova
Bosne i Hercegovine. Iz osnovnih muzickih $kola anketirano je 429 ucenika iz 11
gradova Bosne i Hercegovine (Breza, Gorazde, Gracanica, Kakanj, Mostar, Novi
Travnik, Sarajevo, Srebrenik, Travnik, Visoko i Zenica), a najvise anketiranih je iz
Sarajeva 52,9% (227 od 429). Iz srednjih muzickih $kola anketirano je 238 u¢enika
iz 5 gradova Bosne i Hercegovine (Mostar, Novi Travnik, Sarajevo, Siroki Brijeg i
Zenica), a najvi$e anketiranih je iz Sarajeva 44,5% (106 od 238), a zatim iz Mo-
stara 27,3% (65 od 238). Sa Muzicke akademije u Sarajevu i Banjoj Luci anketi-
rano je 96 studenata. MoZe se konstatovati da je to znacajan statisticki uzorak u
kvantitativnom, ali i u geografskom pogledu s obzirom na gradove iz kojih su
anketirane skole.
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Rezultati i diskusija

1) Subjektivna procjena ispitanika o zadovoljstvu i znacaju predmeta Solfeggio
(grafikon 1). Izjavu ,,Solfeggio mi je jedan od omiljenih predmeta” ispitanici?® su
ocijenili prosje¢no sa 3,53+1,07. U¢enici osnovnih muzickih $kola su izjavu oci-
jenili prosje¢no sa 3,63+1,04, §to je vise nego kod ucenika srednjih muzickih skola
koji su izjavu ocijenili prosjecno sa 3,48+1,04, ali i studenata akademije koji su
izjavu ocijenili prosje¢no sa 3,26+1,22. Ucenici osnovnih $kola su dali najvise
ocjena »,4” 41,4% (178 od 429), $to je statisticki znacajno vise nego $to su istih
ocjena dali ucenici srednjih $kola 28,6% (68 od 238) ili studenti muzickih akade-
mija 27,1% (26 od 96) (x2=14,651, df=2, p=0,000658).*

Grafikon 1. Ocjene zadovoljstva sa izjavom: Solfeggio mi je jedan od omiljenih
predmeta.

19.80

18.90%

Ispitanici svih nivoa obrazovanja su znacajnim postotkom konstatovali da im
je Solfeggio jedan od omiljenih predmeta smatrajuc¢i ponudenu izjavu "uglavnom
ta¢nom” i ocijenivsi je visokom ocjenom ,,4”. Takoder je znacajno ukazati na ne-
zanemariv broj odabranih konstatacija ,,potpuno ta¢no” na svim nivoima obrazo-
vanja pri ¢emu, medu svim ispitanicima, ponudenoj procjeni prednost daju uce-
nici osnovne muzicke $kole ocijenivsi izjavu ocjenom ,,5” Medutim, izvjesno je
da su ucenici srednjih muzickih $kola i studenti muzickih akademija statisticki
znacajno odgovorili konstatacijom ,,nisam siguran” ocijenivsi izjavu ocjenom ,,3”

3 OMS - osnovna muzicka skola, SMS - srednja muzicka skola, MA — muzi¢ka akademija.
4 Statisticke podatke obradio je mr. informatike Sead Begagi¢ (Institut za zdravlje i
sigurnost hrane, Zenica, Bosna i Hercegovina).
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pri cemu blagu naklonost konstataciji ,,nisam siguran” daju studenti, a najizraze-
niju ucenici srednje muzicke skole.

Dobro je $to su odgovori u sveobuhvatnom smislu pretezno ujednaceni. Iako
je pri ovakvim procjenama znacajno imati u vidu uzrast ispitanika, kako i jesu
tretirani anketni rezultati, iz navedenih podataka izvedena je zajednicka procjena
izjave ocjenom ,4” ,,uglavnom ta¢no” (3,53+1,07, grafikon 1). Navedeni rezultati
ukazuju na potpunu relevantnost i prijemcivost predmeta Solfeggio, o ¢ijem po-
tencijalu i na¢inu provedbe valja usmjereno promisljati zavisno od uzrasta za koji
je namijenjen ali i nacina provedbe nastavnog procesa (u slu¢aju ovog istrazivanja
aludira se na provedbu nastavnog procesa u online ili tradicionalnom formatu u
razredu u $koli).

Izjava ,Solfeggio me potice i omogucava mi da koristim istovremeno vise
svojih muzickih znanja i vjestina” data je na ocjenu studentima i u¢enicima sred-
njih muzickih skola (grafikon 2). Procjena je da ucenici osnovnih muzickih skola
nisu dovoljno zreli da bi je primjereno razumjeli i realno odgovorili na ovo pita-
nje/izjavu. Ispitanici su izjavu ocijenili prosjecno sa 4,21+0,98. Ucenici srednjih
muzickih $kola su izjavu ocijenili prosjecno sa 4,26+0,97, dok su studenti muzi¢-
kih akademija izjavu ocijenili prosjecno sa 4,08+1,01. Ucenici srednje $kole su
davali najvi$u ocjenu ,,5” u 52,9% slucajeva (126 od 238), §to je nesto vise nego
$to su to dali studenti akademije u 44,8% slucajeva (53 od 96), ali ta razlika nije
statisticki znacajna.

Grafikon 2. Procjena znacaja predmeta Solfeggio:
Solfeggio me potice i omogucava mi da koristim istovremeno vise svojih muzi¢kih
znanja i vjestina.
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Ponudena izjava upotpunjuje tumacenje rezultata prethodno problematizi-
rane izjave. Uzevsi u obzir afirmativne stavove ucenika srednjih muzickih $kola i
studenata muzickih akademija o ponudenoj izjavi ,,Solfeggio mi je jedan od omi-
ljenih predmeta” (grafikon 1), i visoku prosjecnu ocjenu za izjavu ,,Solfeggio me
potice i omogucava mi da koristim istovremeno vise svojih muzickih znanja i
vjestina” (grafikon 2), moze se konstatovati da ucenici i studenti uocavaju svrsis-
hodnost predmeta Solfeggio te ga smatraju integriraju¢im u cjelokupnom kontek-
stu muzickog obrazovanja.

2) Subjektivna procjena ispitanika o prednostima i nedostacima online nastave
solfeggia (tabela 1). Na poticaj o izjaSnjavanju o dva postavljena pitanja otvorenog
tipa (Svojim rijecima navedite prednosti/nedostatke online nastave solfeggia) medu
populacijom ucenika osnovnih muzickih $kola odaziv je skoro isti (74,1% ucenika
se izjasnilo o prednostima, a 78,1% se izjasnilo o nedostacima). Sli¢na situacija je
i medu populacijom ucenika srednjih muzickih skola (60,9% ucenika se izjasnilo
o prednostima, a 63,9% se izjasnilo o nedostacima). Ove razlike su statisticki za-
nemarive. Kad su u pitanju studenti muzickih akademija 42,7% se izjasnilo o
nedostacima online nastave solfeggia, ali ih je samo 14,6% navelo neke od even-
tualnih prednosti. Za pretpostaviti je da studenti kao najzreliji i s najvise iskustva
medu svim ispitanicima puno bolje razumiju prirodnu dinamiku nastave solfeggia
zbog Cega je ova statisti¢ka razlika znacajna i relevantna. Nizak procenat navede-
nih prednosti ujedno ukazuje na veliki nedostatak ove vrste nastave.

Tabela 1. Izjasnjavanje ispitanika o prednostima/nedostacima online nastave solfeggia.

nedostaci Prednosti N
online nastave online nastave
oMS 335 78,1% 318 74,1% 429 100,00%
SMS 152 63,9% 145 60,9% 238 100,00%
MA 41 42,7% 14 14,6% 96 100,00%
528 477 753

Ove razlike u komentarima nedostataka online nastave medu grupama ispitanika
su visoko statisticki znacajne (x 2=131,463, df=2, p<0,001), a jo§ viSe razlike u
komentarima prednosti online nastave medu grupama (x 2=119,057, df=2,
p<0,001).



30 1. Mysuuka negaioiuja / Music pedagogy

Nakon §$to su odgovori kodirani uspostavljeno je sljede¢ih devet kategorija
za pitanje o prednostima online nastave (tabela 2).° Cinjenica jeste da online okru-
Zenje ima svoje odredene prednosti $to se iz rezultata ankete moze vidjeti ali ta-
koder se moze primijetiti da se navedene prednosti odnose samo na odredene
generalne okolnosti online nastave ali ne i na specifi¢ne oblike rada u nastavi

solfeggia i nac¢in njihove provedbe.

Tabela 2. Definisane kategorije o prednostima online nastave solfeggia.

OMS SMS MA

N=429 N=238 N=96

laksa dostupnost materijala za rad 4,4% 2,5% 3,1%

moguénost snimanja i odabir najboljeg odgovora 23,1% 19,3% 4,2%

manji obim gradiva i vi§e vremena za samostalan rad 12,4% 16,0% 6,3%

fleksibilnost zbog rada kod kuce 21,9% 10,9% 9,4%
manje izrazena trema / manje stresno 10,7% 7,1% 10,4%
sigurnost zdravlja 4,0% 0,8% 4,2%
potice se samostalnost 1,4% 3,4% 1,0%
mogucnost prepisivanja 4,4% 2,1% 0,0%
nema prednosti 10,7% 12,6% 10,4%
nije napisan nikakav komentar 25,9% 39,1% 85,4%

Odgovori koji se odnose na nedostatke online nastave solfeggia organizirani
su u 8 kategorija (tabela 3). Za razliku od prednosti u nedostacima se javljaju i
kategorije koje upravo ukazuju na specificne oblike rada u nastavi solfeggia, od-
nosno na poteskoce prilikom njihove provedbe.

> Iz tabele 1 vidljivo je da jedan broj ispitanika iz svake grupe nije u¢estvovao u odgovorima
o prednostima ili nedostacima online nastave solfeggia. S druge strane, odgovori onih koji
su ulestvovali prikazani su u viSe klastera pa zbir procenata po klasterima u tabelama 2 i

3 ne predstavlja linearni niz N=100%.
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Tabela 3. Definisane kategorije o nedostacima online nastave solfeggia.
OMS SMS$ MA

N=429 N=238 N=96
problemi konekcije i prenos zvuka / tehnicki problem 13,3% 15,5% 18,8%
nedostatak 1nte.:.ra%<c1)e.:.s nastavnicima i kolegama / 40.6% 33.2% 14,6%
potreba za socijalizacijom
poteskoce u razumijevanju novog gradiva / problem 28.4% 17.2% 9.4%
samostalnog ucenja
mogucnost prepisivanja 3,7% 3,8% 1,0%
nedo.s.tatak za)ednlcko.g muziciranja kao jednog od 8.4% 11,3% 7.3%
specifikuma u solfeggio
vi$e gradiva / manje vremena za rad 6,5% 7,1% 8,3%
Feékoc’e Pr.ilik(?m izrade diktata/analitickog slusanja, vise 0,0% 10.1% 10.4%
je teoretiziranja
nema nedostataka 9,8% 7,6% 3,1%
nije napisan nikakav komentar 21,9% 36,1% 57,3%

Na stavove ispitanika zorno ukazuju njihovi cjeloviti odgovori/misljenja.
Analizirajudi i kriti¢ki interpretirajuci iznesene stavove, uvidaju se svojevrsne pre-
poruke kojima bi se unaprijedila nastava u ,tradicionalnom” okruzenju u razredu.
Analizom podataka izvedene su Cetiri zaklju¢ne teme:

Kategorije
_
laksa dostupnost materijala za rad
.. R e =—
manji obim gradiva i vife vremena za samostalan rad
rad od kuce
mogucnost prepisivanja _
—
manje 1Zrazena trema / manje stresno
sigurnost zdravlja
. —
potife se samostalnost
mogucnost snimanja 1 odabir najboljeg odgovora
_J

nedostatak interakcije s nastavnicima 1 kolegama
nedostatak zajedni¢kog muziciranja
problem samostalhoz uéenja

problemi konekeije 1 prenosa zvuka

teskoce prilikom izrade diktata/analitickog sluganja,
vie je teoretiziranja

poteikoce u razumijevanju novog gradiva

solfeggia

Teme

Fleksibilnost online nastave

Pozitivan psiholodki uticaj

Nedostatak socijalnog faktora

Poteikoce prilikom provodenja
osnovnih oblika rada nastave
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Prva tema je fleksibilnost online nastave. Ova prednost je prepoznata od
strane svih ispitanika ali procentualno najvise odgovora vezanih za ovu temu po-
nudeno je od strane ispitanika osnovnih muzickih skola. Kao pozitivni aspekt
online nastave oni isticu mogu¢nost lakse, pristupac¢nije komunikacije, te predlazu
da ,nasa Viber grupa ostane aktivirana do kraja naseg $kolovanja”. Na taj nacin
imaju lako dostupan materijal za rad, te su pored printanog materijala, tokom
online nastave imali dostupan radni materijal i u audio ili audio-video formatu.
Stoga sugeri$u da im se, po uzoru na online nastavu, tokom cijele skolske godine
omoguce i radni materijali ,pratnja klavira za melodijske vjezbe, pravilno otkucan
ritamski primjer i sl. kako bi djeca mogla vjezbati vise, detaljnije i preciznije uz
pratnju klavira”.

Druga tema je pozitivan psiholoski uticaj online nastave. Tokom pripreme
primjera, izvedbe zadataka su snimali vise puta. Preslusavanje snimljenog zadatka
omogucilo im je da odaberu i nastavniku posalju svoj najbolji uradak, na taj nac¢in
je potaknuto ,vjezbanje snalazljivosti i samostalnosti” Online nastava je utjecala
na prisutniji osje¢aj samouvjerenosti, te ¢esto konstatuju da imaju manje izrazenu
tremu tokom online nastave nego u razredu u $koli. Ucenici srednjih muzickih
$kola sli¢no konotiraju prednosti online nastave u pogledu manjeg osjecaja treme
i mogucnosti odabira najboljeg uratka kojeg $alju nastavniku. Ukazuju da je, iako
je nastavnik dostupan ,,skoro pa uvijek” te ukoliko im nesto nije bilo jasno ,,mogu
pitati odmah”, ipak bilo ,yviSe samostalnog rada” te su ,samim time primorani na
ucenje”.

Stavovi studenata muzickih akademija ¢esto se podudaraju sa stavovima uce-
nika. Studenti takoder ukazuju na potencijal prezentacije uradenih zadatak putem
audio ili audio-video snimka jer uslijed ucestalijeg snimanja primjera, teze¢i oda-
biru najbolje izvedbe, studenti konstatuju da ,,dosta vise vjezbaju nego uobica-
jeno’, da im je intonacija bolja, te da im online nastava odnosno ovakav pristup
pripremi i prezentaciji zadataka omogucava da pokazu ,,da zaista nesto mogu, ali
Cesto se zbog straha na ispitu ne pokazu?”

Primjetno je da su komentari i stavovi uglavhom usmjereni ka pozitivnim
aspektima iz domena samostalnog rada, mogucnosti snimanja i preslusavanja
uratka vise puta, $to zapravo uti¢e na manji osjecaj treme i na poticanje samopo-
uzdanja ali i na poboljsanje intonacije. Veoma su rijetki komentari o prednostima
online nastave, a koji se odnosne na primjenu odredenih oblika ili postupaka rada
na nastavi solfeggia (npr. diktat, upjevavanje, grupno muziciranje, itd). Medutim,
za razliku od prednosti, pri definisanju nedostataka online nastave ispitanici ¢esce
ukazuju na specifi¢ne nastavne oblasti i oblike rada koji su zastupljeni u solfeggiu.

Treca tema je nedostatak socijalnog faktora. Od svih kategorija, nedostatak
interakcije s nastavnicima i kolegama je kategorija s procentualno najavide odgo-
vora medu ispitanicima sva tri nivoa obrazovanja, s ubjedljivo najve¢im brojem
odgovora medu ispitanicima osnovnih muzickih skola. U¢enici osnovnih muzi¢-
kih gkola, za svoj uzrast ¢ini se vrlo razborito i suvereno ukazuju na nedostatke
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online nastave. Tako jedan od cjelovitih komentara upuc¢uje na iznimnu ozbiljnost
problematike i moglo bi se reci rezimira stavove osnovnoskolaca. Jedan ispitanik
konstatuje kako su izrazeni ,,nedovoljna komunikacija izmedu profesora i uce-
nika, nedostatak savjeta nastavnika u pitanju gradiva, nedostatak grupnog rada i
zelja za drustvom iz razreda i savjetima nastavnika, takoder i razmjenom mislje-
nja”

Posljednja Cetvrta, a mozda i najvaznija tema su poteskoce prilikom provo-
denja osnovnih oblika rada nastave solfeggia. Bitnim se ¢ini ukazati i na nedo-
statke provedbe nastave koja je ocigledno usmjerena isklju¢ivo na instrument
klavir jer ucenici konstatuju sljedece: ,,Ja ne sviram klavir, a aplikaciju klavira ne
znam da koristim. Sviram duvacki instrument pa ne mogu pjevati i svirati u isto
vrijeme.” Vazno je primijetiti da se ova primjedba moze odnositi i na redovnu
nastavu u razredu jer se i ta nastava ve¢inom realizuje na klaviru te je stoga i pri-
lagodenija ucenicima klavira ili srodnih muzickih instrumenata.

Premda je online nastava poticala samostalan rad i omogucila uvijek dostu-
pan radni materijal, ucenici srednjih muzickih $kola isti¢u da je bilo ,,puno zadace
i zadataka koje su sami prolazili bez profesorove pomoc¢i svake sedmice” te da je
bila izrazena ,nemoguc¢nost zajednickog pjevanja.” Tokom online nastave zapazaju
da su ,,zapustili vjezbanje sluha”. Konstatuju da ,,nisu radili meloritamske primjere
i teze ih je onda bilo uraditi u Skoli kasnije”

Studenti muzickih akademija, u skladu s njihovim uzrastom i dugogodisnjim
obrazovanjem, jo$ jasnije konkretizuju nedostatke pa tako isticu da je tokom
online nastave solfeggia ,,mala mogu¢nost kvalitetnog rada na diktatima i anali-
tickom slusanju, slaba prakti¢na upotreba znanja, sve se svodi na teoretsko i na
analiziranje’, ukazuju na ,nemoguc¢nost uskladenosti i ¢istoce zvuka, grupnog
pjevanja i upjevavanja i direktnog kontakta sa profesorom ili asistentom”, te kon-
statuju da im je nedostajalo ,viSe komunikacije sa profesorom, konkretno prak-
ti¢nog rada”

Analizom podataka uoceno je da su ispitanici davali i pozitivne i negativne
komentare, neki vi$e pozitivnih, a drugi vi$e negativnih komentara. Ukupno je
selektovano 673 anketa koje su zadovoljavale uslov da imaju barem jedan komen-
tar o prednostima ili nedostacima online nastave. Model sa 12 klastera je nabolje
predstavio slozenu strukturu misljenja ispitanika, te omogucio grupisanje neko-
liko zanimljivih klastera (tabele 41 5).
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Tabela 4. K-means grupisanje misljenja ispitanika o prednostima (P) i nedostacima (N)
online nastave u klastere.

Klaster 0 1|21 3l4a|s5s]e6 78] 9]|10]11
N =627 19 (198|101 ] 32 | 31 |38 | 93|48 |37 3 |22 5
% 30 [31.6]161] 51 | 49|61 |148] 7759053508
problemi

konekcije i
onexcye 1prenos | e | NE | NE | NE | NE [ NE | NE | NE | NE | NE | DA | NE
zvuka / tehnicki

problemi (N)

nedostatak
interakcije s
nastavnicima i
kolegama / DA | DA | NE|NE | NE | NE | DA | NE | NE [ NE | DA | DA
potreba za
socijalizacijom
(N)

poteskoce u

razumijevanju
ai
novog gradiva /| i | g | pa | NE | NE | NE | NE | NE | NE | DA | DA | NE
problem
samostalnog

ucenja (N)

mogucnost NE | NE | NE | NE [ NE | NE | NE | NE | NE | NE | DA | NE
prepisivanja (N)

nedostatak
zajednickog
fnuZlaran]a kao NEINEINEINEINEINEINE|NE|NE|NE|DA | NE
jednog od
specifikuma u

solfeggiu (N)

vi$e gradiva /
manje vremenaza | DA | NE | NE | NE | NE | NE | NE | NE | NE | NE | DA | NE
rad (N)

teskoce prilikom
izrade diktata/
analitickog NE | NE | NE | NE | NE | NE | NE | NE | NE | NE | NE | NE
slusanja, vise je
teoretiziranja (N)

nema nedostataka

(N) NE | NE | NE | NE | NE | NE | NE [ DA | NE | NE | NE | NE
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laksa dostupnost
materijala za rad

(P)

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

mogucnost
snimanja i odabir
najboljeg
odgovora (P)

NE

NE

NE

NE

NE

NE

DA

NE

NE

DA

NE

DA

manji obim
gradiva i viSe
vremena za
samostalan rad

(P)

NE

NE

NE

NE

DA

NE

NE

NE

NE

NE

NE

DA

fleksibilnost zbog
rada kod kuce (P)

NE

NE

NE

NE

NE

NE

NE

NE

DA

NE

NE

NE

manje izrazena
trema / manje
stresno (P)

NE

NE

NE

DA

NE

NE

NE

NE

NE

DA

NE

DA

sigurnost zdravlja

(P)

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

potice se
samostalnost (P)

DA

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

mogucénost
prepisivanja (P)

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

NE

nema prednosti

(P)

NE

NE

NE

NE

NE

DA

NE

NE

NE

NE

DA

NE

Tabela 5. K-means grupisanje misljenja ispitanika o prednostima i nedostacima online

nastave u klastere prikazano prema pripadnosti nivou $kolovanja.

Klaster 0 1 2 3 4 5 6 7 8 9 110 | 11
osnovna muzicka $kola 8 | 1297419 16|22 |63 33|24 3 [10] 1
srednja muzicka $kola 949 |22 8|14 9 (291310093
muzicka akademija 212|551 7 1 2131013 |1
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Klaster ,,0” ima 19 ¢lanova i karakteriSe ga povezanost ,nedostatak interakcije s
nastavnicima i kolegama / potreba za socijalizacijom” i prednosti ,potice se
samostalnost”. Ovaj klaster nema znacajnu povezanost sa nivoom $kolovanja.
Klaster ,,1” ima 198 ¢lanova i karakteri$e ga ,nedostatak interakcije s nastavni-
cima i kolegama / potreba za socijalizacijom”. Algoritam je ovaj klaster povezao
sa slicnim izjavama ispitanika osnovne muzicke $kole (koji i ¢ine veéinu ovog
klastera).

Klaster ,,2” ima 101 ¢lan i karakteri$u ga ,,poteskoce u razumijevanju novog
gradiva / problem samostalnog ucenja”. Ovaj klaster nema znacajnu povezanost
sa nivoom $kolovanja, ali zajedno sa klasterom ,,1” ¢ini priblizno polovinu ispita-
nika (47,7%).

Klaster ,,3” ima 32 ¢lana i karakterise ga prednost ,,manje izraZena trema / manje
stresno”. Ovaj klaster nema znacajnu povezanost sa nivoom $kolovanja.

Klaster ,,4” ima 31 ¢lan i karakteriSe ga prednost ,,manji obim gradiva i vise
vremena za samostalan rad”. Ovaj klaster nema znacajnu povezanost sa nivoom
s$kolovanja.

Klaster ,,5” ima 38 ¢lanova i karakterise ga ,nema prednosti”. Ovaj klaster ima
znacajnu povezanost sa ispitanicima muzicke akademije.

Klaster ,,6” ima 93 ¢lana i karakteriSe ga povezanost ,nedostatak interakcije s
nastavnicima i kolegama / potreba za socijalizacijom” i prednosti ,,moguc¢nost
snimanja i odabir najboljeg odgovora”. Ovaj klaster ima znac¢ajnu povezanost sa
ispitanicima srednje muzicke skole.

Klaster ,,7” ima 48 ¢lanova i karakterise ga konstatacija ,,nema nedostataka” Ovaj
klaster nema znacajnu povezanost sa nivoom $kolovanja.

Klaster ,,8” ima 37 ¢lanova i karakteriSe ga prednost ,,fleksibilnost zbog rada kod
kuce”. Ovaj klaster nema znacajnu povezanost sa nivoom $kolovanja.

Klaster ,,9” ima svega tri ¢lana a karakterise ga povezanost ,,poteskoce u razumi-
jevanju novog gradiva / problem samostalnog ucenja” sa prednostima ,,mogu¢-
nost snimanja i odabir najboljeg odgovora” i ,manje izraZzena trema / manje
stresno”. Ovom klasteru pripadaju ispitanici osnovne muzicke skole, ali oni ovaj
klaster ne predstavlja misljenje vecine ispitanika osnovne muzicke $kole.

Klaster ,,10” ima 22 ¢lana, a karakteri$u ga skoro svi nedostaci (problemi konek-
cije i prenos zvuka / tehnicki problemi, nedostatak interakcije s nastavnicima
i kolegama / potreba za socijalizacijom, poteskoce u razumijevanju novog gra-
diva / problem samostalnog ucenja, mogucnost prepisivanja, nedostatak za-
jednickog muziciranja kao jednog od specifikuma u solfeggiu, vise gradiva /
manje vremena za rad) i kao potvrda takvog razmisljanja povezanost sa konsta-
tacijom kako online nastava solfeggia ,nema prednosti”. Ovaj klaster nema zna-
¢ajnu povezanost sa nivoom $kolovanja.

Klaster ,,11” ima pet ¢lanova, a karakteriSe ga povezanost ,,nedostatak interakcije
s nastavnicima i kolegama / potreba za socijalizacijom” sa nekoliko prednosti:
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~moguc¢nost snimanja i odabir najboljeg odgovora”, ,,manji obim gradiva i vise
vremena za samostalan rad” i ,manje izraZena trema / manje stresno”. Ovaj
klaster nema znacajnu povezanost sa nivoom $kolovanja.

Zakljucak

Solfeggio je oblast muzi¢kog obrazovanja koja se sukcesivno pohada na svim
nivoima i u svim oblastima muzi¢kog obrazovanja. Shodno tome, misljenja uce-
nika i studenata obezbjeduju znacajne opservacije kojima se ukazuje na znacaj,
potencijal, odgojne i obrazovne perspektive solfeggia u muzickom obrazovanju ali
i muzici uopste. Referentan i obuhvatan broj ispitanika (N=763), ucenika i stude-
nata muzike raznovrsnih odsjeka, razli¢itih uzrasta i nivoa obrazovanja, svojim
stavovima i komentarima, uz adekvatnim nau¢noistrazivackim putem dobivenim
podacima, rezultirao je znac¢ajnim prosudbama o specifi¢nostima i znacaju sol-
feggia u procesu muzickog odgoja i obrazovanja. Kre¢u¢i od poznatog, odnosno
uobicajenog (tradicionalna nastava u razredu u $koli), ka manje poznatom, odno-
sno atipicnom (provedba nastave solfeggia kontinuirano u online formatu), ispi-
tanici se na prikladan nacin dovode u poziciju tumaca pri ¢emu kontekstualizuju
licnu percepciju gore navedene problematike ali i daju bitne parametre za defini-
sanje zakljucaka.

Ucenici i studenti Solfeggio smatraju jednim od omiljenih predmeta procije-
nivsi konstataciju zajednickom prosje¢nom ocjenom 3,53+1,07. Naklonost ka
predmetu najviSe ispoljavaju ucenici osnovne, zatim ucenici srednje muzicke
gkole, a potom studenti. Dojmljiva navedena prosjec¢na ocjena u korelaciji s pro-
sjecnom ocjenom 4,21+0,98 za ponudenu tvrdnju ,,Solfeggio me potice i omogu-
¢ava mi da koristim istovremeno vi$e svojih muzi¢kih znanja i vjestina’, upucuje
na zaklju¢ak da ucenici i studenti uocavaju svrsishodnost predmeta prema kojem
gaje naklonost te ga smatraju integriraju¢im u cjelokupnom kontekstu muzickog
odgoja i obrazovanja. Time se iz perspektive ucenika i studenata moze u¢i u sferu
percepcije znacenja i znacaja solfeggia u istom kontekstu.

Iz te pozicije, miSljenja ispitanika o procjeni provedbe nastave solfeggia kon-
tinuirano u online formatu ukazuju na buduc¢u perspektivu ovakve koncepcije
nastavnog procesa s obzirom na rapidni razvoj internetskih tehnologija, ali i iz-
vjesno novih perioda online pristupa u nastavi. Rezultati istrazivanja ukazuju na
potpunu relevantnost i prijemcivost predmeta Solfeggio, ali i niz nedostataka koje
je nuzno kontinuirano propitivati. U nedostacima se pojavljuju svojevrsne prepo-
ruke koje upravo ukazuju na specifi¢ne oblike rada u nastavi solfeggia, odnosno
na poteskoce prilikom njihove online provedbe. Iskazana je potreba za socijaliza-
cijom i interakcijom s nastavnicima ali i kolegama, jer ispitanici prepoznaju i
ukazuju na kompleksnost zadataka i ciljeva muzicke edukacije. Istovremeno, apo-
strofirane su aktivnosti koje razvijaju samostalnost i poti¢u samopouzdanje. Even-
tualne prednosti online nastavnog formata solfeggia zapravo su uoceni njegovi
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nedostaci u tradicionalnom okruzenju u razredu, i obratno; svi iskazani nedostaci
online nastavnog formata solfeggia zapravo su njegove prednosti i vrijednosti vi-
jekovima razvijane u tradicionalnom ozracju. I tu zapravo treba traziti rjeSenje i
$ansu za unapredenje i savladavanje nastavne problematike u novim okolnostima
$to je od presudnog znacaja za uspjeh.

Cinjenica je da je tradicionalna nastava u razredu na neki nain bila u¢ahu-
rena u stereotip ignorisudi ¢injenicu u najmanju ruku novih drustvenih i tehno-
logkih okolnosti 21. vijeka. Iznenadno nametnut nastavni online format kao da je
osvijestio tu ¢injenicu i pobudio na razmisljanje i potragu za novim rjeSenjima i
na tom putu se viSe ne moze stati. Ocekivane su u skoroj budu¢nosti nove na-
stavne paradigme uz jednu neumitnu ¢injenicu koja se ne smije zanemariti: Sol-
feggio je usmjeren prema teorijskom, ali i prema umjetnickom, baziran je na kon-
tinuiranom procesu pracenja rada svakog pojedinca unutar grupe. Upravo je to
klju¢ni element; rad i interakcija unutar grupe pojedinaca pribliznih moguénosti
gdje se zapravo u zajednickoj sinergiji ostvaruje napredak.
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MUSIC AND MEANING FROM THE PERSPECTIVE OF PUPILS AND STUDENTS
IN SOLFEGGIO CLASSES

The research affirms the meaning and importance of solfeggio as one of the basic areas in
the process of music education, and how much does the understanding of its conception
affect the overall attitude about its potential and perspectives in the field of music peda-
gogy. For research purpose, a questionnaire was created aimed at the subjective assessment
of respondents about the success of the continuous implementation of online solfeggio
classes. Results indicate that online solfeggio classes have their advantages but also various
serious issues. The most notable emerging problems are related to the conducting of basic
forms of work which require an environment where students can engage with their peers
and teacher in a face-to-face setting. Solfeggio classes are based on intensive interaction
and many methodical procedures can be successfully performed only in group work and
direct communication because the basic disposition of solfeggio teaching is in the class-
room.

Keywords: solfeggio, meaning, perspective, music education
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Slusni dozivljaj na nastavi solfeggia:
stanje i perspektive

Sazetak

Glazbeno obrazovanje u Republici Hrvatskoj dio je umjetnickog sustava obrazovanja
usmjereno prema stjecanju znanja i razvoju vjestina ucenika, razumijevanju glazbenoga
jezika, umjetnickom i kreativnom izrazavanju. Solfeggio, kao temeljno podrucje
glazbenoga obrazovanja, orijentirano je na spoznajnu dimenziju ucenja, a rijetko se potice
emocionalna koja utjec¢e na dozivljaj i reakciju uc¢enika. Rad je usmjeren na analizu stanja
nastave solfeggia u osnovnoj glazbenoj $koli prema postoje¢em Nastavnom planu i
programu i predstavljanje spoznajno-emocionalnog slusanja glazbe. Detektiranje
spoznajnih karakteristika putem zadataka ostaju vaznim dijelom ucenja, kojim se, uz
emocionalno ukljuc¢ivanje ucenika te poticanje razgovora o dozivljajima, stanjima i
asocijacijama nastalih uslijed slusanja, djeluje na njihov cjelovit razvoj. Ukoliko se slusanje
glazbe poveze s emocionalnim uZivljavanjem i iskazivanjem osobnih stajali$ta i uvjerenja,
navedeno ¢e utjecati na obogacivanje glazbene i opée kulture ucenika te na njihov holisticki
o0dgoj i obrazovanje. Takvim slu$anjem izravno se istrazuje sustina glazbe jer se njezinim
dozivljajem i analizom osvjestava puls vremena i drustvenog okruzja te poti¢e djedja
masta. Uz navedeno, otvoreni vidici, kreativnost i inicijativa, kao vrline neophodne za
zivot i rad u 21. stolje¢u, motivirajuci su za ucenike i ucitelje, daju pozitivne rezultate u
nastavi i vode ostvarivanju planiranih ciljeva i ishoda.

Kljuéne rijeci: glazba, slu$ni dozivljaj, solfeggio, spoznajno-emocionalni pristup, uéenici

Uvod

Hrvatskoj je, uz redovno osnovnoskolsko obrazovanje omoguéeno i umjet-

nicko obrazovanje u¢enika ¢ime se potice i unaprjeduje njihov intelektualni,
emocionalni, socijalni te stvaralacki i estetski razvoj. Ciljevi umjetnickog obrazo-
vanja usmjereni su prema dozivljaju, stjecanju znanja, razvoju vjestina i razumi-
jevanju razlicitih aspekata umjetnosti i umjetnickog djela, s krajnjim ciljem nji-
hovog kompetentnog vrednovanja (Nacionalni kurikulum za umjetni¢ko obrazo-
vanje, 2017). Svrha umjetnickog obrazovanja ogleda se u samoostvarenju uc¢enika
putem umjetnickog izrazavanja, razvijanja umjetnickih znanja i vjestina, ali i
prenosenju nacionalnih i internacionalnih kulturnih vrijednosti. Nacionalni je
kurikulum svojim sadrzajem voden mislju da ,,(...) stjecanje umjetnickih znanja
i znanja o umjetnosti proizlazi iz potrebe za boljim razumijevanjem umjetnosti, s
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krajnjim ciljem kompetentnoga vrednovanja i samovredovanja umjetnickoga ¢ina
i rezultata” (Nacionalni kurikulum za umjetnicko obrazovanje, 2017: 15).

Ono $to se iznova dodatno podcrtava kada je rije¢ o umjetni¢kom obrazova-
nju jest individualnost pristupa ,,(...) bilo da je rije¢ o strategijama, metodama ili
oblicima poucavanja” jer ,(...) individualno iskustvo svakog polaznika treba imati
ishodiste u dozivljaju umjetnickoga na jedinstven nacin u kojemu ucenik i ucitel;j
ravnopravno suraduju, istrazuju i odreduju granice toga iskustva” (Nacionalni
kurikulum za umjetnicko obrazovanje, 2017: 14).

Umjetnicko obrazovanje provodi se, izmedu ostaloga, u glazbenim skolama.
U okviru glazbenoga obrazovanja ucenici stjecu glazbena znanja i vjestine, muzi-
ciraju, promicu glazbu putem vlastite javne djelatnosti $to doprinosi njihovom
cjelokupnom razvoju.

Uz razvoj glazbenog potencijala kojemu se tezi, promicanja glazbenog stva-
ralastva i estetskog poimanja glazbene umjetnosti, vazan dio poticanja i podrza-
vanja cjelovitog razvoja ucenika valja usmjeriti prema njihovom emocionalnom
razvoju. Dozivljaju, razumijevanju i prihvacanju glazbe koja se izvodi, prikazuje,
koja se analizira, s kojom se tumaci i uci, treba posvetiti posebnu paznju. Dozivljaj
i razumijevanje glazbe vazno je isto koliko i umjetnicko izrazavanje i kriticko
vrednovanje. Ucenik koji osjeca, dozivljava glazbu kao nesto svoje, prihvaca na
osobnoj razini, izrazava se glazbom, shvaca njezin $iri kontekst, osim $to ce
osobno napredovati, bit e prenositelj kulturno-umjetnickih vrijednosti u inter-
kulturalnom okruzju.

Na koji ¢e nacin to posti¢i ovisi ne samo o njemu samome, ve¢ osobito o
ucitelju koji ¢e svojom osobnoscu, kreativnos$cu i inovativnim te interdisciplinar-
nim strategijama rada/poucavanja otkriti, ojacati, razviti i unaprijediti individu-
alno iskustvo, znanje i umijece ucenika.

U tom kontekstu, cilj ovoga rada usmjeren je na analizu i sintezu trenutne
pozicije nastave solfeggia u Hrvatskoj te mogucoj perspektivi predmeta. Nastava
solfeggia u osnovnoj glazbenoj skoli tumaci se putem odrednica koje propisuje
Nastavni plan i program (2006), nakon cega slijedi prilog osuvremenjivanju na-
stave solfeggia uvodenjem visemodalnog i interdisciplinarnog pristupa slusanju
umjetnicke glazbe.

Solfeggio u hrvatskim osnovnim glazbenim skolama

Solfeggio je temeljno podrucje glazbenoga obrazovanja koje se provodi u
odgojno-obrazovnoj vertikali glazbenih skola/fakulteta. Kao auditivho usmjeren
nastavni predmet utemeljen je prije dva stoljeca i njegov koncept do danas nije
bitno promijenjen pa je naglasak i dalje na glazbenom opismenjivanju, ucenju
teorije glazbe, analitickom pristupu strukturama intervala, trozvuka i dr., te na
pjevanju (po sluhu, po notama, a vista) glazbenih primjera, obradi ritma, zapisi-
vanju diktata.
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Razmatrajudi cilj nastave solfeggia nailazimo na sljedece. Radiceva (2000)
navodi kako je osnovni cilj nastave solfeggia glazbeno opismenjivanje koje pocinje
uvodenjem prvih pisanih znakova za odredene melodijske i glazbeno-ritamske
pojave te traje do potpunog ovladavanja glazbenim pismom kao grafickim odra-
zom jezika. Kazi¢ (2013: 14) istice kako je solfeggio podrucje u glazbenom obra-
zovanju kojim se “odgaja/obrazuje muzi¢ko/muzikalno misljenje”. Kazi¢ i Vidulin
(2021) napominju da je solfeggio glazbena teorijsko-prakti¢na disciplina koja ima
za cilj da se melodijski predlozak zapiSe i/ili intonira brzo i to¢no. Naglasak je na
razvoju glazbenoga sluha i glazbenih sposobnosti uc¢enika kako bi mogao samo-
stalno izraziti i interpretirati glazbena djela. Razvoj glazbenog sluha kao vazan
ishod nastave solfeggia apostrofira i Bogdanova (2018). Kariuki i Ross (2017)
ukazuju na to da je upravo najvisa razina glazbenog obrazovanja razvoj glazbenog
sluha ucenika koji vodi od slusanja i prepoznavanja glazbenih sastavnica do ra-
zvoja glazbenog misljenja.

Zadaci kojima se tezi u okviru nastave solfeggia nisu vezani samo uz oceki-
vane spoznajne ishode. Auditivno-senzibilne/vizualno (graficko)-tehnicke, inte-
lektualne/emocionalne zadatke i one mentalno/psiholoske, esteticke prirode koje
navodi Kazi¢ (2013) upravo sugeriraju da se zadaci ne trebaju sagledavati isklju-
¢ivo iz spoznajnog kutka, ve¢ se njihovo djelovanje moze prepoznati i u drugim
dimenzijama poput emocionalne i estetske, uzimaju¢i u obzir auditivni i vizualni
aspekt.

Iako je obrazovanje u solfedu orijentirano na usvajanje znanja i vjestina vazno
je naglasiti da je to predmet kojim se i odgaja, odnosno razvija senzibilnost i
emocija putem dozivljaja, reakcije i interpretacije. Vrijednosti, stavovi i navike
vazan su dio odgoja kao procesa izgradivanja ¢ovjeka i ostvarivanja njegove sa-
mostalnosti (Mijatovi¢, 1999).

Podrucja i program solfeggia po razredima:
sistematizacija i analiza nastavnog plana i programa

Ritamski sadrzaji (tabela 1) u nastavnom su planu i programu navedeni tak-
sativno u vidu notnih vrijednosti, ritamskih figura, kombinacija i mjera. Vjezbaju
se putem ritamskih primjera, dvolinijskih ritamskih primjera i parlato vjezbi. Po-
laze¢i od osnovnih notnih vrijednosti i ¢etvrtinske mjere u prvome razredu, ri-
tamska se fertilna vena grana na Sesnaestinski pokret te osminsku i polovinsku
mjeru u drugome razredu, prolazeci u istom razredu kroz sinkopu, zatim kroz
triolu i punktirani ritam u tre¢em razredu, sve do sinkope na jednu dobu u ¢etvr-
tom.

Sesteroosminska mjera obraduje se u tre¢em razredu uporabom osminskog
pokreta te se u cetvrtom nadopunjuje devetero i dvanaesteroosminskom mjerom
s dodatkom Sesnaestinskog pokreta. Uz razli¢ite nove kombinacije i prosirenja
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spomenutih figura, u 5.1 6. razredu osnovne glazbene s$kole obraduju se mje$ovito
slozene mjere i triola na pola dobe.

Podrugje ritma u nastavnom je planu i programu dobro postavljeno i funk-
cionira u praksi uz manja odstupanja kada je u pitanju vrijeme obrade pojedine
figure. Tako se primjerice ritamska figura od Cetiri Sesnaestinke (fafatefe) u praksi
obraduje ve¢ u prvom razredu, sa sicilianom i tiranom u Sesteroosminskoj mjeri
se ucenici susrecu vec¢ u cetvrtom razredu i sl.

Tabela 1. Sistematizacija ritamskih sadrzaja prema nastavnom planu i programu
solfeggia za OGS (2006).

1. razred 2. razred
j i Ritamske kombinacije:
o . - . s LN
J 1 h « = doba
(-4 [~ LN - o
AP BEE
. @& o - J L s L 5 A
o J o J\ v :'—v
o B3 - b) /B Jednostavni dvolinijski ritamski primjeri
3. razred J) M N ]
el Bl P B4
— o
o = doba
‘1] -jj
S,
— Sinkopa (unutar dvije dobe)
hl - cjdi |\J‘ e |
— Y
i-o-() g-\)ﬁ\‘ 3Ja P
A B ]
< aJ-\?Jﬁ\\)J‘; I
) 6 Y
d) sJ- J-\J... I




44 1. Mysuuka negaioiuja / Music pedagogy

4. razred
J = doba 6_2 9.3 12 _ 4
= —= === _— 8 i 8 : 8 r
a) Tdd 744 f) g decece e coe r r
T N = NN
—_ —_ =  Ramaa §oeesi Fo e
b) Jﬁ.-- J ﬁ\‘ g -j | #wow | —j_-
1 m,
o 33 »ARIEA
d) ¥ -=- I -=-T \',: -ﬁ pE - |
e} 2y
5. razred 6. razred

a) EOT .-ijle’oﬂolLJavJa J*doba

NI hoa bl N -
h]%-"J-|2-J#C-H b) Jw—t ”'-ﬁ“
c) a? n?:: u-\';? HJ} I mg"wt-h) 1Jvduddr 1d 107 d399
d] J_/-“_i-\ Il :'i Il :‘J_: ] A g mj ‘ m ' J-: '

N
-1
h

=)
@
'S
-

Kako je vidljivo iz sistematizacije teorijskih glazbenih sadrzaja - intervala i
akorda (tabela 2), njihova sustavna obrada krece od drugog razreda, polazeéi od
prepoznavanja intervala po veli¢ini te razlikovanja cijeloga stepena i polustepena
kao velike i male sekunde s posebnim osvrtom na pove¢anu sekundu u kontekstu
harmonijskog mola. Terca, kvarta i kvinta obraduju se po vrsti u trecem razredu
te se na njih nadovezuju durski i molski kvintakord. Cisti, mali i veliki intervali
zaokruzuju se u ¢etvrtom razredu s prosirenjem na povecane i smanjene u petom
i Sestom.

Kada su u pitanju akordi, iako se ucenici s njima susre¢u u okviru melodijskih
i meloritamskih primjera ve¢ od kraja prvog razreda, njihova sustavna obrada
krece od treceg razreda, pocevsi od durskog i molskog kvintakorda, nadopunju-
judi se u ¢etvrtom razredu povecanim i smanjenim. Obrati kvintakorda u nastavni
su plan i program uvrsteni u peti razred, dok se tematika trozvuka zaokruzuje u
$estom razredu mnogostranos$¢u kvintakorda u duru i harmonijskom molu.
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Pregled svih septakorda nastavni plan i program ne spominje, ve¢ se paznja
pridaje isklju¢ivo dominantnom septakordu u petom razredu te njegovim obra-
tima u $estom. Sporedni septakordi obraduju se u srednjoj glazbenoj skoli.

Kao $to je to slucaj s ritamskim sadrzajima, u obradu pojedinih teorijskih
elemenata krece se nesto ranije. Terce se tako nadovezuju na sekunde u drugom
razredu, dok se durski i molski sekstakord i kvartsekstakod ¢esto obraduju ve¢ u
Cetvrtom, kako bi se u petom i $estom izbjegla prevelika koli¢ina teorijskih sadr-
zaja odjednom. Teorijskim glazbenim sadrzajima trebala bi biti imanentna zvu¢na
slika te bi svako teoretiziranje bez slunog dozivljaja trebalo izbjegavati.

Tabela 2. Sistematizacija teorijskih glazbenih sadrzaja prema nastavnom planu i
programu solfeggia za OGS (2006).

Intervali

Akordi

1. razred

Upoznati cijele stepene i polustepene
u obradenim durskim ljestvicama
(C-dur, G-dur i F-dur).

2. razred

Prepoznati intervale od prime do oktave

po veli¢ini te upoznati njihova imena.

Malu, veliku i poveéanu sekundu obraditi po
vrsti.

Prepoznati sluhom malu i veliku sekundu
na zadani ton.

3. razred

Malu i veliku sekundu, malu i veliku tercu,
¢istu kvartu i ¢istu kvintu prepoznati,

pravilno intonirati i znati zapisati na zadani ton,
a ostale ljestvi¢ne intervale prepoznati po
veli¢ini.

Povec¢anu kvartu i smanjenu kvintu teoretski
obraditi u durskim ljestvicama koje se obraduju
u III. razredu (D-dur, B-dur i A-dur).

Obraditi durski i molski
kvintakord.

4. razred

Udvrstiti znanje o intervalima.

Veliku i malu sekstu, veliku i malu septimu,

Cistu oktavu, povecanu sekundu i kvartu

te smanjenu kvintu prepoznati, pravilno
intonirati
i znati zapisati na zadani ton.

Ste¢i osnovno znanje o obratima intervala.

Obrada smanjenog i povecanog
kvintakorda.

Intonacija durskog, molskog,
povecanog i smanjenog
kvintakorda.

5. razred

Udvrstiti znanje o intervalima.

Veliku i malu sekstu, veliku i malu septimu,

Intonacija durskog, molskog,
povecanog i smanjenog
kvintakorda.
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cistu oktavu i sve ljestvi¢ne povecane Obrada durskog i molskog
sekstakorda

i smanjene intervale prepoznati, pravilno i kvartsekstakorda.

intonirati te znati zapisati na zadani ton.

Ucvrstiti znanje o obratima intervala. Intonacija dominantnog
septakorda

Intonacija povecane kvarte i smanjene kvinte. u duru i harmonijskom molu.

6. razred | Ucvrstiti znanje o intervalima. Obrati durskog, molskog,

Sve intervale intonirati i znati zapisati na zadani | poveanog i smanjenog

ton. kvintakorda.

Podjela na konsonantne i disonantne intervale. | Mnogostranost durskog,
molskog,

povecanog i smanjenog
kvintakorda

u duru i harmonijskom molu.
Intonacija durskog, molskog,
povecanog i smanjenog
kvintakorda

te dur i mol sekstakorda i
kvartsekstakorda
Dominantni septakord i obrati.
Mnogostranost dominantnog
septakorda.

Na zadanom tonu graditi
dominantni

septakord i obrate te odrediti
njihovu

mnogostranost u duru i
harmonijskom molu.
Intonacija dominantnog
septakorda i obrata.

Elementi glazbenog oblikovanja (tabela 3) u vazecem se nastavnom planu i
programu solfeggia navode stihijski, nesistemati¢no i bez logi¢nog slijeda, pri
¢emu se vec¢ina spomenutih elemenata navodi samo pod cjelinom Slusanje glazbe.
Pojam motiva se ne spominje, kao ni velike glazbene recenice, dok se mala glaz-
bena recenica spominje u treem i cetvrtom razredu. Nema velike periode kao
bitne sastavnice strukture glazbenih djela. Dvodijelna i trodijelna pjesma obra-
duju se u petom i Sestom razredu.

Slusanje glazbe u prvom, drugom i tre¢em razredu osnovne glazbene skole
vezano je za narodne i dje¢je popijevke te primjere iz glazbene literature u najsi-
rem smislu. U ¢etvrtom, petom i $estom razredu slusaju se glazbena djela uz pre-
poznavanje glazbala i razli¢itih izvodackih sastava. Na isti nacin, bez jasnog okvira
ukazuje se na upoznavanje razlicitosti pojedinih razdoblja i njihovih glazbenih
predstavnika.
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Tabela 3. Sistematizacija elemenata glazbenog oblikovanja, glazbenih oblika i slu$anja
glazbe prema nastavnom planu i programu solfeggia za OGS (2006).

1. razred 4. razred

Narodne i djec¢je popijevke Melodijsko-ritamske cjeline

Primjeri iz glazbene literature Kanoni
Mala glazbena perioda i sekvenca kao element
razvoja glazbe
Prepoznati zvuk razli¢itih glazbala i izvodackih
sastava
Slusati vrijedna glazbena djela

2. razred 5. razred

Fraza Melodijsko-ritamske cjeline

Lagani kanoni Dvoglasni i lagani troglasni kanoni

Narodne i dje¢je popijevke Osvijestiti najjednostavnije oblike iz svirane
literature

Primjeri iz glazbene literature Dvodijelna i trodijelna pjesma

3. razred Prepoznati zvuk razli¢itih glazbala i izvodackih
sastava

Fraza Slusati vrijedna glazbena djela

Mala glazbena recenica Upoznati osnovne razli¢itosti pojedinih razdoblja

Laksi kanoni i njihovih glazbenih predstavnika.

Narodne i dje¢je popijevke 6. razred

Primjeri iz glazbene literature Isto kao i 5. Razred

Analiza nastavnog programa vodi zakljucku o potrebi njegove revizije, uskla-
divanja s nastavnom praksom i definiranja jasno osmisljenih modela s naglaskom
na slusni dozivljaj i primjere iz glazbene literature. Osuvremenjivanje uglavnom
utabane postojece nastave solfeggia krece putem slusanja glazbe kao polazi$ne
tocke i najboljeg estetickog uzora koji ¢e se kasnije manifestirati bilo u vidu bolje
intonacije i ritma, stvaralackog rada, bolje interpretacije na instrumentu ili kao
temelj za stvaranje upucenije publike i pozitivnog utjecaja na oblikovanje glazbe-
nog ukusa mladih, u neogranicenoj glazbenoj ponudi kojoj su ucenici svakod-
nevno izlozeni.

Kada su u pitanju diktati (tabela 4), iz prikazanog nastavnog plana i programa
vidljivo je kako su u prvom i drugom razredu isti zadaci, a odnose se na prepo-
znavanje, zapamcivanje i zapisivanje izvedenog ritma te melodije istoga i razli¢itog
ritamskog trajanja na glazbeno logi¢noj cjelini (u pravilu od dva takta). U nastavi
se koriste pismeni i usmeni diktati, i to: melodijski, ritamski i melodijsko-ritamski.
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U tre¢em se razredu zadaci nadopunjuju prepoznavanjem obradenih intervala te
durskim i molskim kvintakordom. U cetvrtom se razredu uz durske i molske
prepoznaju sve vrste kvintakorda te se u jednoglasnom diktatu piSe melodijski s
pomacima izmjeni¢nih alteriranih tonova. U petom se razredu na sve spomenuto
nadograduju i obrati kvintakorda te prepoznavanje tetrakorda. Uz to, pise se i
dvoglasje u vidu krac¢ih nizova harmonijskih intervala. U $estom razredu se u
melodijskom diktatu uz izmjeni¢ne tonove dodaju i prohodni alterirani tonovi, te
melodijsko-ritamski s kromatskim pomacima. Takoder, prepoznaje se dominantni
septakord i obrati, a u dvoglasju se slu$no prepoznaju harmonijski intervali.

Mozemo zakljuciti da su diktati standardni postupci koji su zastupljeni u
nastavi solfeda i jedan od najznacajnijih oblika rada u solfedu. Kroz diktate koji
se provode razli¢itim postupcima i kontinuiranim radom te stalnom nadograd-
njom, ucenici stje¢u vezu izmedu onog unutarnjeg i vanjskog odnosno tona i slike.
»Osmisljenim i usmjerenim koracima u savladavanju njegove tehnike, te upotre-
bom razli¢itih tipova diktata, oslobadaju se kreativne sposobnosti i spontanost u
muzickom izrazavanju, razvija masta, muzicka inteligencija i op¢a muzikalnost.
Jedan od njegovih osnovnih zadataka je povezivanje zvucne sa notnom slikom,
¢ime se postavlja spona izmedu muzickog dozivljaja i saznavanja.” (Kazi¢, 2013:
160).

Promatramo li intonacijski aspekt, kroz osnovnu glazbenu skolu rasporedeni
su svi tonaliteti po logici kvintnoga kruga uzlazno i silazno, kako je navedeno u
sistematizaciji (tabela 4). U svakome se razredu u navedenom kontekstu navodi
sljedece: upjevavanje na notnom modulatoru, intonacija rastavljenih akorda glav-
nih stupnjeva ljestvice, litanijske vjezbe, vjezbe zamisljanja tona, didakticki melo-
dijsko-ritamski primjeri, popijevke s tekstom, primjeri iz glazbene literature i
kanoni. U Cetvrtom su razredu pridodani izmjeni¢ni alterirani tonovi, u petom
melodijsko-ritamski modulativni primjeri, a u §estom razredu jos i tonovi u kro-
matskom prolazu, pri ¢emu redoslijed uvodenja alteriranih tonova nije definiran.

U skladu s nastavnim planom i programom, u nastavi solfeda pjevaju se dakle
didakticki primjeri i oni iz glazbene literature. Dok je kod prvih rije¢ o ciljano
sastavljenim vjezbama, primjeri iz glazbene literature predstavljaju citate odnosno
zaokruzene ulomke, cjeline, melodije ili teme iz glazbenih djela. Prednost bi u
nastavi svakako valjalo dati upravo njima, kako zbog esteticke vrijednosti tako i
zbog Cinjenice da su oni korak prema upoznavanju djela u cjelini, kojim tragom
kre¢u pojedini priru¢nici za nastavu solfeggia (Barlovi¢, 2019, 2018 i 2017; Gol¢ic,
2001).
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Tabela 4. Sistematizacija diktata i intonacije prema nastavnom planu i programu

solfeggia za OGS (2006).

1.i2. razred

Prepoznati, zapamtiti i zapisati izvedeni ritam te melodiju istoga
i razli¢itog ritamskog trajanja na glazbeno logi¢noj cjelini (u
pravilu od dva takta).

Pismeni i usmeni: melodijski diktat, ritamski diktat, melodijsko-
ritamski diktat.

Tonaliteti: C, G i F-dur uz dodatak paralelnih molskih tonaliteta

u 2. razredu.

3. razred

Zapamtiti, prepoznati i zapisati izvedeni ritam te melodiju istog i
razli¢ita trajanja na glazbeno logi¢noj cjelini (u pravilu od dva
takta).

Oblici jednoglasnog diktata pismeno i usmeno: melodijski, ri-
tamski, melodijsko-ritamski. Prepoznati obradene intervale te
durski i molski kvintakord.

Tonaliteti: D, B i A-dur te h, g i fis-mol.

4. razred

Zapamtiti, prepoznati i zapisati izvedeni ritam te melodiju istog i
razli¢ita trajanja na glazbeno logi¢noj cjelini.

Postupno progiriti opseg zadatka.

Razvijati u¢enikova znanja i sposobnosti te glazbeno pamcenje.
Oblici jednoglasnog diktata pismeno i usmeno: melodijski s
pomacima izmjeni¢nih alteriranih tonova; ritamski; melodijsko-
ritamski (dijatonski). Prepoznati kvintakorde i obradene inter-
vale.

Tonaliteti: Es, E i As-dur te ¢, cis i f-mol.

5. razred

Zapamtiti, prepoznati i zapisati izvedeni ritam te melodiju istog i
razli¢ita trajanja na glazbeno logi¢noj cjelini. Postupno pro$iriti
opseg zadatka. Razvijati glazbeno pam¢enje. Oblici jednoglasnog
diktata pismeno i usmeno: melodijski s pomakom izmjeni¢nih
alteriranih tonova; ritamski; melodijsko-ritamski (dijatonski).
Prepoznati obradene intervale, kvintakorde i njihove obrate.
Prepoznati tetrakorde. Dvoglasje (kra¢i niz harmonijskih inter-
vala).

Tonaliteti: H, Des i Fis-dur te gis, b i dis-mol.
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6. razred

Zapamtiti, prepoznati i zapisati izvedeni ritam te melodiju istog i
razli¢ita trajanja na glazbeno logi¢noj cjelini. Postupno pro$iriti
opseg zadatka. Razvijati u¢enikova znanja i sposobnosti te glaz-
beno pamcenje.

Oblici jednoglasnog diktata pismeno i usmeno: melodijski s
pomakom izmjeni¢nih i prohodnih alteriranih tonova; ritamski;
melodijsko-ritamski s jednostavnim kromatskim pomacima.
Prepoznati obradene intervale, kvintakorde i njihove obrate.
Prepoznati tetrakorde.

Prepoznati dominantni septakord i obrate. Dvoglasje — slusati i
prepoznati harmonijske intervale.

Tonaliteti: Ges, Cis i Ces-dur te es, ais i as-mol.

Iz nastavnog plana i programa (tabela 5) vidljivo je kako je stvaralastvo u
svakoj godini nastave solfeggia neznatno izmijenjeno i nadopunjeno. U prvome
se razredu vjezbaju melodijska, ritamska i melodijsko-ritamska improvizacija, za-
misljaju i spontano izvode ritmizirani govoreni tekstovi (brojalice), improvizira
melodija na tekst brojalice ili djec¢je pjesmice te na notnome modulatoru. Uz spo-
menute sadrzaje iz prvoga razreda, u drugome i trecemu se dovrsavaju zapocete
melodijske fraze (dominanta - tonika), da bi se od cetvrtog do $estog razreda
samostalno stvorila melodijsko-ritamska cjelina. Sve je postavljeno vrlo nesiste-
mati¢no i suhoparno, i to u podruéju koje treba biti otvoreno i kreativno, osobito
stoga §to se, kako napominje Kazi¢ (2019) u solfedu razvija glazbeno misljenje u
procesu koji treba biti stvaralacki usmjeren.

Tabela 5. Sistematizacija stvaralackog rada prema nastavnom planu i

programu solfeggia za OGS (2006).

1. razred

Vjezbati melodijsku, ritamsku i melodijsko-ritamsku improvizaciju.
Zami8ljati i spontano izvoditi ritmizirane govorene tekstove (brojalice).
Improvizirati melodiju na tekst brojalice ili djecje pjesmice. Improvizi-

rati melodiju na notnome modulatoru.

2.1 3. razred

Melodijska, ritamska i melodijsko-ritamska improvizacija. Dovrsiti
pocete melodijske fraze (dominanta — tonika). Improvizirati melodiju
na tekst brojalice ili djecje pjesmice. Improvizirati melodiju na notnome

modulatoru.

4.,5.1i6. razred

Melodijska, ritamska i melodijsko-ritamska improvizacija. Dovrsiti
pocete melodijske fraze (dominanta - tonika). Samostalno stvoriti me-

lodijsku-ritamsku cjelinu. Realizirati melodiju na tekst djecje pjesmice.

Improvizirati melodiju na notnome modulatoru.
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Slusni dozivljaj sadrzaja nastave solfeda

Slusanje glazbe podrucje je rada koje je posljednje uklju¢eno u odgojno-obra-
zovnu praksu u Hrvatskoj i to nakon Drugog svjetskog rata. Iako auditivnu zor-
nost kao temeljni princip rada u nastavi glazbe preporucuju autori udzbenika i
priru¢nika, znanstvenici i prakticari, ona nije postala uobi¢ajena praksa. Inte-
gralno slusanje glazbenog djela u glazbenoj skoli vrlo se rijetko provodi u nastav-
noj praksi solfeggia.

Osvrt na prvi nastavni plan i program solfeggia u Hrvatskoj, dokument
objavljen prije gotovo trideset godina, vodi zakljucku kako je slusanje glazbe bilo
slabo zastupljeno. U uvodnom tekstu (Vjesnik republickog komiteta za prosvjetu,
kulturu, fizicku i tehnicku kulturu SR Hrvatske, god. V, br. 12, drugo izdanje, Za-
greb, 5. veljace 1986: 22) navodi se kako sredi$nje mjesto na nastavi solfeggia
imaju aktivnosti slusanja i pjevanja. Medutim, pod aktivnos¢u slusanja misli se
prije svega na slusanje razli¢itih diktata te prepoznavanje intervala i akorda, dok
se slusanje glazbe navodi na posljednjem mjestu. U razradi svih elemenata po
razredima pod aktivnoscu sludanja pritom se u svaki razred pojedinacno prenosi
natuknica ,slu$anje odgovarajucih primjera iz glazbene literature” (1986: 24-25).
U samoj nastavnoj praksi, takav je propis rezultirao zanemarenim ili vrlo spora-
di¢nim slusanjem primjera iz glazbene literature.

Ni vaze¢i nastavni plan i program solfeggia (2006) nije donio ve¢ih pomaka.
Podrug¢je slusanja glazbe i u njemu je manje zastupljeno te se navodi na vrlo ete-
rican nacin, poput npr. ,slusati vrijedna glazbena djela” (2006: 20, 22, 25). Nisu
utvrdeni nacini odabira glazbenih djela, ne postoji popis niti se ukazuje na oceki-
vane ishode.

Mozemo zakljuciti da se u praksi, na nastavi solfeggia i danas rijetko slusaju
glazbena djela te da konkretno slusanje, barem kada su glazbene $kole u pitanju,
pocinje na predmetu Povijest glazbe u srednjoj glazbenoj skoli. S druge strane,
svjesno slusanje glazbe u svrhu obrade/uvjezbavanja odredenog ritamskog ili in-
tonacijskog fenomena uglavnom se temelji na intelektualnim i racionalnim reflek-
sijama, bez izrazavanja emocionalne i estetske komponente. Iako poneki glazbeni
pedagozi upucuju na aktivno i vodeno slusanje glazbe te na izrazavanje dojmova
i emocionalni dozivljaj, usmjeravanje paznje na izrazajne glazbene sastavnice i
danas je primarno (Vidulin i Kazi¢, 2021). Emocionalni pristup slusanju glazbe u
povijesti solfeggia uglavnom je bio isklju¢ivo pisani trag i nije se povezivao sa
slusanjem i razradom konkretnog glazbenog djela, a i danas situacija nije puno
drugacija.

U namjeri da se slusajuci glazbu na nastavi solfeggia potaknu, uz analizu i
spoznaju, dozivljaj, percepcija, emocija, kriticko misljenje i esteticki sud, neop-
hodna je promjena strategije slusanja. Ne umanjujuci vrijednost stru¢no-glazbene
orijentacije pri slusanju glazbenih djela, slusanje glazbe na nastavi solfeggia moze
se sagledati i u odnosu na izvanglazbena podrudja i aktivnosti, viSemodalno i
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interdisciplinarno. Slusanje glazbe moze se ukomponirati u neki od ve¢ postoje¢ih
postupaka, moze se slusati visekratno, cjelovito ili parcijalno, a ocekivani ishod
bit ¢e spoznaja glazbenih pojava, bolje razumijevanje glazbe, dozivljavanje te iden-
tifikacija emocija koje glazba prenosi i stanja u kojima se slusatelj nalazi.
Utvrdivanje spoznajnih karakteristika djela do kojih se dolazi analizom i za-
dacima ali i emocionalno ukljucivanje ucenika u slusanje glazbe na nastavi sol-
feggia uz poticanje razgovora o emocionalnim dozivljajima, stanjima i asocijaci-
jama nastalih uslijed slusanja, ¢ini se pogodnom metodom za osuvremenjivanje
nacina slusanja glazbenih djela, njihova dozivljavanja i razumijevanja. Takav vid
slusanja glazbe u glazbenoj skoli predlaze se kroz spoznajno-emocionalni pristup.

Spoznajno-emocionalno slusanje glazbe na nastavi solfeggia

Cilj spoznajno-emocionalnog sludanja glazbe na nastavi solfeggia (Vidulin i
Kazi¢, 2021) je oblikovati kulturno-umjetnicki svjetonazor ucenika, dok je zada-
tak razviti i unaprijediti (glazbene) kompetencije ucenika. Svrha se ogleda u tome
da se dozivi, intenzivnije razumije i prihvati glazba. Razina prijma krece se od
emocionalnog dozivljaja, identifikacije i emocionalnog reagiranja, zatim spoznaj-
nog te spoznajno-emocionalnog prijma. Slusanje glazbe po spoznajno-emocio-
nalnom pristupu na nastavi solfeggia realizira se uz dozivljavanje i upoznavanje
glazbe s naglaskom na analiticko-sinteticki pristup te uz viSemodalni dozivljaj
glazbe i aktivnost ucenika (pjevanje, kanonski postupak, sviranje na dje¢jemu
instrumentariju, zajednicko aranziranje, kreativne igre, kvizovi, ritmika i dr.). Ver-
balne i vizualne metafore dio su procesa spoznavanja glazbe, a pokret i koreogra-
fije jo$ jedan od nacina da se multimodalnim pristupom obogati iskustvo ucenika
(Petrovi¢ i Galikowska-Gajewska, 2020).

Ishodi koji se o¢ekuju jesu sljedeci: dozivljaj djela, graficko i auditivno pre-
poznavanje i razumijevanje svih pojmova i pojava koje se obraduju pomocu spe-
cifi¢nih alata i postupaka, prihvacanje glazbe u okolnostima slusanja cjeline ili
njezinih sastavnica, sposobnost samostalnoga izvodenja drugih primjera sli¢nih
komponenata, radoznalost i motivacija za kreativno istrazivanje i izrazavanje,
izrazavanje i identifikacija emocionalnih stanja, povezivanje sa zivotom te usva-
janje temeljnih ljudskih vrijednosti (Kazi¢ i Vidulin, 2021).

S obzirom na to da je program solfeda orijentiran na podrudja ritma i into-
nacije, spoznajna dimenzija ima vaznu ulogu jer u¢enik na solfedu razvija glaz-
beno i muzikalno misljenje, glazbene vjestine, stjece teorijska i prakti¢na znanja
te se priprema za eventualni nastavak glazbenoga obrazovanja. Specifi¢nost je
solfeggia i to da se ucenici sluZe notnim tekstom uslijed kojega mogu brze do¢i
do odredenih rezultata pa i to treba uzeti u obzir. Ipak, slusanje glazbe bit ¢e dobar
posrednik u npr. povezivanju slusanja glazbe i glazbenoga diktata, pjevanja a
prima vista, obrade ritma i sl., uvazavajudi sljedeci princip: spontani dozivljaj no-
voga elementa — osvjestavanje — povratni iskaz dozivljaja u obliku potvrde i pro-
vjere.
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Prebacivanje fokusa sa spoznajno na spoznajno-emocionalni potrebno je
kako bi se utjecalo na osobni status slusatelja, koji ¢e slusanjem glazbe uz emoci-
onalni dozivljaj mo¢i identificirati vlastita emocionalna stanja. Ukoliko se slusanje
glazbe poveze s emocionalnim uzivljavanjem i iskazivanjem osobnih stajalista i
uvjerenja, navedeno moze utjecati na obogacivanje njihove glazbene i opce kul-
ture.

Polaziste spoznajno-emocionalnog slusanje glazbe predstavlja prvobitni do-
zivljaj glazbe te opazanje i razumijevanje djela putem vodenoga i zadacima usmje-
renog prepoznavanja glazbenih sastavnica koje se provodi uz dodatne viSemo-
dalne aktivnosti. Djelo se slusa viSe puta unutar jednoga sata, uz razlicite zadatke,
spoznajne i emocionalne, kako bi ucenik upoznao glazbeno djelo iz vise perspek-
tiva. Aktivnostima poput pjevanja, sviranja, kretanja uz glazbu, koreografija,
dramskih igara, pripovijedanja, koriStenja multimedije i sl. mogu se brze i lakse
dozivjeti i upoznati glazbene sastavnice, razumjeti glazba, $to pridonosi spoznaj-
noj i emocionalnoj reakciji na glazbene podrazaje (Vidulin, Plavi¢ i Zauhar,
2019). Slusanje glazbe u razredu, uz vodene visemodalne aktivnosti i uz mogu¢-
nost rasprave o dozivljajima, pobudenim imaginacijama i zapazanjima, pogodan
su kontekst za obogacivanje glazbenoga dozivljaja, prosirivanje znanja i produblji-
vanje interesa za glazbeno djelo (Vidulin, Plavi¢ i Zauhar, 2020).

Karakteristika spoznajno-emocionalnog slusanja glazbe je i ta da se isto djelo
slusa kroz tri razine tijekom jednog nastavnog sata, u cjelini i/ili fragmentarno $to
ovisi o njegovoj duljini. Prvo slusanje iskljucivo je dozivljajno, spontano, orijenti-
rano na emocionalni prijam skladbe te nije vodeno konkretnim pitanjima spo-
znajnog tipa. Sredi$nja razina slusanja glazbe je spoznajno orijentirana, ali se
emocionalni kontekst produbljuje zbog aktivnosti koja se paralelno odvija uz slu-
$anje glazbe. Upravo se viSemodalnim slusanjem koje je karakteristi¢no za drugu
razinu slu$anja glazbe pojacava emocionalni kontekst jer je aktivnost ucenika, ali
i motivacija na visokoj razini. Zavrs$no slusanje nije unaprijed odredeno pitanjima
o glazbeno-izrazajnim sastavnicama. Djelo se slusa kao cjelina. U ovoj fazi dolazi
do spajanja spoznajnog i emocionalnog, s pretpostavkom da dozivljaj moze biti
uvjetovan boljim poznavanjem djela i njegovim prihvacanjem. Zavr$nim slusa-
njem koje moze biti relaksirajuce ucenici oblikuju svoje dojmove o djelu, iskazuju
emocije, pokazuju razinu znanja i analiticke vjestine.

Spoznajno-emocionalno slufanje usmjereno je prema razvoju znanja i umi-
jeca ucenika, ali i radosti muziciranja. Poti¢e opazanje, paznju, motivaciju te emo-
cionalnu otvorenost, socijalizaciju, empatiju, humanost. Razvoj ucenika s nagla-
skom na njegovu emocionalnu stranu doprinijet ¢e o¢uvanju i usmjeravanju unu-
tarnjega senzibiliteta uc¢enika za muzikalni dozivljaj i njegovo iskazivanje, kvali-
tetu muzikalnoga kazivanja, a time i izgradnju vlastitih estetskih kriterija, $to ¢e
u krajnjemu sluc¢aju voditi prema razumijevanju umjetnicke glazbe (Kazi¢ i Vidu-
lin, 2021).
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Prva iskustva iz prakse eksperimentalne provedbe
spoznajno-emocionalnog slusanja glazbe u nastavi solfeggia

Nakon teorijskog polazista i uspostave odrednica spoznajno-emocionalnoga
slusanja glazbe, osmisljavanja metodickih priprava i instrumentarija za empirijsko
istrazivanje, novi je model slusanja glazbe proveden u praksi kao dio eksperimen-
talne provedbe u dvije istarske glazbene skole tijekom $kolske godine 2020/2021.

Dva su glazbena djela posluzila za osmisljavanje pet nastavnih jedinica pri-
redenih za ucenike drugog, treceg i petog razreda osnovne glazbene $kole. Ples
satova iz opere Pakonda (La Gioconda) Ponkijelija (Ponchielli) posluzio je za
nastavne jedinice: Nepotpuni takt — uzmah (drugi razred) i Vjezba ritma - rad s
dje¢jim instrumentarijem (peti razred). Ulomak iz Cetvrtog stavka Simfonije br. 9
u e-molu, op. 95 (Iz Novog svijeta) Dvorzaka (Dvoraka) koristio se za utvrdivanje
prirodnog e-mola te utvrdivanje ritamskih pojava i trajanja (tre¢i razred) te za
vjezbanje ritma uz sviranje na ritamskom instrumentariju (peti razred). U nastav-
nim pripravama osmisljenima prema spoznajno-emocionalnom slusanju glazbe,
osim spoznajnog aspekta usvajanja gradiva, osobita se paznja usmjerila na uce-
nicka iskustva i dozivljaj, utjecuci glazbenim i izvanglazbenim sadrzajima i aktiv-
nostima na motivaciju i angaziranost ucenika tijekom nastave. Dvoje ucitelja
ukljucenih u eksperimentalno istrazivanje provodili su nastavu prema zadanim
pripravama te su zapisivali zapazanja ucenika nakon slusanja djela i izvodenja
razli¢itih aktivnosti. Navedeno se odnosilo na dozivljaj u¢enika, emocionalni pri-
jam glazbe i popratnih sadrzaja, na izazvana stanja, izno$enje stavova i misljenja,
na asocijacije koje djelo izaziva i sl. Pojedini su dijelovi nastave snimani, a na kraju
istrazivanja uslijedio je razgovor o prednostima i nedostatcima priprava kako bi
se modificirale i pripremile za istrazivanje na drzavnoj razini koje je provedeno
skolske 2021/2022. godine.

Biljeske ucitelja ukazuju na to da su ucenici drugoga razreda prilikom obrade
uzmabha i slusanja Plesa satova kao asocijacije pri pocetnom (isklju¢ivo dozivljaj-
nom i emocionalnom) slusanju naveli balet, vjencanje, srecu, igru, ples i veselje,
dok su kao emocije istaknuli optimizam, razigranost i divljenje. Pritom valja spo-
menuti kako su prilikom slusanja skladbe na ekranu imali sliku emotikona kojim
su se predstavile emocije koje su mogli osjetiti/dozivjeti pri prvom slusanju glaz-
benog djela, od veselja i odusevljenja preko razdraganosti i zbunjenosti do nela-
gode, dosade i odbojnosti.

Tijekom sredi$njeg, viSestrukog slusanja glazbe, imali su prilike djelo dozi-
vjeti i emocionalno osjetiti kroz glumacku aktivnost. Putem preciznog scenarija
pod vodstvom ucitelja, a nakon razgovora o razlic¢itim ljudskim karakterima ¢iji
je povod bio upoznavanje sa skladateljem Ponchiellijem, ucenici su odigrali dvije
uloge: srameZljive osobe i osobe koja je $titi, savjetuje i pomaze. Bila je to i prilika
za razgovor s u¢enicima tko im pomaze da u Zivotu postanu sigurniji i koja bi bila
njihova poruka ohrabrenja sramezljivoj osobi. Od vise odgovora valja izdvojiti
izjavu ucenice koja je istaknula koliko joj znaci kada je prijateljica podrZi i kaze
kako vjeruje u nju te savjet kako trebamo biti sigurni u sebe i bez srama baviti se
kreativnom aktivnoséu koja nas ispunjava i koju volimo.
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Jedna od aktivnosti kojom se Zeljelo utjecati na preciznost ritamskog i metar-
skog pokreta te na emocionalni dozivljaj ucenika predstavljalo je koracanje uz
glazbu. Ucenik koji je pokret osjec¢ao na druk¢iji nacin, sramio se to pokazati pred
drugima. Uslijedio je razgovor o bogatstvu u razli¢itosti. Potom je drugi uc¢enik
pokazao svoj nacin, izdvajajuci se pritom od ostalih ucenika. Po zavrsetku sata,
ucenik koji se sramio rekao je: ,Uciteljice, hvala Vam, jer sada vidim koliko je
razli¢itost zanimljiva i ne trebam se zbog nje sramiti”.

U spomenutu igru koracanja, osmisljenu kako bi se kroz pokret osvijestio
uzmah, dodana je kombinacija pljeska rukama i pucketanja prstima. Velikom ra-
dosc¢u ucenika uz konstantnu Zelju za ponavljanjem, a sve putem kreativnih igara
precizno definiranih u pripravi, pritom se vjezbala koncentracija i razvijao osje¢aj
za metriku. Razine svidanja glazbenog djela utvrdivale su se viSe puta tijekom
nastavnog sata, a stanje se mijenjalo, odnosno povecavala se razina svidanja kako
se skladba sve bolje upoznavala, §to se najvise pokazalo pri zavrsnom slusanju.

Ples satova posluzio je i za vjezbanje ritma sviranjem na dje¢jem instrumen-
tariju u petome razredu. U prvom, pocetnom slusanju ideje za naslov djela bile
su: Zeko, Djecja igra, Budenje proljeca i Pticice, a prve emocije veselje i optimizam.
Dodatne emocije nakon zavrsnog slusanja bile su sreca, veselje i ugodnost uz
napomenu kako skladba potice na pozitivno razmisljanje. Od izjava ucenika pe-
toga razreda izdvajamo sljedece: ,,Svida mi se izravnost i mo¢nost ove glazbe, kao
iz tilma Ralje“; ,Ova me glazba podsjeca na otkucaj sata u kuhinji®; ,,Svidjelo mi
se sviranje instrumenta i pokret, ali jo§ mozda vise sviranje instrumenta i sluSanje
glazbe®; ,Osje¢am se ponosno i sretno §to smo uspjeli!”

Skladba se tijekom sata uvjezbavala na razli¢ite nacine, od pojedinac¢nih
izvedbi po dionicama do pridruzivanja i spajanja u cjelinu, a zavr$ni uradak i
izvedba predstavljali su rezultat suradnje svih ucenika. Umjesto ustaljenih ritam-
skih slogova, ritmu je dodana nova kvaliteta zvu¢nosti uz priliku da ucenici sami
iznalaze rjeSenja za uporabu glazbala. Bila je to prilika za oslobadanje, socijaliza-
ciju i komunikaciju. Svi su ucenici rado suradivali pokazavsi dojmljivu predanost
u izvr$avanju postavljenih zadataka, strpljenje i medusobno uvazavanje. Kada ih
je ucitelj pitao kako se osjec¢aju nakon zajednickog muziciranja, bili su jednoglasni
u izjavi kako im se skladba svida jo$ vise i kako ¢e sat pamtiti po zajednickoj
izvedbi. Pridodajmo ovome kako se cijeli proces odvijao kroz spontanu kreativnu
igru uz stvaranje potpuno drugacijeg ozracja s naglaskom na dozivljaj glazbe i
izrazavanje glazbom.

Ulomak iz cetvrtog stavka Dvorzakove Simfonije predstavljen je u¢enicima
tre¢eg razreda, najprije u intonacijskom kontekstu utvrdivanja e-mol ljestvice, a
potom u ritamskom kontekstu, prilikom utvrdivanja ritamskih struktura. Uvod
istoga djela posluzio je za rad na sviranju s ritamskim instrumentarijem s uceni-
cima petog razreda. Glazba na pocetku sata ucenike je asocirala na napeti trenu-
tak u kakvom filmu, dok su kao glavne emocije koje je glazba u njima pobudila
naveli napetost, uznemirenost i iznenadenje.

Crtice iz Dvorzakovog Zivota s osvrtom na njegov povuceni karakter bile su
povod za usporedbu s karakternim osobinama ucenika i podudarnim tockama iz



56 1. Mysuuka negaioiuja / Music pedagogy

skladateljeva Zivotopisa. Kada ih je ucitelj u trecem razredu upitao zasto nisu ze-
ljeli pokazati nekome nesto $to su sami osmislili, jedna je ucenica rekla: ,,Bojala
sam se da drugi nece razumjeti $to to meni znaci” Usporedba teme Dvorzakove
simfonije sa Betovenovom (Beethoven) Odom radosti potaknula je razgovor o
razlikama u zvucnosti i emocionalnom dozivljaju molske i durske melodije. Dok
su za melodiju u duru ucenici bili jednoglasni da ih povezuje s emocijama radosti,
veselja i srece, u melodiji koja ima molsku zvu¢nost, njihovi su se odgovori raz-
dijelili u smjerovima tuge, melankolije, depresije, ¢ak i straha.

Pri realizaciji drugog nastavnog sata u tre¢em razredu prema pripravi u kojoj
se utvrduju ritamski elementi, naglasak je stavljen na ritamske elemente teme
Cetvrtog stavka, uz povezivanje s gradivom obradenom na prethodnom satu. Kako
bi ponovili ime skladatelja, u¢enicima su u prezentaciji predoceni razliciti sklada-
teljski portreti, a sluSanje glazbe obogaceno je docaravanjem krajolika Novoga
svijeta odnosno prikazima prirodnih ljepota divljeg krajolika americkog zapada
koji je inspirirao skladatelja.

Rad na ritmu odvijao se putem kreativno osmisljenih metodickih postupaka
kao $to su izvedba ritamskoga kanona kucanjem ritma i pjevanjem u terci i kvin-
takordu (e-g-h), podizanje ruku po grupama pri prepoznavanju polovinke i ¢etvr-
tinke te izvedba teme kao ritamskog primjera, prema naprijed i retrogradno, s
desna na lijevo, §to je dovelo do udvostrucenja broja raznih ritamskih kombina-
cija.

Vezano za asocijacije i emocije, glazbu Indijanaca ucenici su opisali kao
¢udnu, a prilikom izvodenja ritamskih primjera osjecali su se sretno, optimisti¢no,
smireno i iznenadeno dobrom izvedbom. Primijetili su kako su najvise poteskoca
imali u zajednickoj izvedbi ritamskog kanona. Na kraju sata osjecali su se pono-
sno, buduci da su sve uspjeli uspje$no izvesti zajednickim zalaganjem.

Opisani nastavni sati solfeggia koncipirani po spoznajno-emocionalnom pri-
stupu okupili su ucenike u svojevrsnim malim zajednickim projektima koji su
objedinili glazbu, pokret i emocije. Uspjesne finalne izvedbe, koje su pripremali s
velikim entuzijazmom, pridonijele su jacanju njihova samopouzdanja i pozitivne
slike o sebi, dok su timskim radom razvijali medusobnu suradnju. Naposljetku,
aktivnosti provedene kroz ove mini-projekte, uz izrazene emocije i pozitivnu
energiju, sve pod okriljem glazbe, utjecu na razvoj njihovih vjestina i kompeten-
cija za zivot opcenito i budu¢i rad u drustveno-kulturnom okruzenju kojemu
pripadaju, stoga je pozeljno nastavu solfeda inovirati i osuvremeniti, a spoznajno-
emocionalno slusanje jedna je od mogu¢nosti.

Zakljucak

Polazeci od premise kako se odredeni glazbeni sadrzaj ne moze u potpunosti
shvatiti bez da je prethodno auditivno predstavljen i osvijesten, pod aurom mak-
sime ,,0dgoj za glazbu putem glazbe®, slusanje glazbenih djela na nastavi solfeggia
od izrazite je vaznosti za dozivljaj, razumijevanje i prihvacanje, a potom i za in-
terpretaciju glazbenih djela.
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Otvorenost prema novim metodickim pristupima i modelima uz kriticko
promisljanje nastavnog plana i programa s obzirom na nezaustavljive mijene i
koli¢inu informacija kojima smo svakodnevno izlozeni, znaci biti ukorak s pro-
mjenama koje se, uz odgoj i obrazovanje novih generacija ucenika, ocekuju.
Pomak od glazbenog opismenjivanja, pjevanja a vista i ucenja teorije glazbe, uz
glazbeni diktat, auditivnu percepciju intervala, akorda ili neke ritamske pojave,
koji su svrha sami sebi, do viSemodalnog i interdisciplinarnog spoznajno-emoci-
onalnog slusanja, omogucit ¢e razvoj ucenika ne samo kao muzicara ve¢ i huma-
nog c¢lana drustvene zajednice.

Osmisljavanje priprava na temelju spoznajno-emocionalnog slusanja, nje-
govo istrazivanje u praksi i provjera uspjesnosti, te u skladu s rezultatima - ko-
rekcija cilja i zadaca slusanja glazbe u glazbenoj $koli, mogao bi biti poligon za
osuvremenjivanje nastave solfeda s namjerom da tu nastavu ucinimo (jo$ vise)
iskustvenom, istrazivackom, umjetnickom i humanisticki orijentiranom.
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AUDITORY EXPERIENCE IN EAR TRAINING TEACHING: STATE AND PERSPECTIVES

The aims of the paper are focused on the analysis of the state of ear training teaching in
primary music school in Croatia according to the Curriculum (2006) and the presentation
of new didactic teaching strategy for listening to music. Starting from the thesis that
cognitive-emotional listening to music can modernize the existing ear training teaching,
the working methods in the field of listening to music will be presented. Shifting the focus
from cognitive to cognitive-emotional listening to music is necessary in order to influence
the personal status of the listeners, who will be able to identify their own emotional states
in addition to the emotional experience. If listening to music is associated with enjoyment
and expression of personal views and beliefs, this will affect the enrichment of students’
musical and general culture. Such listening directly explores the core of music, because its
experience and analysis raises awareness of time and social environment and stimulates
children’s imagination and inner experience.

Keywords: auditory experience, cognitive-emotional approach, ear training, music, stu-
dents
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Summary

Developing pupils’ ability to listen to music with attention and pleasure is one of the main
goals of music lessons. This aim is achieved through various activities such as active listen-
ing to music and through attending concerts. One of many challenges facing music educa-
tors is to find ways to bring children closer to contemporary music. This paper focuses on
an educational-artistic project dedicated to primary school students. The concept was to
familiarise the pupils with the selection of works by Polish composers of the 20th and 21st
century. The project was based on the assumption that innovative presentations of the
musical works will make listening more understandable for children. Five contemporary
pieces of Polish composers were presented at the concert and recorded on a DVD. Four
of the pieces were composed in the 1970s-80s. The last one, the fifth, was composed spe-
cially for the project. During the performance, elements of dance, multimedia, narration
and visual art produced in real time were utilized. The project had already been presented
to children at several primary schools in the north of Poland. The research focused on the
children’s perception of contemporary Polish music. The presentation of each piece with
the accompanying stimulation of musical and non-musical imagination in children can
attract them to the New Music compositions. The observations could aid in formulating
curricula and suggested classroom activities for general music lessons.

Keywords: contemporary Polish music, creativity, art integration, music education project

Introduction

or many years, music perception as one of the forms of musical activity has

been-implemented in music lessons and it has been the focus of interest of
methodologists and music teachers. Learning to listen to music is demanding not
only for students but, above all, for teachers, whose task is to be competent guides
for young people in the extraordinary world of musical and aesthetic sensations.
The conscious perception of music enables the listeners to discover its emotional
nature. It is of equal importance to convey the knowledge of music culture, both
their native as well as those of other nations. Moreover, through listening to music,
students learn musical concepts, terms and styles, and what can be used in per-
forming or composing. It should be emphasized that: “(...) listening to music goes
beyond simple forms of musical expression: singing, playing instruments, dancing
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and other forms of movement, and improvisational games. The value of direct
expression is partially replaced by cognition - experiencing music that is richer
in form, expression and value than that practiced by children and young people.”
(Lipska & Przychodzinska, 1999: 242).

This paper describes the author’s own educational-artistic project entitled
“The World of New Music - Artists Well-Known and Unknown”. The project
based on the compositions by Kazimierz Serocki, Witold Szalonek, Zbigniew Bar-
gielski and Maksym Kalinowski was dedicated to the primary school children
aged 11-12. The project artistic director was Gabriela Karin Konkol (Konkol,
2022).

Project description

The artistic part of this project is connected with a DVD which contains the
recording of a concert. The aim of the event was to familiarise students with a
selection of works by 20% and 215t century Polish composers, to encourage them
to listen to the compositions again, as well as to discover other musical pieces,
which were created in contemporary times, referred to as New Music. The idea of
the concert, its scenario, the choice and arrangement of the repertoire, incorporat-
ing the musical and non-musical content and the organization of the event was
the project artistic director’s own concept. She also hosted the event. Due to the
COVID-19 pandemic, the concert was recorded without the participation of the
audience. Restrictions regarding the number of persons present in the same space
at the same time meant that the concert had to be recorded, successively, in several
stages. The first recording was made in Gdansk on September 29t 2020 in the
Concert Hall of Stanislaw Moniuszko Academy of Music. In subsequent stages the
recordings of pupils’ presentation were made in Primary School No. 5 in Gdansk-
Zaspa and of the performance (in the form of a happening) featuring the visual
artist from Academy of Fine Arts in Gdansk and the students, graduates and
pedagogues of the Academy of Music in Gdansk.

In turn, the educational part of the project in question is about the scientific
study as well (Pilch & Bauman, 2010). The subject of research is the reception of
New Music by the primary school pupils of 51 and 6% grade based on the selec-
tion of works by Polish composers in the light of diversified didactic activities.
The online study commenced in the school year 2020/2021 at online music les-
sons in general education primary schools in the north of Poland. The reception
of music is closely linked to the recipients’ particular historical and cultural back-
ground. The underlying assumption is that didactic activities combining musical
activities with non-musical associations enhance the level of the pupils’ knowledge
and musical competence, stimulating their interest in New Music and in the
achievements of Polish composers. The additional aim of the project was to verify
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whether and to what extent there is a possibility of conducting teaching of listen-
ing to music during online classes in connection with various didactic activities.

The concept of introducing children and adolescents to contemporary music
has for many years been one of the priorities for the artistic director, for her ac-
tivities as a teacher and pedagogue. The fundamental concept in planning the
programme of the concert was to find such pieces in the Polish music literature
of the 20 and the 21°t century which would be suitable for young listeners in
terms of reception, but which would not be composed specifically for their age
group. The leader of the project also did the best to ensure that the choice of per-
formers (often specializing in performing New Music) would guarantee a perfor-
mance of the highest possible artistic standard.

Another idea was to include original, unique pieces for various instruments
(the common ones and the rarely heard ones) and various configurations (solo,
duet, ensemble). In the final version of the recording one can hear the following
instruments: piano, clarinet, trombone, double bass, harp, accordion and drums.
Since the concert was dedicated for the audience consisting of primary school 5%
and 6™ grade pupils, it was assumed that they are already familiar with instru-
ments, their construction, the way the sounds are produced and with the selected
music literature. However, the students attending the event were able to get to
know new sounds and innovative methods of playing those instruments. The
analysis of the core curriculum of music as a school subject and the syllabus re-
veals that the pieces by 20t and 21% century Polish composers are not mentioned
until the final grades of primary school (in the 6" and, more frequently, in the 7t
grade). The subject matter of the concert was therefore intentionally planned to
go beyond the scope of the core curriculum and to precede the content discussed
during music lessons in schools.

The project artistic director’s original idea was to commission a musical piece
especially for that occasion, in which professional instrumentalists would perform
along with primary school children (at the same age as the concert attendees). It
was also decided to find such pieces, which - discussed with the use of means and
associations the children are familiar with — would make this demanding reper-
toire more accessible for them. It was crucial to use the language of art which is
already known to children, such as: dance, painting, literature and multimedia.
The idea of the presentation of each piece was the stimulation of the children’s
musical and non-musical imagination. The “tools” with which students are famil-
iar, such as movement, drawing, poetry or multimedia presentations are meant to
avail for them a totally new universe — the universe of New Music. The factors
taken into account in selecting the pieces for the concert were not only the musi-
cal content and the artistic value, but also their didactic adequacy. The specific
objectives thus included familiarising pupils with proper terminology of contem-
porary music pieces, regarding the trends, styles and composition techniques.
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The concert programme consists of five pieces representing the New Music
category, such as: Swinging Music for clarinet, trombone, cello (or double bass)
and piano by Kazimierz Serocki, 1%t and 274 Sketch from Three sketches for harp
solo by Witold Szalonek, Bird from a Dream for accordion and percussion by
Zbigniew Bargielski, and Interactions for musicians and children by Maksym Ka-
linowski.

After discussing the concept of each piece presented on the DVD, a short
description on how this content was introduced by teachers during music lessons
at general school will be described.

Author’s research

The subject of the author’s research was the reception of New Music, based
on the example of selected works by Polish composers, by fourth and fifth grade
elementary school students in the light of teaching activities related to the idea of
art integration. It was preliminarily assumed that there were no statistically sig-
nificant differences between students of grade 4 and 5 in musical competencies,
such as knowledge of musical instruments, musical terms, composers, formative
elements.

The aim of the experimental research discussed in the article was to demon-
strate whether and to what extent planned didactic activities related to the idea of
art integration (involving: visual arts, such as painting, performance, literary cre-
ation, for instance storytelling, dance, improvisation with school instruments)
deepen students’ reception of New Music in terms of: means (simplicity, inspira-
tion), idea/form (improvisation, graphic music) and compositional techniques
(sonoristics, aleatorism).

The analysis of the study results proved that the introduction of different
types of activities related to the idea of art integration, matching them with the
ideas/forms present in the selected works and the compositional techniques used,
significantly influenced the reception of New Music by the students. Intensive
creative didactic activities conducted in music lessons as part of the study, as well
as the methodically planned deepening of knowledge of New Music works, were
significant in the reception of music while listening to the DVD-recorded concert.
The online study included 181 students (in both experimental and control group)
from five elementary schools in the Pomorskie voivodship. The research involved
a deep analysis of students’ works in literary, musical and visual arts. Rich study
results are still under analysis. A description of the students’ activities follows.
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Kazimierz Serocki - Swinging Music for clarinet, trombone, cello
(or double bass) and piano (1970)

Learning goals

The presentation of this piece was aimed at drawing the pupils™ attention to the
original rhythmic schemes of swing and to the search of new musical timbres by
New Music composers. This pursuit leads them to the application of innovative
ways of playing musical instruments and their preparation. The composer left the
choice of which string instrument would be a part of the ensemble to the perform-
ers’ discretion - in this particular performance the double bass was used.

The performance of this piece was preceded by a swing rhythm presentation,
played solo on drums. It was meant as a form of preparation of the pupils for the
perception of the piece. The rhythm was combined with a choreography arrange-
ment performed by three dancers - students of the Musical Department at the
Academy of Music in Gdansk. The project artistic director’s concept here was to
enable pupils to further explore the rhythm of swing. That is why the young audi-
ence, while sitting, was encouraged to move their bodies to the rhythm of the
swing music they heard.

Project implementation

The main task related to this piece was for the students to learn about swing
music. The teacher explained that as an introduction to this topic, movement was
used on the basis of the swing presented by the dancers, who performed it to the
rhythm played on drums. According to the author’s assumptions, the goals of
presenting the Swinging Music piece in the music lesson were twofold: developing
movement skills (seated): movement coordination, movement with music,
expression, emotions, creativity, and searching for new sound colours by using
innovative ways of playing instruments. The term “instrument preparation” was
introduced, as it was often used by New Music composers. They searched for new
sounds and therefore encouraged performers to try unconventional ways of
playing instruments (e.g., knocking on the sound box with their hand, inserting
paper in between the strings, blowing into the mouthpiece of the instrument
itself). The students were also asked to search for new ways to play the instruments
they had made with their own hands and to pay attention to the variety of
produced sounds. After these exercises, the teacher instructed the students to pay
attention to new and often surprising ways of playing familiar instruments in the
piece they listened to, and to the importance of emotion and mood in these
compositions.



64 1. Mysuuka negaioiuja / Music pedagogy

Witold Szalonek - 1%t Sketch from Three sketches for harp solo (1972)

Learning goals

Just like in the previous piece, the musical instrument was used here in an innova-
tive way. The composer experiments with traditional instruments, searching for
new sounds material. The instrument preparation changed the timbre of sounds
and revealed new sound of the harp in this composition. The notation of New
Music pieces often requires the creation of a special system of signs. On the mul-
timedia presentation, shown during the performance of the piece, pupils may get
to know a non-typical manner of notation for this composition, namely, utilizing
the graphic score. The project artistic director’s concept was to highlight the nu-
merous possibilities such a score offers for the interpretation of the piece.

Project implementation

Working on this composition was intended to draw students’ attention to musical
notation (Image 1). The goal of the lesson was to learn about the graphic score
and consolidate the concepts of articulation, dynamics. The teacher explained to
the students that composers first hear different sounds in their imagination, and
then record them on sheet music or in special music programs. After the
presentation of the sample piece and its notation, the teacher asked the students
to listen to the 1%t Sketch for harp and represent it using dashes, dots, continuous
or dotted lines (without drawing figures or instruments), paying attention to their
thickness. It is important to show the articulation and dynamics that occur in the
piece. Materials used for this activity are: a white A4 or A5 sheet of paper, pastels/
crayons/markers/ or Paint program (only one colour can be used).

Image 1. Graphic score made by the student.
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Witold Szalonek - 274 Sketch from Three sketches for harp solo (1972)
Learning goals

The inspiration for the New Music creators was the timbre and its qualities,
defined as sonorism. In another sketch the composer demonstrated the new
sonorous possibilities of the harp, as the tuning key for the harp was used to play
the instrument here. The aim of including this composition into the programme
was to raise pupils’ awareness of the timbre in a musical piece. In order to ensure
pupils’ better understanding of the project and its subject matter it was decided
to refer to their non-musical associations, namely, to their own visual art creativity.
While listening to the musical piece a pupil observed the creation of a visual art
work, and, in turn, can “sense” the art integration: the colours in a musical piece
and the sounds derived from the visual artwork. As requested by the author of the
project, the show was performed in the form of a “happening”. The object and the
subject of the situation on stage was the presence of the visual artist throughout
the entire harp solo performance. In this way he became a creator and, at the same
time, a subject of artistic matter. The emotions which accompany the artist in his
work play an important role here.

Project implementation

The task, entitled “Colours of Music”, was designed to sensitize children to colours
in music. The teacher encouraged the students to imagine themselves as painters.
In this task, they had to “paint” the sounds. The students were asked to listen to
a piece of music and depict the sounds with colours that best reflected the mood
of the piece. The task was to paint the piece using colourful patches (without
figures or instruments) across the surface of a sheet of paper (Image 2 and 3). The
painting utensils used in the work were arbitrary and were defined in general
terms: A4/A5 white sheet of paper, poster paints/watercolours or possibly pastels
or crayons.

Image 2. “Colours of Music” painting by Lena, age 12.
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Image 3. “Colours of Music” painting by Kasper, age 12.

Zbigniew Bargielski - Bird from a Dream for accordion
and percussion (1980)

Learning goals

This was the only composition in the concert’s repertoire, which had a mysterious
title. It elicits associations with a fable, unique and full of emotions. A poem, writ-
ten by the author of this project, is recited, before the musical piece is performed,
being a sort of introduction to listening to the composition. The recitation of the
poem without any image allows the listeners to fully concentrate on what they
hear. The text is the description of a bird from a dream, full of contradictory fea-
tures, as well as the multi-threaded story of its adventures. The goal of such a
concept is to allow the audience to form free associations, in order for the music
and musical events in the composition, emphasised by its diversified dynamics,
to evoke various associations and specific mood in the children’s imagination. The
text becomes a pretext for constructing one’s own version of the story, based on
the musical and non-musical experiences of the listeners. The poem is thus not
an aim in itself, merely a tool, which, by referring to activities with which children
are familiar, such as story writing or poem writing, is meant to help them under-
stand the musical piece. During the presentation of the composition the listeners
learn about the sound-generating possibilities of the accordion and about the
extended instrumental potential of percussion: a whip, acoustic box, hanging
toms, drums, gong, vibraphone, bamboo chimes, tom drum, flexatone. The tech-
nique referred to as aleatorism was applied in the composition. The author of the
project used the analogy between the element of randomness and surprise in this
technique known to children from board games (from Latin word alea - dice). In
both cases there are various random acts.
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Project implementation

The task entitled “Musical Storytelling” involved children’s literary creativity. Its
purpose was to stimulate and develop the student’s creative dispositions in
handling words and creating narratives to the music they were listening to. The
teacher pointed out that while listening to music, various images and associations
appear in one’s imagination. Music tells different stories and evokes emotions in
the listener. The teacher asked the students to imagine the events under the
influence of the music they heard and create their story. The children were to go
on a journey to an enchanted world of imagination, to which they were invited by
the composer himself by giving this piece the title: Bird from a Dream. They could
start writing right away or wait until the piece was finished. The teacher pointed
out that a short story in written form can have any structure and can describe
fantastic (unrealistic) events.

Here is a story written by a pupil: One night I dreamed about a bird that was
a duck. I threw this duck some grain, and it began to chase me. I ran and ran, and
this duck began to double and triple until there was a whole flock of them. The ducks
circled me, then I woke up, it was a nightmare (Karol, age 12).

Maksym Kalinowski - Interactions for musicians and children (2020)

Learning goals

Moods and emotions are important in the piece composed specially for this proj-
ect. The composer is Maksym Kalinowski! - a former student of the Gdansk
Music Academy from Pawel Mykietyn’s composition class. It is then this piece’s
tirst performance and the first recording of the composition. The author of the
project, upon commissioning it, made two requests to the composer: to include
in the score all the instruments which feature in the concert and to invite the
children - peers of the listeners - to take part in the performance of the composi-
tion. The presentation of this work was aimed at stimulating the pupils’ sensitivity
to the moods and emotions as well as drawing their attention to improvisation
and its role in New Music compositions. Young performers tried to resonate with

I Maksym Kalinowski is a composer, arranger, organist, and creator of electroacoustic
music. He is a graduate of the Stanistaw Moniuszko Academy of Music in Gdansk, where
he studied composition under Andrzej Dziadek (Bachelor’s degree with distinction) and
Pawel Mykietyn (Master’s degree). He was awarded a scholarship by the Rector of the
Academy of Music in Gdansk for outstanding students. His compositions have been
performed at national and international festivals and composer concerts by renowned
ensembles and orchestras, and have been recorded on two albums. He has participated in
numerous masterclasses. Currently, he studies musicology at the University of Wroclaw
and he is a teacher of harmony, musical forms, and history of music at the Primary and
Secondary Music School in Gdansk.
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nature and the mood of the piece and while improvising, using school instru-
ments and other objects, to integrate with the musical piece within the framework
designed by the composer. The composition resulting from such collective work
has a wide range of performing resources. Moreover, the pupils, while listening to
this composition, can learn to better recognize rhythmic ostinato and to pay closer
attention to the role of the conductor and the purpose of using the baton.

Project implementation

The task entitled “Become a Creator” involved experimenting with instruments.
The goal of this activity was to develop the students’ creative talents. The children
were asked to listen to an excerpt from Kalinowski’s piece and to get into its
character and mood. The teacher told them more about the dynamics present in
the piece and about the different ways of producing sound, i.e. articulation. After
listening to the piece, a creative task followed: children were asked to record a
video (e.g. on a cellphone) of their musical suggestions. Upon hearing the piece
once again, from a laptop or some audio-player, after about 20 seconds, they had
to join in by playing self-made instruments and try to reflect the mood of the
piece (Image 4). The childrens imagination helped them find the emotions that
the composer included in the piece. In this way, they joined forces and created a
composition — the result of this collaboration.

Image 4. Self-made instrument.
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Conclusion

The activities described in the author’s own concept were aimed at preparing
pupils for the reception of artistic music, particularly the pieces by 20t and 21+
century Polish composers. The study results confirmed that appropriately selected
didactic activities related to the art integration, such as: visual arts (painting,
performance), literary creativity (storytelling), dance, improvisation with school
instruments deepen students’ reception of New Music in terms of: means
(simplicity, inspiration), ideas and form (improvisation, graphic music) and
compositional techniques (sonoristics, aleatorism). Creative didactic activities
(musical, artistic, literary) play a significant role in awakening students’ interest
in New Music repertoire. The whole project, scheduled for spring 2020, had to be
postponed until autumn and was organized online due to the COVID-19
pandemic. The hints for the future are to conduct the study and prepare students
for the concert during classroom lessons at school and to organize a live concert
with audience participation.

It cannot be denied that from the early stages of children’s development it is
vital to stimulate their music listening abilities. In order to understand music it is
crucial to get to know it — not merely to acquire musical knowledge, but also to
experience its emotional content. The incentive for promoting listening to music
in the music education of children and adolescents should be based on the idea
that it is the only form of activity enabling them to be directly in touch with ar-
tistic music, which they are not yet able to perform themselves.

As well-known Polish music pedagogue Maria Przychodzinska mentioned
already many years ago: “(...) experimentally conducted classes of integrated aes-
thetic education, which include music, visual arts, literature, musical theater, and
which are organized in the form of perception of the art or in the form of inte-
grated artistic expression of children, spontaneously open the imagination.”
(Przychodzinska, 1989: 72).
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MNEJATOIIKO-YMETHINYKU ITPOJEKAT ITPE[JCTAB/bAIbA CABPEMEHE
IIOJbCKE MY3UMKE OEIIN

Y papny je mpencraB/beH NeNarouKo-yMeTHUYIKY IIPOjeKaT IOof, HasuBOM ,,CBeT HOBe My-
3JiKe — [TO3HAT! M HEIIO3HATU YMETHUIIM , KOjI je cacTaB/beH U3 KOHL[epTa U UCTPaXKu-
Bama y onmreodpasoBHoj mKomu. [IpojekaT je HacTao Ha OCHOBY MJeje U yBepema ay-
TOpKe OBOT pajia ia CBaKo fieTe, de3 0d3upa Ha y3pacT, Tpeda Jja ce yIIO3Ha C yMETHUYKOM
MysukoM. Inan u 3ajaniu Ha YacoBMMa MY3HKe, KOju €y KopuinheHn y IpojeKTy, MMau
Cy 3a LjWb Jja IPUIIpeMe YUeHNKe fla JOXKVBe, 3aBOJIe U pasyMejy ofadpaHa fiea Mo/bCKUX
KoMmmosutopa us 20. n 21. Beka. PesynraTu ucrpaxkubama Jaau Cy O4rOBOpe Ha IIaBHa
IMTama I0CTaB/beHa Y METOMONIOTUj M UCTPaXkMBama. AyTOpKa IIPOjeKTa cMaTpa ia Kpe-
aTMBHE ¥ OpUTMHA/HE NIpe3eHTalyje YMETHNYKE MHTErpaLyje yIudy Ha TO Jja iea 3a-
BOJIE CaBPEMEHY ITO/bCKY MY3UKY.

KmbyuHe peun: caBpeMeHa I10/bCKA MY3MKa, KPEAaTMBHOCT, yMETHMYKA MHTETPaIja, My-
3UYKO-TIEJATOILKY IIPOjeKaT
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Summary

At the beginning of the article, the author will describe the background of creative
imagination - creativity as a mental process and creativity as a human feature. Creativity
as a trait is particularly desirable among artists for whom the characteristic feature is an
unconventional and very often extraordinary way of thinking and understanding the
world. Having this trait can lead to new discoveries both in science and art. The main aim
of developing creative imagination is to look for opportunities for inspiration and draw it
from other arts as well as from the same field — based on exploring knowledge in this area
and adapting or transferring to the ground of discipline that we deal with. Inspiration
from other fields of art offers great opportunities to develop creativity and creative
thinking. Many artists derive from other works of art, for example: composers, who draw
from literature or visual arts, and fine artists who are inspired by music, dance or theatre.
In the Dalcroze’s Eurhythmics there are opportunities which give possibilities of
development of creativity and creative thinking during the classes, where inspiration by
other arts, such as fine arts, dance, theatre and literature is used. This aspect of educational
work broadens mental horizons and receptivity of thinking. It will be the main issue of
this article. The author would like to describe his own research results about various ways
of developing creative imagination and creativity in the eurhythmics speciality. This text
is illustrated with photos, which come from creative activities related to the inspiration of
other arts. At the end there is conclusion regarding the possibilities of developing
imagination and creative thinking in the eurhythmics area.

Keywords: creativity, imagination, inspiration, eurhythmics, movement interpretation.

Introduction

Nowadays, in the everyday functioning of every human being, we observe the
constant influence of many stimuli. The situation requires from people to
learn how to use unconventional methods of solving problems and an individual
approach to many tasks. Important aspects in the development of creativity are
other people, our relationships with them and broadly understood culture.

! This article is an extended version of the text published in the monograph devoted to
art and education in the perspective of the present and future times (Kaminska, 2019).
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A perfect area to develop creative imagination and creative thinking is Eu-
rhythmics - the method of music and movement education, created by a Swiss
pedagogue, musician, conductor and educator - Emil Jaques-Dalcroze (1865-
1950). In this text there will be described the connection between creativity and
activity during Eurhythmics classes.

There are many definitions and descriptions of the term “creative” in the
source materials. One of them says that this is a person who creates something
new or original?. The following description of creativity can be found in Internet
sources: it is “a mental process involving the emergence of new ideas, concepts,
or new associations, connections with already existing ideas and concepts™. Ac-
cording to M. Karwowski, creativity is a trait and it is associated with having a
certain “potential of creative functioning”. He believes that every human being
can be creative.

The other term of creativity is the ability to “untypical and effective solution
of tasks or problems (...), readiness to create new ideas™. An interesting descrip-
tion of the discussed concept was formulated by M. Paszkowski: “creativity is the
way our mind reacts to the world. For a person distinguished by high creativity,
the surrounding world is a source of questions to which this person is looking for
answers. A person who thinks creatively is both an observer and an interpreter of
reality. Creativity is therefore, inter alia, the ability to see and combine different
elements, (for example events, concepts, etc.)” (Paszkowski, 2008: 16). Analyzing
this aspect of creativity we can draw a conclusion, that a helpful trait which is
worth developing is flexibility of thinking.

The term “creative” is connected with the concept of creation, where creative
thinking is needed. It is a mental process resulting in the emergence of new ideas,
concepts and solutions. A. D. Nowicka writes that each person has a part of cre-
ativity, but it exists in each of us to a different degree®. In many languages, creativ-
ity is synonymous with creation and its level can range from minimal to outstand-
ing and the unique one. Creative thinking and a creative attitude is therefore
associated with unusual ways of thinking and the ability to apply new solutions to
a given problem.

2 https://sjp.pwn.pl/szukaj/kreatywny.html [18.3.2022]

3 https://pl.wikipedia.org/wiki/Kreatywno%C5%9B%C4%87 [14.4.2022]

4 http://www.kluczdokariery.pl/twoja-kariera/rozwoj-osobisty/kreatywnosc/
art,2,kreatywnosc-w-pracy-.html [10.4.2022]

> https://medycynaipasje.com.pl/al676/Jak-zwiekszyc-swoja-kreatywnosc-.html
[10.4.2022]

¢ https://medycynaipasje.com.pl/al676/Jak-zwiekszyc-swoja-kreatywnosc-.html
[15.10.2017]


https://sjp.pwn.pl/szukaj/kreatywny.html
https://pl.wikipedia.org/wiki/Kreatywno%C5%9B%C4%87
http://www.kluczdokariery.pl/twoja-kariera/rozwoj-osobisty/kreatywnosc/art,2,kreatywnosc-w-pracy-.html
http://www.kluczdokariery.pl/twoja-kariera/rozwoj-osobisty/kreatywnosc/art,2,kreatywnosc-w-pracy-.html
https://medycynaipasje.com.pl/a1676/Jak-zwiekszyc-swoja-kreatywnosc-.html
https://medycynaipasje.com.pl/a1676/Jak-zwiekszyc-swoja-kreatywnosc-.html
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M. Paszkowski distinguishes four features of creativity:

1. Imagination;

2. Activity is deliberate and aimed at achieving a result;

3. As a result of a creative activity, an original work is being created;

4. Effect of creation as a result of a creative activity — should be valuable’.

A creative person should have the ability to differentiate objects, good and
capacious memory, and the ability to perceive and distinguish new objects. Of
great importance is the ability to think creatively, the level of knowledge, the type
of personality, the so-called enterprising (it means a person, who is not discour-
aged, where others see failure) and internal motivation®. M. Paszkowski adds the
following features: openness, flexibility of thinking, ability to keep distance, sense
of humor, willingness to look for solutions and answer questions, tendency to look
for many solutions and perceive the problem from many sides, originality and
courage. He also describes the creative person as the human, who features with:
free thinking, including allowing the emergence of absurd or useless ideas, which
are also associated with the fear (Paszkowski, 2008: 17-47).

Creativity and creative thinking is connected with the the concept of creativ-
ity. There can be distinguished many definitions and terms. According to R. Glo-
ton and C. Clero, it is a creative act that ,involves bringing into being something
that has never existed before” (Puslecki, 1998: 19). Pietrasinski refers to Stein and
understands creativity as: ,,activity that brings previously unknown products, and
at the same time socially useful” and distinguishes objective creativity discovering
something new that was not there before and subjective creativity, called second-
ary in two forms: first — where the individual discovers something new without
being aware that it already exists and the second one - as training in the ability to
discover something new without knowing that it has already been discovered,
occurs most often in education (Puslecki, 1998: 19).

Developing of creativity can be led during the fun activities, for example:
games, improvising during singing, playing or dancing, creating short movies and
theatre scenes or other physical activities. In this case it is important, that art
works, which are made in this way, can be new for the creators, in spite of the fact
that the similar solutions could be used before by other people. These effects of
creating activity in the last phase in the art work are valuable for creators, but for
the recipient it can be more or less precious.

At this point, it is worth quoting the words of one of the visual artists, Pablo
Picasso: “Every child is an artist. The problem is how to remain an artist once we
grow up” (Paszkowski, 2008: 13). The way of creative thinking is also not limited
to art or science. Zborowski’s statement is noteworthy when he writes that the

7 http://www.ik.vistula.edu.pl/czym-jest-kreatywnosc [15.4.2022]
8 Ibid.


http://www.ik.vistula.edu.pl/czym-jest-kreatywnosc/
http://www.ik.vistula.edu.pl/czym-jest-kreatywnosc/
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ability to create ,almost exists in a potential state in all people, at all ages, but it
must be awakened and developed in the education process” (Pietrasinski, 1969:
10).

When talking about creativity, it usually concerns the following areas: litera-
ture, art, music and research. The current literature on the subject has extended
this area to other spheres of human activity, such as: organizational, cognitive,
production, artistic, educational, caring, service, cleaning and sports. Considering
the above areas, in the pedagogy of creativity, the student’s own activity is consid-
ered to be of primary value, thanks to which he develops intellectually, physically,
emotionally and volitionally (Puslecki, 1998: 20-21).

Taking into account the development of creative thinking, the author would
like to recall J. Guilford’s classification of elementary creative abilities, which in-
cludes factors conditioning divergent thinking, including fluidity and flexibility
in the production of intellectual content (Puslecki, 1998: 36).

In turn, Z. Pietrasinski emphasizes that creative activity is not limited only to
intellectual activity, it absorbs the entire personality. “Thoughts and ideas related
to the work being developed are intrusive and do not leave the person after nor-
mal working hours. (...). The satisfaction and joy brought by achievements in
creative work are among the strongest pleasant feelings that a person can experi-
ence. They are expressed, among others: in a strong sense of one’s own power and
value and in a sense of the deep meaning of existence” (Pietrasinski, 1961: 127).

The characteristic feature of the human being is that he can be creative and
change his existence, influencing on progress in this specific area. Nowadays, cre-
ative activity is not limited only for talented people, but is a social phenomenon.
More and more often you can meet active individuals, capable of action, full of
initiatives and inventiveness. Therefore, in broadly understood education, stu-
dents’ elementary creative abilities should be supported (Puslecki, 1998: 11). Cre-
ative activity is needed to participate in the ongoing changes that represent new-
ness in various areas of life. Puslecki associates the following terms with the nov-
elty thus accepted: creativity, discovery, inventiveness, novelty, innovativeness,
rationalization and creativity (Puslecki, 1998: 19).

An interesting approach to the social context of creativity is presented by
Konaszkiewicz, who assumes that ,,External factors influence the development of
creative predispositions” (Konaszkiewicz, 2004: 51). This means that in the edu-
cational process it is important to develop these factors that influence the develop-
ment of creative abilities and dispositions. Psychologists also emphasize the rela-
tionship between creativity and the environment, such as the need for ,,An ele-
mentary sense of security and the necessary dose of freedom in personal develop-
ment” (Necka, 2021: 147). Characteristic features of parents of creative people
include: low level of authoritarian attitude, aversion to orders and prohibitions as
educational values and lack of overprotective attitude. The presence of people who
constitute a kind of personality model or a kind of mentor, is also emphasized. In



Marzena Kaminska, Different ways of developing creativity in Eurhythmics specialty 75

relation to the education process, the role of the teacher is to confirm ,,The young
person in his identity as an artist, which usually involves recognizing his talent
and possibilities” (Konaszkiewicz, 2004: 51; Necka, 2021: 147) and to set him
developmental tasks, including problems of a creative nature.

Various studies highlight the importance of macrosocial and cultural factors.
It is assumed that creativity develops in a society living in prosperity, when there
is a demand for works, and the condition is personal freedom and cultural diver-
sity (Konaszkiewicz, 2004: 54; Necka, 2021: 147). B. Suchodolski believes that
despite many psychological studies in this area, the sources of human creativity
are still unknown. In the pedagogy of creativity, the area of what to do so as not
to destroy creative impulses is better known, but how to stimulate them remains
a mystery. He writes: ,,The basic directive of pedagogy inspiring creative forces
should be the principle of enriching inner life and intensifying experiences”
(Konaszkiewicz, 2004: 46). Particularly in artistic education, contact with other
fields of art and, at the same time, activities aimed at acquiring workshop skills
and personality development of great importance.

The above words, although spoken a long time ago, still have high value and
deep meaning. In the context of shaping creativity and creative imagination
among students, it is even more appropriate to look for new ways of carrying out
creative tasks in which students will be able to develop their creative dispositions,
looking for innovative solutions and exploring unknown areas in this field. As a
result of such activities, they will be able to create new works of art, thanks to
which they will experience joy and pleasure, and their sense of value and self-
esteem will increase.

A. Einstein wrote about searching for the new: “The only secure method of
avoiding failures is not to have any new ideas” (Paszkowski, 2008: 47).

Developing creative imagination and creativity in the Eurhythmics
specialty

In today’s education system, the aspect of education through art is important,
as it gives the opportunity to expand knowledge and self-fulfillment as factors
conditioning the full development of a human being. A creative attitude, under-
stood as commitment and innovation, is a reflection of an active attitude to life.
So it is very important to awake the attitude, needs and creative skills (Zebrowski,
1991: 108). This applies both to students and their educational process, as well as
to the teachers, who in their pedagogical practice should show a searching atti-
tude. The most desirable issue in this respect is the developing personality of the
teacher, whose activities are aimed at, inter alia, creating conditions for the devel-
opment of students’ abilities, possibilities and creativity. The aspect of the develop-
ment of creative thinking is of particular importance in artistic education, where
we can find most of the tasks of a creative nature.
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The Eurhythmics Method, created by E. Jaques-Dalcroze, is not only a
method of music education, but also a “musical educational method” (Brzozowska-
Kuczkiewicz, 1991: 29) and general development of human. J. Gerhard-Punicka
writes, that Eurhythmics as a musical discipline is supposed to educate sensitivity
and “develop musical and artistic imagination, a sense of aesthetics and style of
music, teach the form of a musical composition through a musical sentence, give
a deeper understanding of the musical content through an emotional experience
related to its movement and plastic realization” (Gerhard-Punicka, 1963: 73). We
can add here the development of the ability to recognize the historical aspect of
the creation of a piece of music, as well as different musical genres.

The search for continuous understanding between music and the body is the
base of eurhythmics activities. The creator of Eurhythmics dreamed about the
method of musical education in which such an understanding would occur be-
tween the musical layer and the movement of human body. The thoughts of
human, which appear while the music is being played, should be united with the
expression of the moving person to become an “instrument for expressing our
impressions” or a “visible sound” (Brzozowska-Kuczkiewicz, 1991: 13, 34).

Eurhythmics is a multifaceted and versatile method of human artistic, music
and physical development. Many Dalcroze’s exercises and tasks are creative, they
take into account the individuality of the person, while acting in a group. Practic-
ing eurhythmics can have a positive impact on our personality traits, creativity,
sensitivity, memory, reflexes, perceptiveness, and on our whole life, enriching it
with artistic experiences and emotions. Jaques-Dalcroze said: “every person must
learn to react quickly and confidently, because there may be situations in his life,
when he will absolutely need it”.°

The constant development of Eurhythmics and search for newer and newer
forms of task implementation and the visualization of a musical work in move-
ment allows us to say that this is an area that serves the development of creativity
of both the artist representing this discipline and the “sensitive and creative re-
cipient of art” (Kupsik, 2014: 165).

How to develop the creativity of pupils and students of the Eurhythmics spe-
cialty? During the classes related to the E. Jaques-Dalcroze’s method (eurhyth-
mics, movement techniques, Eurhythmics ensembles, movement compositions of
musical pieces, piano improvisation, eurhythmic methodology and pedagogical
practice), the teacher can inspire his students’ creative activities, using various
tields of art as following:

° These words said Jaques-Dalcroze turing during the demonstrations of his exercises in
Warsaw, and their meaning was symbolic — they concerned a nation in captivity, whose
»quick and sure action can gain its freedom” (Emil Jaques-Dalcroze) (van Scheltema, 1963:
28).
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1. Literature.

2. Dance.

3. Theatre and film.

4. Fine arts - sculpture, painting, graphics, artistic craftsmanship.
5. Music (Illustration 1).

music

theatre and
film

Illustration 1. Sources of inspiration for the creative imagination.

Ad. 1. Literature

We can use literature in the following tasks:

« Verbal text, e.g. rhymes/poems/stories can be used for: melodic-rhythmic im-
provisations, rhythmization of the text, various metrorhythmic tasks, composing
songs, creating musical-movement stories and instrumental illustrations - e.g.
with the use of percussion instruments or everyday objects, and also in creating
examples of piano improvisation.

« Sounds treated non-semantically but with color, such as sounds or syllables — we
can use to create various musical materials, including vocal and vocal-instru-
mental improvisations, as well as for specific metrorhythmic tasks (for example
including rhythmization).

« Music pieces with the use of a human voice - treated with color, are a challenge
to the implementation of the choreography of music.

EXAMPLE:

1) Rhythmical exercise - the descending sequence of values based on quarter
notes and eighth notes - ordered from the number 5 to the number 1, with the
following text:
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5 J we are in Po-land 5 ﬁ eu-rhy-thmics stu-dy
4 J clapp-ing, sing-ing 4 ﬁ play-ing, tou-ching

3 J fun-ny rhythms 3 ﬁ and move-ment

2 J slow—er 2 ﬁ fast—er

1 J I 1 ﬁ like

Ad. 2. Dance

From the earliest times, dance has been a form of expressing emotions and human
experiences. On the Eurhythmics area, the elements, which comes from the dance,
can be used for spontaneous movement improvisations, based on dance elements,
and for improving motor and general memory, as well as movement and visual-
motor coordination by remembering specific steps and entire choreographic pat-
terns. Dance, like other forms of movement, improves the efficiency of the motor
apparatus and awareness of our own body. Finally, specific dance techniques and
elements shape the sense of the movement style and its aesthetics and expression.
The most frequent elements which we can use in this area are following: classical
ballet, contemporary, modern, jazz dance, folk, popular dance, afro and other
characteristic dances (Illustration 2).

Illustration 2. Inspiration of Syrinx myth in movement interpretation.'?

10 Photo comes from the diploma movement interpretation of Syrinx by Claude Debussy,
prepared by Kinga Szefka under the artistic supervision of Marzena Kaminska in the
Second Degree Music School in Gdynia, Poland (private archives).
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On the basis of Eurhythmics, we can use the principles of movement compo-
sition and adopt certain choreographic solutions in creating the movement inter-
pretation of music. Among specific dances - also selected elements transferred to
the ground of creating choreography of music which include these elements can
serve as an enrichment of the movement idea and the workshop, they can be used
to develop a movement interpretation of this piece of music. The most often ad-
opted elements of dances are following: historical, jazz (Illustration 3), modern
(Illustrations 4 and 5), contemporary (Illustrations 6 and 7), classical (Illustration
8), national and folk dances of Polish and other nations.

The music forms of the dances also exist as piano instrumental miniatures,
which are being created during piano improvisation classes. The curriculum in-
cludes Polish national dances such as: polonaise, krakowiak, kujawiak, oberek,
mazur, mazurek as well as Czech polka and a dance of German origin — waltz.

Illustration 4. Inspiration of modern dance in movement interpretation.!?

11 Photo comes from the diploma movement interpretation of Pink Panther by Henry
Mancini, prepared by Kinga Szefka under the artistic supervision of Marzena Kaminska
in the Second Degree Music School in Gdynia, Poland (private archives).

12 Photo comes from the movement interpretation of Autograph by Tomasz Sikorski, pre-
pared by Marzena Kaminska with students of Eurhythmics at the Academy of Music in
Gdansk, Poland (private archives).
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Illustration 6. Inspiration of Argentinean dance tango in movement interpretation.!

13 Photo comes from the movement interpretation of electronic music Gen Ision No.1 by
Renne Raumo, prepared by Marzena Kaminska with students of the Second Degree Music
School in Gdynia, Poland (private archives).

14 Photo comes from the diploma movement interpretation of Tango by Wojciech Kilar,
prepared by Weronika Wisniewska under the artistic supervision of Marzena Kaminska
in the Second Degree Music School in Gdynia, Poland (private archives).
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Illustration 7. Inspiration of popular dance in movement interpretation.'>

Illustration 8. Inspiration of classical dance in movement interpretation,'6

Ad. 3. Theatre, film

Acknowledging the secrets of the art of acting is very difficult and multidimen-
sional. In this regard, it is possible to adopt certain elements of acting tasks aimed
at opening up and expressing emotions in music and movement tasks, singing, as
well as on stage during concerts shows of movement interpretations of music.
Acting elements are also used to increase body awareness, motor coordination
and emotional expressing of our body. We can use tasks which are focused on
highlighting specific content in the mentioned activities.

15 Photo comes from the diploma movement interpretation of Dancing Queen by Abba,
prepared by Malgorzata Raczkowska under the artistic supervision of Marzena Kaminska
in the Second Degree Music School in Gdynia, Poland (private archives).

16 Photo comes from the movement interpretation of Serenade by Grazyna Bacewicz,
prepared by Marzena Kaminska with students of Eurhythmics at the Academy of Music
in Gdansk, Poland (private archives).
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In performing arts, additional elements enriching the means of expression
are costumes, set design and lights. They can also be used to shape creative think-
ing in the process of creating choreography of music, as well as during their pre-
sentation at concerts. The content of a theatrical, ballet, modern dance (Illustra-
tion 9) or the plot of a movie (Illustrations 10 and 11), can be a great source of
inspiration for activities in the field of creating music as an illustration of this
content, in creative eurhythmics tasks or during the process of creation a move-
ment interpretation of music.

Ilustration 9. Inspiration of modern dance and the art of acting in movement
interpretation.'”

Illustration 10. Inspiration from “Mister Tadeusz” movie in movement interpretation.!'

17 Photo comes from the diploma movement interpretation of Sonata No. 4 for prepared
piano by John Cage, created by Kinga Szefka under the artistic supervision of Marzena
Kaminska in the Second Degree Music School in Gdynia, Poland (private archives).

18 Photo comes from the movement interpretation of “Battle” by Wojciech Kilar from the
movie Mister Tadeusz, prepared by Marzena Kaminska with the students of the Second
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Illustration 11. Inspiration from “The Star Wars” movie in movement interpretation.!®

Ad. 4. Fine arts

Fine arts are a rich collection to inspire in the field of activities in Eurhythmics.
Both sculpture and painting can become an inspiration in the search for innova-
tive gestures, a different approach to body lines, group shapes, and gestures ar-
ranged in space. These elements can be helpful in creating movement interpreta-
tions of music. The symbolism of the painting also influences the emotional
means of expression in movement interpretation of music.

Images — both their content and emotions, stimulate the imagination, it can
be a valuable material for instrumental and vocal musical illustrations or combin-
ing both these forms (Illustration 12). Architecture - can be useful in looking for
common features when comparing the style and technique of creating an archi-
tectural structure to the architectonic of musical pieces and style, as well as the
techniques of its composing. We can adopt this aspect into the selection of a
movement idea in specific metrorhythmic tasks, movement improvisation or in
the creation of movement interpretation of music.

The preparation of artistic works, e.g. collages or presentations — can help in
acquiring or expanding knowledge on a given topic. Another possibility is prepa-
ration the graphic score of music piece, which can help in reading and knowing
this work, especially in terms of layered sounds structures and in the emotional
layer of these music compositions (Illustration 13).

Degree Music School in Gdynia, Poland (private archives). Flags, used in the movement
interpretation, were referring to the theme of the film.

19 Photo comes from the movement interpretation of “Imperial March” by John Williams
from the movie Star Wars, prepared by Marzena Kaminska with the students of the Second
Degree Music School in Gdynia, Poland (private archives). Costumes and lighting used
in the movement interpretation were referring to the content of the film.
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Illustration 13. The graphic score of electronic piece of music - The Wizzard

Laboratory by Delia Derbyshire.?!

20 This collage was prepared by the students of the Second Degree Music School in
Gdynia, Poland, as the part of The Competition of Knowledge about Emil Jaques-Dalcroze
method, under the supervision of Marzena Kaminska (private archives).

2l During the process of creation movement interpretation, the conventional graphic
score is helpful in separating individual sound planes in a musical work, in emphasizing
its formal structure and emotional layer.
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Computer graphics, which today give a huge field in this area — can be used as a
form of multimedia visualization, which can inspire movement, vocal and instru-
mental improvisation. This kind of visualization — which is created especially for
the needs of choreography of music - can enrich the means of expression and
deepen the artistic mean of expression. In the following multimedia artistic proj-
ect, the movement interpretation is based on the cycle “Images sans Images” part
1, composed by Agata Krawczyk. The graphic visualization is based on the ab-
stract paintings titled “Abstract compositions” by Andrzej Sramkiewicz (Illustra-
tion 14).

Illustration 14. Intermedia work - combining images with music choreography.??

Ad. 5. Music
Music in various forms is present in every class related to the Eurhythmics
method. Musical pieces we can use as follows:

« On eurhythmics - during realizing of metrorhythmics, movement, inhibition-
incitation, plastic of body and movement expression exercises.

« On the technique of movement - in exercises improving the efficiency of the
motor apparatus, motor coordination and motor memory.

« On piano improvisation - to learn piano literature, to creation of the variation
form, as a source of inspiration to create our own music, e.g. new miniatures,
new musical materials for various methodological tasks.

« During eurhythmics ensembles — in movement improvisation and creating cho-
reography of music.

22 Photo comes from the artistic project by Marzena Kaminiska with the students of Eu-
rhythmics at the Academy of Music in Gdansk, Poland (private archives).
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A specific type of music is illustrative music and the one composed for the
purposes of film, ballet, theatre plays and stage performances. In this case, the role
of music is to illustrate the theme proposed by the composer or reinforce the mes-
sage of emotional content related to the plot of the film or other stage art. When
we would like to use it in classes, during create movement interpretation, we
should take into account the subject and content of the artistic work which the
music was composed for. Then, in the movement interpretation, this content
should be referred to in a symbolic way.

Interesting and significant in the development of creative imagination can be
a combination of various elements in a multimedia form. An intermedia work,
takes on a new dimension in a multi-sensory version. The use of multimedia is
therefore a rich source of inspiration for people dealing with art and has a positive
impact on the development of creative thinking.

Conclusion

In everyday activities, in various classes of Eurhythmic specialty, it is worth
departing from the patterns that make the everyday functioning of the world
easier for a person, but slightly limits creative thinking. It is worth using new,
unusual solutions, such once that may seem even strange at the first moment.
They can be, among others e.g. searching for new vocal sounds, unconventional
ways of playing instruments (including preparation of instruments), using uncon-
ventional objects and props along with their new ways of using them. In terms of
working with the body, they can include: discovering new possibilities and shapes
of the body, unknown ways of moving in space in both individual and group ac-
tivities.

In this aspect, other arts are an invaluable source of inspiration for our cre-
ativity. It is good remembering that one of the most important aspects of the de-
velopment of creativity is the existing of other people with our relationships and
the broadly understood culture in relation to the way of life, environment and
time in which we find ourselves.

Finally, I would like to quote the words of A. Gide: “No one discovers new
lands while seeing the marina from which he sailed” (Paszkowski, 2008: 38).
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PA3IMYNTHU HAYMMHU PA3BOJA KPEATBHOCTHN Y OKBUPY
CIIEOUJATIN3AIINJE EYPUITMUKE

Pap je mocBeheH pasBojy KpeaTMBHOCTHU — MEHTATHOM IIPOLIECy KOju je BeoMa IOTpedaH
yMeTHULMA. [/TaBHY LW/b Pa3B0ja KpeaTUBHOCTY jecTe Tpaskerbe MOryHOCTY 3a MHCIIN-
panujy u Iprjbeme MHCIUpaIyje U3 Apyrux odmacT yMeTHOCTH. Y pajy Cy Ipefn-
CTaBJ/beHU PE3YNTATH CONICTBEHNX UCTPAXKMBAKba O Pas3/IMIUTUM MHCIMPALjaMa Y Ha4M-
HIMa pa3Boja KpeaTMBHOCTH Y OKBUPY CIelMjanusanyje eyputMmuke. Pay je mnyctposan
dororpadujama Koje MOTUIY 13 KpeaTMBHUX aKTVBHOCTY ITOBe3aHNX ca MeTofoM Eypurt-
muke Emun JKak JJankposa.

Kby4une peun: KpeaTMBHOCT, MalllTa, MHCIIMPALMja, €yPUTMIKA, TeJIeCHA MHTEPIIPeTa-
nuja
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Muwurnena I[lerpoBuh

dakynreT MysuuKe yMETHOCTH, YHMBep3UTeT yMeTHOCTH Y beorpany, Cpduja
pepa.magare@gmail.com

3Hayaj XOpCKOT IeBamba 3a MEHTATHO dmarocrame gene!

Caxxerak

Iumw vcTpakuBama jecTe IOKa3aTy KOMMKO jeé XOPCKO IeBarbe BaXKHO 3a MEHTA/HY J[0-
dpodurt ferie 0cHOBHOLIKOJICKOT y3pacTa. Teopeiicka dasa ykasyje Ha TO ja XOPCKO IIe-
Bambe N0J0/bllIaBa AUCabe, ToCTypy 1 MumrhHy ToHyC (Stacy, Brittain & Kerr, 2002); jaua
VIMYHU CUCTEM, CMambyje CTpeC M aHKCMO3HOCT TaKO LITO CMakbyje HUBO KOPTU30/Ia
(Fancourt, Aufegger & Williamon, 2015). Ocehaj cpehe 1 3afgoBo/scTBa mocedHO je 0unm-
IJIeflaH HaKOH aKTMBHOT neBama y xopy (Clift et al., 2007), koje yruue Ha ocnodabarme
enpopduna (Weinstein et al., 2016) u oxcutounHa (Keeler et al., 2015). Xopcko neBarme
HOfiCTHMYe APYIITBeHO moBesuBame (Kreutz, 2014), jada ocehaj sajennuiursa (Welch et al.,
2014) u antpymnsma (Bodkin-Allen et al., 2019). Y3opaxk ce cactoju on: 1) merie OCHOB-
HOIIIKOJICKOT y3pacTa Koja IeBajy y xopoBuma (N=86); 2) muxoBux poputeba (N=66); 3)
mupurenata (N=6) mecT gednjux xoposa us beorpaga, Cpemcke Mutposute, Bpiina,
Kosuna u ITanueBa. Meifiogom Tpy aHOHMMHA YIUTHMKA 33 TPY TPyIle UCINTAHUKA VC-
TPAXYyjy ce ¥ HNPUKYIUbAjy KBAIUTATVBHY U KBAHTUTATUBHIU IOAALM O AOdpodurmma
neBamwa y Xopy. Pesyniliaitiu OKa3yjy fia CBe TPU Ipylle MCIUTAHNKA HAa IPBOM MECTY
UICTUYY pyLITBeHy HoOpodUT NeBama y xopy. lelia Bosle ga IeBajy y XOpy 3aTo LITO ce
tafia ocehajy MOHOCHO, ONyLITEHO U [e/IOM 3ajeHMIle, Kao0 M 3aTO IITO UM IeBame
y/eniaBa BIUXOBE U XKIMBOTE HUXOBMX OMDKBUX. HaXanocT, ycTaHOB/bEHO je ha ce 'y
HOPOAMIIM He IeBa YeCTo, alu U Jja BeIMKNU Opoj flelle He BO/M fia MleBa Jiednje MecMe y
xopy, Beh oHe momynapHe ¥ KoMepIujaaHe, Kao ¥ Jia je TIaBHY pasJior 300T Kojer fela
OZIy4yjy Ha IeBajy Y XOpy KOHLIepTHMU COMI0 HACTymu. Mminuxayuje cy: 1) yCTaHOBUTH
YTHUIIaj KOjU XOPCKO IeBambe VIMa Ha KOHLIEHTPAINjy HIMBOA KOPTU30/Ia, JOTIaMIHA 1 Ce-
POTOHNHA KOf, fielle LIKOJICKOT y3pacTa (8-14 roguHa) Ipe M HAaKOH XOPCKOT IIeBaba; 2)
YTULIATU HA TO Jia C€ Y CUCTeM OCHOBHOIIKOJICKOT 00pasoBama I BacINTama BPaTu XOp-
CKO IIeBakbe Kao LeHTpaHA My3MYKa aKTUBHOCT U [a CBaKa OCHOBHa Iukona y Cpduju
Tpeda ma uMa xop; 3) nmopcrahy yoKaTHe 3ajefHMIC U OIIITUHE HA OCHMBAbE NEUMjUX
XOpoBa.

KipyduHe peun: XopcKo IeBamba, MEHTATHO OJIaroCTame, fielja OCHOBHOIIKOJICKOT Y3pacTa,
ApYLITBeHa fodpodut

! Pap nop, HacimoBoMm The benefits of singing in a choir as extracurricular activity — the
perspectives of primary school children, their parents and conductors usnoxex je Ha 29.
mebynaponnoj EAS xondepennuju na KHY y Beorpany (18-21. maj 2022).
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Teopercka da3a

IIum oBe cTyauje jecTe ja MCTpaXkul YTULAj KOjU IIeBambe Y XOPY, Kao BaHHa-
CTaBHA aKTMBHOCT, IMa Ha MEHTA/THO 3[IpaBJbe fielle OCHOBHOLIKOJICKOT y3pacTa.
Bemuku dpoj crynuja fokasyje ga XOpCKO IeBame MMa IO3UTUBHU yTUIA] Ha
IICUXOJIOIIKO CTame neBada: yBehaa npucyctBo nosutusHux emouuja (Clift et
al., 2010; Kreutz et al. 2004; Unwin et al., 2002) ycnen ocnodabamwa enopduna,
XOpMOHa Koju je moBe3aH ¢ ocehajem cpehe u 3ajoBoecTBa (Weinstein et al.,
2016) u oxcuTOLMHA, XOPMOHA Koju je moBe3aH ¢ ocehajeM omymTeHOCTM M
omuite ncuxonmomke cradunHoctn u nosepema (Kreutz, 2014a; Keeler et al.,
2015); penykyje HuBo ctpeca (Sanal & Gorsev, 2014; Linnemann et al., 2017)
yCIIel cMambea HIuBoa KopTusona u koprtusona (Kreutz et al., 2004; Fancourt et
al. 2015).

Mebytum, mocroje cryamje Koje ykasyjy Ha TO ja IICUXO/IOLIKe B0dpodutu
XOPCKOT IIeBama HUCY UCK/bYYNBO IIPOY3POKOBaHe IeBameM, Beh Ipe cBera mpu-
nagameM ofpehenoj conujannoj rpymn. Ha mpumep, ycTaHOB/BEHO je Ia XOPCKI
HeBayyl ¥ TUMCKY CIIOPTUCTY HOCTIDKY 3HATHO BUIIM HUBO ICHUXOJIOLIKOT da-
rocrama of cono mesaya (Stewart & Lonsdale, 2016; Pearce et al., 2015).
JIpymTBeHa KOPYCT O XOPCKOT IIeBarba OIVIefia Ce Y CTBAapalby COLMjaTHNX Be3a
(Kreutz, 2014b; Pawley & Mullensiefen, 2012; Welch, 2012), pasBojy anTpyusma
(Bodkin-Allen et al., 2019), ocehaja mpumagnoctu (Welch et al., 2014; Stewart &
Lonsdale, 2016; Lonsdale & Day, 2020) u noBesanoctu (Livesey et al., 2012), Te
cMameny ocehama ycampenoctu (Cohen et al., 2006). IpynHo neBare yTude Ha
10doblIIabe PacIoIOKeba IleBada — CMalbyje ce HalleToCT, dec, yMop U 30yme-
voct (Unwin et al., 2002).

IIpe n mocrne neBama y xopy nosehasa ce HUBO MMyHOIOOy/IMHA A — Ipo-
TeMHA KOji je OATOBOpaH 3a OfdpaHy OpraHusMa Of PeCIMpaTOpHMUX OakTe-
pujckux u BupycHux nHpeknyja (Beck et al., 2000; Kuhn, 2002; Kreutz et al,,
2004; Beck et al., 2006). Xopcko meBarme IO3UTUBHO yTUYE HA paji pecnyparop-
HOT cucreMma: mopehaBa ce kamauurer 1 modospliraBa GpyHkuuja mwiyha xop mpo-
decuonannux nesava (Heller et al., 1960; Gould & Okamura, 1973; Schorr-
Lesnick et al.,, 1985) u manmjeHata ca XpOHUYHUM OICTPYKTUBHUM IUTyhHUM
donectuma (Bonilha et al., 2008), Te modo/puraBa Aucame KOy ManyjeHaTa ¢ eM-
¢usemom mryha (Engen, 2005).

MeTton

Y uctpaxuBamy Cy ydecTBoBam jeunju xoposu (N=6): ,Busax“ us Cpem-
cke Mutposuie, ,,PacieBano cpre n3 Bpuiia, ,,Jickonunh® n3 Kosnua, Xop
[TaH4eBaYKOT CPIICKOT IIPKBEHOT IEBAYKOT APYIITBA, ,, XOpucnaBuyu  un3 beorpasga
u Xop [eunjer kynrypHor LeHtpa u3 beorpaga; gupurentyu (N=6); fera 0CHOB-
HOIIIKOJICKOT y3pacTa Koja IeBajy y HaBefeHUM xopoBuma (N=86); buxoBu po-
nutenu (N=66).
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Cse Tpu IpyIe UCIUTAHNKA FOOMIIE CY IO jefaH aHOHVMHM YIUTHUK KOjU
ce OJJHOCHO Ha UCIIUTHBabe JOOPOOUTH IIeBamba y XOpy. YIIUTHUK 3a AUpPUTEHTe
Y YOUTHYK 33 POAMTE/bEe CAfpKy 0 21 myuTarme OTBOPEHOT THUIA. YIUTHUK 3a
meny capapxu 17 muTama: ABa MUTamba OTBOPEHOTr THMa (,,Koje mecMe BOMNUII Jia
HeBall y Xopy?” 1 ,,3alITO IeBall y Xopy?~) 1 15 [UXOTOMCKIX IUTamba.

Pesynratn

1. Yautminuk 3a gupuienitie (pyor 1).

Iupurentn npumehyjy Benuke 1 MO3UTHBHE IIPOMEHE Y IOHALIAKY flelle HAKOH
IIpujeMa y Xop: Jiella IIpeBasusiase CTU/, YCIIOCTaB/bajy COLMjaHE Be3e ¥ TUMCKHU
capabyjy, pasBujajy JUCLHUIUINHY 1 CAMOIIOY3/jatbe, IOLITY]y IIpaByjIa IOHAIakba
y Tpymy, OIyLITeHa cy mocie npoda u ocehajy ce ynodno n mpuxsaheno. Cma-
TPajy [ia je pasiauKa y KBaJlUTETY [iedjer IeBaba HAKOH M3BECHOT BPEMEHa I10
IpujeMy y XOp OrpOMHA M IIpYMeTHAa Beh HaKOH jeflHOT Mecella, MOCeOHO KOJ
Jielie C OTpaHNYEHMM IeBauyKuM criocodHoctuMa. Hanpenak y nepamwy BUI/BUB je
Ha CBaKoj podu.

Iupurentu ce cnaxy mebhy codom y ToMe fa yIImaBHOM cBa fielia BOJe fia
neBajy, 1podajy u HacTymajy. Mmak, Behn Opoj ferie Bomm fja HaCTyIIa, a Mambe Ja
Bexxda. IlojenmHa fleria He Boje a TeBajy CaMOCTA/IHO, IOK U Apyra camo ja
II€Bajy COJIO.

3HayajaH NojaTak JodujeH Off IMpPUTeHaTa jecTe /ia lella He HAaITyLITajy Xop
4eCTo, a/M fla Kajia ce TO U JieCH, YITITABHOM je 300r IpeBuIIIe [PYIUX IIKONICKNX
¥ BaHIIKOJICKMX 0daBesa WM KaJ feTe pepacTe xop. Mebytum, pupurentu Ha-
BOJIE Jla Cy IOjefjuHa Jiella XOP HAIyCTuIa KaJi Cy CXBaTWU/IA Jla HUCY JOBOJ/bHO
HaJlapeHa 3a IeBaibe WIM Jia Ha XOPYy He IeBajy OHO IUTO Cy OYeKMBasa, a TO je
neBarbe CaMo IOIy/IapHUX IlecaMa. JeflaH IMPUTEHT je MCTAKao Ja je JieTe Hally-
CTUJIO XOP jep je yBUIeNIO ia He MOXe fia dyfe nupep.

JMpUTreHTN 3aK/by4yjy /ia je IleBarbe Y XOPY BeOMa Ba)KHO 3a JIeNy, Te Ja Cy
HpuMapHe coyujante godpoduiiiu eBama y Xopy: yue fa Syny fieo Tpyre, 1a fene
U TIOLITYjy ipyTe; pa3Bujajy ocehaj mpuxsaheHocTy; mopjeHako ce pasBujajy Kao
VIHAVBUZIYE U YHYTap I'pyIle; COUMjaNN3yjy Ce U pasBUjajy COLMjaJHe BELITUHE;
pasBujajy ocehaj KonekTuBHe CBeCTH U IpyIHe ofroBopHocTi. Ha spyrom mecty
HOfiB/Iaue emMouiusHe godpoduiiu: eMOTUBHY pa3Boj; ocehaj omyurrenocTy, cpehe
u 3aoBo/bcTBa. He Tpehem Mecty cy mysuuke goSpoduitiu: yue My3UKy IO HO-
TaMa; MeBajy MMPOK My3SUYKM PENepToap; yde Kako fla ce IOHAIIajy Ha CLeHN;
pa3BMjajy IIaCOBHE 1 My3MYKe BEIITIHE, CTETCKe CTIOCOOHOCTH, MaMheme 1 My-
3uKanHocT. Ha yeTBpTOM MecTy Hanase ce dicuxonouike godpoduitiu: pa3Boj KOH-
LeHTpalyje, UCTPAjHOCTH, PEYHNUKA, CAMOIIOYy3/lalba, CAMOKOHTpOJIE, AUCLN-
IJIMHE, KPeaTVBHOCTU U MAIITE, y4e C€ YHUBEP3aTHUM BPEJHOCTIMA.
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2. Yauiminuk 3a poguitierve (Ipuor 2).

Bemuknu dpoj popnrerpa (N=58) cmaTpa fia je BUX0OBO AeTe Bpo y3dyheHo u
cpehHo mpe oflacka Ha XOpcKy 1pody: jefiBa 4eka roderak mpode, dpoju maHe
no cnenehe mpode, pagyje ce n Boiu Aa upe Ha mpody. VI nmopexn tora mto Hajsehn
dpoj mene Bom fja usie Ha XOopcke mpode, NojenHa fena ce yBek (N=15) u mone-
kaf (N=13) ocehajy nemwo ga npy Ha mpody. Y cnenehoj ynopenHoj Tadenu Bu-
IVIMO CTalbe, pacionoxeme 1 ocehamwa fjeTera mmpe u nocne npode xopa (radena

1).

Tadena 1. Pacionoxema fielie pe u mocie mpode.

IIpe mpode

ITocne nmpode

Iodpo je pacnonoxxero (3)

Borme pacnonoxeno (27)

Cpehno je (1)

CpehHnuyje je (8)

V3dybeno je (4)

Y3dybeno je (5)

Ilesa (1)

ITesa (5)

JenBa yeka ja mouHe mpoda (2)

Jensa uexa cnepehy mpody (1)

3azmoBopHO je (1)

3anoBorbHO je (5); ITyHo XxuBOTa 1
uckycrasa (2); Vicnymweno; IIpenopobeno;
S/1aroc/oBeHO yMOpPHO.

Jewo (1)

YBek cpehHo u 3a10Bo/bHO (1)

YnmopHo (1)

YBeK 10dpo pacronoxeHo 1 3afj0Bo/bHO (1)

Jloe pacrionoxxeHo (1)

Opmr4aHo pacnonoxeHo (1)

Mps3oBosmHo (1)

VBek 3aJ0BO/bHO, 1e€Ba CBe [[OK He 3acru (1)

Popurersu nape 00pasiaxky fa BbIXOBa Jela Bojle Aa MeBajy Ko kyhe (N=64)
Ipey, WIAHOBMMA opopue u npujare/puma (N=59). He tako manu dpoj popu-
Te/ba U3jaBjbyje [ja IIXOBO JeTe IeBa HelpeKuaHo U cByna (N=26), Hajuemhe y
cBojoj codu (N=17), mok ce kyna (N=12) u urpa (N=4). [lete ieBa TOKOM JaHa
(N=2) n Hohy (N=5), xax je odpo pacnonoxxeno (N=3), y KoMa, TOKOM BOXHbe
(N=2), Ha ynuuy, 3ajeqHO ca CHUMKOM WJIM TeTIeBU3NjOM, C MAjKOM, Y CTOOOIHO
BpeMe 1 Kaf je camo. [lete kox xyhe yrmaBaom (N=51) u nonekaxn (N=7) meBa
OHe IIeCMe Koje IIeBa Ha XOpY, a/lvl U HeKe Jpyre mecMe Koje oy (N=4).

Popuresn oTkpuBajy fa muxosa nopopuia yrimaBHoM (N=39) u noHekap
(N=13) neBa cxyma. Mehytum, Benuku dpoj je OHUX MOPOANUIIA KOje YOIIIITe He
IIeBajy WM PeTKO IeBajy 3ajenHo (N=14). I[lopoguaHo ce meBa Hajuenthe TOKOM
npocnasa poheHaHa, BOXIbe, IyTOBalba, lIeTHe, CipeMata kKyhe, kox kyhe, npe
CllaBama, BUKEHJOM, IIOC/e Ipode Xopa MIM KOHIEPTa, y3 CHUMAK, Kafi Cy
ykyhann fodpo pacronoxeHn, amu u de3 mocedHor pasyora.
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Kap je mere dumo mano, pogurte/su cy My Hajuelrhe meBanm CpIicKe mednje
necme (N=48), ycmaBanke (N=11), cpricke npksese necme (N=8) u cprcke Ha-
ponHe 1 TpagunyoHanHe necme (N=7). Popgurepu cy meuy IeBamyu COICTBEHe
MIMIIPOBM3al{yje MM MecMe Koje Cy HaMeHCKM KOMIIOHOBaHe 3a jieTe, alnu U
CPIICKe TIOII ¥ POK IlecMe/danafe, ceBaInHKe 1 dpojanuie.

Ha ocHoBy mpuue fereTa, poguTe/by HaBOfe Aa Cy Hajehu mo3uTuBHU
YTUCLY TIeBakba Y XOPy Ha IPBOM MECTY OHY KOjIi ce OfHOCe Ha coyujanty godpo-
Outi: conmjanmsannja (N=26); nmyroBamwe (N=4); cTap ¥ IOHaIIame JUPUTEHTA
(N=4); yueme kpo3 urpy (N=3); HoBa nckycrsa (N=2); ocehaj mpumaganmrsa
(N=2); atmocdepa 1 akTMBHOCTM TOKOM npoda. Ha apyrom mecty je mysuuka
godpoduiii: 3a0BOBCTBO 1 /bydaB peMa neamwy (N=14); HacTyname, usBohemwe
(N=13); pasBoj rmaca u cinyxa (N=6); ydeme HoBux necama (N=4); pydas mpema
mysurm (N=3); dombe, mpenyusHmje 1 TayHuje nepame. EMoTBHA 100podUT Cce
HajTa3) Ha TpeheM MecTy: pasBoj caMoIOy3amba, MOCTU3aibe 3PENOCTH, JieTe Ce
3a7pyduio, oceha ce jeno, MocedHO 1 Ba>KHO JIOK IIeBa.

Hajsehu dpoj popuremsa (N=61) npumerno je Hampefak y IeBamy AeTeTa,
Kao U NPOMeHe y eCTeTHIH, YKYCy M My3W4YKUM IpedepeHnnjama feTeTa 3dor
neBama y xopy (N=42): moueso je ga ciyua KIacuuHy 1 JYXOBHY MY3MKY; I1O-
CTaJIo je M30Mp/bUBUje Kafl je My3HUKa y INTambY; Ipeno3Haje JoOpy 1 pearyje Ha
JIOlLIy MY3MKY; BOJie padyHa O TOMe KOjy My3MKY C/yluajy Ko Kyhe; passuio je
MHTepecoBambe 3a iedjy My3uky. Mehyrum, onpehenn dpoj popnrema (N=24) ne
npumehyje pasnuky y Mysudkum npedepeHIjaMa ieTeTa, jep IojefiHI HaBofe
Ia feTe 1 jajbe CIyIIA ITYIy MY3MKY C jyTjyda.

Hajsehu dpoj popuTespa ucTide fa BUXOBO JieTe YIIABHOM HeMa Ipumerde
Ha TIeBame y Xopy. Mamu je 0poj popuTeba Koju Kao mpumende MmopiBade:
CTpecHe cuTyanuje ¢ Apyrapuma, xesby fereTa fia mpode u HactTynu Oyny venthn,
TYTY jep Huje duo n3adpaH Ja IeBa Ha KOHLEPTY, IIeCMe Koje He BOJIe fla IIeBajy a
KOje Cy Ha peliepToapy, 3aXTeBHOCT IIp0oda MM yMop fieTeTa 300r ImpesulIe 0da-
Besa.

Hajsaz, Munupema poauTesba jecy fia ce Ha IIPBOM MeCTY Hasase coyujante
godpoduiniu ieBara y Xxopy: conujammsanuja (N=25); npunagame rpymu (N=12);
nyroBama (N=4); ckmagan pag y rpymn (N=2); nogpebeHocT rpynu, a He cedn
(N=2). Ha gpyrom MecTy cTaBbajy my3uuke goopoduitiu: pa3Boj cayxa, Iaca u
rosopa (N=16); mysnukor ykyca (N=6); Mmysnuko odpasoBame (N=4); neno n
TayHO NeBame (N=3); pa3Boj putMnukux cnocodnoctu (N=2); mosHaBame pas-
JMYUTUX XKaHpoBa 1 cTunoBa (N=2); mpaBunHo gucamwe. Ha tpehem mecty mo-
CTaB/bajy emoitiusHe godpoduitiu: 3agoBo/bcTBO 1 cpeha (N=8); onmymreHoct
(N=5); emoTnBHNM pa3Boj (N=4); uspaxasamwe emonuja (N=4); ocmodahame ox
tpeme (N=3); cnodopa ma ce camocranno nuspasu (N=3); emnaruja (N=3); nodpo
pacnonoxeme (N=2); ocmodabame ox ctuaa; ocehaj curyprocTy; pa3soj mieme-
HUTOCTH. Ha 4eTBpTOM MecTy Cy dicuxonouike godpoduiiiu: caMONOy3Harbe
(N=12); odpasoBamwe (N=4); KyITypHO y3[u3ame, OOH-TOH, JIENIO ITOHAIIAE,
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MaHypu U eMaHiunanuja (N=4); nucuuminsa u pagHe HaBuke (N=4); kpeatus-
HocT u Mamurta (N=3); Befap nyx (N=3); do/pa maxkma u KoHueHTpanuja (N=2);
Ko meBa 3710 He mucmu (N=2); pagu ce oHO mTo ce Bomu (N=2); OATOBOPHOCT
(N=2); TonepaHIyja; UCTPAjHOCT; KOMYHUKATUBHOCT; ITO3UTUBHO J€jCTBO Ha
TEJI0; Yuere PasINIUTUX je3UKa.

3. Yauimnux 3a geyy (mpwor 3).

Or 86 ucniurane fiene y3pacra ofi 5 1o 16 rogyuHa, HajBUIIIE je IeBOj4YNLia y3pacTa
ofi 8 o 11 roguHa. Y XOpoBMMa je HajMambe ledaka — y CBUX IIeCT XOPOBa YKYITHO
je 14 medaka op 5 po 13 roguHa. Jlerja HaBofie la Cy IIoYesIa Jja IIEBajy y XOopy Ha
y3pacty ox 4 no 13 roguHa u fja cy y HajseheM Opojy oHM, a He BUXOBU POAM-
Te/bM, OIIYYM/IN Ja IeBajy y xopy (N=74). Hadpajajy na HajBuiire BoIe fja IeBajy
Iiedyje mecMe, 3aTUM HAapOfiHe ¥ TpafMIMOHa/NHe, IIpKBeHe 1 doxxmhHe, 1oI 1
POK, pel, au 1 [ia He BOJIe fia IIeBajy /bydaBHe U focafiHe mecMe. [lenia ce ¢ mpuja-
Te/bUMa U3 xopa apyxe yrmaBHoM (N=39) u nonekan (N=32) BaH npoda u Ha-
CTYyIA.

Jlenia Bone ma meBajy y XOpy U3 eMOMUBHUX PA3/oia KOje Cy MOCTaBUIN Ha
IIPBO MeCTO: 3adaBHO je//Iero/3aHNM/BMBO; BOJIE fIa IIeBajy; BOJIe MY3UKY; BOJIe
IMPUTEHTa; BOJIe €X0 KOjy HacTaje XOPCKUM IleBambeM Y LIPKBU; Y)KMBajy y U3-
BoDemy; IeBame MX YMHM IMOHOCHMM 1 cpehHMM; onymuTta ux; ocehajy ce dome
TOK II€BAjY; TO je BUXOB CaH; ONYBEK CY JKeJle/IN [a MeBajy Y XOPy; XKeJeau Cy a
IIOCTaHy IeBauy U gupureHTnn. Ha pyrom mMecTy cy coyujanne oKonHOCTHU: YIIO-
3Hajy HOBe JJPyTroBe; IPY>Ke ce U Iy TYjy; UMajy Zodpo APYIITBO; ca Apyrapuma cy
KOje BOJIe; IIeBatbe Y XOPY je Jodap HauMH Aa ce mposefe cnmodonHo Bpeme. Ha
TpeheM MecTy je mysuuxu gaxitiop: yde HOBe IleCMe; JKeJle Jja pasBuUjy IJIac U
Hayye Jja IIeBajy.

Hajsehn Opoj penie je usjaBmo fa ce Hajdome oceha TokoM mpode (N=54).
Mamu dpoj ce oceha dome mocre (N=37), a Hajmamu Opoj feue mpe mpode
(N=14). lena HajBuuIe Bojle KoHIepTHe HacTyme (N=52), 3aTuM fia ce apyxe
(N=34), mame Boste mpode (N=23), a jour mawe cHumama (N=9). [lok nesajy y
XOpy, TpeMy mnu yoruite HeMajy (N=58) wm je umajy nonekaz (N=27). Hajsehn
dpoj meue He meBa y mkonckoM xopy (N=52), anm 3HaTtan Opoj gere mesa (N=33).

[Nocnegmyx ocaM NUTawka y YIUTHUKY 32 IeLlY jeCy JUXOTOMHA IIUTamba — O,
noHybena iBa oprosopa (fa u He) mena Oupajy jemaH. Tako cMO ycTaHOBWIN [ja
IeBalbe Y XOPYy UMHU Jja ce Hajeehm dpoj mene oceha fenom 3ajepunue (N=73) u
[a TIoMaXke JiellM Jja pasyMejy U pasBujy cBoj rmac (N=83). Mebytum, feua He
IIeBajy y XOPy 3aTO LITO BUXOBMU APYTOBMU IeBajy y ucToM xopy (N=73), a camo
Mmanu Opoj petie (N=7) meBa y Xopy Mako UM je paHMje pedeHo Jia He yMejy fa
neBajy. [leBame y xopy yrnaBHoM (N=44) ym nonekan (N=25) nomaxxe feuu jja
3adopaBe Ha Tyry u youle pacrnonoxemwe. Hajsehu Opoj mere usjasmyje ma ra
neBame y Xopy yrmaBHoM (N=61) nm nonekay (N=20) onyITa, Kao 1 fa Iepame



Munena ITerposuh, 3Hadaj XOpCKOr IeBaba 3a MEHTATTHO O/IArOCTambe felle 95

y xopy yrnaBHoM (N=67) wau nonekan (N=12) yrenuraBa m»uXoBe U >KUBOTE
BUxoBUX dmxmwux. Mako Hajehu Opoj pele msjaBpyje ga ce oceha Mame
ycaM/beHO IOK IeBa y xopy (N=67), mpumdas je dpoj elie koja He 1eBajy y Xopy
ma du ce ocehana Mame ycampeHo (N=19).

Huckycuja

YOUTHUK 32 JUpUTeHTe HajMalbe MCTPaXKyje YTUIjaj XOPCKOT IeBama Ha
3IpaBsbe fielle. Bue ce ucnmTyje OMIITH CTaB AMpPUTEHTA IIpeMa IeBamy, hop-
MMpalby perneproapa U ayguuuju 3a npujeM fene y xop. Hajsume mogataka o
1odpoduTH MeBama y XOpy HOOMIM CMO Ha OCHOBY OATOBOpA Jlelle ¥ POJUTEsba.
3aHMM/BYB IIOfJATaK jecTe Ja Helia 13jaB/byjy ia ce ocehajy Hajdo/be TokoM 1pode,
a/Iu BUXOBU poauTesby YBUbAjy /a je BUXOBO pacIonoxeme dosbe mocye mpode.

OTkpuiu cMo Jja [iella Koja MeBajy y LIKOJICKOM XOpY, Kao U IUXOBY POJU-
TeJbY KOjy Cy HeKaJja IleBa/li Y LIKOJICKOM XOPY, HEMajy MO3UTHMBHO MUIIJbEIbE O
TOM UCKYCTBY. JeJHO [ieTe je M3jaBIIO Ja HaXXaJIOCT IIeBa Y IIKOJICKOM Xopy. Po-
IUTE/bY KOjU HUCY TIEBA/IM Y XOPY WM MMajy JIOLIE UCKYCTBO y IIKOJICKOM XOPYy
YI/ITaBHOM He II€Bajy NOPOJMYHO, CKYTIA C JIELIOM.

JloHeke 3adpumaBa mojjaTak fodMjeH Ha OCHOBY JiedjuX OATOBOpPA Ja OHA
HajBUIIe BOJe KOHIIEPTHe HACTYIIe U Ja je TO jefjaH Off KJbYYHUX MOTMBa 3dor
Kojer IleBajy y Xopy. 3a TUM C/lefyl Jja MHOT'a Jielia Bojie fa neBajy comno (., Kennm
na dyzmem Boba®; ,,OmyBek caMm >keleo/na Ja mocTaHeM IeBad”) 1 Aa ce ocehajy
TY)XKHO KaJl HUCY ofiadpaHM fla TIeBajy co/lo Ha KOHIepTy. JIoK, ¢ jefiHe cTpaHe, ¥
XOpY MMaMoO BpPJIO CTUA/BUBY Jelly, KOjuMa je XOp CPeficCTBO Ha ce 0cnodofe 1
coLujannsyjy, ¢ gpyre cTpaHe, MMaMoO IIpeTePaHO CaMOIIOY3[IaHy Jiely, Koja ce
ocehajy nerno, 3Ha4ajHO 1 MocedHO JOK NeBajy. MehyTum, Hajsadpumasajyhu mo-
JlaTaK jecTe Ja, MAKO Cy Kao Manay Hajuerrhe crymany fiedmje mecMe off CBOjUX
ponuTerba, BeMMKM Opoj Aielie — YWIaHOBA Je4MjiIX XOpOBa — He BOJIN JIa TIeBa fie-
4nje ecMe. Y XOp Ce y4Iamyjy YIJTaBHOM 3aTO fia Oy IeBa/y IOIl IecMe, LITO
IIOKa3yje BeJIMKM YTULIAj KOMepLMjaiHe My3IKe U eCTpaje.

Jena Bose na meBajy y Xopy jep ce Taga ce Taga ocehajy menom 3ajenHuie,
IIOHOCHO ¥ OIIYLITEHO, a IleBambe UM YIleIlllaBa XuBoTe. lelja yIIIaBHOM He Ile-
Bajy y Xopy fia 1 3adopaBnia Ha TYTY U JIOLIe PACIIONOKeHe, HUTHU 3aTO LITO MX
neBarbe YMHM Makhe YCaM/beHO, a/Ii HU 3aTO IITO HUXOBY IPYTOBY IIEBAjy Y XOPY.

Case Tpu rpyIie ICIMTAHMKA HA IPBOM MECTY MCTUYY JIPyLITBeHY J0dpoduT
IeBama y XOpy: Apy>Kemwe U conyjanusanujy; ocehaj npumnagHocTn u npuxsahe-
HOCTH; Pa3Boj COLMja/IHMX BELITHHA; OfiTOBOPHOCT IpeMa I'PyI; IIpaB1/Ia IOHa-
Iamba Koja BaKe 3a IPYIy; CAMOAUCLMIIINHY Y OKBUPY TUMa; MHAVBUyaNIn3a-
1Vjy Y OKBUPY Trpy1e; MehycoOHO me/bere U MomToBambe.
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Vimnmnkanuje u 3aK/by4ak

W nopep, cBUX casHama O BPEJHOCTY U 3HAa4ajy KOjU MeBakbe y XOpy MMa 3a
MEHTA/IHO OIaroCTambe Jelle OCHOBHOLIKOJICKOT y3pacTa, IapafoKCalHa je Yimbe-
HIILIA I je XOPCKO IIeBakbe Y CPIICKOM OCHOBHOIIKOJICKOM 00pa30Bamy IPUINIHO
3aI10CTaB/beHO. XOPOBM CY ITOCTa/N M300PHA MU CTTOOO/HA IIKO/ICKA aKTUBHOCT.
Y Behmun mkomna y Cpduju HacraBa xopa mmahux paspesa OCHOBHe IIKOJIE He
OpraHusyje ce 1 He pean3yje Kao BIJ IIKOJICKe aKTUBHOCTY, a y BehyHyM 1mkosna
He 10CcTOje paspenuu xoposu (Mnmh, 2020). Crora je HEONIXOZHO CIPOBORUTH
MICTPAXVBalba Ha TeMy I0OpOONTH IeBama y XOpY, Te IPOCBETHUM BIACTUMA
yKa3auBaT! Ha 00aBe3Hy peannsalyjy Xopcke My3MKe Y OCHOBHMM IIKOTaMa, a
JIOKAJTHUM BJIaCTMMa Ha ITOTpedy OCHMBaMba JeUMjIX XOPOBa, 300T HECYMIbUBOT
edeKTa Koju IeBambe y XOpy MMa Ha LIeJIOKYIIHM Pa3Boj jelLe.

3aTo je cmeneha eTama MOT MCTpaXXMBamba YCTAaHOBJbEHbE YTHIAja KOjU XOP-
CKO IIeBalbe IMa Ha KOHIIEeHTpallljy HMBOA KOPTU301a, JOIIaMIHa ¥ CEpOTOHMHA
KOJI, Jielje LIIKOJICKOT y3pacTa (8-14 roguHa) Koja meBajy y xopy. OBo TecTupame
odaBuhe ce mpeko y3opKa canmBe jielie 00a Mo, IIpe ¥ HAKOH XOPCKOT NeBarba
— IIpe ¥ TIOC/Ie jefHe Ipode M IOCIe jefHOT KOHIIEPTHOT HACTyMHa. Y MCTPaXm-
Bamwy he ydectBoBaty npogecopu dakynrera Mysudke yMETHOCTY, MeanIH-
ckor 1 bronomxkor dakynrera y beorpapy.

Cnnuna crynuja (Kreutz u cap., 2004), anu ca 4raHOBMMa MELIOBUTOT aMa-
TEPCKOT XOpa CTapujer y3pacra, daBmia ce MCTpakyBameM edeKTa XOpcKe My-
3MKe Ha HJMBO KOPTU30/Ia U CeKpeTopHor nMyHornodynuHa A (IgA), umja je oc-
HOBHa y/ora ofidpaHa off MUKPOOpraHM3aMa U aKTuBanuje hemmjckor MMyHor
oxprosopa. Ha ocHOBY canuBe, y3eTe Ipe 1 Iociie XOpcKe MeBauke Ipode 1 TOKOM
CITylIamba XOPCKe MY3UKe, YCTAHOB/BEHO je a XOPCKO IeBambe yTide Ha noBehamwe
HIBOA CEKPETOPHOT MMYHOITIOOY/IMHA, a CIyIIame XOPCKe MY3VKe M3a3NBa
CMamerbe HIMBOA KOPTU30Ia.
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IIpunor 1 - YOIUTHUK 3a {UPUTEHTE

1. Konuxo cTe gyro sMpuUreHT?

2. Konmko cre gyro fMpuUreHT fedjer xopa?

3. ITa mu je TO opyBek Omo Bau n3dop?

4. Axo jecre, 3amTO?

5. Kaxo dupare pemeproap?

6. la M1 mmpaTuTe NIaH U IPOrpaM MM perepToap MpaBuTe NpeMa INYHUM MY3UIYKIM
npedepeHiujama?

7. [Ja mu MucnnTe fa MMaTe J0BO/LHO BpEMEHa Jla IPUIIPEMUTE IIECMY J/IN je Balle
BpeMe OTPaHIYEHO?

8. la ut mojefiMHe KOMITIO3MIIje 3aXTeBajy BUIe BpeMeHa 3a IIpUIpeMy?

9. MosxeTe 1y fja OIMIIETe Te KOMIIO3MIMje?

10. Ta tm cMaTpare fa MMaTe JOBO/bHO JleYjuX ITecaMa Ha perepToapy?

11. [la mu cy To cTapuje UIu HOBUje Jedje mecMe?

12. la mu MucnnTe fa IIOCTOjM pas3inKa UsMehy cTapujux 1 HOBUjUX Hedjux rmecama 1
Koja je?

13. Jla nmu pelia BulIe BOJie [a MeBajy Aedje WK HeKe Apyre mecMe?

14. Ta tn gerja KOpKCTe IOKPET P IeBamy?
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15. Ako xopucre, 3dor dera To pane?

16. Kako nsriefa ayguumja?

17. la nu cTe IpUMeTUIM PAa3IMKY y IOHAIIAKY Jelle HAKOH IIpMjeMa y Xop?

18. la i cTe IPUMETHU/IM PA3/IMKY Yy KBAJIUTETY [edjer IeBatba HAKOH M3BECHOT
BpeMeHa 110 IIpujeMy y Xop?

19. la nu cBa melia Bojte #a meBajy, Mpodajy U HaCTyIajy?

20. [la nu mela 4eCTO HAMYILTAjy XOP, U, aKO Jja, KOjI Cy Pasno3n 3a To?

21. 3amTo cMarpaTe Ja je leBame Y XOpy BaXKHO 3a Jielly, Tj. Koje ¢y Zodpodutu nesama
y xopy?

IIpunor 2 - YOIuUTHUK 3a popurtebe

. [la mu cTe BM MM Ballle fieTe OJTy4M/IN Ja OHO IeBa Y XOpy?

. Ykonuko cre BM OfTy4mIn, 3dor yera?

. Jla i1 cTe BU meBanu y Xopy Kao fiere?

. AKo jecTe, Koja Cy Ballla MCKYCTBa U YTUCIU?

. [la 11 u masbe MMaTe IpujaTesba U3 Xopa?

. [la 1u cy BaM Ballla MCKYCTBa IIOMOI/Ia Ha HEKM Ha4MH KacHMje Y XKMBOTY?
. la nmu je Bamre mete y3dybeHo mpe ofylacka Ha XopcKy Ipody?

. [la mu ce Bamte fete oHeKay oceha yewo fa uae Ha mpody xopa?

O 0 N N Uk W N~

. la 1 MOXKeTe fja YIOpeRuTe CTambe, PacloaoxKeme i ocehama Bamler gerera mpe u
rocre npode xopa?

10. Ta vt Baire meTe BO/MN Aa meBa Kop Kyhe?

11. [la nu Baille fieTe BOMM Jia 1eBa Ipef WIAaHOBMMA ITOPOAMLIE U NpHUjaTe/buMa?
12. I'me n xapma Ballle JeTe mmeBa?

13. Jla nmu Bamre fete IeBa ko kyhe oHe IecMe Koje IleBa Ha XOpy?

14. la i Ballla MOPOAMIIA TI€BA CKyIa?

15. Axo meBa, KOJIMKO 4eCTO M Kaja?

16. Koje miecMe cTe meBaji BallleM IeTETy Kaf je Oumo Mano?

17. Ha ocHOBY mpude Baller JeTeTa, IITa MUCINTE KOjU Cy HajBehy MO3UTUBHY YTUCIIN
neBama y Xopy?

18. [Ta vt cTe IpMMeTVIN HAIIpeZlaK y TIeBarby Balller fleTeTa 300T IeBama y Xopy?

19. la vt cTe IpUMeTUIN TIPOMEHE Y eCTETHULH, YKYCY U My3U4KuM Hpedepenimjama
Balller fieTeTa 300T IeBama y XOpy?

20. [Ta u Bare mete MMa mpuMende Ha MeBarbe ¥ XOPy?

21. Io BaleM MMIIbEY, KOje €y JOOPOOUTH HeBama ¥ XOPY?
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IIpunor 3 - YnuTHuk 3a geny

ITon: JKenckn Mymiku

Konuko mmam rognHa

1. Konuko cu MMao//a TopMHa Kajja ci I04eo//Ia a IeBalll y Xopy?

2. la i cu TM OfTy4uNMo/NIa Ia IeBall Y XOPY VW/IM CY TO OFJTYIV/IN TBOjV PORUTEBI?
3. Koje mecme Bonuil fja meBall y Xopy?

4. JTa 1 ce Ipy>XULI C APYTOBYMA C XOpa M U3BaH Mpoda U KoHIlepara?

5. 3amiTo BOMMII Jja IeBall y XOpy?

6. la mu ce oceharr dospe mpe, TokOM MM mocie mpode xopa?

7. Koju ieo Xopcke akTMBHOCTY HajBUIIe BOMNUII (3a0KPYXKI)?

[Ipode  Konmepre CHumama [pyxeme

8. Ja m1 Mmai TpeMy Kaf IeBaml y Xopy? Ia Ilonekan He
9. [la mu mepau y MIKOJICKOM XOpy? Ha He
10. [TeBame y Xopy yTHude Ha TO Aa ce ocehaM fienoM 3ajemHnIie. Ha He
11. IleBame y XOpy MM ITOMa>Ke Jja pasyMeM U pa3BUjeM CBOj I71ac Ha He
12. ITeBaM y XOpy 3aTO HITO MOju SPYTOBU IIE€BAjY Y XOPY. Ha He
13. IleBaM y XOpy MaKo MM je paHMje PEYEHO Jla He YMEM Jia IIEBaM. Ia He
14. ITeBame y Xopy MU OMa’ke fla 3ad0paBUM Ha TYTy 1

JIolIe PacIIONOXKeme. Ia He
15. IleBame y XOpy Me OIyIUTa. Ha He
16. IleBame y XOpy yneniasa MOj >XMBOT U )KMBOTE

MOjUX OMVDKIBUX. Ha He
17. TleBame y Xopy umMHU Jia ce ocehaMm Mambe ycaM/beHo. Ha He

THE IMPORTANCE OF CHORAL SINGING FOR CHILDREN’S MENTAL WELL-BEING

The aim of this research is to investigate the effects of choir singing on mental well-being
in primary school children. The sample consists of primary school children as choir mem-
bers (N=86), their parents (N=66) and conductors (N=6). The method consists of three
anonymous questionnaires for all three categories of participants to measure both qualita-
tive and quantitative data concerning how young children benefit from singing in a choir.
The results show that all three groups emphasize the social benefit of singing in the choir
in the first place. Children like to sing in a choir because it makes them feel honored,
relaxed and part of the community, as well as because singing beautifies their lives and the
lives of their loved ones. Unfortunately, it was found that the family does not sing often,
but also that a large number of children do not like to sing children’s songs in the choir,
but popular and commercial ones, and that the main reason why children decide to sing
in the choir is concert solo performances. The implications are: 1) to establish the influ-
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ence that choral singing has on the concentration of cortisol, dopamine and serotonin
levels in primary school children (8-14 years) before and after choral singing; 2) to influ-
ence the return of choral singing as a central musical activity to the primary school educa-
tion system and that every primary school in Serbia should have a choir; 3) to encourage
local communities and municipalities to establish children’s choirs and strengthen choral
music opportunities as a starting point for the lifelong benefits of choral singing.

Keywords: choir singing, mental well-being, primary school children, social benefit
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The concept of creating musical amateurs
in music culture teaching

Summary

With its content and activities, the subject of music culture in elementary education has
a comprehensive effect on the development of an individuals cognitive, emotional, cre-
ative, and primarily aesthetic aspects. An essential prerequisite for the amateur practice
of music is the development of aesthetic taste, opinion, ideals, and musical intelligence,
which allows the individuals to understand and evaluate the quality of the music they are
listening to or should perform. The paper aims to present an approach to music culture
teaching through which future music amateurs are formed. Understanding the aspects of
organizing the teaching process of listening to music, teachers gain insight into how they
can enable students to love artistic music and the music of their own nation and other
nations and understand it. In this way, new generations are created who enjoy participat-
ing actively or passively in the artistic life of their surroundings, which motivates and
encourages the social community to organize, enjoy and participate in musical life.

Keywords: amateur, music culture, methods, teaching

Introduction

laying music without a well-spent time will not encourage students to practice

music (Regelski, 2007). Regelski’s thought encouraged us to focus on clarifying
what skills should be developed in the musical culture class so that the student
could successfully engage in music outside of school and the school curriculum.
In today’s educational system, attention is focused on values that imply the
demand for concrete results of the teaching process, that is, measurable outcomes
and teaching materials of particular importance. Instead of relying solely on
entrenched verbal discourse, teachers are tasked with finding ways to enable
students to experience music. Hence the view that music education should focus
on the education of amateurs and it should be the introduction of alternative ways
to enable students to engage more in music (McCarthy, 2009). This raises the
question of which directions and approaches in teaching enable the full
development of an individual’s potential for amateur music practice. However,
before proceeding with the analysis and further improvement and design of a
purposeful teaching process, it is necessary to clarify the meaning of the amateur
and his activity. Direction of the teaching process will also depend on the
perception of amateurs, their activities, how and in what way they perform them,
what skills they possess and in which qualitative domain. The paper will therefore
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be dedicated to clarifying the figure of the amateur in general conditions and
musical context, based on which the direction of the teaching process will be
shown in more detail, which will provide the student with a basis for amateur
music practice.

General concept of amateurs

It is common knowledge that the term amateur is used in many domains and
activities, and the field of music is certainly no exception. Defining the
characteristics of amateurs and their opposites, professionals, should begin with
an analysis of their non-musical meaning. The word amateur is derived from the
Latin word amo meaning love (Srpsko-latinski i latinsko-srpski recnik, 2010: 567).
As alink between the verbs to love, and the term amateur, there is an amator, that
is, an admirer, one who loves (Srpsko-latinski i latinsko-srpski recnik, 2010: 566),
expressing a particular affection or liking for something. An amateur is, therefore,
“one who pursues something, e.g. science, art, or skill, out of love, not professionally”
(Vujaklija, 1996: 37). In various publications amateurism is defined not only from
the point of view of preference (expressing affection or liking for something), but
also from the point of view of activity, i.e., doing something as a hobby (Cambridge
University Press, 2010; Merriam-Websters, 2014), and the presence of this type of
activity defines it from the aspect of mere spiritual pleasure and leisure
(HarperCollins, 2012), and not exclusively as a form of work. Thus, the love or
liking a person expresses towards a specific activity represents a type of motivation
as a critical starting point for engaging in an activity (Drummond, 1990). The
basis from which one starts when defining an amateur can be opposite, with
negative connotations, namely that an amateur is a person who does something
badly, i.e., is not skilled in work or any other activity he is engaged in (Harper
Collins, 2012; Merriam—Webster, 2014). The opposite of an amateur is a
professional “who performs certain work as the permanent, basic occupation, i.e.,
the professional does something professionally as trade, vocation” (Vujaklija,
1996: 735). The etymological origin is found in the Latin language. It comes from
the term profiteor, profiteri, which means to announce or publicly admit, to
promise voluntarily (Srpsko-latinski i latinsko-srpski recnik, 2010: 847). It is
considered that the term professional grew out of the idea “that following a
profession means following a calling” (Drummond, 1990: 3).

Author John Drummond (Drummond, 1990) presented the distinction be-
tween amateurism and professionalism through four categories, that is, four char-
acteristics!: literal meaning, attitude, standards and rewards. The first category —
the literal meaning describes amateurs based on the term’s origin — an amateur is

! The author initially lists five categories in the paper. Given that the last category refers
to sports and thus is not applicable in other areas, it will not be discussed in the paper.
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motivated by love or liking for an activity, while a professional follows his voca-
tion. The second category describes amateurs and professionals in terms of their
attitude towards their activities. An amateur is defined through partial dedication
and occasional dedication. At the same time, professionals are wholly dedicated
and committed to their work and are obliged to maintain a constant quality of his
performance. This category does not refer to a moment of performance of any
kind but to the dedicated time and the quality that precedes it. The third category
deals with standards. It explains the differences from the point of view of the skills
that the two groups of people have here. On one hand, amateurs are characterized
by incompetence, that is, relatively low qualifications and lack of experience. On
the other hand, a professional is competent, relatively highly qualified and expe-
rienced. However, claiming that an amateur possesses no skills would be wrong.
The degree and quality of the acquired skills depend on the individual. Within
the framework of amateurism, additional categories could be created that would
explain the different degrees of skills. However, professionals are expected to have
the highest degree of skill and experience. The fourth category talks about rewards
— final outcomes after certain activities are completed. The activities that amateurs
are engaged in, have the function of leisure, and different types of recreation lead
to their reward, personal satisfaction. In contrast, professionals engage in their
work to support themselves, which means that the result is earnings.

Stebbins (Stebbins, 1992), through a fifteen-year research of amateurs and
professionals, i.e. a total of eight studies, came to an interpersonal i.e. social and
psychological definition of an amateur, which is presented through five different
criteria: self-confidence, persistence, commitment, preparedness and self-percep-
tion.

Greater confidence is generally attributed to professionals compared to ama-
teurs, where the level of confidence is significantly lower. This state of affairs is
explained by the fact that amateurs, due to significantly less experience, often
doubt their abilities, express them with a degree of shyness or fear, and can quickly
lose control, which causes fear or tension to affect the quality of performance.
However, it is important to emphasize that lack of self-confidence is characteristic
of activities that include stage performance and is not present in other activities.
If we exclude amateurism in the stage domain (musical-dramatic), regardless of
the level of experience amateurs have, the presence of stage fright and fear of
public performance is not so characteristic for the professionals. However, the
characteristic by which professionals and amateurs differ is not the degree of ex-
periencing or manifesting tension, but the ability to control internal feelings and
experiences, thus preventing potential endangerment of the performance. This
“superior control’, as Stebbins (1992) calls it, which is much more available to
professionals, is achieved thanks to rich experience.

Another parameter for defining an amateur is persistence, that is, persever-
ance. A research conducted by Stebbins (Stebbins, 1992) showed that amateurs
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and professionals find a reason to persevere. However, the results indicated that
persistence differs from group to group, although it manifests almost equally
among amateurs and professionals. The difference lies in the fact that amateurs
are in a position to choose, i.e., they are not forced to accept specific projects that
they do not like, while professionals are often forced for economic reasons to ac-
cept certain jobs that are not in line with personal aspirations and pursuance. This
type of persistence is mainly present in the sphere of art.

Amateurs are very attached to the activities they engage in, that is, they ap-
preciate their value highly, while professionals, in addition to attachment, strongly
cherish continuous work (Stebbins, 1970). Amateurs need significantly more time
to find an activity to which they will dedicate their free time. At the very begin-
ning, in the phase of discovery;, it is characteristic that they research and evaluate
certain activities to arrive at the answers about the advantages, benefits and prof-
its that can be provided to them. If they find the right balance between rewards
and costs, the level of their commitment to a particular activity will begin to ap-
proach the level and values the professionals possess. Therefore, it can be con-
cluded that novice amateurs are significantly less committed to continuous work
than experienced amateurs and professionals (Stebbins, 1992).

When talking about an individual’s readiness, it does not refer exclusively to
the training or preparation of the individual to perform the activity in the best
possible light. It implies discipline and all the necessary steps that the individuals
continuously take until the moment when they need to perform and show their
skills and knowledge. Compared with professionals who subordinate all other life
obligations to their profession, the amateurs usually do the opposite, putting first
the obligations and activities related to school, family, and social life, devoting the
remaining time to the activities to which they devote themselves as amateurs. This
often leads to a situation where there is very little time left for preparation after
all the responsibilities are completed. One of the additional factors that can nega-
tively affect preparedness is fatigue. The reason is that most activities of this kind
(e.g. choir rehearsals) are organized in the late afternoon or, more often, in the
evening. During the day, one loses energy and strength by performing certain
duties, so naturally, in the evening, one is least able to fully devote oneself to rec-
reational activities, despite the fact that they love what they choose to do in their
free time. It is essential to highlight finances as a preliminary condition for pre-
paredness, but high costs and savings on necessary equipment affect reduced pre-
paredness.

During a fifteen-year study carried out by Stebbins (1992), the following con-
clusions followed: amateurs were rarely considered inferior to professionals. It
should be emphasized that the amateurs respect the professionals, especially those
distinguished and highly appreciated ones in their fields. However, amateurs be-
lieve that professionals have a larger fund of different materials they can rely on
at any time and have more experience and skills in working with a more demand-
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ing audience. Through interviewing amateurs, Stebbins also obtained data where
amateurs in the initial stages of their careers were faced with the dilemma of how
much time, education and training are necessary to reach a higher level of com-
petence, which will release them from the status of amateurs. Despite the estab-
lished opinion that amateurs are characterized by the motive of love for a par-
ticular activity, while for professionals, the main driving force was money and the
desire for progress (Garber, 2001), as one type of proof of climbing the amateur’s
competence ladder is receiving monetary compensation. The moment when in-
dividuals begin to actively earn money from work that they do in their spare time,
it can be said that they are no longer dilettantes (Finnegan, 1989).

Taking into consideration the definitions and criteria, it can be said that am-
ateurs can be classified neither in the group of dilettantes, who devote themselves
to activities with very little attention nor in professionals, who invest most of their
time and energy in the activity they are engaged in. Amateurs are thus on the
border between professionalism and modern i.e., serious leisure?. They are never
accepted by professionals, nor can they get such a status. In this context, frustra-
tion often arises because they are unable to reach or meet high-performance stan-
dards due to a lack of time, experience, education, skills training and equipment.

Amateurs are often equated with the so-called hobbyists (Stebbins, 1992,
1996, 1998, 2007, 2013). But the difference lies precisely in the categories of dif-
ferent activities that these two groups of people engage in. It is characteristic for
amateurs to move in circles of art, sports, entertainment and science (Stebbins,
2007), while hobbyists are more concerned with collecting, participating in ac-
tivities such as hunting, bird watching, as well as playing games and playing sports.
All these activities do not have their professional counterpart, that is, there are no
people who professionally engage in such activities (Stebbins, 2013).

The benefits that serious leisure provides to amateurs, i.e., the (predomi-
nantly) personal and social rewards that are achieved, are opportunities for self-
development, intellectual and spiritual enrichment, self-expression, self-renewal,
a sense of achievement, self-image improvement, social interaction and belonging,
and the physical (Stebbins, 2013) or spiritual product of engaging in some activity.
By spiritual product, we primarily include musical art, where an individual, on
the one hand, presents to the audience a vocal, instrumental or vocal-instrumen-
tal performance that is not visually noticeable, which means that it is not physi-
cally tangible. On the other hand, the individual as a listener comes into spiritual
contact with music, based on which a perception, an emotional-aesthetic experi-
ence is created, which can also be marked as a spiritual product of coming into

2 Serious leisure is defined as an activity that is systematically repeated and sufficiently
exciting and fulfilling for the individual. Motivation influences the individual who finds
a career in a particular activity, thanks to which he can acquire and express his knowledge,
skills and experience (Stebbins, 1992, 2007).
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contact with music. Working on the various previously mentioned aspects enables
individuals to experience self-satisfaction and personal fulfilment. Social rewards
include social attractiveness, group accomplishment/achievement, and contribu-
tion to group maintenance and development. Social attraction means contacting
other amateurs from the same field or clients. Group accomplishment/achieve-
ment refers to working together for the benefit of the whole group while contrib-
uting to group development, including a sense of helpfulness and altruism (Steb-
bins, 2007, 2013).

Engaging in a particular activity as a hobby, inevitably brings certain rewards
but also costs (Stebbins, 2013). Costs do not have to mean financial expenses but
personal failures each individual can experience. Studies (Arai & Pedlar, 1997;
Stebbins, 1992, 1996, 1998) have shown that amateur activities represent a com-
bination of costs (financial and spiritual) and personal pleasure. Despite certain
expenses, personal experience and rewards prevail, and such a positive experience
becomes dominant in amateur activities.

Amateurism in music

The school subject music culture belongs to the group of subjects responsible
for the aesthetic education of students. Its goal, according to the Curriculum
(ITpocseitinu inacnux dp.15/2018; dp.5/2019; &p.11/2019), is to form aesthetic
perception and musical taste, develop interest in music, create love for different
genres and one’s own and other people’s traditions (Jeremi¢ & Stankovi¢, 2019),
and to build aesthetic attitudes and criteria (Stojanovi¢, 1996) for beauty in music.

Amateurism in music can refer to two different groups of specific activities.
Namely, the first thought of musical amateurism is any activity that includes a
specific vocal, instrumental or vocal-instrumental performance, that is, active
music. However, it does not have to refer to music performance exclusively, but
includes listening to music. Although this is not a direct form of playing music, it
is nevertheless a form of auditory engagement, based on which the criteria for the
aesthetic assessment of the value of an individual’s musical example can be clearly
identified. Music amateurism, therefore, can also mean the opposite way of engag-
ing in music, which is in the form of a visitor to concerts, operas, ballets, and
plays, then following and using certain media such as compact discs, records, and
the group also includes following music sheets and books.

Based on the social rewards that amateurs reap, defined by the author Steb-
bins (Stebbins, 2007, 2013), music amateurs can be portrayed through the prism
of: 1) social attractiveness, 2) group accomplishments/achievements, and 3) con-
tribution to maintenance and development of the group. Social attraction would
mean coming into contact with other amateurs from the same field, which is a
common occurrence in music amateurism. One such example is numerous choir
meetings, reviews, competitions and concerts where members of numerous ama-
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teur ensembles come into contact with one another primarily gaining the oppor-
tunity to meet, create and expand a network of friendships and then share musi-
cal experiences. This social aspect of music enables an individual to connect the
musical experience with positive interpersonal relationships, which even more
strengthens not only the admiration factor (Regelski, 2007), but also enjoyment
and hence the desire for amateur way to engage in music. This type of social at-
traction is also achieved through various conversations and discussions in which
many experiences and knowledge are circulated and can represent a good incen-
tive and motivation for the further pursuit of music. Group achievement is re-
flected in the results achieved by musical ensembles, and every kind of sense of
help, altruism (Stebbins, 2013), effort and hard work invested to achieve high
results contributes to maintaining the group and its positive development.

Regelski (2007) defines musical amateurs according to the following criteria:
1) time well spent, even when it implies a certain degree of effort (Regelski, 1996;
2007); 2) organization of time for engaging in amateur activities; 3) advancement
and improvement following the advice of a musician - role model; 4) musical
amateurism requires musical independencesindividuality (Regelski, 2007). Music
amateurs can also be presented through a dichotomous division into: 1) active
music amateurs, who engage in musical performance, and 2) amateurs - fans who
do not play music but enjoy and experience an emotional-aesthetic joy in contact
with music.

The concept of creating music amateurs

The school has the task of “educating people who will be able to get carried
away by art, to receive from it an incentive for better action, to rejoice in it and to
beautify life for themselves and others” (Pozgaj, 1975: 145). When the role of the
subject is defined in this way, we see that the goal, according to Pozgaj (1975),
coincides with the position of Regelski (2007). Namely, the critical factor for the
development of musical amateurism is admiration. Children, and many future
music amateurs, should be directed towards music from the beginning (Stojanovi¢,
1996), starting from preschool institutions, with a particular emphasis in elemen-
tary school. One of the goals of the course is to bring students into contact with
different musical content and to acquire auditory experience, based on which,
over time, criteria for the aesthetic assessment of the value of a musical example
will be created.

Following the objective of the course, it is necessary to organize the teaching
process in such a way that it leads to the development of the quality of the indi-
vidual, which will provide the conditions for later engagement in music. Regelski
(Regelski, 2009) points out that the pivotal moment is encouraging the love of
music among the students, is the one which leads to the fact that the students
themselves will begin to make room for music in their free time, regardless of
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whether they will put themselves in the role of active musicians, or enjoy music
as a listener — an admirer. Such an approach will ensure the increase of number
of music amateurs, who will serve from the social aspect as role models for future
generations so that they will start to engage in music, too, which falls within the
framework of the concept of good health (Regelski, 2009).

Constant nurturing and maintenance of admiration for music are critical
foundations of amateur music practice (Regelski, 2007: 29). Admiring music re-
peatedly makes the daily life of an individual unimaginable without music. Any
wrong pedagogic-methodical approach by the teacher or exerting any pressure on
the child by parents and teachers can permanently extinguish enthusiasm and
desire to practice music, i.e., the possibility of reaching dedicated amateurism.

As music amateurs are divided into performers and listeners, the task of
Music Culture teachers is to constantly encourage enthusiasm, satisfaction and
motivation for playing music in students, taking them through different levels of
listening to music and musical literacy. Thus, the teachers should always ask
whether the teaching process is organized in such a way as to encourage or hinder
the enthusiasm of the students (Regelski, 2007).

Listening to music3

The only area in which the aesthetic education of students is evident is the
teaching area of listening to music (Rojko, 2012). This area, in correlation with
other areas of the subject, has the most comprehensive impact on education, up-
bringing (Jeremi¢ & Stankovi¢, 2019), as well as the creation of conscious listeners,
i.e., music amateurs - fans, who develop an awareness of aesthetic value and cri-
teria for its recognition, in order to be able to recognize quality music, but also to
enjoy it. In addition, it positively affects the individual’s emotional, cognitive, psy-
chophysical and moral development (Vidulin & Radica, 2017).

The importance of listening to music in the context of the creation of musical
amateurs is reflected in students coming into contact with a rich range of musical
means of expression, their awareness, and reaching emotional and cognitive real-
izations during listening. Teaching focused on these values will enable students to
understand the meaning of music over time and how it functions, especially clas-
sical music, which will encourage and motivate them to love and admire it, as
Regelski mentioned (Regelski, 2007), and want to participate in musical activities
themselves. He also states that coming into contact with genre-diverse musical
content encourages creative satisfaction in students, which significantly influences
the decision-making about amateur music. Although listening to music is not an

3 Considering the complexity of listening to music and musical literacy, in the rest of the
paper, only the factors of the influence of listening to music on the development of ama-
teurs and the organization of the teaching process that ensures it will be considered.
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activity in which the participants are physically engaged, as is the case with vocal
music, instrumental and vocal-instrumental performance, it indeed represents an
essential preparation for the creation of passive music amateurs, individuals who
are enthusiasts, admirers and respecters of quality music. Stebbins (1992) states
that listening to music is an amateur practice as itself and that concerning its
performance listening to music is often a much more accessible practice in adult-
hood because it does not require a special playing technique. Also, new vistas of
musical pleasure open up for students by coming into contact with musical media.
This primarily means expanding the daily repertoire, coming into contact with
music that the students only knew it had existed or had heard before but did not
understand it, hence the resistance to classical music.

The link between listening to music in the musical culture class and musical
amateurism is the criteria for assessing the aesthetic value and the continuous
desire to practice music. The development of the previously mentioned two ele-
ments is affected precisely by the organization of the lesson, where listening to
music leads to the acquisition of quality listening skills, which ensure quality
knowledge of music (Vidulin et al., 2019).

It is evident that human beings are affected by many sound stimuli every day,
and musical examples can be found among them. Although students perceive the
auditory signals of particular musical works daily, including in the music culture
class, more than the realization of musical perception is needed to form criteria
for evaluating the quality of the music of different eras and genres. Mentally reg-
istering an auditory signal does not mean at the same time that the student has
become aware of it. If we are talking about mere perception, it is important to
point out that students cannot deviate from the fundamental like/dislike and
reach higher levels of understanding a musical example. Musical experience, or
apperception, can only be achieved through active access to the music content
being listened to. Thus, the conscious construction of criteria for the aesthetic
assessment of a piece of music, i.e., “aesthetic shaping”, as the author Stojanovié
(1996: 7) calls it, is possible thanks to an active attitude towards music.

The tasks of aesthetic education of students refer to the development of the
ability to perceive, experience, value and realize the beautiful, as stated by Rojko
(Rojko, 2012). Namely, with an active approach, the students, with their intellec-
tual efforts, construct “their mental representations of a certain body of knowl-
edge, they create them, build them (or rebuild them, create them anew) using
their previous knowledge and thinking about their mental functioning and regu-
lating it” (Pesikan, 2010: 161). While listening to music, the students, with their
mental effort, create representations not only of a specific system of knowledge
but also of different emotions and moods, aesthetic experiences and mental rep-
resentations, thus repeatedly complementing, upgrading and qualitatively improv-
ing the current emotional-aesthetic experiences, as well as all previous auditory
experiences. A quality upgrade would not be possible if the foundation did not
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exist beforehand. The student’s auditory experience thus represents a whole series
of layers of experiences that constantly influence each other and make each sub-
sequent auditory experience qualitatively better, richer in experience and clearer.
Thus, music becomes clear to the individual as an abstract phenomenon, and
precisely because they understand its quality, they can understand the criteria for
the aesthetic evaluation of musical examples and successfully apply them.

The essential condition for reaching mental representations and layered
building of emotional-aesthetic experience is the mental activation of students
(Zivkovié, 2023). Mentally activating students during the learning process, i.e.,
listening to music, implies a conscious, thought-based approach to the material
through which previous experiences are connected to new experiences (Waters,
2006; according to Zivkovi¢, 2023).

Graph 1. The concept of creating musical amateurs in music culture teaching.

The root of the creation of music amateurs — admirers, lies deep in listening
to music, which would not give favourable results if the teaching approach was
not directed towards active teaching (Graph 1). This type of teaching includes all
activities and approaches that enable students to access musical material actively,
i.e., conscious perception of the musical context to perceive it, i.e., experiencing
it emotionally — aesthetically. The experienced work represents a consciously built
basis on which the teacher can continuously develop the students’ ability for aes-
thetic evaluation. The future attitude of individuals towards classical music, as
well as other genres, is directly conditioned by the way the listening session is
organized, which significantly influences the perceptual experiences and the un-
derstanding of the reproduced example (Zivkovi¢, 2023). This way of reaching
passive music amateurs can also be presented graphically, where the basic starting
point in teaching is listening to music, which is accomplished through active
learning.
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Conclusion

The analysis of the term amateur led to the conclusion that amateur activity
borders amateurism and serious leisure. Nevertheless, despite its very complex
nature, it can be reduced to amateur performers and listeners in music culture
teaching. The creation of musical amateurs — admirers, who enjoy and experience
the work emotionally and aesthetically is preceded by a carefully planned, complex
teaching process, the basis of which is listening to music, as an evident form of
aesthetic education. However, listening is not sufficient in itself, nor is it purposeful
if it is not taken into account that it is part of the whole experience. At the base
of the emotional-aesthetic experience is active learning, i.e., mental activation of
students, thanks to which their mental representations are developed. Without a
rich living experience and a complex system of emotional-aesthetic layers created
under the influence of the music of different eras and genres, quality criteria for
assessing the aesthetic value of a piece of music cannot be created. By making
children aware of the sound experience, the opportunity to reach a high-quality
level of understanding of music through music listening lessons is achieved, which
will result in a continuous desire to come into contact with music of equal quality,
which directly creates the conditions for the creation of music amateurs.

References

Arai, S. M. & Pedlar, A. M. (1997). Building communities through leisure: Citizen partici-
pation in a healthy communities initiative. Journal of Leisure Research, 29, 167-182.
Cambridge University Press (2010). Amateur. In: Cambridge essential English dictionary
(p.13). HarperCollins (2012). Amateur. In: Collins pocket English dictionary & thesaurus
(p.19).

Drummond, J. (1990). The Characteristics of Amateur and Professional. International
Journal of Music Education, 15(1), 3-8.

Finnegan, Ruth 1989. The Hidden Musicians: Music - Making in an English Town. Cam-
bridge: Cambridge University Press.

Garber, M. (2001). Academic Instincts. Princeton: Princeton University Press.

Jeremi¢, B. & Stankovi¢, E. (2019). Metodika nastave za predskolski i mladi Skolski uzrast.
Sombor: Pedagoski fakultet.

McCarthy, M. (2009). Re-thinking “Music” in the Context of Education. In: T. Regelski &
J. T. Gates (eds.), Music Education for Changing Times — Guiding Visions for Practice (pp.
29-38). New York: Springer Publishing.

Merriam-Webster (2014). Amateur. In: Merriam-Websters Advanced learners — English
Dictionary (p.47).

Pesikan, A. (2010). Savremeni pogled na prirodu $kolskog ucenja i nastave: socio —
konstruktivisticko glediste i njegove prakti¢ne implikacije. Psiholoska istraZivanja, 18(2),
157-184.



Vesna Zivkovi¢, The concept of creating musical amateurs in music culture teaching 113

Pozgaj, J. (1975). Metodika glazbenog odgoja u osnovnoj skoli. Zagreb: Prosvjetni sabor
Hrvatske.

[TpaBWMHUK O [jONyHaMa IpaBWIHNKA O IUIAHY HacTaBe M ydema 3a IPBU LMKIYC
OCHOBHOT 0dpa3oBarma M BaClUTama ¥ IPOrpaMy HacTaBe U ydYema 3a IPBU pasper
OCHOBHOT odpa3oBama u Bactutama (2018). IIpocseitinu inacHuk, 15/2018. beorpap: JII
Cyx8eHu IacHUK.

[TpaBW/IHUK O IUIaHY U IIPOrpaMy HaCTaBe M y4erba 33 OCHOBHO MY3M4YKO 00pa3oBaibe I
Bacrmrame (2019). IIpocseitinu inacuuxk, 5/2019. beorpan: JII Cny>xdenn rmacHuK.

[IpaBWIHNK O IPOrpaMy HACTaBe U yuerma 3a OCMU paspes OCHOBHOI 0dpas3oBama I
Baciurama (2019). IIpocseitinu inactuk, 11/2019. Beorpan: JII CryxdeHu I/acHUK.

Regelski, T. (1996). A prolegomenon to a praxial theory of music and music education.
Finnish Journal of Music Education, 1(1), 23-38.

Regelski, T. (2007). Amateuring in Music and Its Rivals. Action, Criticism, and Theory for
Music Education, 6(3), 22-50.

Regelski, T. (2009). Conclusion: An End Is a Beginning. In: T. Regelski & J. T. Gates (eds.),
Music Education for Changing Times — Guiding Visions for Practice (pp. 187-194). New
York: Springer Publishing.

Rojko, P. (2012). Metodika nastave glazbe, teorijsko-tematski aspekti (Glazbena nastava u
opceobrazovnoj skoli). Osijek: Sveuciliste Josipa Jurja Strossmayera: Pedagoski fakultet.
Stebbins, R. A. (1970). Career: The Subjective Approach. Sociological Quarterly, 11, 32-49.

Srpsko-latinski i latinsko-srpski recnik = Lexicon serbico-latinum latino-serbicum (2010). Zemun:
JRJ.

Stebbins, R. A. (1992). Amateurs, Professionals, and Serious Leisure. Montreal: McGill-Queen’s
University Press.

Stebbins, R. A. (1996). Volunteering: A serious leisure perspective. Nonprofit and Volun-
tary Sector Quarterly, 25, 211-224.

Stebbins, R. A. (1998). The urban francophone volunteer: Searching for personal meaning
and community growth in a linguistic minority (New scholars — New visions in Canadian
studies quarterly monographs series 2nd ed., Vol. 3). Seattle, WA: University of Washing-
ton, Canadian Studies Centre.

Stebbins, R. A. (2007). Serious leisure: A perspective for our time. New Brunswick, NJ: Transac-
tion.

Stebbins, R. (2013). Research and theory on positiveness in the social sciences: The central role
of leisure. In: T. Freire (Ed.), Positive leisure science from subjective experience to social contexts
(pp. 3-20). New York: Springer Publishing.

Stojanovi¢, G. (1996). Nastava muzicke kulture od I do IV razreda osnovne skole — Prirucnik za
ucitelje i studente UCiteljskog fakulteta. Beograd: Zavod za udzbenike i nastavna sredstva.

Vidulin, S. & Radica, D. (2017). Spoznajno-emocionalni pristup slusanju glazbe u skoli:
teorijsko polaziste. U: S. Vidulin (ur.), Glazbena pedagogija u svjetlu sadasnjih i buducih
promjena 5 (pp. 55— 71). Pula: Sveuciliste Jurja Dobrile.

Vidulin, S., Plav§i¢, M. & Zauhar, V. (2019). Usporedba spoznajnog i emocionalnog aspe-
kta slusanja glazbe u glazbeno-pedagoskom kontekstu osnovne skole. Metodicki ogledi:
Casopis za filozofiju odgoja, 26(2), 9-32.



114 1. Mysuuka negaioiuja / Music pedagogy

Vujaklija, M. (1996). Leksikon stranih reci i izraza. Beograd: Prosveta.

Waters, A. (2006). Thinking and language learning. ELT Journal, 60(4), 319-327.
Zivkovi¢, V. (2023). The connection between students’ mental activation and music ap-
perception in the teaching of Music Culture. In: S. Vidulin (eds.), Glazbena pedagogija u
svjetlu sadasnjih i buducih promjena 8 (pp. 151-169). Pula: Sveuciliste Jurja Dobrile.
Zivkovié, V. (2023). Active learning as an assumption of emotional-aesthetic listening to

music. In: S. Inayatullah, S. Dubovicki & A. Bili¢ (eds.), Didactic Challenges IV: Futures
Studies in Education (pp. 330-341). Osijek: Faculty of Education.

KOHIIEIIT CTBAPAIbA MY3MYKNUX AMATEPA Y HACTABU MY3UYKE
KVYIITYPE

[TpepmeT My3nuka KylITypa y OCHOBHOj OIIITe0OPa3OBHOj LIKOIY CBOJUM CafpKajeM 1
aKTMBHOCTMMA CBECTPAHO YTHYe Ha pa3BUjarbe KOTHUTUBHIUX, EMOLMOHATHIX, KpeaTuB-
HMX, @ HAPOUUTO eCTEeTCKUX acleKara nojeauHia. KeamireTHo BoheH HacTaBHM Hpoljec
MMa 3aJjaTakK [ja pas3Byja KoJj yIeHMKa /bydaB IMpeMa MySHLY, C IM/beM Jja X MOTUBIIIE
U IIOfCTMYE Ha la/be, aMaTePCKo daB/berbe My3KOM. Ba)kHa IpeTrocTaBKa 3a fiajbe aMa-
TepPCKO daB/bebe MY3UKOM jecTe pasBUjalbe eCTETCKOT YKYca, MUIIbEba, MAeana 1 My-
3MYKe MHTETUTEeHIMje, IITO Aaje MojefMHIly MOTYRHOCT fja pasyMe M TIPOLIEHN KBaIUTET
MYS3HIUKOT fiefia Koje cayura i tpeda ma usBefe. [la du ydeHNK MOrao fa y>KuBa y My-
3uny 1 foduje XKeby fa ce daBM MY3MKOM ¥ BaH HAcTaBe, HEOIXONHO je [ja HACTaBHU
Ipoliec Oyie Ma>k/bUBO KOHLIUIIMPAH U [ja HyU Pa3HOBpCcHe akTuBHOCTHU. LIy papa jecre
MpeACTaBUTY IPUCTYI y pajly Y HacTaBu Mysudke KynType, IyTeM KOjer ce UCIyHbaBajy
IPYLITBEHM LVM/beBU IIPeMeTa, ORHOCHO ¢opMupajy dyayhu mysmuku amatepu. Pasyme-
BambeM aclleKaTa OpraHM30Balba HACTAaBHOT Ipoljeca Clyllama MYSMKe, HaCTaBHUIM
CTMYY YBUJ, KaKo Ha HajOo/by Ha4MH MOTY Aa oMoryhe yueHuMIMMa He caMoO Ja 3aBOJie
YMETHMYKY MY3UKY V1 MY3UKY CBOT 1 [pyTUX Hapofia, Beh na je pasymejy. Ha taj Haunn
CTBapajy ce HOBE reHepalllje Koje C Y)KMBarbeM Y4eCTBYjy aKTUBHO MU TACUBHO Y YMET-
HIYKOM >XMBOTY CBOjé OKOJIMHE, YMMe Ce APYIUTBEHA 33jeJHMIIAa M3HOBA MOTUBUILE U
HOfICTIYE 2 OPTaHM3Yje, YYECTBYje U Y>KMBA Y My3UUKOM XKUBOTY.

Kibyune peun: My3snuku amatepu, Mysndka Ky/ITypa, MeTofie, HacTaBa
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Google earth kao guruTamHyu anaT y HaCTaBU
MYy3U4Ke KyIType

Cakerak

Bpeme pururanmusanuje y cBery, y Mocnefibe BpeMe BEOMa je aKTYe/THO IuTarbe, Hapo-
YITO Yy HaCTaBHOM Iipoliecy. Kako je HacTaBa My3su4Ke Ky/IType YITTaBHOM IpaKTH4YHa,
IOMTUTATHY aJIaTU Cy Ce TI0Ka3aay Kao BP/I0 KOPYICHY HACTaBHIU PECYPCH Y caB/IafjlaBamby
HEeKNX MY3MYK/X HaCTaBHMX TeMa y okBupy HacraBHor mana u nporpama. Pag y gurn-
TaJIHUM a/laTMMa KOMHIUAMpa ca IOCTOjehyM HacTaBHUMM TeMaMa y OKBUpY HacTase
My3n4Ke KynType. JIUrnTagTHo KOMIIeTeHTaH HACTaBHVIK Ha HajOO/b) HAuVH pa3Buja pas-
JMYUTe KOMIIETeHI[Mje CBOjUX yueHmka. Ha JacoBuMa Mysmduke KyAType, HEOIIXOlaH je
npolec u3Bohemwa My3uke ,,y)KMBO', Y3 My3U4YKe MHCTPYMEHTe, ajli je MHOTO pasjiora u
3a kopumheme MHGOPMAIVIOHO-KOMYHNKALMOHNX TEXHOJIOTHja Y HACTaBU. JelaH Off
HajBOXHU)jMX PasjIora jecTe YMIbeHMIIA [a yueHUIM BehuHy BpeMeHa KopucTe MaMeTHe
TenepoHe M HEOTPaHMYEHO CY IIPUCYTHM Ha MHTepHeTy. MehyTum, Haxanoct, MHTepHeT
KOpUCTe YITIaBHOM 3a 3a0aBy, JOK UM c1jaceT 0OpasoBHIX, a deCIIaTHMX cafipykaja ocTaje
HenckopuitheHo. Y pafy je mpukasaH IMOCTYNAaK paja y MHTEPAKTUBHOM AMTUTATHOM
amaty ,Google Earth”, mpeko Kojer yueHMIm MOTy fia MCTpaXke )KMBOT U paj, Puxappa
Barnepa. IIpencraBmene cy 1 HefOyMuIe SO KOjUX YYEHUIM [JO/Ia3e TOKOM IIpUIIpeMe 1
peanmsanmje, KA0 M HEONMXOJHOCT IOCTOjala JUIUTATHO KOMIIETEHTHOT HAaCTaBHMKA.
LI je ma ce mOKaXke KaKoO ¥ KOZIMKO YIIOTpeda IUTHMTATHMX ajlaTa MOXKe Ha KBa/UTeTaH
Ha4MH Ja 0doraTy 1 ocaBpeMeHM KBaJIUTeT HaCTaBe, Kao U [a Off y4eHMKa CTBOPM 3aVH-
TepecOBaHOT CapaJiHMKA y IIPOLleCy MpUIIpEMarba U peannsalyje HacTaBe.

Kmbyyne peum: gurnTanHa HacTaBa, My3uMdKa KyITypa, Puxapn Baruep, xopemanuja,
Google Earth

VBon

IPOCBETHUM KPYrOBUMA, MOCIENHbUX HEKOINKO TOfMHA, NOIJIO je O MpOo-
YMCHG‘ nmapaaurMe odpasoBama Ha CBUM HMBOMMA. [IurnTanusanyja je HemMu-
HOBHO IIOCTaJIa BeOMa aKTye/Ha y cBuM cdepama, ma u y odpasopamy. Kosup epa
je mpupopHo ydp3aa Ipoliec AUTUTANN3anuje y 09pasoBHOM IIpoIiecy, IOAyIIe,
CTUJbMBO U HEKBAJIUTETHO y IOYETKY. Pasor ToMe jecy AUIMTANIHO HEKOMIIE-
TEHTHI HAaCTaBHMIIY, KOjJ Cy IIpeKo Hohy MOpanu fia IIpeHecy CBoja 3Hama ydJe-
HMILVIMA U3 YYMOHMIIE Y BUPTYeTHM mpocTop. Beoma Mamm Opoj HacTaBHMKa ce
dp30 1 /1aKo CHaIIAo, anu JaHac je Taj Opoj Jocta Behu jep cy mpemasaunm cxBa-
TN Jia MOPAjy Jia UAY Y KOpaK ¢ BpeMeHOM, KaKO 81 YUeHMIIMMa ITPUSIVKIIN
rpaguBo u3 HactaBHOT I1aHa u Iporpama, aau U Mpe.


mailto:saskastankovic@yahoo.com
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Jururanusanuja y odpasoBamy jefaH je o cTpaTelKux ubese Brane Pe-
nydmuke Cpduje, Te ce HalllTa y JOKYMeHTY MuHucTapcTBa npocsete Pemrydmke
Cpduje, Ciipainieiuja passoja odpaszosara u saciuitiara y Peiydnuyu Cpduju go
2030. fogune (2021). ITocedan pokyc y OBOM HOKYMEHTY yCMEpEH je Ha yHa-
npehemwe JUrMTaTHIX KOMIETEHIja y4eHMKa KPO3 IIPYMeHy CaBpeMeHMX Ipo-
rpaMa HacTaBe ¥ y4era, U IM0do/bllabe JUTUTATHUX U IefJarOIIKINX KOMIIeTeH-
nuja HacTaBHUKA. OCHOBHe JOWTMTAIHE KOMIIETEHIMje CTUYY C€ Y CUCTeMY
odpasoBama koju 0desdebyje nmpucTyn cucreMaTn30BaHNM HAyYHUM 3HABUMA.
HuBo nocepopama AUTUTATHIX KOMIIETEHIIVja YI€HMKA 3aBUCK Off HUBOA IUTU-
TaJIHMX KOMIIETEHI/ja HAaCTaBHMKA, I1a Ce Off HaCTaBHMKA OYeKyje Jla Iocenyjy
ofiroBapajyhm HMBO AUTUTATHE MMCMEHOCTI 1 3Hakbe Y IoI/Iefly Kopuuthemwa au-
TUTATHUX TEXHOJIOTH)a.

MuHMCTapcTBO MpOCBeTe NpUIPeMUIO je Okeup guinitlanHux KomiieitieH-
yuja HacmasHuxa - Hacitiasnux 3a guiuiianto goda 2019, koju odyxBara gUru-
Ta/IHe KOMIIeTeHIMje crerduyHe 3a HaCTaBHNYKY Ipodecujy 1 npeficTaB/ba UX
Kpo3 24 KOMIIeTeHI[Vje OpraHN3oBaHe y lecT Kareropuja. Llwp mocrojeher Ha-
nuoHanHor OKBuUpa jecTe fa ode3deny 3ajeTHNYKO pasyMeBame OUTUTATHIX
KOMIIeTeHIIMja HaCTaBHMKA, a/Ii U Ja Ma>K/bUBO MHTerpuiie ofipehene kapaxre-
pUCTUKe 0dpa3oBHe IIONIMTHKE U IOHECEHNX Mepa y 0d/1acTy pasBoja AUTUTATHOT
odpa3oBama. Y Bp/I0 KPaTKOM BPEMEHCKOM POKY je IIo4Yea MoTpara 3a AUTUTa-
HMM aJIaTVMMa KOju Cy IPOTpaMypaHM TaKo fia y cedu MMajy mTo Buile pakropa
KOj! IIOCIIeIyjy HaCTaBHM IIPOIieC — jaCHONY, KpeaTMBHOCT, MHTEPAaKTUBHOCT,
MoryhHocT MebhynpenMerHor noBesuBamwa. MehyTum, MHCTpyMeHTanHa U BO-
Ka/IHa HaCcTaBa, Kao M BEIUKM OPOj YMETHMUKMX IIpefMeTa HUCY Impuiarohern
BUPTYETTHOM CBETY jep 3aXTeBajy IPUCYCTBO HACTABHOM IIPOLECY ,,YKMBO .

IIpuctyn papy y purutamnsom anary Google Earth

IToTpara sa guruTajaHNM aJaTOM KOjU MOXKE Jla Cé KOPUCTH Yy HacTaBu My-
3MYKe KYIType Uy IpeAMeTVMa My3UdKe YMETHOCTH JIOBENA je O PeTKOT MyJI-
TUQPYHKIVIOHATHOT AUTUTATHOT a/IaTa, Koju je BeoMa nodpo npuxsaheH o cBUX
akTepa y odpasoBHoM mnpouecy — Google Earth. ['maBum pasnosu mmpoke npu-
MEmBUBOCTY OBOT IIPOrpama jecy:
 becnmaTas je u oCTyIIaH CBUMa;

« [ToBehaBa MoTUBaNNjy yUeHMKa;

« [Topjennako je modap 3a cBe HacTaBHe IpefMeTe, Ko U 3a CeKIyje;
« Hynm mmpoxy moryhHoCT Kopenanyje 1 MHTerpaTMBHe HACTaBe;

o [IpuMemyje ce y IpOjeKTHUM U UCTPA>KMBAUYKIM aKTUBHOCTIMA;

o Y4eHMIIM MOTY 3ajef[HO ¥ UICTOBPEMEHO Jia pajie.


https://prosveta.gov.rs/wp-content/uploads/2021/10/2019_ODK_Nastavnik-za-digitalno-doba.pdf
https://prosveta.gov.rs/wp-content/uploads/2021/10/2019_ODK_Nastavnik-za-digitalno-doba.pdf
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JenaH off HajBXHUjU CeTMEHATa OBOT JUIMTA/IHOT ajIaTa jecTe Jja je IOTIIYHO
decriataH, a ra MOry KOPUCTUTY CBM KOju MMajy [yII Hajor 1 fja ce jako Ipo-
HajTa3M Ha KoMIjyTepy (cmmka 1).

Gmail  Crwee

Ounancwe  JlokymenTn

NpesexTa. Kesire

Hangouts Keep Jamboard

> N

Yuuormlla Earth Konexiyje

Gmail Cnmke

o 4 i

Cnuxka 1. Kako nponahu Google Earth mporpam.

MotuBanuja je pakTop Koju je Beoma OMTaH jep CMO CBeIOLV KOJIMKO He3a-
VIHTEPECOBAHOCTH Off CTPaHe YYE€HMKa BlIafia y CPIICKUM mKonama. HemotnBucan
YYEHUK He MOXKe Jla Halpeayje U Jia IIOKa)ke CBOj IOTEHLMja/l y IIyHOM KaIlaly-
teTy. Kajjla KOpMcHMK BV 3eMasbCKy KYITy (C/MKa 2), CXBaTH JIa je y CTamy fa
BUPTYETHO OTIYTYyje y OM/IO KOju Jeo CBeTa, IpOoIleTa yIuljaMa rpaja Koju umMa
Xerpy fa odube 1 mocMaTpa CIIOMEHMKe, 3Tpajie My3eja, IO30PUIITa, OIePCKUX
Kyha, rpaheBrHa off BaXXHOCTH, BeroBa MOTHBAILY]ja je TIPUCYTHA.

Cmmka 2. BupryenHa 3eMajbcKa KyITIa y OKpY>Kemby IIporpama.

[Iporpam je moropaH 3a yMeTHIUKe, a/li U CBe IpyTe IpeaMeTe, IPUPOSHE I
ApYIITBEHe HayKe M CBe BaHHAacTaBHe aKTMBHOCTU. Kopenaunja, 1j. Mmehynpen-
MeTHa [I0Be3aHOCT je Ha BeoMa BICOKOM HUBOY jep BUPTYeTHO ITyTOBambe y duIo
KOje MeCTO Ha CBETY, MO>KEMO JIa ICKOPMCTIMO 32 Cafip>Kaje CBUX IIpeiMeTa, 0da-
Be3HIX U N30OpHIX.
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OBaj guruTanHM anar je Tako OCMMUIBEH [ja Ha IheMY MOXKe MCTOBPEMEHO
7la pajiyi BeTMKY Opoj y4ecHMKa, SUJIO Ha jelTHOM VI Ha HEKOIMKO UCTPAXKMBAY-
KMX TpojeKaTa. [le/bereM IMHKA IPOjeKTa, YYeHUIM IPUCTYIAjy MPOjeKTy U
odaBspajy cBoje 3ajjaTke (cmmkKa 3).
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Cmxka 3. HaunH fie/persa MMHKA YIeCHUIMMA.

Ucrpaxusame xuBoTta u fena Puxappa Barnepa (Richard Wagner)
npeko aurnranHor anara Google Earth

O xmBOTY U pafy pedopMaTopa HeMauke orepe BarHepa, yueHumu mMory aa
casHajy kopucrehu gurnranau anat Google Earth. Ilogersenn y mapose godujajy
3ajiaTak fa npoHaby mo jemaH rpan y kome je dopasuo Baruep. ITapose je Hajdome
KpeypaTy Tako Jja ce KOMOMHY]y y4eHMK ca QO/bUM ¥ OHaj Ca JIOLIMUM YCIIeXOM
y LLKOJIM, KaKO &1 dW/IM jefHaKy y TIOI/Iefy YCIELIHOCTI OCTBapyBaba 3aaTKa.
Yuenunuma ce capeTyje Kako Jja IpeTPaxkyjy ¥ UCTPaxyjy, IpeIaXke UM Ce JIN-
TepaTypa, ykasdyje Ha IITa Ja odpaTe MaXkmy, Aa MOIITYjy IPaBUIa AUTUTATHOT
CBeTa ! ayTOpCcKux mpasa. IlpemoyaBa uM ce fa, Tparajyhm sa duorpadujom
Barnepa, y mpojekar MOTy jJia ce TOAajy ¥ 3yMUpajy I'pajioBy, yCTaHOBE, 3rpaje,
IIKOJIe, OepcKe Kyhe, y3 HOCTaBKy ofladpaHMX C/IMKa, TeKCTa U IMHKOBA ca IJIaT-
¢dopme YouTube nm duo Kor gpyror cafpskaja ca MHTepHeTa. YKOIVKO YYeHUIIN
YHaIIpesi IpUIIpeMe M3BOpe, Ha Yacy Ha KOMe Ce peannsyje mpe3eHTalja MOI/IN
du ma caMocTanHO, WM Y3 TOMON HacTaBHMKa, yOallyjy IpUIIpeM/beHM MaTe-
pujan. CaMyM TM OM KOMIUIETaH cafipXKaj Oyo Ha jeHOj CTpaHMIM NPOjeKTa.
Koncynranuje koje ce ogHOCe Ha moMoh 0KO M3BOpa MOfIaTaKa ¥ Pa3HOBPCHOCT
Marepujana Moryhe je odasutu npeko Iyrn yunonnne. Mebytum, ono mro ote-
KaBa IIpoliec peanusalyje OBaKBUX IIPOjeKaTa jecTe TO IITO YYEHNUIM Y APYTOM
IIMKJTyCy OCHOBHE LIKOJIe HICY y CTamy fia ofBoje dutHO off HeduTHor. Hannase
Ha HeJloyMulle y Be3u ca cnefehym nmuramyma: mra u3 duorpaduje M3gBOjUTH
Ka0 HajBaXKHMje?; IITa je yTUIA/I0 Ha CTBapame MOje[HMX Jiefa?; KaKo ce yMeT-
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HUK MeHa BpeMEHOM U IlITa yTu4e Ha Te npoMeHe?. [InTama ydeHnka ce yrias-
HOM CBOJie Ha KOJIMYMHY U PasHOBPCHOCT MaTepyjaia Koju Tpeda Jja mpuipeme.

®ynanHa ¢asa mpojekra — u3paja pajia — odapsba ce Ha 4acy Ha IIKOICKOM
padyHapy. YUeHUIM y IapoBMMa, IPEKO BUJeO dMa, IPe3eHTYjy CBOj [ieo 3a-
matka. [JapoBu HacTymajy o pegocneny Koju ofiroBapa XpoHonoruju Baraeposor
XKMBOTA, Te JIOK jefjaH y4eHNK y nporpam Google Earth yHocu npunpemspen ma-
Tepujaj, APYyru Ipe3eHTyje cafip)aj MaTtepujana. Y mporpamy ce ofadupajy rpa-
noBu (cnuka 4) u 3ymmpajy rpabeBnHe y Kojuma je BarHep >xmBeo ¥ CTBapao.
YdueHnny nmajy MoryhHOCT fa y 81710 KOM IIpOjeKTy 1 Ha OM/I0 KOM JIOKaTUTeTy
IpOLIETajy yIuIiama 1 oceTe AyX rpaja (cimka 5).

v
ranuja

Benrnja

Nyxcemypr

Chosauxa

Manapcia
~ -+

Cmuka 4. Onadpanu rpajjoBy Be3aHU 3a XMBOT Barnepa.

Cmuxka 5. Jlajmunr, pogHO MecTo BarHepa, y3 gopaTe cmke, TEKCT VM IMHKOBE OBOT
rpajia ¥ KOMIIO3TOPOBUX Jiefa.

YueHunu casHajy 3a rpag bajpojt u rpaheBuny y K0joj ce 1 gaHac ofpxxaBajy
cseyaHoctyu nocsehene Baruepy, Te mpoHamase MHOIITBO C/IVKA Y YHYTPAIlbO-
CTU OBOT 3jamba (CMKa 6), a/i ¥ OTKpUBajy My3ej nocsehen Barnepy u mecro rie
je caxpameH — Buwy Baudpen (cnuka 7).
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Cnuka 6. I'pag bajpojT u BenenenHo 3fame e ce ofip>KaBajy
KOHIlepTy BarHepoBux pmerna.

Vila Vanfrid. Bajrojt

Cnuxka 7. Buna Bandpun ca cnmkamMa yHY TpaIIbOCTI.

Y 3aBpIIHOM fleNTy Tpe3eHTallMje IPOollebYjy ce Pe3ynTaTH IPOojeKTa, AUCKY-
Tyje 0 TeMaMa 1 I10jaBaMa ¥ M3HOCU BPEJHOCHMU CYJ, O KBaJIUTETy OBAKBOT 00-
NMKa paja.

3aK/bydak

Kopuurthewe pururannor amata Google Earth momaxke y octBapuBamy cie-
I[eh]/IX IIO3UTMBHUX U OYE€KVMBAHUX 11CXO0Ja OBAKBOT HpOjeKTHOT MOJ€/1a HaCTaBE:

e pa3BMjame CUTYpHe, KpUTUYKE ¥ OITOBOPHE yIoTpede AUINTATHUX TEXHOIO-
TUja y HAaCTaBU MY3U4Ke KY/IType;

o TOAV3ame Ha BUIIV HUBO MHYOPMATIYKE M JUTUTATHE IMCMEHOCTH;

» yHampebuBame KOMyHMKalLlUje M Capajibe;

o OCHaXIBalbe 32 TMMCKM PaJi, Kao U Npero3HaBame jake U crade cTpaHe THUM-
CKOT OJ/Ty4/Bamba;

o pasyMeBame U IIpUMeHa MehynpeaMeTHe Kopenaruje;
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o IOAM3ame CBeCTU 0 3Hauajy de3degHocTu (ykpyuyjyhu gurntanuy fodpodut
¥ KOMIIeTeHI[yje TToBe3aHe ca cUrypHourhy);

o Ipoayd/bMBarbe 3HAMHA Y BE3U Ca MHTETIEKTYaTHOM CBOjMHOM.

Vlcxop Koju HMje 0YeKMBaH, a KOjU je OCTBAPEH jeCTe MOTUBMCAHOCT 3a CTBa-
pambe dase IUTNTATHUX HACTABHUX CafipXKaja Y HACTaBM MY3UUYKe KY/IType.

Google Earth npezcraB/ba KpeaTVBHO U MIHOBAaTUBHO pelllerbe 3a KBa/IUTeTaH
paj y BUPTYeJTHUM, OHJIajH YC/IOBMMA, HOLITYjyhy IpUHIMIIe aCHHXPOHOT y4emba.
Yuennuy camu ofipel)yjy TeMIo v ;UHAMUKY pafia, MCTPAXY]jy, aHAIN3UPA]y, NH-
TeTpUILY Hay4eHO U BeoMa Cy 3alHTepecOBaHM 3a TpafnuBo HacraBHor niaHa u
nporpama. ¥ 0BaKBOj KOHCTeNIalljy, YI€HUIY Cy HACTaBHMKOBY CapaJHUIN Ha
UCTPaXKMBAYKOM J IIPOjeKTHOM 3aJ1aTKy. Pazi Ha 0BaKBOM IIPOjeKTy JOHOCU MHO-
IITBO KOdpOdUTH jep MOBe3yje 0dpa3oBHe AUCLUIIHE Ca HACTABHIM Caip>KajiMa
pasmMUNTUX mpeaMeTa. Vako ¢y ydeHMIN y PYroM IMKITYCYy OCHOBHOT 0dpaso-
Bama yITTABHOM AUTUTATHO HEMMCMEHM U MMajy Telkohe fja ofgadepy morpedHe
MaTepujajie, TOKOM HaBeeHOI HaulMHa pajia OHM IIPOMMIIIIBAjY, IPEUCIINTY]Y Ce,
Te Tparajyhu 3a pelremyMa MHTETPUITY 3Haba U3 pasININTUX mpenmera. CBaku
Y4YEHUK Ce MCKa3yje y OKBUpPUMa CBOjUX MOTyhHOCTH, a 3Hame Koje CTIYe II0CTaje
ieo ayropodHor mamhema.

JIuteparypa

Brnapa Penydmuke Cpduje (2021). Cimipainieiuja pazeoja odpazosara u saciuitiara y
Peiiybnunu Cpbuju go 2030. iogune. Cryxdenu rmacHuk PC, dpoj 63 ox 23. jyna 2021.
MunncrapcrBo npocsete. Juiniianusayuja y ipocseiriu. Ilpeysero 30. anpuna 2022, ca
https://prosveta.gov.rs/prosveta/digitalizacija-u-prosveti-i-nauci/

Crankosuh, Anekcanpnpa. Puxapg Bainep. Ilpeysero 25. maja 2023, ca https://earth.
google.com/earth/d/1dwqQKkxlixJOtASEOFvmjQecs_VOSL_-?usp=sharing

GOOGLE EARTH AS A DIGITAL TOOL IN MUSIC CULTURE TEACHING

The era of digitalization in the world has been a major issue lately, especially in the teach-
ing process. As teaching music culture is mostly practical, digital tools have proven to be
very useful teaching resources in mastering some music teaching topics within the cur-
riculum. The work in digital tool coincides with the existing teaching topics within the
teaching of music culture. A digitally competent teacher develops different competencies
of his students in the best way. In music culture classes, the process of performing music
«live», along with musical instruments, is necessary, but there are many reasons for the
use of information and communication technologies in teaching. One of the most impor-
tant reasons is the fact that students use smartphones most of the time and are present
indefinitely on the Internet. Unfortunately, however, they use the Internet mainly for en-
tertainment, while hundreds of educational and free resources remain unused. Through
this workshop, students are trained to use the interactive and favorite digital tool, ,Google


https://prosveta.gov.rs/prosveta/digitalizacija-u-prosveti-i-nauci/
https://earth.google.com/earth/d/1dwqQKkxlixJOtASEOFvmjQecs_VOSL_-?usp=sharing
https://earth.google.com/earth/d/1dwqQKkxlixJOtASEOFvmjQecs_VOSL_-?usp=sharing
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Earth, through the research of the life and work of Richard Wagner, in which musical
culture correlates with several teaching subjects. The procedure of working in this digital
tool is shown, as well as the doubts that the students come to in the work itself, from
preparation to realization, but with the guidance of a digitally competent teacher, the
workshop is successfully carried out to the end. It goes without saying that there are other
ways of working in countries where schools are better equipped. The goal of the workshop
is to show how and to what extent the use of digital tools can enrich the modern quality
of teaching in a high-quality way, as well as to make students an interested collaborator in
the process of preparing and implementing teaching.

Keywords: Digital teaching, music culture, Richard Wagner, correlation, Google Earth
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Koperanuja HeMy3m4Kux nmpegMera ca mpegMeToM
Mysu4ka KyATypa y TMMHAa3UjCKOM HAaCTaBHOM
IPOrpaMy — MeTOCKM NMOCTYNAK MIPUINKOM Odjalimema
II0jMa IPOTPAMHOCTH y MY3UIIU

Cakerak

Llnwp paja jecte CIpoBecTM KOpeallMjy PasnMIMTUX HEMY3UYKMX IpefMeTa (JIMKOBHA
KY/ITypa, QUSUUKA KYITYpa, CPICKY je3UK M KIbVDKEBHOCT) Ca HACTABOM MY3MUKe KYII-
Type y TMMHAa3VjJ IPYMEeHOM MHTePAVCIUIUIMHAPHOT IPUCTYIIA Y HACTABY 1 0djalllibeheM
II0jMa [IPOTPAMHOCTY y MYy3UILH, Ha IpuMepy Panitiacitiuune cumgponuje Xexropa Bep-
nmo3a. Y n3Bohemy 0BaKBOT HACTaBHOT ITpolieca KopuirheHa Cy 1Ba METOJCKA MOCTYTIKa:
1) ymeilinuuku uspas, n 2) cnyuiare U aHanusa mysuuxoi gena. Pesynratv mokasyjy na
OBaKaB HaulMH IJIaHNpama 1 crupoBoherma HacTaBe oMmoryhyje ma: HacTaBa IocTaje pauu-
OHa/lHUja, epyKaCHUja ¥ 3aHMM/BVBYja; YCBOjeHa 3Hama Cy (YHKI[MOHAIHA U IIpU-
MEH/bMBA Y CBAKOTHEBHOM XXMBOTY; YUEHUIIM CTUYY AYO/BM U IIMPU YBUJ, Y TO KaKo ce
KOPUCTe M3paXKajHa CPEJCTBA PasININTUX YMETHOCTH Y J09apaBatby BAaHMY3UYKIX Ca-
Ip>Kaja; YYEHUIM pasyMejy IeIOBUTOCT KOHIIENITa Y OfHOCY Ha TPaJUIVIOHA/THE METO-
AMYKO-UAAKTIYKe IOCTYIIKe 00pajie UCTe HACTaBHE jefMHULIe; yIeHNIY T0Ka3yjy Behy
MOTMBALINjy ¥ USPKEHN]y aKTUBHOCT y Topebery ca ’bIXOBOM MOTHMBALIjOM U aKTHB-
Hourhy oHJIa Kaj ce Ha HACTaBYM KOPUCTe TPafULIMOHATHE MOHOJIOLUIKO—1jaIONIKe Me-
Toze.

KmbyuHe peun: Kopenanyja, TEMaTCKO IVTAHMPAlbe, MHTEPAVCIUIUIMHAPHY IPUCTYII, MY-
3M4YKa KY/ITypPa, IPOTPaMHOCT

Yo

MeCTo u yzora npegmera Mysudka Ky/lTypa y HACTAaBHOM IIJIaHY Y IIPOTPaMy
3a TMMHAa3Mje jacHO Cy AepMHUCAHU LMbeM, OILITUM M CIenypUIHNM
IpeAMeTHIM KOMIIeTeHIMjaMa, ICXOflUMa U MPeIoKeHNM cTangapauma. Liwb
y4yemwa My3MdKe KyIType jecTe fla: pa3Byje yYEHMUKY CBECT O 3Ha4ajy U yI03u
MY3M4YKe YMETHOCTY Y KOHTEKCTY Pa3Boja IMBUIN3aLIMje U APYLITBA; IOJCTAKHe
y4YeHMKe Ha CTBAapajIadyKo ¥ KPUTUYKO MUIL/bEbe; PasBlje eCTeTCKe KpUTepujyMe
y by GpopMuparma OATOBOPHOT OJHOCA IIpeMa 04yBamby My3U4KOT Haciaeba u
Ky/IType CBOTa ¥ IPYTMX Hapofa U Jajber MpodeCHOHaTHOT ¥ INYHOT Pa3Boja.
OmnmTe KomneTeHnyje npeaMera Mysuuka KyaTypa Koje ce MOTY pasBuUjaTH
KPO3 KOpeaIijy ca HeMy3IYKIYM IIPeMeTIIMA jecy: YIIoTpeda 3Hama 0 My3UIIN
3a pasyMeBarbe CaBpeMeHUX gorabaja, mctopuje, Hayke, penuruje, yMeTHOCTHU U
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COIICTBEHE KY/IType U UJIEHTUTETa; IPUMeHa UCKYCTaBa U BELITHHA Y CIyLIaby
Y ONaKamy NPWINKOM VHAMBUYaTHOT U TPYHHOTr u3Bohemwa (n/mwmm octanmx
TUIIOBA 'PYITHOT pajla y HACTaBM) Y KOMYHVKAIVY ca APYTUMAa; Pa3Boj eCTeTCKUX
KpUTepujyMa IpeMa MYSUYKUM M BPEJHOCTMMA YOIIIITe, KA0 ¥ OTBOPEHOCT
InpeMa pasIMYUTUM YMETHUYKVMM Cafp)KajuMa; M3paxkaBame ocehama, pas-
MMIbakba I CTABOBA HA KPeaTMBaH U KOHCTPYKTVMBAH Ha4MH, LITO IIOMaXke y4e-
HJKY Yy OCTBapyBalby II0OCTaB/beHNUX IIM/beBa.

Crenn¢nyHe npeMeTHe KOMIIeTeHLUje uuju he pa3Boj OuTK MHTEeH3UBUPaAH
IPYMEHOM MHTEePAUCIUIUIMHAPHOCTI Y HACTaB) U KOPEJIAIjOM ca HEMY3UYKIM
IpefMeTIIMA jeCy [ja YUeHMK: CTeKHe YBUJ Y HauuHe Kopuiihema je3lka MysuKe
3a M3pakaBame ocehama, ujeja ¥ KOMyHUKAIM)y ca APYTUMa; IpUMelbYyje cTe-
YeHa My3M4Ka VICKYCTBa I 3Halba Y CBAKOJHEBHOM >KMBOTY U UCTpaxKyje Moryh-
HocTu mMHpopManuoHe n KomyHukannosne texHonoruje (MIKT) 3a coymame,
cTBapame 1 u3Boheme My3uKe; yBakaBa I MICTPaXKyje MysndKe cafipKaje pasim-
YUTUX MY3MYKNX XKaHPOBA, CTU/IOBA M KYITYpa; OCIOCOd/baBa ce Ja MpaTu u
y4ecTByje y My3MUYKOM >KMBOTY 3ajefHMLIE 1 U3pa)kaBa KPUTUYKO MUIIbEbE Ca
IIOCeSHMM OCBPTOM Ha YJIOTY MY3MKe Y APYLITBEHVM JellaBabiMa; UCII0/baBa I
apTUKY/IVIIe OCHOBHE eJleMeHTe My3M4Kor yKyca. OBM IM/beBH, OIILITE U CIEll-
ndnyHe MpefMeTHe KOMIIETeHIIMje la/be CY AeTa/bHMUje IpUKa3aHe Kpo3 MCXofie
3a CBaKy IOAMHY y4erma M 3a CBaKM TUI ruMHasuje (IIpasuntux o HaciliaéHom
unamy..., 2020: 111).

OueknBaHM VICXOAM 32 OBY HACTAaBHY jeAMHUILY jecy fia he ydeHuk dutm y
CTambY Jja: IIPENo3Ha IPYIITBEHO-UCTOPUjCKY ¥ KYATYPOIOIIKY aMOMjeHT y KoMe
ce pa3BMjajy pas/MInUTI BUJOBY MYSMYKOT M3paXkaBamba y IepHOAY POMAaHTU3Ma;
JIeMOHCTpMpa IO3HaBalbe My3JMYKe TepMIHOMOIMje ¥ M3PakajHa CpeficTBa MY-
3MYKe YMETHOCTM Y CK/IOIY TIPEIIOKEHUX TeMa; IIpero3Ha odpabhene ctunose u
YKaHpOBe IpeMa OCHOBHVM KapaKTepUCTUKaMa.

Yuenuk he takobe yBubaTtn Bese v ogHOCe Meby pasmanTiM yMeTHOCTUMA,
Kao 1 Mel)y HEMySMUKMM IpeMeTVIMa, Te BbUX0Be HaulHe M3pakaBama. Vcxonn
Cy, 3aTUM, Y OKBUPY IPeIOKEHNX CTaHMAp/ia jOII JieTa/bHuje IIPMKa3aHu Kpo3
pasnumunTe HUMBOe NMocTUrHyha (OCHOBHM, Cpefb) U HAIIpefHM) Ha OCHOBY
OIIITHX U CIlelMPUYHMX NIPeMeTHUX KoMIleTeH1uja. Ha mpumep, y mpBom pas-
peny rMMHasuje, y KOMe je My3u4YKa Ky/ITypa 3acTyIUbeHa C jeJHUM YacOM He-
ne/bHO, CrienuduyHa IpefMeTHa KOMIIeTeHIja 1 3a cpefsby HUMBO OJHOCHU Ce
YIIpaBO Ha MeCTO 1 YJIOTY My3JKe Y OFHOCY Ha Jie/Ia PYTUX YMETHOCTHU ¥ 0d/1acTH
BaH yMeTHOCTH. CrienndnyHa nIpeaMeTHa KOMIIETeHIja 2 3a CPeibyl HUBO IIOJ-
pasyMeBa Ja Y4E€HMK BPIINM KBAJIUTATUBHY M €CTETCKY M300p MY3UUKUX Jefa y
CK/IaJly ca COICTBEHNM IpedepeHInjaMa MM Jja e 0CIocod/baBa f1a y4ecTByje y
YMeTHUYKUM IIPOjeKTVMa U TAKO HeIIOCPeTHO HOIPUHOCH Pa3Bojy JIOKaIHe Cpe-
nuHe y moMeHy Kynrype. Hajsan, Crenndudna npegMeTHa KoMIleTeHIja 3 y
CKJIafly je ca JUTMTAJIHUM KOMIIETeHIIMjaMa, Tj. YIeHUK CAMOCTaIHO UCTpaXyje
MHGOPMAIMOHO-KOMYHMKAIIVIOHE TeXHOIOTHje Y JOMEHY My3I4YKe YMETHOCT.
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ITpodnemu y peanusanuju HaCTaBHOT IVIAaHA ¥ IpOrpaMa
3a mpegMeT My3u4Ka KylITypa y TMMHa3ujamMa

MebynpenmeTHa Kopenanuja ce TEIKO MOYKe pea30BaTy y IIPBOM paspeny
TMMHas3Muje, 300T Heloayaapamba MCTOPHjCKIUX CafipyKaja y HACTaBU My3M4Ke KyJI-
Type, TMKOBHE Ky/ITYpe, CPIICKOT je3lKa 1 uctopuje. Haume, 0K ce Ha HaCTaBu
My3nuKe KynType odpabyje dapok, Ha HaCTaB) IMKOBHE KY/ITYpe Y4U ce aHTUKA
" paHo XpuhaHCTBO, Ha HACTABY CPIICKOT je31Ka peHecaHca, a Ha HaCTaBM MCTO-
puje Kpaj cpenmer BeKa. JJucnponopuyja 1 pasMUMONUTIaKebe Y MOITIERY UCTO-
PMjCKMX cafip>Kaja Ha HaBeleHUM IpeMeTIIMa BUI/bUBY Cy U Y OCTAJIMM paspe-
AVMa ¥ Ha ocTammM cMeposuMa. OBaj mpodyeM Huje HOB I Ha bera ce yKasyje
CBaKM IyT Kajja ce mokpehe mmurame pedopme, Te ce Tpara 3a leTOBUM peIleHeM.
Haxanoct, mehynpenmerHa xopenanuja, Koja 1 Mopana SUTH MMIlepaTuB Ha-
CTaBe, jolI yBeK Huje Moryha 300r HaBefleHMX pasjiora.

[TomTo je ommTa TeHAEHIMja la cpefma mKona y dyayhHoctu dyme oda-
Be3Ha, ITO je Beh cafia c/rydaj y BeMKOM dpojy eBpOIICKMX 3eMajba, IporpaMmuma
OBOT TUIIA LIKO/Ia OM MOpasa Jia ce IMOCBeTy MHOro Beha makma Hero fo caza.
3aHMM/bMBA je T0jaBa yKIJjarba IIpeMeTa Y HeKuM IKonama y OUHCKO)j, jep je
jemaH of HOBMX 0Opa30BHUX IIpaBalla , Y Yerme 3aCHOBAHO Ha II0jaBaMa’. YMecTo
KJIACMYHUX JIEKLIMja U IpeMeTa, IIOCTOje MpeflaBama Koja TPajy IIeCT Hefleba U
Y OKBUPY KOJUX YYEHUIIM UCTPAXKY]Y jeIHY TEMY 13 HEKOIMKO PasIMIUTUX acIIe-
kata. Ha mpumep, yuennnm ce daBe nmurameM MUTpaHaTa u3 reorpadckor (opa-
KJIe JIoa3e), UCTOPMjCKOT (OfiaK/le MOTUYY) M KY/ITYPOJIOIIKOT acleKTa (KaKBy
TpajMLMjy Cy HETOBaIy y 3eM/bl ITopekia). He mocToju cTpuKTHY porpaM Ha-
CTaBe 1 CBaK! HACTABHUK OJJIy4yje o M3dopy TeMa 1 BpeMeHy Koje he 1M mocse-
tutu (Odpasosarve Koje je 3anpaso deciinaiiro, 2023).

MHaTepaucuunaimHapHy NPUCTYI Y HACTaBU

[ToBe3anBame 3HamWa y CKIAIHY LieNMHY HIje HOBJMHA VIV IIOTpeda caMo CaB-
pemeHor noda. OHO je IpeCTaB/balo BaCIIMTHM MAieas joul y ctapoj [pukoj, rae
je OMI0 MO3HATO IOZ, HA3MBOM KAs0KAlatiuja ¥ MpPefCcTaB/basio je CKIA Tea,
Te/IeCHE JIENIOTE M JYXOBHMX BPEJHOCTH. 3Haibe je IOAPasyMeBajio IPemo-
3HAT/bUBY IIPMMEHY y NPAKCH, CKIAJHO ycaBpllaBaibe CBake JMYHOCTHU. Bac-
IUTHY paj IOAPa3yMeBao je IpYMemVBambe OPOjHNX U Pa3HOBPCHMUX aKTMBHO-
CTH Koje Cy JIOIpMHOCHIIE OCTBapemwy Tora uaeana (Pajuesmh, 2019: 79). ¥
HEMAYKMM U ayCTPMjCKUM IIKO/IaMa, Ha Kpajy 19. Beka cupoBoguia ce ,,TpyIHa
HacTaBa', ok je y Cosjerckom Case3y nmocine OkTodapcke peBOIyLMje BasKIO
»KOMIUIEKCHU CHICTEM, a 0da OBa THUIIA HAcTaBe ydla)kaBajla Cy WIM yKMAaIa
IpeAMEeTHOCT Y HaCTaBM.

Vpeja MHTepAUCHUIIIMHAPHOCTY jeCTe Jja Ceé Cafip>Kajyu pasnMInuTUX SUCLU-
IUIVHA TI0Be3Yjy y JIOTMYKe Lie/IHe, KopuiihemeM KOHKPETHIUX TeMa MU IIPod=
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neMa. 3a BUXOBO Pa3yMeBambe I pelllaBame NOTpedHa Cy 3Hamwba U3 Pa3ININTUX
odmacty, Kako du ce ca BUIIIe CTPaHa carjefaa ucra rema. Cajpxaju ce HoBesyjy
y CMUCTIeHe IieflMHe M OMOTyhyjy ydeHMImMa fia Bujie ¥ pasyMejy MIMpy CIUKY.
To He 3HauM fa Cy mojenyHAYHM IpeAMeTH 3anocTap/beHn. HampoTus, mojenm-
HauHe JVICHUIUIMHE TIPYXajy AyOuHY U GOKYCHPAHOCT, @ MHTePAMCLMUIUINHAD-
HOCT M MHTETPATUBHOCT IIMPUHY KOHTEKCTA U IpOMeHy nepcrekTuse. OBO cBa-
Kako noBehaBa HMBO (YHKIMOHA/THOTr 3Hama, jep ydeHuIuMa omoryhasa fja
yBHJIe TIOCTOjarbe Be3a, a Y/Iora HaCTaBHMKA je []a TOCTaB/ba IIPOod/IeMCKe 3ajlaTKe
U cuTyanuje.

JIHTerpaTMBHOCT Ce OJHOCH Ha OCTBapuBambe NPMHINUIA Ja CBY €leMeHTH
HACTaBHOT Ipoleca (cafp>KajHi, IICUXOIONIKY, Ca3HajHY, COIMONOLIKY 11 Opra-
HM3auMoHM) OyAy (PYHKIMOHAIHO IIOBE3aHU U Ja YMHE XapMOHWYHY LeIMHY
(Opodmax, 2007: 81). lodpa Teopujcka 1mojsora 3a MHTETPATUBHY HACTABY jecTe
OCHOBA TeIITA/IT TeOPHje U HheHNX IJITABHUX ITpefcTaBHMKal, Koju kpehy of craBa
Jia ce ICUXMYKM IIPOLIeCH He MOTY palllY/IambaBaTy, jep Cy IbUXOBE HajBaKHUje
KapaKTepUCTHKe OPraHM30BaHOCT 1 IenoButTocT (Vicro). Vieja nuHTerpaTnBHe
HacTaBe IPAKTUYHO je OCTBApeHa y MHOTMM HaIpeJHMM IelarolIKUM IIOKpe-
TYIMa U IpaBLyMa TokoM 20. BeKa, Y KOHIeNIUjJi aKTUBHe LIKOJIe, IPOjeKT-Me-
toxy [ljyuja u y erseMIiapHOj HacTaBy. Y JIUTepaTypy ce OMUIY TPM Od/IMKa
MHTeTpallyje HacTaBe: 1) doiilyH (Crajame pasIMINTIX HACTABHMX CajjpXKaja y
jeMMHCTBEH Kypc); 2) genumuuar (0xadup CIMYHNUX IIOI7IaB/ba 3 HACTABHOT Ma-
Tepujaa Koja ce 3ajegHuuky odpabyjy); 3) dnoxoscku (n3pajga ayTOHOMHUX OJIO-
KOBa KOjJI Cy CaMOCTa/IHO NPOTpaMMpaHM WM U3J[[Bajarbe [e/l0Ba 3ajeTHNYKOT
mporpaMa 3a MHTerpaTuBHy odpapny). [loMmumsy ce u Tpu HUBOA MHTErpanyje —
yHyTapIpeaMeTHa, Mehynpenmerna u mebycucremcka (Vcro).

Tpeda mmatu y BURy fja HUCY CBe TeMe ¥ METOJCKe jefVHMUIle IIOTOfjHe 3a
MHTePAVICIUIVIVHAPHU NPUCTYN HacTaBu. Mebytum, ga Ou mHTepamcoumm-
HapHa HacTaBa OuIa yCIIellTHA HEOIIXO/HO je II0Be3UBambe yIeHMKA, a/Ii ¥ HACTaB-
HIKQ, KOjJ 3ajeSHNYKM IUIAaHMPajy cafipykaje careflaHe U3 PasINMYUTUX YIIOBA.
VIHTepUCIVIIIMHAPHO ITOBe3MBabe MOACTIYE aKTUBHY Y/IOTY YYeHUKa, Kpea-
TUBHOCT U MOTHMBaLMjy, oMoryhaBa pasBijarbe KPUTUYKOT MUIIbEHA U pella-
Bama MpodieMa, aKTVBHOT y4era U TYTOPOYHOI 3Hama, jep je IOBe3aHo ca
cTBapHMM X1BoToM (Xouesap, 2021: 1).

On HacTaBHMKOBe NpUIIPEMe 3aBMCK TOK M yCIeX camor 4yaca. IIpumpema
Tpeda fa canpixu dpojHe eleMeHTe, Kao Ha IIpUMep: IPUMEPEHOCT Y3pacTy, IpeT-
XOJTHOM 3Hamby M MCKYCTBY; OPTraHM3alyjy BpeMeHa; cKiaj uaMely jacHux mH-
CTPYKIIMja, a7 U [laBabe IIPOCTOPA 3a MHUIIMjATUBY M CAMOCTATHOCT YIEHMKA;
eBanyanujy ypabenor (VBuh m cap., 2001: 244-245). bpojue cy podpodurtn

! Maxc Beprxajmep (Max Wertheimer, 1880-1943), Kypr Kogxa (Kurt Koffka, 1886-
1941) n Bondranr Kenep (Wolfgang Kohler, 1887-1967) ocHoBamu cy remrant Icuxono-
rujy nodeTkoM 20. Beka y Ayctpuju u Hemaukoj.



Cuexxana @umunosuh, Kopenanuja HeMy3nuKux mpeMeTa... 127

Kopuihema HaCTaBHUX MeTOAA Koje KOMOMHYjy pasnnunre odractu. Ocum 1o-
IV3arba HIBOA aKTUBHOCTM U MHTEPECOBaba yYeHMKa 3a Paji Ha 4acy U yCBajame
rpajiBa, OBe HAaCTaBHe MeTOJe IIPUIIPeMajy yIeHMKe 3a BIX0BO ydemhe y §y-
nyheM >KUBOTY U pajy, jep IOCIOAAaBLM 3aXTeBajy HOCefOBambe MPAKTHIHNIX
3Hama U3 BUIIE 08/1aCTH, CIIOCOOHOCT pellaBama MpodiemMa, Kao 1 BelITHHE KO-
MyHUKanyje y umy (Muitiepgucyuinunapta Haciaea, 2023).

Odpapa nporpamcke My3uKe Kao BUJ MHTEPAUCHMIUVINHAPHE HacCTaBe
- IIPUKa3 paguoHUIIe

Meitiogcku dociiyiax

Ha pagnonnun onpskanoj Ha 25. mehynaponnom Ilegarommkom popyMy CLieHCKMX
ymetHoctu (Beorpan, maj 2022.) odpabena je mporpaMcka Mysmka, Koja je Ha-
CTaBHA jeAVHIIIA Ha Yacy My3M4Ke KyIType Y APyToM paspeny I'MMHasuje Ipu-
POIHO-MaTeMaT4KoOr cMepa. ¥ M3Bobhemwy HacTaBHOT Ipoljeca KopuurheHa cy
IBa METOJCKA IOCTYIKa: 1) yMETHUYKY U3pa3, U 2) CIyllame U aHaIu3a My31ud-
KOT fiefna.

Kpaiiak otiuc ioka uaca

Y oKBUpY IPBOT METOACKOT IOCTYIKA KOpUIIheHN Cy: TPYIIHY paf, U3pakajHa
cpefcTaBa pa3IMYUTIX YMETHOCTH (JIMKOBHA, IIeC, KIbJXKEBHOCT); MPTBa IIpU-
pofia cauMibeHa Off IIpefMeTa CaKYIUbeHUX Ha IMIY MecTa (Ha IpyuMep, MOOMITHI
TenedOHM, CYLIAINILE, Kalle, OJIOBKe UTA.) (cmKa 1).

Cmuka 1. ororpaduja HacTana Ha pagUoOHNIY ofp>kaHOj Ha 25. ITegaromkom gopymy
CLIEHCKUX yMeTHOCTH ¥ Beorpany (maj, 2022. rofuHe); Ha B0j Cy IPUKa3aHU IpeIMeTH
KOje Cy Y4eCHMIM PafiMOHMLIe CAaKyTIM/IN C IM/beM U3pajie 3aJaTKa.
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3againiax

Ha vacy cy ydecuuuy paguonuiie foOwmm 3afaTak ia Ha OCHOBY elleMeHaTa TeMe
Jaca HaIpTajy, pororpadpuiry, CH1uMe KpaTak (GpuiM, HalnIly ecMy WiV Ipudy,
ocMucie mokpere. TokoM uspajie 3afjaTKa yYeCHUIM PafMOHMIE CAYLIATN Cy
npBu ctas bepmosose Qaniaciiuume cumpoHuje y TO3agMHI. 3aTUM CY Ipef-
CTaBWIN CBOje pajjoBe y3 odjallliberbe Koje Cy HaulMHe ¥ CPefiCTBA KOPUCTIIIIL.
Ycnenyo je pa3roBop O pacIoNOKUBUM CPeCTBIMA YMETHIYKOT M3paXkaBamba.
Y OKBMpY APYTOT METOACKOT IIOCTYIIKA YYEHUIIN CY Ce YIIO3HAIN Ca CafpKajeM
cuMdOHMje U CTyIIaIN HbeHe CTaBOBe HACYMUYHMM PeIOCIelOM; 3aTUM Cy CTa-
BOBE HYMepJCa/IM 1 JaBa/li UM HaCJIOBe.

Pesyninaiiu

YdecHUIM pafgMOHNUIE CTEKIN Cy AYO/bY U LIMPY YBUL ¥ TO KaKO ce KOPUCTe
M3pa)kajHa CPEACTBA PA3IMINTIX YMETHOCTH Y fOYapaBarby BAHMY3UUYKIX Cafip-
aja; pa3yMeJIy Cy LJe/IOBUTOCT KOHIIEITa Y OHOCY Ha TPAAMIIVIOHATHEe MEeTO/Y-
KO-JIJJaKTUYKe ITOCTYIIKe 0dpajie MCTe HACTaBHe jeflMHMIle; ToKa3amu Behy mMo-
TUBALMjY ¥ U3PXXEHNjY aKTUBHOCT Y OFHOCY Ha MOTMBALIMjy ¥ aKTMBHOCT Ha
YJacoBMMa Ha KOjiMa Ce KOPUCTe TPaAMIVIOHAIHe MOHOJIOLIKO-/IMja/IOIIKe Me-
TOJie; Y4M/IN ITyTeM OTKPMBaIba ¥ Kpo3 UIPy U GOpMMpamy KpUTUIKO, aHaIN-
TUYKO U JMBEPreHTHO MUILIUbelbe; YHaIpeheH je HacTaBHY Ipolec 1 0de3dehena
TPAjHOCT CTEYEHOT 3Hama II0Be3MBambeM HACTABHMX Cajp)Kaja ca peasHuM XKU-
BOTHMM CHUTYallMjama.

3aK/pyvak

IloBesuBame HacTaBe My3M4Ke KyIType C eleMeHTUMA [PYTUX YMEeTHOCTH,
omoryhaBa yueHNIIMa CTUIIaEbe HOBMX 3Haba, Pa3B0Oj My3MUYKMX KOMIIEeTeHIIMja
VI IpYMeHY 3Haba Ha HACTaBY JPYTUX IpefMeTa. AKTUBHM U KPeaTHBHU IPH-
CTYI OJIaKIIaBa yYeHUIIMMa CIIO3Hajy M OIVCHBabe BAHMY3MIKMX cafpkaja. [To-
CTOju BeNMKy OpOj TeJaroIKux MeTofa Koju Ham oMmoryhasajy usdop y ogHoCy
Ha TUII LIKOJIe, HACTABHY jeiINHUILY, YCIOBe paja U cacTaB ofebema (What is
Interdisciplinary Teaching?, 2018). CBaku HaCTaBHVK MO>Xe Jja JOHecCe OIIyKy /i
nu he y KOHKpeTHOj CUTyalMjyi KOPUCTUTY IIPOSIEMCKY HaCTaBy, KOOIIePaTHBHO
ydeme, MHTePaKTUBHO IIpefjaBarbe, MHTEPAUCLUIUINHAPHO YYelhe VI HeKN ca-
CBUM JpyTy MeTofI. BeoMa je BaXKHO /la CBaKa IeJaromKo-MeTOJO/ONIKA OfTyKa
dyrne moHellleHa Ha OCHOBY NaXK/BMBOT IUIAHMpAa U y CKIafy ca nocrojehym
CTaHJApAVIMa U UCXOAMMA 332 My3M4KY KYITYpY.

HeonxonHo je ma ce jour y Toky cryamja Oymyhm HacTaBHMIM 0dyde O TO-
CTOjalby M HauMHUMa Kopuinhema pasHOBPCHUX HACTaBHUX METOJa, KaKo Ou
dum cripeMHM 3a 1M3a30Be Koje HOCK Ipodecyja HaCTaBHMKA My3/4Ke KyIType
(MBuh un cap., 2001: 14). KoHcTaHTHO CTPYYHO ycaBplLIaBame HACTaBHMKA Ce
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[laHaC MOfipa3syMeBa, I HACTaBHUIIMMA je HEOIXOHO IIOHYAUTH IIMPOK M3d0p
HACTaBHUX MeTofia 0a3MpaHNUX Ha HAYYHUM UCTPAKMBABYIMA U ICKYCTBUMA 3€-
Majba y KOjuMa Ce HeKe Off IbUX IPUMEY]jy.
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CORRELATION BETWEEN NON-MUSIC SUBJECTS AND MUSIC CULTURE IN THE
HIGH SCHOOL CURRICULUM - THE METHOD OF EXPLAINING PROGRAM MUSIC

The aim is to achieve the correlation between various non-musical subjects (art culture,
physical culture, Serbian language and literature) and music in high school by applying
an interdisciplinary approach and explaining the concept of programming in music, using
the Hector Berlioz’s Fantastic Symphony. Two methodological procedures were used in the
teaching process: 1) artistic expression, and 2) listening and analysis of a musical piece.
The results show that this way of lesson planning enables: teaching becomes more rational,
efficient and interesting; acquired knowledge is functional and applicable in everyday life;
students gain a deeper and broader insight into how expressive means of various arts are
used to evoke non-musical content; students understand the completeness of the concept
in relation to the traditional methodical-didactic procedures of processing the same teach-
ing unit; students show greater motivation and activity compared to their motivation and
activity when traditional monologic and dialogic teaching methods are used in class.
Keywords: correlation, thematic planning, interdisciplinary approach, music culture,
program music



130 1. Mysuuka negaioiuja / Music pedagogy

Capa Casosunh

ctymeHT JAC, PakynTeT My3UuKe yMETHOCTH
YHuBepauteT yMeTHOCTH Y beorpany, Cpduja
savovic.sara4@gmail.com

bpaswu, menu He Tpeba bpasur -
(He)mpuMepeHa MOMyTapHa My3MKa 3a JeIy™

Cakerak

IIpernenom fOCTynHE MUTEpATYpe OTKPUIN CMO Jia Jlella JaHacC CAyIluajy U IeBajy IoIy-
JIapHY, IIpe HeTo Aevujy My3UKy WK MY3UKY 3a fenty. Mebytnwm, y rekcToBuMa nOjenmHMX
IIOITy/IAPHMX IIeCaMa 4eCTe Cy BYITapHOCTHU, IICOBKE M eKCIVIMLMTHY CEKCYaaHM Cafp-
XKaju, KOjU yKa3yjy Ha TO Jia ITOITy/IapHa My31Ka Moxe Jia Oy/ie HellpyMepeHa 3a IIpeJIIKOI-
CKU U paHOLIKO/ICKM y3pacT. Ha mpumepy necme ,,bpasun’, y ussohemwy mednjer xopa
~Japomnja“ n ¢onk nesaunte Jlene Bpene, mokasanu cMo fia fielja Bosle M Y)KUBajy fa
TieBajy OBY IIeCMY, a/Ii Jla Cafip>Kaj IheHe MY3MKe M CTUX0Ba HUCY IPYMEPEHN 3a HaBeIeH!
y3pacT. TyMaunnu cMo 1 yTuIaj nepada-MHIyeHCepa Ha iednje Mys3ndke pedepeHnmje
U CKPEHY/IU MaXKiby Ha Y/IOTy KOjy CBaKa KapyKa y JIaHITy My3M4Ke MHIYCTpMje MMa 110
HMTaky Ofadypa perepToapa, aau U 3alITHTE Jelle Off HepUMepPeHNX MeAMjCKUX caap-
xaja. Hajsaz, Hajeha oaroBopHOCT je Ha pofguTe/bMMa 1 Hefaro3uma, Koju du tpedamo
ma SynmHO mpate MY3MKY KOjy BMXOBa Jelia CIyLIajy I IIeBajy, Kao 1 ja UM odjacHe cafp-
XKaj CTUXOBA U BUXOBO 3HAUYeHe, yTUIyhu Tako Ha pasBOj €CTETCKUX U MOPA/THNX Bpefi-
HOCTU KO [ielle.

Kmwyune peuu: meduja Mysuka, My3MKa 3a Jelly, IONy/lapHa My3lKa, (He)IIpuMepeHa My-
3MKa 32 JIelly, My3UdKa IIefJaroruja

Yo

pajy ce UCHNUTyje HEIpUMEpeHa MY3MKa 3a Jely IPeJIIKOICKOr U pa-
YHOH_IKO}ICKOI‘ y3pacra. Jla OucMo IOjacHMIN KOja je TO IpUMepeHa, a Koja
HeIpyMepeHa MY3JKa 3a Jiely, IPBO CMO MCTPaK/M octojehy mureparypy Koja
Ce OJHOCH Ha TEPMMHOJIOTM)jy fedMje MY3UKe, Tj. My3MKe 3a Jely. 3aTuM CMO
IpOYYV/IN JTUTEPATypPy O AedMjuM MY3UYKMM IpedepeHIujaMa U Ca3Hamu Aa
HOIY/IapHY MY3UKY Jlelia JaHacC HajBUILe C/TYIIajy HajBepoBaTHYje 300T Homaji/bu-
BOCTY HeHMX MeJIOfi1ja, amy ¥ 300T 3aCTYIVbEHOCTH TIONy/IapHe My3MKe Y Me-
nujuma. MebyTum, gecro ce goraba fja cy cagpykaju cTuXoBa IONy/TapHMX IlecaMa
HENpUMEpEHM 3a Jlelly HaBeJeHoT y3pacTa. OBM CTUXOBMU UM HEe HOCE HUMKAKBY
VI HOCE TIOTPEIIHY IIOPYKY. Y IbMMa Cy YecTe ByIrapHe pedu, Kao U OHe Koje
(MH)IMPEKTHO yKa3yjy Ha HeTONIePAHIIN]Y, HACU/be, CEKCYaTHM CafipKaj M KOH3Y-

* TIpBoduTHa Bep3uja HacTasa je Ha mpeaMety IlomymapHa Mysuka 1, y Kimacu folLieHTa
ap bumpane Jlexosuh, Ha QakynTery Mysuuke ymeTHocTH y Beorpany.
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MUpambe NICUX0AKTUBHUX CYICTaHIM. MysH4Ky BUJIEO CIIOTOBM JIOJATHO HOTILp-
TaBajy BYITapHOCT CTMXOBa C LWbeM IpUBaderma MelMjcKe HNaxmwe. OBaKBU
IpyMepy TpaHude ce ca JOOPUM YKYCOM M 3a MOCTEAUYHO CTame MMAjy Jole
Mojiefie TTOHAlIama, KOji HETaTMBHO YTUYY Ha PasBoj Aele Y NMPEeIIKOICKOM 1
PaHOIIKOICKOM y3pacTy. C 003MpoM Ha TO Jja Cy Mefuj/ JaHAC IOCTaIN K-
TYPHU OKBMPU UJEHTUTETCKOT 0OIMKOBaMba, fielja Tpajie CBOje UICHTUTEeTe Y UH-
TePAKLUjJ Ca MeVIjCKMM KOHCTPYKI[MjaMa CTBapHOCTH. 3aTo Ou, C jefiHe CTpaHe,
MY3UYKM IeBauyl — JAHAIIbBY MY3UYKU MHQIyeHcepu — Tpedaso a JoIprHOCe
MOPa/HOM 11 eCTeTCKOM 00pa3oBamy HajMahe mydike, a fja ce, ca Apyre cCTpaHe,
My3M4YKa MHAYCTpUja daBy muTameM 3alTure Hajmaahe nydnmke kaja je ped o
cafip>KajuMa Koju Cy 3a bux Henpumepenu. Crora, y JOCTYIIHOj TUTepaTypy Ipe-
OB/IajlaBa ONpaBJlaHA 3a0PMHYTOCT CTPYYHE jABHOCTM 3d0I CHAXXHOT YTHIaja
KOj! My3MKa MIMa Ha Pa3Boj JeuMjX MOPa/JIHMX U eCTeTCKMX BpefHocTu. Ha Kpajy
CMo, Ha IpuMepy necMe ,,bpasun” y usBobemwy geunjer xopa ,,Yaponmja” n ¢ponk
nepauntie Jlene bpene y okBupy HoBoroguiumer nporpaMa Tenesusuje IInHk,
TIOKa3a/Iy fla je My3udKy (ITPOBOKATUBHIY JIATMHO PUTAM) ¥ TEKCTYa/THU CafIpiKaj
(cexcyarHe anysuje) HeIIpMMeEpPEH 3a flelly HaBe[leHOT y3pacTa.

Mysuka 3a geny win ge4dmja My3uKa

Y nurepatypu He IOCTOjU jacHa pas/nuka usMeby rmojMosa mysuka 3a geyy u
geuuja mysuka. MebhyTum, ykonmko mpeysmMeMo KIacupuKanmjy Koja y KibVbKeB-
HOCTH jaCHO pasTpaHuyaBa KrwUiesHOCHl 3a geuy of geuuje krouncesHociiu (Ile-
tpoBuh, 2011), onpa du mysuka 3a geyy duna oHa Koja je M3BOPHO HaMeleHa
[elM U MMa BAaCIMTHO-0OPa30BHY Y/IOTY, OK OM geuuja my3uka MpefcTaB/baa
cnodopHy uMIpoBusanujy gerera. [lopen mozesne Ha oBe fiBe KaTeropuje, IIoCTOju
u Tpeha KaTeropuja, a TO je My3uKka Koja Huje HamereHa geyu, 300T arCTPaKTHOT
MYy3MYKO-TEKCTYa/lHOT cafpykaja. Hajsan, mocToju u 4eTBpTa Kareropuja — my-
3uUKa Koja Huje HamerveHa geyu, 300T HEIIPUMEPEHOT MY3MYKO-TEKCTyaTHOT ca-
Ip>Kaja 1 300r TOra je y CyIPOTHOCTM Ca CBUM IEIarOIK/M Havde/IMa, BPeJHO-
CTMMa 1 3afialuMa.

[TecMa je meunmje mpBO My3MYKO MCKYCTBO M IIOTOIAH AJIaT 3a y4erhe I pasy-
MeBame CBeTa Koju Hac OKpyxyje. [leBameM mmecama fieTe HeCBECHO yCBaja My-
3M4Ke odpaclie, CTMYe MY3MYKO MCKYCTBO, Te pa3B1ja My3ndKe IpedepeHuuje.
dakTopM Koju yTHYy Ha opMmupame My3WUYKuX npedepeHIja gereTa jecy
OKpY>Kele, 0COOMHE IMYHOCTH, Y3PaCT, MY3UYKO VICKYCTBO ¥ MY3WYKV CTUMY-
maHc (Demorest & Schultz, 2004). 3a My3uuke cTMMYy/IaHCe y HajpaHUjeM f0dY
IeTETOBOT >KMBOTA OATOBOPHIY CY POANTE/bY, @ KACHMUje Y HaCTaBHUIY, KOjU TIe-
BameM, CBUpameM W ofadupoM ofpeheHe Mysuke cTBapajy 1 rpaje My3UIKO
uckycTBo siereta (de Vries, 2009; Chao-Fernandez et al., 2020, Matanov-Jerkovic,
2023). Mysnuke nmpedepeHInje 3aByCe ¥ Off TPEHYTHUX MY3UYKUX TPEH/[0BA
Koju ce Mory mparuty Ha Bed mwargpopmama (JyTjyd, Muctarpam n Tukrok) u
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CHO)XHO OO/MMKYjy fiednje BpefHOCTH. Pe3ynTaTn jemHOT MCTpakMBama Koje ce
daBMIO MY3MYKMM >KaHPOBVMMA Yy MOPOANYHOM U LIKOJIICKOM OKPYXewY ZAelie
npenuikonckor yspacra (Chao-Ferndndez et al., 2020) mokasyjy ma ce y Hajsehem
npoueHTy (mpeko 80%) poauTe/bY CIAXY C TUM fIa je yIoTa My3U4YKUX >KaHPOBa
y dopMupamy My3M4KOT yKyca fieTeTa ojrydyjyha. Bumie on monosuse ponm-
Terba (64%) ucTuYe Jja HIUXOBa Jlella Boje Jla CTyIIajy ieunjy, IOIyIapHy U Ha-
ponny Mysuky (Chao-Fernandez et al., 2020). Jako casHajeMo ma popuresn y
IeTUICTBY Aely Hajuemhe neBajy mednje mecMe, Belmku Opoj fielie He BOMM Jja
IeBa fieduje IecMe, Te ce Y XOp y4Iamyjy YIJIABHOM Ja Oy IeBa/lu IIOI IecMe
(ITlerposwuh, 2023), ca KojuMa Herja cBe paHuje nonase y KoHTakT (de Vries, 2009).
Jlox To3HaTe IOIIyIapHe M POK IecMe CITYIIajy fielja CTapujuX paspea OCHOBHE
IIKOJTe, Jiella HIDKMX paspefia M flella IPeIIKOICKOT y3pacTa BOJe pasnuynTe
Bpcre Mmysuke (Demorest & Schultz, 2004).

Mebytum, 3a npaBuIaH eMOLMOHATHM Pa3Boj U pa3Boj dyayhmx ecTeTcKmx
KpUTEPUjyMa, 3a Ielly je Ba)KHO [ja Off HajpaHujer y3pacTa CIyllajy My3SUKY KoOja
je TemMaTcku nmpuiaarohena u myuMa HaMmemeHa (Matanov-Jerkovi¢, 2023). Crora
Teflaro3n U POAVTEbY MOPajy [ia BOJie padyHa O ofadupy mecama 3a jieny, Koje
du Tpedasno ma cajgpike eTUUKY, eCTETCKY U eMOLoHanHy BpegHocT (ITerpoBuh
u cap., 2014). C jenHe cTpaHe, y MHOTMM IleCMaMa Koje Cy HaMebeHe JIeI TEKCT
je IpuMepeH BIXOBOM Y3pacTy, a/l je MeloAMja HeoaroBapajyha sdor Bemmkor
oICcera, MOAYNaLMja M XpOMATHKe, TOK Cy PUTMOBM CIOXKEH! VM IPOMEH/bVBI
(Campbell, 1991). Ca gpyre cTpaHe, HOCTOje IecMe KOje Y MY3MYKOM CMUCITY
OfIrOBapajy y3pacTy [eTeTa, aji ce Y IOIVIefly Cafp>KIHe CTUXOBa CYIPOTCTaBIbajy
OCHOBHVM €TMYKUM ¥ MopanHuM Hadenuma (Cambell, 1991; Ilerposuh u cap.,
2014). OBe mmecMe CBpCTaBaMo Y JIOIIY JIeUyjy MY3UKY Tj. JIOLIY MY3UKY 32 Jle1ly.

Jlomia gevnja My3uKa MK JIOIIA MY3MKa 3a Iely

Jen ce maHac Impeko CBMX Mefyja eMUTYyje Hajuenthe Kud, IIyHT M HEKBa-
JINTETHA MY3MKa 32 ,,jefHOKpaTHy ynorpedy” (Matanov-Jerkovi¢, 2023). V Tex-
CTOBMMA CaBPEMEHNX IMOIY/IAPHUX TI€CaMa, a TI0f] yTUIIajeM COLMOIONIKO-OIN-
TUYKUX JiellaBama, BP/IO YeCTO Cy 3aCTyI/beHe de300pasHe peun, BYITapHOCTH
¥ eKCIUTNIMHTHY CEKCYaTHM caapskaju.! Pogurerbu Koju Cy y4eTBOBAIN Y jeTHOM
ucrpaxnBamy (Chao-Fernandez et al., 2020) cmaTpajy fa je dutHoO fa 3Hajy ca-
IpKaj CTMXOBA IecMe Kojy JieTe IeBa, Kao u fa Ou mpenysenn ofipehene mepe
Kazia Oy BUJIe/IM HeraTyBaH yTuUIlaj My3uKe Ha fieTe. Herro Mamu nporeHat po-
nutepa (mpeko 70%) npumehyje na je yTuijaj HempuMepeHNX TEKCTOBA IecaMa
Ha IbMXOBY Jlelly Be/IMKY — OHA BOJIe /1a IIeBajy U UTPajy y3 IIeCMY ca HellpuMepe-
HJM CTMXOBMMA, IITO Ce KaCHMUje ofjpaskaBa 1 Ha BoKadymap fereta. Hajsap, Haj-

1 https://help.musicnotes.com/hc/en-us/articles/202116068-How-do-I-know-whether-
or-not-the-content-of-a-song-is-inappropriate-Is-there-something-that-will-indicate- this
[10.05.2023].
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Maml IpoleHaT poautesba (38%) 3aysuMa CTaB 1a My3UYKU CaipXKajul Y OKpY-
XKemwy IbIUX0Be felle HUKako Hucy npuknagau (Chao-Fernandez et al., 2020).
ITopen popnTeba, MCHUTAHNUIM OBOT UCTPaXKMBakba OM/IM Cy U HACTaBHUIIM, KOjI
CMaTpajy /ja CBaKa BPCTa My3MKe MOXKe OUTY MIPUK/IaiHa 32 ALy, a/Ii CaMo KO-
JIMKO Cy CTUXOBY ofiroBapajyhu 3a y3pacr fierera. Ha ocHOBY nsjaBe HacTaBHIKa,
Jiella CBaKOJHEBHO cylIajy cinefehe mecme: ,,Despacito” (“ITomaxo”), Echame la
culpa” (,,Kpusure mene), ,Chantaje” (,,Yiiena“), ,Dame tu cosita” (,,[laj Mu cBojy
Maiy ctBap“) u ,,Mayores” (,,Behu). Huje norpedHo npuctynury aHanmsm Tex-
CTOBa OBMX IIecaMa jja &y dMJIo jacHO Jia Cy 3a eIy IMPeIIKO/ICKOT y3pacTa Hac-
JIOBM U Cafip>Kajul OBUX IlecaMa HempyMepenu. HactaBHULIM MCTHYY [ja, MAKO
BehnHa fierie He pa3MuIIUba O 3HAYEHY TEKCTA U CBECHO He IPUCTYIA HErOBOj
aHa/IM3M, TIOCTOjM PU3MK 32 HECBECHO yCBajarbe 3Ha4eha U BPEIHOCTY Koje ITlecMa
HOCH, LIITO MOXKe YTUIATH HA 3ay3VMambe CTaBa 1 (opMMpalbe MOHAIIaka Jelie
Y CBaKOJIHEBHUM CHUTYyallMjaMa.

Y ucrpaxmBamyMa je IOKa3aHo Jja THHejilepy Hajuemrhe He pasyMejy 3Ha-
Yyere TeKCTOBa, Kao U Ja y Behoj Mepu 3Hajy MeNOAMujy, a y Mamb0j Mepy TeKCT
necama Koje CIyIIajy u Koje cy um ommbere (AAP, 1996). 3aTo Huje Hu JoKa3aHa
AVpeKTHA Be3a M3MeDy eKCIUIMINTHe ceKCyaTHe, HAaCWIHE Caip>KMHe TeKCTOBA U
NOHaIIamwa fere. MebyTum, nako mojeayHa McTpakuBama yKasyjy fa He IOCTOjI
Besa uaMeby crymama mom Mysuke 1 KpMMMHATHOT TTOHaIIama (Bogt et al., 2013,
npema Ilerposuh n cap., 2018), oTkpuBeHa je Besa n3Mehy cTMxoBa y mojennHIM
MY3UYKUM >KaHPOBMMa (HIIP. XeBM-MeTasI) ¥ HACVJIHMYKOT IIOHAIIAma Jelie
(Arnett, 1996, npema IlerpoBuh u cap., 2018). VMako cy nojeguuu ayropu ot-
KpWIN Ja C/Iyllame ¥ IeBambe CTUXOBA MOjelVHNX IIOIy/TapHNUX JKaHPOBa IIOJ-
ctiuy Hacube y Behoj mepu opf refama Busieo ciota (Lennings & Warburton,
2011, npema Ilerposuh u cap., 2018), gpyru cy Munbema ga epeKTV HaCYITHIX
MY3MYKIX TEKCTOBA HUCY HI IPpuOMIKHO MOhHM Kao epeKTy BU3YeTHUX Meauja
jep BU3yeHe CIIVKe JaleKo CHAXHMje YTy Ha GopMuparme CTaBOBa M BPEHO-
ctu (Warburton et al, 2014). ®opma Bujjeo Criota 4eCcTo Cafp)Xu pasindnure 0d-
JIMKe CeKCM3Ma M HeIIPUK/IAHOT CeKCYalHOT TIOHAIIaka KOjii MOTY fia yTU4y Ha
3HaYajHe POMeHe y MOoHaIamwy 1 cTaBoBuMa fierie (AAP, 1996; 2009).

Ha ¢opmupame n 0dnmkoBame BPELHOCTI YTUYY U HACTYIN IIOMYTapPHUX
usBobaua. Ycrer mpotiieca adheKTHBHOT BesyBamwa — MMUTALM]je, nfeHTIduKanmje
¥ IIpOjeKIMje — Jielja CBOje COIICTBO MOTY KpOjUTH caodpasHo usIeny odoxkaBa-
Hux mnaHocTy (Boxxmnosuh, 2014). Crora du nomynapuu nspobhaun Tpedaso ja
dymy mosuTMBHU MofenM NMOHAIIama feun u TiHejjepuma (AAP, 1996), jep kao
caBpeMeHM ,,MH(IyeHCepn” IpUB/Iade MAXKIbY flelle Ha 3BYYHe U BU3Ye/THe cafip-
xaje wuxose Mysuke (Linn, 2005, mpema Bosacki et al., 2006). ITopen nonynap-
HIX IIeBaYa, ¥ OCTaJle KapMKe y IaHIy My3udKe MHAYyCTpuje Tpedano Ou aa Bofe
padyHa o TOMe ja IPOLieHe U ICTAKHY y3pacHe IPaHuIle Ha TOYETKY eMUTOBAHIX
MY3MYKO-BU3Ye/THIX Cafp’Kaja Ha MeAujuMa 1 Bed maaTrdopMama Kao LITO Cy
Tuxtok, Vinctarpam u JyTjyd.
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eunn ne Tpe6a bpasun

Bed nnardopma Jytjyd Hyau Benmukm dpoj mecama 3a mely u Iecama Koje
usBope meua. Meby wuma nponanasumo u necmy ,,bpasun’? y ussohemwy Jlemne
Bpene u meunjer xopa ,daponnja” y K0joj ce crajajy HecojuBe KOMOMHauje
PasINYNTUX KYITYPHUX YMHIIALA Y MEAMjCKOM YMETHIYKOM IIpocTopy. Vako
necMma ,,bpasun®“ Huje NpBOOUMTHO KOMIIOHOBaHA 3a flelly HUTH je IHMMa Ha-
MembeHa, Jiella je M3BOofle YIIPKOC HeIPUMEPEHOM MY3UYKO-TeKCTYalTHOM caip-
Xajy. Vnak, Hucy fena usBpimia ofadup, Beh cy 3a To 0frOBOpHI PyKOBOAM/IALL
XOpa, IeBaunIla, apamXep, My3MUIKI YPeSHMK, pefaKiiija HOBOTOUILIbET IIPO-
rpaMa u TeleBu3Mjcka Kyha, koja 1nmMa HajBehy OATOBOPHOCT ¥ IIPEHOCH je Ha CBe
OHe KOjy y4eCTBYjy y mpuipemu u peanusanuju nporpama (Plavsi¢, 2019). Pe-
JaKIyje CHOCe TI0CeSHY Of[rOBOPHOCT ITpeMa Ly, a IporpaMi Koju ce IIpaBse 3a
meny Tpeda fja Bofie pauyHa o 00MMY MHTepecoBama I IoTpedama Jele, Kao 1 a
IOTIPMHOCE YPaBHOTEXEHOM Pa3Bojy fere (mpema umany 9 KonBeHnmje o mpa-
BUMa Jetera, BumeTu Pavli$ié, 2019).

My3u4ky ypegHUIIN Ce, IPETIOCTAB/baMO, HICY PYKOBOJVIIV BaCIIMTHO-00-
pasoBHOM (pyHKIMjoM HecMe, Beh cy je omadpanu kako du mopcereTMIN Ha TIO-
CTIefi’bY eBPOBU3NUjCKM HACTYH IIpefcTaBHMKA duBIIe Jyrocmasuje. Hocranrmy-
HOCT CY >KeJIeJiM Jja IOCTUTHY HEBMHUM U Oe30PVDIKHUM [jeuUjuM XOPCKUM
IJIaCOBMMA, Kao 1 mojaBoM u rimacom Jlere bpene — cumdonom u peHomenom
HeKajallllbe JyrocaaBuje. TUIIMYHO 3adaBHY eBPOBM3MjCKM KapaKTep OBe IIecMe
oI7lefia ce y HOKPeT/bUBOM TEMITY JIATVHO II/IeCa, CMHKOIVPAaHOM PUTMY U IIPaTHI
OydmeBa u TMMmaHa. MebyTuM, y HamsIen yenpiiaBoj ¥ Urpadykoj My3ULH,
KpHje ce IeHe BICOKA epOTI30BaHOCT, jep CBAKM JIATHHO IIJIeC, @ HAPOUNTO camMda
1 pymda Koje ce y IIeCMU ITIOMUbY, IIpaTe CTPACHY U 3aBOAJBMBIU IIOKPETH XKEeHe
KOja ce yiBapa MyILIKapIly. Y Bujieo CIIOTY youaBaMoO KOHTpPAcT usmeby HanBHe
Iednje pasUrpaHOCTU U MPOBOKATUBHUX IOKpeTa (OJIK MeBadnile; HeloAyaap-
HOCT je MOCTUTHYTa u3Meby cBakofgHeBHe fleunje rapfiepode U epOTU30BAHOT
criojbHeT M3resia nesaunie. Cexcunmiad MMM (KpaTKe CyKibe U Xas/blHe, Y-
doku pexonre, ockygHu Tomnosu) Jleme bpene mompuHeo je ToMe fa OHA, Kao
aTpaKTMBHA JI€BOjKa M3 Hapofa, IocTaHe dmucka m oMmmbeHa feun (Vracaric,
2022). Ona je u Bapdu nyTka (mmaBa koca u yre Hore) (Dragicevié-Sesi¢, 1994,
npema Vracari¢, 2022), anu 1 caBpeMeHa Kfeas eBOjKa, jep 3aMerbyje MpuHIe3e
u3 dajke, a Aeru nmocTaje mocedau ysop (Vracari¢, 2022). 3ato u He 4yAu IITO AeLia
y BUJIeO CIIOTY Y)KMBajy JOK IeBajy mecMy ,,bpasur’, Tj. ITO MOCTOjU BUXOBA
eMOLIMOHA/IHA peaklyja Ha recMy. Vmak, 1 nopes nocrojama eMOTHBHE KOMIIO-

2 Oga necma y usBobery nomynapre nomn nesaunte bedu Jon (xoja je yjenHo u ayTop
TeKCTa) IpefcTaB/baa je JyrocmaBujy Ha TakMmdeny ,,[lecma EBpoBusnje” 1991. roguse.
3 Apan)XMaH U My3UKY ypajguo je 3opaH BpaueBnh. Mysmukm cror je eMmtoBaH y
OKBMPY HoBoropuuimer nporpama TB IInuk 2007. rogure. Bupetn: https://www.youtube.
com/watch?v=ZvdxOrMLaDk
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HeHTe, IlecMa He 3a/]0BOJ/baBa IIpeocTasa ABa OMTHA IapaMeTpa: eCTeTCKH (rap-
mepoda meBauulile, IpeHAI/ENIaHO IIApeHa, ClieHorpaduja u CMICA0 CTUXOBA) U
eTU4KM (CeKCyanHO KOHOTMPAHY CTUXOBY YUeCTBOBambe Jieuljer XOpa 3ajeHo ca
neBavnIoM QOJIK My3HKe).

HecymmuBo je fa mena mpepuIKoCKOT y3pacTa — YIeCHUIIM Y OBOM BUJEO
CIIOTY — He PasyMejy 3Hauerbe CTUXO0BA KOoje I1eBajy, a KOjU JMPEKTHO IT03MBajy Ha
pydaBHy akumjy: CKkuHu cée, CKUHU yuilene W0 Tipe, CKUHU jaKHy, dapmepke,
xajge uipa tiouure. IlutaMo ce, UNaK, fia I Cy POAUTEBY OBe Jelie OVIn yIo-
3HATU ¥ JJa/I CaIJTACHOCT JIa IbMIXOBA Jlelja YIeCTBYjy y OBOM IpojekTy. O HacTymy
Jlelle Ha Iporpamy Tpeda mocTuhn carmacHOCT ca pOAUTe/bUMA W TIPENCTABHN-
IVIMa MHCTUTYLMja Koje mena noxabajy (mpema wiany 10 Konsenyuje o tipasuma
geiieitia, Bupetu Pavlisi¢, 2019). Ykonmko Ta carnacHOCT MU30CTaHe, AelllaBa ce ia
Cy fiella mapaBaH 3a ofpehene akiyje u forahaje, anm u cpeacTBO 32 MAaHMITy/IA-
mujy (Pavlisi¢, 2019). Ona Hemajy nCKycTBa, HUTH IOCeAyjy HOTpedHa Mepuia 3a
IpaBWIaH N300p, pasInKoBame JOOPMX Off JIOIIVX, BaKHIX Off HEBOKHUX, KOPU-
CHIUX O] HeKOPMCHUX, TaYHMX Off nakHuX nHpopmanmja (Pavlisi¢, 2019). Vicro
TaKo Jlella HIUCY Y CTamy fla IIPero3Hajy mrTa je fo0pa ¥ KBa/lUTeTHA MY3HKa, a
IITa HMje, HUTK Jja odpasyoxe 300r yera UM ce Heka Mysuka pomana. C jemHe
CTpaHe, yzora Menuja jecte aa usrpabyjy geumje casHajHe mpotece u ga odpasyjy
Jely y IpaBILly pasBoja Me[yjcKe KOMIIETEHIINje, Ko U [ja INTUTE [elly Off HeIpu-
MepeHnx cazppykaja (Pavlisi¢, 2019). C gpyre cTpaHe, ynora popnuTesba 1 Iefjarora
jecTe ma ykasyjy Ha pasnuky usMmehy kBamuTeTa 1 jeQTMHOT IPOM3BOJA U TAKO
0de30ehyjy KOHTMHYMpaHU pa3BOj €TUYKUX Y €CTETCKMUX BPETHOCTU Jele
(Matanov-Jerkovié, 2023).

YKonuko popgutempy ca IeL0OM pasBuUjy U HEryjy OJHOC 3aCHOBaH Ha IIOBe-
pemy, yBaXkaBamy 1 IIPUBP>KEHOCTH, OHIA he Ielra BepoBaT poAUTe/bCKOM Ofia-
dupy Mysuke koja je mpuMepeHa, UCKpeHa M MCTUHUTA 3a BUX. 3a CTBapambe
OKpYy>kema y KoMe he ce feTe MysWIKM pa3BMjaTy HUje HEONIXOHO Jla POJMTED
dynme mysuukm odpasoBaH, Beh fa je cBecTaH MO3NUTUBHOT YTHUIIdja My3UKe Ha
CBeyKyIHM pas3Boj fereta (de Vries, 2009). butHo je ma popuTe/by 3Hajy cagpxaje
mecaMa Koje felja IeBajy 1 CIyIajy 1 odjacHe UM KOHKPETHO 3Haueme ped C
KOHOTAIMjOM CeKCyanHor unHa 1 ncoBku (AAP, 1996). CxomHO TOMe, poauTe/bI
Y BaCHNUTA4M M3Pa)KaBajy CHAXXHY 3a0pUMHYTOCT jaBHOCTY 300 HACM/IHUX WIN
CeKCYaJIHO CyTeCTMBHMX TeKCTOBA U C/IMKa y My3u4kuM crioroBuma (Linn, 2005,
npema Bosacki, 2006). IIperopyka jecTe fa memyijaTpy, Iefarosu M poguTeby
3ajemHMYKN capabyjy, pasmarpajy mejcTBa My3SMUYKMX CTMXOBA IlecaMa Ha JIely
(AAP, 1996). MebyTum, pemmaBa ce fa yIpaBo pOfUTe/bY HUCY y CTamby fia pas-
Tyde Bodpy My3UKy Off JIOIIe ¥ HEKOPUCHE My3MKe 3a Ib1X0BO feTe. Heka nctpa-
XMBaa Cy IO0Kas3asa Ja MOjeffluHN POAUTE/bY Ofadupajy fa el MyIITajy CBOj
OMIbEHM peIlepToap, KOoju He 3HAuN fa je ofiropapajyh u moxespaH 3a BIXOBO
mere (Matanov-Jerkovi¢, 2023), n nMajy Xe/by /ja IBUXOBA Jiella Y XOPY IIeBajy
camo nonynapHe necme (Ilerposuh, 2023).
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XopcKo fednje eparbe Ma BaXXHY BaCIUTHO-00Pa30BHY U IPYLITBEHO-MO-
panHy ynory. OHO yTude Ha eMOLVIOHATHO-IICUXVYKY Pa3Boj, pa3Byja BpJIMHE
(EMCHVIUINHA, MICTPajHOCT, eMIIaTHja, TOJIePaHIINja, OfTOBOPHOCT KOIEKTUBHA I
HaIlMIOHA/THA CBECT Y MIATPUOTH3aM), My3M4Ke CIIOCOOHOCTH (JIeTI0 IeBatbe, 3ajefi-
HIYKO Mys3uLupame, ocehaj 3a Menoaujy, putaM u XapMOHUjY) ¥ MY3UYKI YKYC
(TTaBmoBmh u cap., 2016). Xopcko meBame, IpeMa CTAaBOBMMA POJUTE/bA, HAPO-
YITO IOHOCHU colLiujaTHe JOOPOdUTH, Kao MITO Cy pa3Boj My3MUYKOT yKyca 1 OOH-
TOHA, KYITYPHO y3/iu3ambe, JIelo MOoHallambe, MaHupy 1 eManiumnanyuja (Ilerpo-
Buh, 2023). BpxyHcKe ecTeTcKe JoMeTe XOPCKOT Aednjer IeBamba IIOCTUTAO je XOP
»Konmmndpu*“ nmox fupnureHTCKOM IMaaniioM HberoBor ocHuBada Mujmie MaHojno-
Buh.

OCHOBHM IIOCTY/IaT! HeBamba y TafalllbeM Xopy ,Komudpu“ dumm cy npu-
POZIHO U JIEIIO IIEBambe, Ca jJaCHOM AMKLIMjOM M NPELM3HOM apTUKYIALujoM, Y3
THofelllaBame doje TOHA CTU/ICKO-eCTETCKUM 3aXTeBJMa JKaHpa IlecMe, YiMe ce
IOCTM3a/Ia TUIIKOCT I7Iaca U MOACTUIIANA KYITypa ClIyllamka. Xop je meBao Ha
IIECT CBETCKMX je3MKa 1 OMO KOMMKO CPIICKA, TOMMKO U CBeTCKa TeKoBMHA (Mu-
nankosuh u ITerposuh, 2014). Imodanmsanyja Kyn1Type y CpICKOM JPYIITBY JO-
IpJHe/a je IPOMEHM KyITYPHIUX BPEJHOCTH, HAITYIITaby YCTa/beHUX Ky/ITYPHIX
odpasala 1 yK/Ianamy y HelITO LITO He OTOBapa CPIICKOj TPaAVILIAjy ¥ KYITYpH
(Boxxnnosuh, 2020: 70). To ce BuaM u Ha IpUMePy BUieO CIIOTa 3a IecMy ,,bpa-
3un“ y Kojoj ce pery Hamehy fja 3Boze camda pUTMOBe ¥ HepUMepeHe U CKa-
pe/jHe TeKCTOBe.

Tlok cy mena y xopy ,,Kommdpu® normuso u cynTunmHo uctpaxmusana My3uKy
y IPOCTOPY Y 3aBUCHOCTH Off, IbeHOT Cafip>kaja (Ha IpyMep, MeIOfjcKe KOHTYype
VIV [VIHAMMKe), KOPUCTI/IA CBefieHe IIOKpeTe, IPMPOJiaH M CIIOHTAaH CTaB Tejla,
lella y TIOMEHYTOM BUZIEO CIIOTY KOPUCTe HEOCMMII/beHe IOKpeTe KojuMa He
yKasyjy Ha 3Ha4yajHe My3M4Ke MOMeHTe y mecMu. Mummija Masnojnosuh je necme
opfadupasa IpeMa HUXOBMM BUCOKUM €CTeTCKMM U MOPa/IHMM BPeJHOCTYMA Ha
ITaHy MY3JKe 1 TEeKCTa, a IIpe II04YeTKa IIeBarba Jiel IpefloyaBasa CBe0dyXBaTHY
a”amu3y ctuxoBa (Mwiaankosuh u Ilerposuh, 2014). Tomer je duo jemaH — ocTBa-
PUTM JIETIOTY KOJIEKTMBHOT 3BYKa. Y BUJEO CIIOTY aHA/IM3MPAHOT 13Boherma mecMe
,»bpaswn’ jeguHa HaMmepa Owta je mocTrhy BU3yeTHN HOBOTOAVIIGA CIIEKTAKIL.

3aK/pyvakKk

Hajsehy oproBopHocT 3a ofadup My3snM4KO-BU3YeTHUX Cafip>kaja Koje aera
CTylIajy/Tinenajy, umajy pogurebu u negarosu (Campbell, 1991). IIpaBunan opa-
dup yTude Ha IpaBWIAH Pas3Boj €CTETCKUX U MOPATHUX BPEAHOCTY, UAEHTUTETA
U ApylTBeHO-KpuTnuke cBectu (Bosacski, 2006). [la du ce popmupao cucrem
BPEIHOCTY KOJI felie, HEOIIXOMHO je Jla ce Y My3UIIM U APYTUM YMETHUYKUM Cca-
Ip>KajuMa MCTAaKHe IOPYyKa Koja je jacHa M HeIBOCMUICIIEHA, KOjy ieTe MOXKe Jja
pasyme u ycoju. Kaja je ped o paHOM JeTUCTBY, CMAaTpaMo Jja POJUTE/bU U
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HacTaBHUILIM VIMajy HajBehy yTuiaj Ha pa3Boj My3udKux npedepenuuja u odnm-
KOBaIbe MY3MYKOT YKYCa, JOK je Ja/b¥ Pa3Boj Y MIKOJICKOM Y3PacTY U3/I0XKeH yTHU-
I1ajiIMa APYIITBA ¥ TPEH/0BA.

BeoMa je Telko jja ce AeTeTy OHeMOryhy IPUCTYII HEIPUKIAJHOM CafipKajy
jep je cBe Bume MoryhHOCTH Koje TIpy>ka MHTepHeT. VIHTepHeT je pe3ynTar mpo-
neca riodanusanyje, KOju je Z0BeO 10 pafMKaTHUX IIPOMeHa KYITYPHOT MJeH-
tuteta. [lomynapHa KynTypa 1 MaCOBHM MeIMjy 3aCTTY>KHM CY 32 KOHCTUTYMCatbe
KOJIEKTMBHNX U JTIMYHNX UIEHTUTETA, 1A TaKO U 32 KPMU3Y Y KOjoj Cy ce HAIlIN
ycnen nporeca rnodamsanuje (boxmnosuh, 2014). [TapagokcanHo, pasBoj uieH-
THUTeTA IpefCTaB/ba CYIITHHY pa3Boja 1 ¢punozoduje odpasopama 3a 21. Bek u
eH HajBakHuju 1wb (CraHapesuh, 2012).

Hena Tpeda na dyny HajBakHuja rpyna odyxsaheHa koHIjenToM de3deHOCHE
kynrype (Cranapesuh, 2012). Kynrypa je npBoduTHO TymaueHa Kao YC/IOB OII-
CTaHKa, a IaHaC je OHa YC/IOB KOHILenTa Oe38eIHOCHe KyIType, YMju je Wb 3a-
IITUTA U OffpXKaBambe JoOpOodUTH MojeMHIIa, IPYIITBA 1 fpKaBe. Kynrypa pas-
BUja, nsrpabyje u odpasyje Mysndkm ykyc, a de3deHOCHa KynTypa y4ecTByje y
00/MKOBalby OHOTA LITO je AParolieHO, BaKHO U BPEJHO 3a JIelly, yCTaHOB/baBa
IpeTHY 32 BIX0BE BPeIHOCTY U peryauiie MopanHe npuopurere (Cranapesuh,
2012). HajsaykHuje MHCTUTYIMje 3a/fyKeHe 3a Pery/alyjy IOHaNIamba MojeiNHIIA
y KJbYYHVMM Od/1acTMMa IPYLITBA,  CAMUM TUM 1 de3deTHOCHe KYAType jecy mo-
popuIia, MHCTUTYIMje y 0dmacTi 0dpa3oBama, Te KYITYpHe U MefiujcKe MHCTH-
TyLuje, Koje Tpeda ja 00e3defe pasBoj KOHTEKCTa 3HaUEHA, BPEHOCHIX OpUjeH-
tanyja u cumdommuknx koposa (Cranapesmh, 2012: 308). V manamme BpeMe
MacMefMjcKe CynpeMalyje cafpskajuma IoIynapHe KyIType, O4eKMBaHO II0CIe-
OMYHO CTame jecTe Ja MeAyju U IOIyTapHa My3MKa KOHCTPYUINY CTBAPHOCT U
Teuuju CBET. YIora CBUX HacC je 3aTO Jja CMIC/IEHO [ielYjeMO Y IPaBLy KyATYPHOT,
YMETHIYKOT, My3M4KOI, €CTeTCKOT 1 IyXOBHOT IIpeodparkaja.
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BRASIL, CHILDREN DON’T NEED BRASIL - (IN)APPROPRIATE POPULAR MUSIC FOR
CHILDREN

Existing literature has highlighted that children sing and listen to popular music, rather
than childrens’ music or music for children. However, many popular song lyrics often
featuring vulgarity, swear words and explicit sexual content, making them inappropriate
for preschool and school-age children. We observed that children like and enjoy singing
the popular song ,,Brasil®, performed by the children’s choir ,,Carolija“ and folk singer Lepa
Brena, despite its inappropriate musical and lyrical content for the aforementioned age.
We also explored the effect of music influencers on children's music preferences and em-
phasized the role that each player in the music industry has when choosing repertoire and
protecting children from inappropriate media content. Finally, the greatest responsibility
of parents and educators is to monitor the music their children sing and listen to, and to
explain the lyircal content and meaning to children, thus enhancing their aesthetic and
moral development.

Keywords: children's music, music for children, popular music, (in)appropriate children's
music, music pedagogy
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IIpakTUYHa IpMMeHa TeopHje O MOJATHOM €TOCYy
Ha npuMepy nonndone mysuke 16. Beka

Cakerak

IIn/e oBOr pajia yCMEpPEH je Ha pacBeT/baBaibe aHAMTUIKUX METOJA Koje Cy HaMeHeHe
TeTeKLju MOJATHOT eToca y o/ OHUM KoMIto3unujama 16. Beka. Teopuja o MofaTHOM
€TOCY je IIOHMK/IA Ha aHTUYKOj UJEjy IO KOjoj My3MKa MOXKe [la yTUde Ha KapaKTep U
pacrnonoxeme crymanana. Ha Temeby oBe Teopuje IIofCcTaKHyTe PeTOPUYKIM HaUeTIOM
0 NIPUKIATHOCTY Cafip>kuHe U ¢popMe roBopa (decorum), peHeCaHCHN KOMIIO3UTOPU CY
ca HapO4YNTOM NaXmboM dupamu Mopyc ycknabyjyhu ra ca somuHaHTHOM adeKTOM 3a-
CTYIUbEHMM Y TeKCTy koMmnosunyje. Vimajyhu y Buny Takas MCTOPUjCKM KOHTEKCT, Y OBOM
pany hy mokasaru ciper aHaIMTUYKUX METOAA KOjuMa Ce MOXKe yTBPAUTH Beda naMeby
MOJyca, BeroBOT €TOCa ¥ JOMUHAHTHOT adekTa. Teopujy o MoaHOM eToCy Huje Moryhe
caryiefiaT¥l YKOJIMKO Ce MOAYCHMMa IMPUCTYIM ca CTAaHOBMINTA Bakeher aHaMTUYKOT CH-
cTeMa KOju ce TIPaKTUKyje Kof, Hac. HauMe, TakaB aHa/MIMTUYKM NIPUCTYII Ce 3aCHMBA Ha
Cy>KaBamby [[BaHAeCTOME/THOT MOJIA/IHOT CMCTeMa Ha CBera IecT ayTeHTUYHMX MOJyca,
IITO IOC/TEANYHO IOHNINTAaBA TeOPH)y 0 MofaHoM eTocy. Crora he, y mpBoM meny papa,
OUTH IpefcTaB/beH MOCTYMAK 32 IeTeKIIMjy TOHCKOT THUIIA, JaKJle, CUCTeMa IToMohy Kojer
je moryhe yTBpmuTH Wak gBafeceT 4eTMpM MOJANHe KaTeropuje. Y APYyroM feny paga
duhe nprxasaH HauuH 3a yTBphuBame Bese n3Meby eToca Momyca 1 JOMIMHAHTHOT apekTa
xomnosunyje. ITocTynuyma Kojuma cy ce KOMIO3UTOPU CITY>KUIN [ja U3MeHe eToC da3ny-
HOT MOJ[yca M TaKo ra IpuIarofie JOMMHaHTHOM adekry, nocseheH je Tpehu peo papa.
[IpencraB/beHe MeTOe MOTY HONIPMHETI KpeMpaby NMOTIYHMje CIuKe O cipesu usmeby
u3dopa Mopyca, Kao HeOIIXOJHOT IPeJKOMIIO3MLIMOHOT IIOCTYIIKA, U 3Ha4Yerba Cafp>KaHNX
y TEKCTY KOMIO3MUIYje y My3ULIM KOja IpUIIaZia CTPOTOM CTUITY.

Kipyune peun: peHecanca, nomudoHnja, MojanHa aHa/M3a, MOJATHY €TOC, TOHCK!U THII

VBon

OKBMpY IIpefiMeTa PeHecaHCHM KOHTpPanmyHKT IIPaKTMKYje ce MOJA/IHa aHa-
Ym/[sa BIIIEITIACHUX KOMIIO3MUIIVja, KOja 1mocTojehn nBaHaecTofeNHN cucTeM
CBOJM Ha CBeTa LIeCT MOJyca, de3 MPOCTOpa 3a TyMadere HIXOBMX IIaTaTHNX
BapujaHT. OBaKBOM METOZIOM fleTeKIije MOAyca y BUIIEITIACHUM KOMIIO3M-
1MjaMa, C jefHe CTpaHe, 0CTajeMO Y 3HaTHO CY>KEHOM CUCTEMY, YMME Ce IIOHMUIITaBa
dumo xaxkBa (QyHKIVja IJIATalTHUX MOJYCA y MY3WYKOj IPAKCH TOT BpeMeHa.
IIpuxBaTameM TaKBOT, MOXKeMO pehy ocpoMalIeHor cucTeMa, y IOTIYHOCTH ce
opdallyjy cBe KapaKTepUCTHKe Koje ce Ty MOJAIHOT eToca, Tpajulje Koja je
d1Ia M3y3eTHO >KMBa y KOMIIO3MIVIOHO] TEOPUjI Y IIPAKCU TOT BpeMeHa.
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CpenmeBeKOBHA My3MYKa TeOpyja 3aCHOBaHa Ha jeHOIIAcjy odyxBaraa je
CBera 0caM MOJYca, OffHOCHO YeTHPM ayTeHTUYHA U YeTUPY IUIaTalHa ca puHa-
nucuma Ha pe (opcku), mu (ppurnjckn), ga (mupamjckn) u con (MUKCOMUIV]CKA).
OBa Teopuja Hije MMasa IOTMYHO pellele 3a HalleBe KOju 3aBpIlIaBajy Ha /id, U
VIV §O, IPOITIACUBIIY MX 3a , TPAHCIIOHOBAH HTOPCKY, PPUTMjCKI, OMHOCHO JIN-
IUjCKU MOJYC, de3 0d3upa Ha TO LITO MHTEPBAJICKA CTPYKTYpa ayTEeHTUYHUX U
»TPAHCIIOHOBAaHMX MOJyca HUje dwia moAyjapHa. Joul jefHa HETOTMYHOCT
CpefitbeBEKOBHE Teopyje 0 MOAYCHMa jecTe MOMMalbe TOHA de, KOjit je cMaTpaH
CaMO HauMHOM Jia ce MOAYC TpaHchopMMILIe, ali He U Jja Ce TPAHCIIOHYje KaKo
ducmo panac npernoctaBuin. Tako je, Ha mpyUMep, IpeMa 0CMOJENTHO] MOJAIHO]
Teopuju, MeIoAMja Koja cagpyxu de 1 3aBpllIaBa Ha (ha cMaTpaHa TpaHcopmuca-
HVM (XVIIO)TMAMjCKOM MOLYCOM, JIOK je Me/Tofiuja ca GMHAMNCOM Ha pe Vi CHU3K-
mnoM de mpumagana TpaHchopMmucaHoM (xurmo)gopckoM Mmopaycy (Powers,
1981).

Y peHecaHCH, TeOpeTUYapy Cy HACTOjaIM Jja OCMOZAETHM MOJATHU CUCTEM
HpuIarofe 1 odjacHe y OHOCY Ha 3axTeBe NomnpoHe Mysuuke npakce. Meby-
TUM, JIOTMYKM TIpodeMu HacmeheHN U3 cpefrber BeKa caMo Cy MPOAyd/beH N, Ha-
pOYNTO y Ior/Ieny Moayca ca puHamicuMma Ha z1a u go. Takobe, cucteM TpaHcmo-
HOBama HIfje yjefHaueH I1a Cy TaKo 3afIpyKaHe TpafiuliioHanHe GpopMe MMANjcKOr
U JOPCKOT Mofyca (Koju 3aBplIaBajy Ha ¢pa u pe), mto hemo feTa/bHUje BULETH
HEUITO KacHuje.

OcMopenHy MOJATHY CUCTEM PEeBUANPAO je IIBAjLapCKV MY3UYKU TEOPETH-
vap Xajupux Jlopuc Imapeanyc (Heinrich Loris Glareanus, 1488-1563). Y cBom
TpakTaTy U3 1547. rogyHe nop HasusoM Jogekakopgor (AwSexaxopdov, of rpu.
dwdéka — mBaHaecT, Xopdn — XMlla), OBaj TeOpeTHYap MPOUINPYje OCMOIETHN
CHCTEeM MOAYCKMa Ha 71d U go GUHaMICUMa, fakie, (9) eoncknm, (10) xumoeon-
cknm, (11) jorckum u (12) xunojonckum mMopycom. Imapeanyc yjenHo penedu-
HIIIe CPefjibeBeKOBHM I0jaM TpaHcHo3nuuje, uctuayhmu ga cy Hanesu y (¢a)
TUANJCKOM U (pe) HTOPCKOM MOJATHOM Iapy m3MemeHu nomohy cHmsnmie de
3anpaBo y (TPaHCIIOHOBAaHOM) jOHCKOM, OJHOCHO (TPaHCIIOHOBAHOM) €0/ICKOM
mopycy (Miller, 1950).

Vimajyhu y Buiy oBakBY MCTOPMjCKY IIO3aAMHY, IIpefcTaBuheMO aHATUTIYKe
MeTOfie KOje ce MOTY IIPUMEHNUTH Y KOMIIO3UIljaMa CTPOTOr KOHTPAIyHKTCKOT
CTHM/Ia HacTajle TOKOM 16. Beka. Hajnpe hemo nokasaru kako ce ofpebyje Tonckn
TUII U Kako je Moryhe ma ce momohy mera dmke ofipenyt MOLYC Y MOMUQOHO]
xomnosuiyju. [Torom hemo npencraButy cMepHuLie 3a yrBphusame Bese nsmehy
MOJ[yCa, BberoBOr eToCa ¥ JOMUHAHTHOT adekTa Komnosuuuje. KonauHo, mocse-
theMo ce OHMM MOCTYIIMMA KOjIIMa CY Ce KOMIIO3UTOPY KOPUCTUIN Ca LINJbeM
fia M3MeHe VLN IIpeL3HMje YKaXKy Ha eTOC da3uvHOT MOAyca.
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ToHCKM THII 1 MOJa/ITHa KaTeI‘OPI/Ija

Tymademwe Moayca IMOCpPeACTBOM TOHCKOT Tumna (HeM. Tonartentypen, eHI.
tonal type) yCIIOCTaBMO je HeMauKyt MY3UYKI TeOPETUYAP U MY3UKOJIOT 3UTGpUL
XepmenuHk (Siegfried Hermelink) (Hermelink, 1960). YTemerbeH je Ha peHecaHC-
HOj My3MYKOj Teopuju 16. BeKa 1 MCTpakuBarbyMa CIIPOBENEHNM Ha KOMIIO3M-
nujama ITanecrpune (Giovanni Pierluigi da Palestrina, 1525-1594). Vimajyhn y
BUly XepMe/lINHKOBY METOZY, a/li ¥ Ca3Hama IPYTUX HAay4YHUKa, IIpe cBera bep-
Happaa Majepa (Bernhard Meier), amepuukn mysuxosor Xapong [Tayepc (Harold
Powers) yBeo je 0By MeTOZly y aHITIO-CaKCOHCKY My3U4Ky Teopujy (Powers, 1981).
Jlanac, 0BO je pacmpocTpameHa aHaIMTUYKA METOA KOja ce IIpUMemyje y Kpu-
TUYKMM YBOAMMA MHOTUX MOJIepHMX HOTHUX peflakliMja My3uKe 16. Beka.

ToHCKM THII je jemaH Of HaUMHA KOjUIM Ce MOTY YTBPAUTHI U OIVKe IpefcTa-
BUTMU KapaKTepucTuKe ogpehenor mopyca. Iloctoje Tpy mpakTuiHa KpuTepujyma
3a opjpebuBame ToHCKOr THIa, TO cy: (1) 03HaKa 3a cucTeM, (2) KoMOMHaLMja
K/bydeBa y KOj/Ma je M3BOPHO 3aIiCcaHa KOMIIO3MIHja, 1 (3) brHAMIC KOMIIO31-
nuje.

1) O3Haxa 3a cucitiem

OsHaka 3a CICTeM Ce yo4aBa OfMax u3a K/byda. Y monndoHOj MySUI CTPOror
cTuma To Moxe dutu: (a) cucteM des3 mpensHaka (cantus durus) wim (8) cucrem
ca jemHOM cHU3MIMLOM (cantus mollis). Y gpyrom cnydajy roBopuhemo o TpaHc-
IIOHOBAHUM MOJYCUMA.

2) Bpcitie kwyuesa

Y MopmepHUM HM3ambUMa PeHECAHCHMX BOKATHUX KOMITO3MIMja, TOAALM O Bp-
cTaMa K/bydeBa 13 OPUTMHAHOL 3allica HaBeJeHN Cy MCIPe] CaMor MOYeTKa
Kommosnnyje. Y Tadenu koja cremy MoXkeTe BUJETH M3ITIE Vi HasVBe K/bydeBa
Koju cy ce Taga Kopuctunu (tadena 1).

Kaga je y nutamy cTaHJapAHM XOPCKYU CAcTaB 3a COIPaH, aNlT, TeHOp 1 dac,
HAYYHUIM Cy 3alIasvuin Ia Y PeHECAHCH TIPETeXyY TpU KOMOMHAIMje K/bydeBa, TO
Cy: BUCOKM, CPEfIbI VI HUCKIU K/bYUIEBIL.

Bucoxku (ie,) kvyuesu — HasuBajy ce chiavette (MTal. Manu K/by4eBI) WIN Te,
K/bydeBU, 3aTO IITO Ce, Y 0BOj KOMOMHALMjI, Te, K/byd (laHAC MO3HATUjU KAO
BUOJIMHCKY K/bY4) HaTla3! y KAHTYCY. Y CTaHZAPAHOM Y€TBOPOITIACHOM XOPCKOM
cacTaBy BVICOKJ T'e, K/by4eBU MOfpasyMeBajy ciefehy KoMOMHaAIM]y: re, KIbyd y
KaHTYCY, Lie, K/bYd Y a/ITY, 1ie; K/byd y TEHOPY, HOK y dacy Moxe dutn 1ie,, ep; mmm
ed, K/byd4, IITO Ce HABOAM U Ha crefehy HaumH: re,— Le,— Les— Le,/ eds/ edy
(tadema 2, mpyru crydary ¢ 1eBa Ha ecHO).!

! Kop ckpahennma 3a re-kipyd (re,), Lje-KibydeBe (1ie;, 11e,, Lies, Liey) 1 ed-Kbydese (eds,
ed,, eds), Opoj koju cTOju y OKBMPY HasyBa K/by4ya O3HAUaBa UHUjy Ha KOjOj ce Hama3n
TOH Te, Y Te-K/bydy, TOH Iie; Y Iie-K/by4eBVMa, OTHOCHO TOH (Mao) ed y ed-K/bydeBMa.
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Cpegru (ue;) kvyuesu — Ha3MBajy ce 1 1ie; KJbY4eBY 3aTO LITO je Y OBOj KOM-
OMHANVjM HajBULIM K/bYY 32 KAaHTYC 3aIIpaBo Iie; K/byd. Y CTaHHAPAHOM YeTBO-
POITIaCHOM XOPCKOM CacTaBy Cpef by Lie; K/by4eB IToApasyMeBajy ciefehy kom-
OuHaIM}y: Ije; K/bYd Y KAHTYCY, Lie; K/bYd Y aNITy, Lie, K/bYd Y TEHODY, 1 e, Kby
y dacy, LITO ce MOXKe HaBeCT! U Ha crnefehy HaumH: Ije,— e;— Le,— ed, (Tadena
2, pehum cTydarr ¢ 1eBa Ha fecHo). OBo cy Hajuernhy K/by4eBy KOju ce IpUMERY]y
Yy MY3MYKOj IIpaKkcu 16. Beka.

Tadena 1. Msrnen, ckpaheny Ha3uB K/byda U HO3ULIMja K/BYIHOT TOHA.

ckpahenu HO3ULMja KIBYYHOT
BpCTa K/by4a U3IJIEN K/by4a
Ha3uB K/by4a TOHa
: TOH Te
re K/by4 % re, ot
Ha [pYyroj IMHNjU
TOH 1I€,
= e e
Ha IIPBOj TMHUjU
TOH 11€;
e, . .
Ha JpYyroj IMHUjU
Ie Kby
- TOH I1e,
3 1e; . .
Ha Tpehoj muHmju
TOH 11€;
ey . .
i E— Ha YeTBPTOj TUHUJU
o ToH (Masno) ed
e
} Ha Tpehoj nuHuju
TOH (MaJo) e
ed xpyq ed, . ® .
Ha YeTBPTOj TNHUjI
%: ToH (Marno) ed
= eds : .
— Ha I1eTOj IMHUjU

Hucxku (ye,) kvyuesu — Ha3MBajy ce 1 Iie, KJbY4eBU 3aTO LITO Ce, Y OBOj KOM-
OuHanmju, 1e, K/by4 Hajma3y y KaHTYCy. Y CTaH[JapfIHOM 4eTBOPOIJIACHOM XOp-
CKOM CacTaBy HMCKU Iie, K/by4eBU IOApPa3yMeBajy ciefiehy komduHanujy: ue,
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K/by4 Y KaHTYCY, 1ie; MM 1ie, KIbYY Y aITY, e K/byd Y TEHOPY, U eds K/byd Y dacy,
IITO Ce MOXKe HaBeCTM M Ha crefiehy HaumH: 1e,- 1ie;/1ie,— ed;s— eds (Tadena 2,
4eTBPTHU CTYdAI] C JIeBa Ha IeCHO). Y My3MUKOj IpaKcK 16. Beka 0BO Cy Hajpehnu
K/bY4eBI.

Y ABOIIACHMM VIV TPOITIACHMM KOMITO3MILIMjaMa KOMOMHAIVje K/byueBa ce
oxpebyjy nmajyhn y Buny Hasus feonnrie u Bpcty Kbyda. Ha npumep, ykonuko
Cy Y ABOIVIACHOj KOMITO3MIIV)Y 38 TEHOP U dac 3aCTYIUbeHN Iie; U Lie, K/bY4YeBH,
ped je 0 BUCKUM (Te,) K/bydeBUMa. AKO CY Y Iie; U Lie, K/by4eBUMa 3allliCaHe Jie-
OHMIIe a/ITa U TEHOPA, Tafja ce pajy O cpefmuM (Ije;) K/by4eBUMa U TaKO Jja/be
(Tadema 2).

Tadena 2. KomOuHanmje xbydesa.

Ha3uB BHVCOKM M/IN CpeI[H)I/I nm HVCKN UIN

re, K/by4eBu 1€, K/by4eBu 11e, K/by4eBNU
cantus/superius re, e, e,

altus e, e, 1€, MIN 11,
tenor 1Ie; ey ed;
bassus e, wi eds i ed, ed, eds

Kapa je komnosniuja nucana 3a BUIle Off YeTUPY I71aca, TO 3HAYM Ja CY HEKI
Off CTaHJJapiHNUX I7IacoBa yABOjeHN. MebhyTum, yaBojeH!U I7TacOBU MOTY HOCUTH
HasyBe Kao LITO Cy NeTH Iac (aT. quintus), mecTy raac (maT. sextus) M ToMe
cmraHo. O KojeM ce I7Iacy pajy MOXKe Ce Ca CUTYpPHOLINY YyTBPAUTY Ha OCHOBY
K/by4a y OpUTMHATHOM 3anucy. Ha mpumep, YKOIMKO je y OKBUpPY KOMOMHanje
cpenmux KbydeBa (1ie,— 11e;— 1e,~ ed,) yABOjeHa TeOHMIA ca Lie, K/bydeM, Tajja
MO>XEMO M3BECTH 3aK/by4aK /Ia je YBOjeH KaHTYC.

3) Qunanuc

®unanuc ce oppebhyje npema TOHY y 3ByYHO HajHVDKeM ITIACy Y 3aBpIIHO]j Ka-
IeHIIV KOMITO3MIIje.

Haunn 3anmucuBama TOHCKOT THUIIA

ToHcky THII deIeXMMO TaKO MITO HABOAVMO IIOATAK 3a TPY OIVICAHA KPM-
TepujyMa Ha clefiehu HauMH: O3HaKa 3a CMCTeM — BPCTa K/by4a — puHammc (Ipu-
mep 1).

Komrmosniuja, 4nju cy modeTak u 3aBplueTaK IIPefCTaB/beHN Y IpuMepy 1,
3adenexxena je y cantus durus cucteMy, leOHILe CY HOTHPaAHe y Lie;, Lies, e, U ed,
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K/by4eBJMa, ILITO je KOMOMHAIIV]ja KOja OArOBapa CPefbyM, OHOCHO 1ie, K/byde-
BUMa ¥, Ha OC/IeTKY, ¢puHamuc je ToH Ie. I[Ipencra/peH ckpaheHO, TOHCKM TUIT
OBe KOMIT03MOLMje TIach: cantus durus — e, — Te.

IIpumep 1. Touckn Tumn, Oprango gu Jlaco, moTet Factus est, T. 1-2, T. 38.

el s

Fa - ctus est um

j’ “"’fﬁ\]

TH

= Il
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dll[| & [&L
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[} 178
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\

;ﬁ H

TS
cantus durus - 1ie1 - T'e<

ITosHaro je fja je TOKOM 16. BeKa y ONTULAjy MOLEPHU30BHY OCMOJIETHU MO-
TATHU CUCTEM, JOK je Off II0JIOBMHE UCTOT BeKa JBaHAeCTOe/THY MOJJa/IHU CUCTEM
nozijefHako Ha cHasyu. OBa MCTOPMjCKA YMIbEHUIIA OCTaB/ba aHAIMTUYAPY IPO-
CTOp [la 13 KOHTEKCTa IIPOLIeHN KOju cyucTeM he OMTM aHa/MTUYKM OIpaBJaH.
Kako cmo 0 capa 3a mpumep uManu komnosunujy Opnanpa au Jlaca (Orlando
di Lasso, 1532-1594), y na/peM TekcTy hemo Hajpe 0djacCHUTK [ieTeKIIjy MOyca
y ABaHAECTOMIETHOM MOJATHOM CHCTEMY, a IOTOM heMoO IpMKaszaTy HauuH y
OKBUPY OCMOJETHOT CUCTEMA MOJIyCa.

Hereknuja Mmomyca momohy ToHCKOT THIIa Y ABaHAECTOAETHOM
MOJIaTHOM CUCTEMY

AKko TOHCKM TuN cantus durus — e, — e ynopeayumo ca yKpIITeHUM Kapak-
TepUCTUKaMa Koje Cy IpMKasaHe TadenapHo (Tadena 3), HomasuMo 10 OiroBopa
KOjI je MOZIYC Y IIMTalby: Y C/Iy4ajy KOMIO3KILIMje U3 IIpuMepa 1, ped je o xuro-
MUKCONIMIjCKOM MOJYCY.
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Taderna 3. Tadena 3a meTekuMjy Mofyca y [BaHAECTORETHOM MOJJATHOM CUCTEMY.

cantus durus Mopyc? cantus mollis
¢bunanuc Kipydesn ¢bunanuc K/by4eBM

e e, HOPCKM Te re?
Ie re, XUIIOLOPCKI I'e el

E e, bpurnjcku A re?

E e, 11e; XUoQPUTKjcKI A nel, re?
Ed re, JIMLVCKI Be e’
Ed 11e, XUIOMUAUjCKM Be re?
Te re, MUKCOMUIU)CKIA Lle ne!
Te e, XUIIOMMKCOTUAMjCKI Le re?

A re, €O0TICKI Ne ne!

A e, XUIIO€ONICKI Ie re?
Ie e, jOHCKU Ed re?
Ie e, XMIOjOHCKU Ed el

Jerexuuja mogyca nomohy ToHckor Tima
Y OCMOJIeTHOM MOJIATHOM CHCTEMY

[TpunukoM MozanHe aHaIM3e OHMX KOMIIO3MIIMja KOje Cy HacTajie Ipe IpBe
TeopujcKe BepuduKalmje IBaHaeCTONETHOT MOJIA/THOT CHCTeMa, KaKo Ha CeBepy
(Dnapeanyc, [ogexakopgon, 1547), rako n y Vitammju (Llapimnso [Gioseffo Zarlino,
1517-1590], OcHose xapmonuje [Istitutioni harmoniche], 1558), 3ak/by4ak o MO-
[aTHOj KaTerOpuUjy IOTPedHO je M3BECTH Y OJHOCY Ha OCMOJE/ITHY MOJA/IHY CU-
creM. TakaB cucTeM Mofiyca y peHecaHCH pasjMKyje ce Y OFHOCY Ha OHaj Koju je
cTacao y cpenmeM BeKy. VcTpaxuBama 0 ToMe crposenn ¢y bepnapp Majep
(Meier, 1988) n Xaponp ITayepc (Powers, 1981). 3ak/pyuke 1O KOjUX Cy HOILIIN,
HOTKpeI/beHN CTaBOBMMa Koje je u3noxmno Iljerpo Apon (Pietro Aaron, 1480-
1545) y cBoM Tpakimaitiy o upupogu u tiosHasawy ceéux mogyca (Trattato della
natura et cognitione di tutti gli tuoni di canto figurato, 1525) (Aaron, 1998),3
npencrasrhemo y TadenapHoj popmu kao MOMONHO CpefcTBO 3a AEeTeKINjy MO-
myca (Tadena 4).

2 Csu Mopycu y cantus mollis cucteMy Hocuhe Ip1feB TPaHCIIOHOBAHIL.
3 TljeTpo ApOH je IPBU TEOPETUYAP KOjI je TYMa4no MOJAIHY CUCTeM uMajyhu y Buay
nonu¢poHy My3UIKY IIPAKCY.
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Tadena 4. Tadena 3a meTeKuMjy MOLYCa Y OCMOLETHOM MOJATTHOM CUCTEMY
(Aaron, 1998; Meier, 1988; Powers, 1981).

TMOHCKU MUn Mooyc
cucmem | xwyuesu | dunanuc
e, Jle (1) mopckn
e, e (2) xunogopcku (petko)
re, e (2) xunonopcku (TpaHCIIOHOBAH 3a OKTABY HaBMIIE)
(Meier)
ne; E (3) dpurujcxu
cantus e, 1e, E (4) xunodppurnjckn
durus
re, Te (7) Muxconupujcku
e, Te (8) xumoMuKcoOmMAaMjcKm
re, A (1) mopcxn (Powers)/ (3) dpurnjcku (Aaron, Meier)
e, A (3) ppurujcxn/ (4) xunodppurujcku (Powers)
re, e (6) xunomiaujcku (Tpaguimonanta Gpopma)
ue, Jle (1) mopcxn (TpapuumoHanHa ¢popma) (Aaron, Meier,
Powers)
e, e (2) xunogopcku (petko, Tpaaui. popma) (Aaron, Meier,
Powers)
re, Ed (5) mupmjcku (Tpagmimonanta popma) (Aaron, Meier,
Powers)
cantus e, Ed (6) xunomipumjcku (Tpapunuonanta ¢popma) (Aaron,
mollis Meier, Powers)
re, I'e (1) popckn
e, I'e (2) xunogopckn
re, A (3) dpurnujcxu (Aaron, Meier)
e, re, A (4) xunnoppurnjcku (Aaron, Powers)
re, Ile (5) mpujcku (TpaguunoHanHa Gpopma)
e, Le (6) xunomaujcku (TpagunuoHaTHA Gopma)

VI3 Tadene ce MOXe 3aK/bY4UTH fia je Y MOIEPHM30BAaHOM OCMOJETHOM
CHUCTEMY [IeTMMUYHO 3a/jp)KaHa TPaANI{MOHAIHA [IOCTaBKa, HAPOUUTO KOJ
~TpaHcopmanyje” Moayca ca puHamucoM Ha e u ge. Takobe, Tpapuiu-
OHAJTHO IJIEAVIITE IPUCYTHO je U Y IOIJIeRY , TPAHCIIO3NIMje” IeTOr I LiIe-
CTOT MoOfyca ca eg Ha ye (ca u Oe3 mpepsHaka). Hacynpor Tome, y cantus
mollis cucteMy CTpyKTypa fopckor (Ha ie) u ppurujckor (Ha ) MOJaTHOT
IIapa OfroBapa HIX0BOj CTPYKTYpHU y cantus durus cuctemy (Ha ge, of-
HOCHO ¢). ToHcku Tim ca ¢puHaMMCOM Ha a 'y cantus durus CucTeMy nma
BUIILIE TYMadera. YKOIMKO Ce Y aHA/IMTIUIKOj IIPAKCY YOUM TaKaB IIpUMeD,
noTpedHa je AeTa/bHMja aHAIM3a OIICETa TEHOpA M KaHTYyca, puHamica y
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VIHTEPHVM KafIeHIlaMa ¥ CTPYKTYpe MeJIofjyija KaKo O1 ce apryMeHTOBaHO
IOILJIO [I0 OfITOBOPA.

MopganHu eTOC ¥ JOMMHAHTHY adeKaT

Teopuja o MoganHoM eTocy (rpu. £00G — kKapakTep) IIOHMKIIA je Ha AaHTUYKO]
UZEjU IO KOjOj My3MKa MOXKE [la yTU4e Ha PacIloIoXKeme CaylIalana, Ha IbIIX0B
KapakTep 1 Mopai. OBa Teopuja, MehyTuM, Hitje IIOCTOjaHA HUTH je ycaryalleHa.
Jomr y BpeMe aHTMKE ayTOpM CYy PasIM4MTO TYMaduay JejcTBa IOjefHUX Jie-
CTBMYHUX TUMOBA. Ilopen eTMYKMX Of/IMKA TIO3HATHUX U3 AHTUKE, My3UYKa T€O-
puja cpefiber BeKa yTeMe/beHa Ha MOHO(OHOj TPajuLMji JOJATHO JOIPUHOCU
0BOj HeyjefHaYeHOCTH, jep AOHOCK HOBe MOfanHe Kapakrepucruke.* Hapmarme,
CpefilbeBeKOBHA TEOPMja Ce HAIOIyIbyje ICKYCTBMMA 3aCHOBAHMM Ha IONM(OHO]
mysuiy (Palisca, 2013).

Teopuja o MofaTHOM €TOCY y peHecaHCH 3HA4ajHO je OCTOHeHa Ha yuere
Hacneheno n3 npourtocty. Vmak, HollleHa XyMaHUCTUYKMM VIMITYJICOM, OHa JI0-
duja Behu 3Hayaj, HAPOUMTO Y MY3MUKOj IpaKcu 16. Beka, MITO je MOACTAKHYTO
yBa)KaBameM PeTOPUUIKOT Hadesa O IPUKIAFHOCTI CafpxuHe 1 Gpopme ropopa.’
Crora cy KOMIIO3UTOPY Ca HAPOYMTOM ITXXEOM dupanyu Mopyc ycknahyjyhu ra
ca TOMUHAHTHUM aeKTOM 3aCTyIUbEHUM Y TeKCTy Kommosuiuje. O ToMe cBe-
mode SPOjHM MY3UYKO-TEOPUjCKYU HAIVICY HACTaIM TOKOM 16. Beka, y KojuMa je
CBe NIPUCYTHMjM 3aXTEB Jja Ce JIe/I0 KOMIIOHYje Y OHOM MOJIYCY KOjJ I10 KapaKTepy
oprosapa Tekcty (Meier, 1988), nakie, Beropoj 0asM4HOj TeMM U JOMIHAHTHOM
adekry. Y fabeM TeKcTy hemo rmokasaTu Ha KOjyt Ha4MH TO MOYKEeMO aHaTUTUYKA
IIPENO3HaTH.

Yrepbhusame xopenanuje nsmebhy gommHanTHOT adeKkTa
Y TEKCTY KOMIIO3UIMje U KapaKTepa MOyca

Kaya yTBpAYMO TOHCKY THII 1 OPEMIMO MOAYC, IOTPEeOHO je 1a IpeBefeMo,
a TIOTOM Y Jla aHA/IM3MPaMO TeKCT KoMIIo3uiyje. Y mpoliecy aHanmse Tpeda ycra-

4 Knog Iamucka (Claude Palisca) y Texcry ,,Etoc mogyca Tokom penecance” (,,The Ethos
of Modes During the Renaissance”) momutbe fBe nuHuje yTuiaja GOpMUPaHNX TOKOM
cpenmer Beka. Jemuy nuHujy umHe JoxaHec Koto (Johannes Cotto mmm Johannes
Afflighemensis, oko 1100) u Iuno us Apeua (Guido d’Arezzo, oxo 991/992 - mocne
1033). dpyra nuHmMja yTULaja moTude off cBeTux orana, Ceeror KnmmenTa AnmexcaH-
mpujckor (KAnung 6 Alefavdpele, oko 150 - oko 215), Cetor AmOposuja (Aurelius
Ambrosius, oxo 339 - oko 397) u Cseror ABryctuHa Xumnosnckor (Aurelius Augustinus
Hipponensis, 354-430) (Palisca, 2013).

> Y K/IaCMYHO] peTOPUIM, KOHIENT IPUKIAJHOCTH (J1aT. decorum) Tude ce cajpykaja u
HadJHA Ha KOju ce OH m3paxkaBa. To ce mocTiDKe He caMo oMoy HajIpuKIagHujer ro-
BOPHMYKOT CTIIA, Beh ce OfHOCH 1 Ha CBe eleMeHTe U ITOCTYIIKE KOjii JOBOJE [I0 TAKBOT
CTMJIA 3apaj, OCTBapUBamba K/bYYHOT 1IM/ba CBaKe decenie — yOebIMBOCTIL.
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HOBUTU KOjU je gomMuHaHmiHu apexaiii 3acTymwbeH y TekcTy (Meier & Chew,
1990). JoMuHaHTHM aeKaT ce MOXKe MICKa3aTy IPYIIOM CPOHNX U3pasa KojuMa
ce OIIICYjy eMOLyje VIV CTama y Be3u ca dasuuHom iiemom. Ilopehemem kapak-
TEPUCTUKA CBOjCTBEHUX MOJYCY, C jefiHE CTpaHe, ¥ TeKCTa KOMIIO3MIIMje, C IpyTre
CTpaHe, MOXKe Ce YTBPAUTU Ja /I II0CTOoju Kopenanyja Mehy muma. ITpu Tome,
Tpeda MMaTH Ha yMy CPOJHOCT BUXOBMX OIIITHUX OCOOVHA, KOje ce MOTy CBp-
CTaTM y HeTaTVBHe, HEyTpaJHe VI IIO3UTUBHE (1rema 1).

Illema 1. ITocTymak yrBphuBama Kopenaruje.

OasuyHa
TEMA
TEKCTA

- MO3UTUBAH
- HeyTpasaH
- HeraTMBaH

JOMHWHAHTHHU
atekar

Kopenauuja

0a3uyHu
MOJTyC
KOMIIO3HILIN] e

MOJAaJIHH
€TOC

- MO3UTHBAH
- HEeyTpajaH
= HEraTuBaH

CBako TeMe/bHUje UCTpakKMBalbe Koje YK/byuyje IUTambe MOFATHOI eToCa
3aXTeBa KOHCYNTOBabe IPYMaPHIX MY3YKO-TEOPHjCKIX U3BOPA, IbIXOBUX IIpe-
BOJIa WV dapeM OHUX CeKYHJApHIX M3BOPA Y KOjIMa CY Y OPUIVMHATY IUTUPAHN
npuMapHu n3sopu. MebyTum, 3apaj mpuMeHe oBe MeTOJie Y HACTABHOM IIPOLIECY,
TOHOCKUMO Tadesy y K0joj Cy M3JIBOjeH! U CYMUPAHU CTABOBYU O MOJJA/THOM €TOCY
HacTa/Iu 13 Iepa HajsHavYajHMjuX TeopeTndapa 16. Beka (mpwior 1).

HanomumeMo Jja ce TpauLIOHa/IHE TeOPHUje O MOJATHOM €TOCY OffHOCE IIpe
CBera Ha HETPAHCIIOHOBaHE MOJyCe MM Ha TPAAMIMOHATHEe TpaHCHOpMIMCaHe
BapMjaHTe, JOK C€ TPAHCIIOHOBAHM MOJYCY MOTY MICIIUTATy CIIpaM HEKMX IOCTY-
maka o kojuma hemo rosopuru y rpehem meny osora papa.

ITocTynum 3a u3MeHy eroca da3myHor Mmogyca

Ykonmuko ce nopehemeM MofjaTHOT eToca U JOMMHAHTHOT adeKTa IMpouc-
TEKJIOT 13 TEKCTa KOMIIO3MLIMje He MOXKe YTBPAUTY KOpelalyja Ui je OHa Hefo-
BO/BHO jacCHa, OCTaje [a Ce€ aHAMUTUYKY UCIUTA]y ¥ HEKU APYTU IIOCTYILY KOjU
Cy Marbe OuMIefiHn. Ped je 0 reHepaZHMM TeH[EHIIMjaMa KOj/Ma Cy C€ KOMIIO-
3UTOPY CITY>KIIV [Ia M3MEHe M/ M30IITPe eTOC dasMIHOT MOAyca M TaKO Ia Ipy-
yarofie JOMMHAHTHOM adeKTy. Y la/beM TeKCTy Impukasahemo JiBa TakBa HauMHa.
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ITmaraaau MOXycH Cy NPMKIAJHU ,HEraTUBHUjuUM” adpeKTnMa
»

CpopHa IojaBa jaTupa jour U3 aHTIIKe Teopuje, Koja ce, MehyTum, ogHoCHIa
Ha KapaKTepy3allljy OHMX JIeCTBMYHMX TUIIOBA KOjU Cy Ce M3BOAM/IM Y HIDKEM,
CpefiibeM OJHOCHO BMIIIeM peructpy (omumphuje y: benuh, 2020: 84-86). Ilpempaa
AHTWYKM U CPe[JIbeBEKOBHIU CUCTEMI HEMajy JOAMPHMX Ta4aKa, OIVCAHA Kapak-
TepPUCTUKA je OICTala 3axBaj/byjyhm Teopuju o MmoganHoMm erocy. Vicnmrujyhn
pasnuuuTe MofjanHe KapakTepe, bepHaps Majep je m3Beo 3ak/bydak jja ,,Kao
TpyIa, ayTEHTUYHU MOLYCH PEIPe3eHTYjy ,II0O3UTUBHMje , @ I/Iara/THU MOLYCH
~HeraTuBHuje” adexre, npekanajyhm ce y ‘cpennumoj odmactu” (Meier, 1988:
386).

[Tpumepa panu, HaBeurhemo iBa MoTeTa Stabat mater, HacTana U3 Iepa uc-
TaKHYTUX Kommosuropa 16. Beka, Ilamectpune m Jlaca (Sacrae Cantiones,
Miinchen: Adam Berg, 1585).° Peu je 0 koMIo3umjamMa HalucaHUM Ha OIICEKaH
TEKCT CpefilbeBEKOBHE PEeIUIMO3He TYXOajuile Of fBafieCeT PUMOBAHUX Tep-
nyHa. basiyna Tema odyxBaTa XprcToBO CcTpajiame 13 nepcrekTuse boropoanie
U BEPHMKA, OK OV JJOMMHAHTHU adeKaT YK/bYyIMBAO MAjuMHCKy OO/, MaTHhy U
TYTY, LITO YKa3yje Ha ,HeraTuBaH KapakTep. Oda KoMIo3uTOpa onpenenyia cy
ce 3a mIaranHe Mopyce, [lamectpruHa 3a xunopgopcku, a Jlaco 3a XumoMmkconu-
nujcku mopyc.’

TpaHCIIOHOBAaHNMM MOJYCMMa ce MeHba VI ycMepaBa dasuaHmn
Kapakrep

O npoMeHn da3MyYHOT KapaKTepa IOCPEACTBOM TPAHCIIO3NUIYje MOAyca ro-
Bopunu cy bepuapn Majep u Iledppu Uy (Meier, 1988; Meier and Chew, 1990).
MebyTum, 0BUM mOCTYNKOM dasvyHM KapaKTep ce MO)Ke M3OIITPUTH Y OKBUPY
IIMpe IOCTaBKe TPaAMIIMOHATHOT OIlcera Kapakrepa. V3yBajajy ce gBe MoryhHo-
cti: (1) MOLycM TPaHCIIOHOBAHY Y BUILV PETUCTAp Memajy KapakTep Off ,Hera-
TUBHUX Ka ,HNO3UTUBHMM M (2) MOAYCU TPAHCIOHOBAHU Yy HIDKM PeTUCTap
Memajy KapakTep Off ,[IO3UTUBHUX Ka ,HETaTUBHUM .

(1) Kao npumep 3a npBy moryhHoct HaBemhemo JlacoB yeTBOpOI/IacHM
Mmotet Exspectans exspectavi Dominum u3 nomenyte 30upke Sacrae Cantiones 13
1585. rogyHe, KOMIIOHOBAH Ha IIOYETHE CTUXOBE TPUMECET AEBETOr IIOINAaB/ba
JaBupgoBux ncamama. YBUIOM Yy TEKCT MOXKe Ce 3aK/bYUUTH ja je da3nyHa TeMa
nocsehena Benmmuamwy u cnaBberny locnopa, JOK JOMMHAHTHM adekar odyxBara
Bepy, Hapy u j/pydaB mpema locmony, Te MOXXeMO TOBOPUTHU O ,[IO3UTUBHUM

¢ Huje mosHaro kafa u rje je npsu nyT odjasbeH IlanecTpunun Moter Stabat mater.

7 Ilpempa He IpuUIafa My3M4Koj pu3HMIM 16. Beka, joiu jenaH Stabat mater MOTET KOM-
nosuropa XKockena ne Ilpea (Josquin des Pres, 1450/55-1521), HacTao HajBepOBaTHMje
KpajeM 15. Beka, KOMIIOHOBaH je Takobe y IaraTHoM MOAYCY (XMIOMUUjCKN).
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adexTnma. Kommnosurop ce onpegnenno 3a ToHCKU THIl cantus mollis — ie, — E¢,
OJIHOCHO 3a TPAHCIIOHOBAHM jOHCKM MOJYC IIpeMa JIBaHAeCTOJe/THOj HOMEHK/Ia-
Typu. Y 4eTBOPOITIACHOM XOPCKOM CacTaBy, TPAHCIIOHOBAHM jOHCKM MOZYC MMa
BUILY 3BYK Off IbeTOBe HeTpaHCIOHOBaHe BapujanTe.8 Kako HaBozge [tapeanyc u
IlapnuHO, jOHCKM MOAYC je cMaTpaH JIACHVBHMM ¥ NOTORHUM 3a Iutec (Smith,
2011: 224), wrTo ra YMHM NPUKIATHUM 32 CBETOBHO Mysunupamwe. Mehytnm, y
CIy4ajy MyXOBHE KOMIIO3MIIMje, TPAaHCIIOHOBAEM Y BUIIV PETUCTap jOHCKU
Mopyc foduja mpyraumje, MoxxeMo pehy CynmpoTHO 3Haueme: IOCTaje CBeYaH U
Y3BMIIIEH.

(2) Opyry moryhHocT odjachuhemo Ha mpumepy JlacoBor moteTa Domine
convertere U3 UcTe 30MpKe, KOju je Takohe HaMemeH 4eTBOPOITIACHOM CacTaBy.
Vmajyhu y BUAY TeKCT MOTeTa, KOjU IOTHYe U3 LIECTOT IOIIaB/ba [JaBUIoBMX
ncamama (cTux 4), Gpokyc je Ha IyXOBHOM cIacewy. [JoMmnHaHTHM adeKaT odyx-
BaTa IOHM3HOCT, CKPYIIEHOCT 1 ocehaj KpuBMuIle, IITO yKasyje Ha ,HeraTHBaH
KapakTep. ¥ Ty cBpXYy, JIaco je mocerao 3a TpaHCIIOHOBAHUM XUIOJOPCKUM MO-
nycoM (cantus mollis — ye; — Ie), jep 3BydIM HI>Ke O] HeTPAHCIIOHOBaHe BapyjaH-
te.” Hagaspe, mpemMa Tpafguuuju 0 MOJATHOM €TOCY, XUIIOJOPCKU MOAYC je cMa-
TpPaH ,,030M/BHUM U ,,JOCTOjAaHCTBEHVIM , /I Y IPUK/IAJTHUM 32 PeIlpe3eHTOBAbe
tyre nnpema [mapeanycy, ®unky (Hermann Finck, 1527-1558) u Iapnuny, unme
cy odyxsahenu adexrn ofi ,,HeyTpaTHUX Ka ,,HeraTuBHUM (mpuior 1). Vimajyhu
y BUALY IOCTYTIAK TPAHCIIO3MIIVje, TEKNUIITE Ce oMepa Ka ,HeraTMBHOM ~ Kapak-
Tepy, YMMe ce anocTpodupa TOMIUHAHTHM adeKaT CKPYIIEHOCTH, IIOHU3HOCTI 1
ocehaja xpuBu1e.

3ak/pydak

I[IpencTaB/beHe MeTOfIe OIPUHOCE dObeM pasyMeBamy U Kpenpamy IMOTITY-
HIje CMKe o crpesu usMehy nsdopa mMopyca, Kao HEOIIXOHOT ITPEJKOMIIO3UIIN-
OHOT IIOCTYTIKA, U 3Hauemwa CafpKaHNX y TeKCcTy Kommnosunuje. OHO ITO OBe
MeTOfie YMHM JJPArOlieHNM jecTe YMbeHNIIA [la Ce IJXOBOM IIPYMEHOM He aBo-
pu3yje IyKO aHAIMTHYKO eTUKeTHpambe, Beh ce momohy m1x oTBapa mpocTop Ka
MHTEepIIpeTalij/i OHe My3MKe 16. BeKa Koja IpuIaja CTpOroM CTUITY.

8 Beh mo BpcTy K/byYeBa y HeTpaHCIIOHOBaHOM (cantus durus — 1e; — Lle) u TpaHCIIOHO-
BaHOM jOHCKOM MOpRycy (cantus mollis — re, — Ed) Moxe ce 3ak/byunTy fa je y mpBoM
C/y4ajy 3By4Ha IIOCTypa Y€ TBOPOITIACHOT XOPCKOT cacTaBa (Cymepujyc: 1ie,—1ie,, aiT: Te—
re;, TeHOp: Lie—1ie; u dac: [e-re) HIDKa Off OCTaBKe 3BYKa y APYIOM CIy4ajy (cymepujyc:
ed,—ed,, anT: 1e,-1ie,, TeHOP: ep—ed, 1 dac: ne-1ie,).

° To ce MOXKe 3aK/bYIUTH IO BPCTaMa K/bydeBa: HETPAHCIIOHOBAHOM XMIIOFOPCKOM MO-
LyCy LOTORY]Y BIUCOKM T'e, K/by4eBH, HOK CY ICTOMMEHOM TPaHCIIOHOBAHOM MOJYCY IIpH-
K/IaJHU CPefiby Lje; K/bydeBu. To ce BUAU M3 OIICeTa JeOHNIIA 3a CTaHAAPSHU Y€TBOPO-
IJIACHU XOP, 110 KOj/Ma HeTPAHCIIOHOBAHY MOLYC (CyLepujyc: a,—a,, alT: ie;—[ie,, TEHOP:
a-a, u dac: ie-Jie,) MMa BYICOKY 3By4HY IIOCTaBKY 3a Pas/MKy Off TPAaHCIIOHOBAHOT XUIIO-
HOpCKOr Mofyca (cymepujyc: ie,—fie,, a/IT: re-Te;, TEHOp: He—je, u dac: Te-re).
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Y OBOM TEKCTy HUCY UCHpIUbeHe CBe MOTYhHOCTM Kajia je y nmuTamy n3dop
U I1acMaH Mopayca. Kapakrep dasu4nor Mogyca, S1jo fa je M3BOpPHU WIN je 13-
MembeH, MoXe duTy Moay(UKOBaH TOKOM KOMITO3MIINje, 3aBICHO Off HaMepe KOM-
II03UTOPA J]a MICTaKHe BayKHe JIelIoBe TEKCTa, IITO je MpodieMaTyKa Kojoj ce MoXKe
IIOCBETUTY HOBO VICTPKMBAbE.
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PRACTICAL APPLICATION OF THE THEORY OF MODAL ETHOS ON THE EXAMPLE
OF 16™ CENTURY POLYPHONIC MUSIC

The theory of modal ethos arose from the ancient idea that music can influence the mood
of listeners, their character and morals. This theory, however, is neither consistent nor
coherent. During the Renaissance, this theory relied on the teachings inherited from the
past and attracted more attention in music theory and practice. This paper presents a
combination of analytical methods that are intended for the detection of modal ethos in
polyphonic compositions of the 16 century. The theory of modal ethos cannot be ob-
served if the modes are approached from the point of view of the valid analytical system,
which is based on narrowing down the twelve-mode system to only six authentic modes,
which consequently invalidates this theory. Therefore, the first part of the paper presents
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the procedure for the detection of tonal type, a system that can determine as many as
twenty-four modal categories. The second part of the paper shows a way to determine the
connection between the ethos of the mode and the fundamental affect of the composition.
The third part of the paper is devoted to the procedures used by composers to change the
ethos of the basic mode. The methods presented are valuable for creating a more complete
picture of the connection between the choice of mode, as a necessary pre-compositional
procedure, and the meanings conveyed in the text of the composition in music of a strict
style.

Keywords: Renaissance, polyphony, modal analysis, modal ethos, tonal type
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Harmonska analiza u savremenom programu,
pedagoskoj praksi i literaturi u cilju boljeg
razumijevanja muzike i znacenja predmeta harmonija

Sazetak

Obrazovni programi za srednje muzicke $kole reformisani su u Crnoj Gori 2019. godine,
au okviru njih je izmjene pretrpio i nastavni program za predmet Harmonija. Najznacajnija
izmjena je uvodenje harmonske analize u sadrzaje predmeta, odnosno analize odlomaka
velikog broja muzickih djela. Analiza je uvedena sa ciljem detaljnijeg (u)poznavanja i
razumijevanja djela umjetnicke muzike, ali i djela tradicionalne i popularne muzike. Zbog
nedostatka adekvatne literature, Zavod za udzbenike i nastavna sredstva pokrece 2021.
godine inicijativu za pisanje novog udzbenika za predmet Harmonija, koji bi bio uskladen
sa vaze¢im programom. Nastankom udzbenika i njegovom primjenom u nastavnom
procesu od $kolske 2022/23. godine, harmonska analiza je uvedena i u pedagosku praksu.
Pretpostavka je da ¢e analiza najpoznatijih djela umjetnic¢ke muzike, kao i onih koja su dio
standardnog repertoara u¢enika u tom uzrastu, doprinijeti boljem razumijevanju muzike
i njenih elemenata. Ovim radom se Zeli utvrditi i znac¢aj predmeta Harmonija i njegova
povezanost sa ostalim predmetima u obrazovnom sistemu srednjih muzickih $kola u cilju
postizanja cjelovitijeg i svrsishodnijeg obrazovanja.

Klju¢ne rijeci: srednje muzicko obrazovanje, obrazovni programi, predmet Harmonija,
harmonska analiza, udzbenik

O sistemu srednjeg muzickog obrazovanja u Crnoj Gori

Ucrnogorskom sistemu srednjeg strucnog obrazovanja, kojem pripada i
srednje muzicko obrazovanje, desile su se znacajne izmjene poslednjih
godina. Sistemom upravlja Centar za stru¢no obrazovanje, donosi propise i pravila
unificirana za sve srednje stru¢ne $kole, bez prepoznavanja specifi¢nosti
umjetnickih skola. U odnosu na potrebe trzista u zemlji, periodi¢no se sprovode
analize, a kad se za to ukaze potreba, i reforme. Obrazovni programi srednje
muzicke $kole su reformisani i redefinisani 2019. godine, uz odredivanje standarda
kvalifikacije i standarda zanimanja. Zatim su izmijenjeni nastavni planovi i
predmetni programi, medu kojima i program za predmet Harmonija.
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Harmonija u Nastavnom planu i Obrazovnom programu

Obrazovni program za Muzickog izvodaca ¢e se u ovom radu koristiti kao studija
slucaja. U obrazovnom programu koji se primjenjivao u praksi do 2019. godine,
predmet Harmonija se izuc¢avao u drugom, treem i ¢etvrtom razredu srednje
muzicke $kole sa po dva ¢asa sedmicno (tabela 1).

Tabela 1. Dio Nastavnog plana Obrazovnog programa
Muzicki izvoda¢ - Klavirista (do 2019).

Redni |Nastavni predmeti - I II 11 v
broj |grupe predmeta sed. | god. | sed. | god. | sed. | god. | sed. | god.

Ukupno

Strucno-teorijski predmeti i prakticna nastava

Istorija muzike sa
. . 2 72 2 72 3 108 | 3 99 351
poznavanjem muz. literature

Teorija muzike sa osnovama

2. .. 2 72 72
harmonije

3. Harmonija 2 72 2 72 2 66 210

4. Polifonija 2 72 2 72 - 144

5. Muzicki oblici 1 36 2 72 2 66 174
Poznavanje muzi¢kih

6. . 2 72 72
instrumenata

7. Etnomuzikologija 2 | 66 66

8. Solfedo 2 72 2 72 2 72 2 66 282

9. Instrument - Klavir 3 (108 3 |108| 3 |108| 3 99 423

10. Korepeticija i ¢itanje s lista 1 36 1 36 1 36 1 33 141

11. Kamerna muzika 1 36 1 36 2 72 2 66 210

12. Horsko pjevanje 2 72 2 72 2 72 2 66 282

Reformom obrazovnih programa 2019. godine, koja je podrazumijevala
uskladivanje medu svim srednjim stru¢nim $kolama, predviden je odredeni broj
¢asova opsteobrazovnih predmeta, isti za sve $kole, Sto se negativno odrazilo na
broj ¢asova stru¢no-teorijskih predmeta, odnosno stru¢nih modula. Po Nastav-
nom planu vazec¢em od 2019. godine, Muzicki izvodac izucava oblasti predmeta
Harmonija u drugom i tre¢em razredu sa po dva ¢asa sedmic¢no (tabela 2, Obra-
zovni program, 2019: 10).

U obrazovnom programu Muzicki izvoda¢, po prvi put predmet Harmonija
mijenja naziv u Harmonija sa harmonskom analizom. Postoje dva razloga za to:
o Uvodenje harmonske analize u sadrzaj predmeta (dakle, promjena nije samo

u nazivu nego je sustinska);
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U obrazovnom programu Muzic¢ki saradnik Harmonija se izucava i dalje
tokom tri godine (u drugom, tre¢em i ¢etvrtom razredu) pa predmet, zbog
razli¢itih sadrzaja po godinama, nije mogao zadrzati isti naziv u oba obrazovna

programa.

Tabela 2. Dio Nastavnog plana Obrazovnog programa
Muzic¢ki izvodaé - Klavirista (od 2019.).
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Predmetni program Harmonija

U predmetnom programu iz Harmonije do 2019. godine opsti ciljevi predmeta
su bili:
Upoznavanje homofonog kompozicionog stila u muzici;

Ovladavanje postavkom i vezivanjem akorada u strogom stavu po nacelima
standardnog, klasi¢cnog harmonskog jezika;

Upoznavanje sredstava prosirenja tonaliteta, vidova promjene tonaliteta i svih

vrsta modulacija;

Osposobljavanje za prakti¢no korisc¢enje stecenih znanja iz Harmonije (Obra-

zovni program, 2014: 132).
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U opstim ciljevima je sadrzana sustina predmeta Harmonija, koja nije
podlozna promjeni o kakvoj god reformi da se radi.
Navedeni predmetni program sadrzi definisane formativne ciljeve u okviru
Standarda znanja predmeta Harmonija, od kojih su neki:
« Rjesavanje Sifrovanog i nesifrovanog basa uz postovanje pravila vezivanja i
vodenja glasova;
 Priprema za harmonizaciju melodije u sopranu, analiza tonalne osnove melo-
dije i intervalskih kretanja;
« Pripremanje za vieglasno pjevanje i sviranje zadataka, sviranje kadenci, svira-
nje generalbasa, harmonizovanje na klaviru;
o Prepoznavanje odredenih oblika akorada u primjerima iz literature (Obrazovni
program, 2014: 133).
Cinjenica je da se u nastavnom procesu paznja usmjeravala ka nabrojanim
ciljevima onim redom kako su i navedeni, tako da se najmanje vremena posveci-
valo sviranju i pogotovo analizi primjera iz literature.

Inovirani predmetni program

Reforma srednjeg muzickog obrazovanja, izjednacenog sa bilo kojim drugim
srednjim stru¢nim obrazovanjem, ocigledno ima lose strane!, a medu dobrim i
znacajnim je uvodenje muzicke literature za analizu u vecoj mjeri u sadrzaje
predmeta Harmonija.

U inoviranom Obrazovnom programu Muzicki izvodac, kao glavni ciljevi
predmeta, odnosno modula Harmonija u drugom razredu navode se:

« Upoznavanje sa homofonom fakturom muzickog stava, postavkom i veziva-
njem akorada u strogom stavu, po nacelima standardnog, klasi¢cnog harmon-
skog jezika;

« Osposobljavanje za ovladavanje prosirenim tonalitetom i prakti¢no kori$cenje
stecenih znanja kroz harmonizaciju zadate melodije, sviranje kratkih harmon-
skih primjera i harmonsku analizu primjera iz literature (Obrazovni program,
2019: 570).

Ishodi uc¢enja su da ¢e ucenik/ucenica, po zavr$etku ovog modula, biti spo-
soban/sposobna da:

« Protumaci pojam harmonija, homofonu i polifonu fakturu, strogi i slobodni
harmonski stav;

« Identifikuje harmonske funkcije, vrste, oblike i na¢in postavljanja akorada;

 Primijeni razlic¢ite oblike trozvuka u harmonizaciji zadate melodije u sopranu
ili basu i analizi notnog primjera;

1 U radu je ve¢ pomenuto da su to: neprepoznavanje specifi¢nosti srednjih umjetnickih
$kola, jednak broj ¢asova opsteobrazovnih predmeta za sve srednje stru¢ne skole, §to kao
posledicu ima smanjenje fonda ¢asova stru¢nih predmeta.
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o Identifikuje vrste vanakordskih tonova u notnom tekstu;

o Primijeni razlicite vrste ¢etvorozvuka u harmonizaciji zadate melodije u so-
pranu ili basu i analizi notnog primjera;

 Primijeni alterovane akorde dijatonskog i hromatskog tipa u harmonizaciji
zadate melodije u sopranu ili basu i analizi notnog primjera.

Proucavanje sadrzaja i ciljeva predmetnog programa Harmonija, kao i ishoda
ucenja koji iz njih proisticu, ukazuju na znacajno vecu zastupljenost analitickog
segmenta u okviru njih. Uvodenje harmonske analize u sadrzaje predmeta, odno-
sno analize odlomaka velikog broja muzi¢kih djela ima za cilj detaljnije (u)pozna-
vanje i razumijevanje djela umjetnicke muzike kao i, u manjoj mjeri, muzike dru-
gih Zanrova.

Harmonija u pedagoskoj praksi

U pedagoskoj praksi, do reforme 2019. godine, nastava iz predmeta Harmo-
nija u srednjoj $koli bila je bazirana na usvajanju i primjeni harmonskih pravila u
okviru strogog horskog cetvoroglasnog stava. Nastavni proces se u velikoj mjeri
svodio na izradu $ifrovanog basa, manji dio vremena se posvecivao ostalim tipo-
vima zadataka, sviranje se rijetko praktikovalo, a harmonska analiza odlomaka
muzickih djela se uglavnom nije radila niti postavljala kao zahtjev u¢eniku/ucenici.

Kao posledica takvog nacina rada pojavili su se sledeci problemi:

« Nerazumijevanje znacenja i znacaja predmeta Harmonija;

« Nedovoljno povezivanje (ili nerazumijevanje korelacije) Harmonije sa ostalim
struénim predmetima kao $to su: Muzicki oblici, Solfedo, Kontrapunkt, na-
stava instrumenta;

» Nepovezivanje harmonije, kao nauke ¢ija se pravila savladavaju izradom zada-
taka, sa stvarnim zvukom i muzi¢kim djelima;

« Nesnalazenje prilikom pisanja maturskog rada, koji podrazumijeva izradu har-
monske i formalne analize nekog djela koje ucenik svira,

« Nedovoljna pripremljenost za prijemne ispite za fakultet/akademiju koji, zavi-
sno od sredine, sadrze zadati sopran i analizu ili zadate bas i sopran.

Novi pristup u prakti¢noj nastavi

Dugogodi$nja pedagoska praksa je pokazala da je ucenicima u srednjim
muzickim $kolama potreban veci kontakt s muzickom literaturom i povezivanje
teorijskih znanja s umjetnickom praksom. Pored izrade harmonskih zadataka,
koji su neophodan nacin da se shvati logika smjenjivanja i povezivanja harmonskih
funkcija i tonaliteta, u prakti¢noj nastavi je potrebna veca primjena sviranja i
pjevanja izradenih harmonskih zadataka, ¢ime bi se povezala naucena pravila sa
realnim zvukom. Takode, potrebno je analizirati kako se ista harmonska pravila
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primjenjuju u literaturi namijenjenoj za izvodenje, odnosno prepoznaju u
muzickim djelima. Tezi$te proucavanja harmonije nije u u¢enju pravila napamet,
nego u prepoznavanju tih pravila i povezivanju s djelima koja se sviraju.

Novi pristup u prakti¢noj nastavi predmeta Harmonija se znacajnije uvodi
od skolske 2022/23. godine i poklapa se sa pocetkom primjene novog udzbenika
za ovaj predmet. Postoji opravdana nada da ¢e uvodenje kratkih i adekvatnih
primjera za harmonsku analizu iz predmetnog programa u redovnu praksu i lite-
raturu doprinijeti boljem razumijevanju muzike, muzickih djela, predmeta Har-
monija i njegove povezanosti sa drugim predmetima.

Literatura za predmet Harmonija

U udZbenickoj literaturi? iz okruZenja, koja se viSe decenija koristila u Crnoj
Gori kao standard, bili su ponudeni zadaci koji se odnose na harmonizaciju
$ifrovanog (ili rjede nesifrovanog) basa i harmonizaciju melodije u sopranu, kao
i dvoglasni primjeri koje treba dopuniti. Primjeri za sviranje su manje zastupljeni,
a primjeri za analizu su bili na nivou sugestije, odnosno informacije u¢enicima u
kojim djelima mogu pronaci odredenu harmonsku funkciju, vezu ili vid promjene
tonaliteta.

Nakon revizije i modernizacije Obrazovnih programa 2019. godine, novi pri-
stup u obrazovnom procesu ukazuje na nedostatak adekvatne literature, pa Zavod
za udzbenike i nastavna sredstva iz Podgorice pokrece 2021. godine inicijativu za
pisanje novih udzbenika u skladu sa vaze¢im programima.

Novi udzbenik

Prvi udzbenik u Crnoj Gori iz predmeta Harmonija (sa harmonskom
analizom) nastao je na osnovu izmjena u Obrazovnom i Predmetnom programu,
novije pedagoske prakse, ali i na osnovu ispitivanja ucenika, profesora Harmonije
i profesora instrumenta, kao i utvrdivanja da ucenici, bez izrade harmonske
analize muzickih djela uz sviranje, ne razumiju svrhu i znacenje predmeta
Harmonija. Kroz brojne sadrzaje udzbenika, ucenici se upoznaju s nacelima
standardnog harmonskog jezika, postavkom i vezivanjem akorada u okviru
dursko-molskog tonalnog sistema, kasnije i u okviru pro$irenog tonaliteta, a
otkrivaju i razli¢ite nacine promjene tonaliteta (slika 1, Perunovi¢-Raznatovi¢ i
Lazovié, 2023).

2 U nastavi iz predmeta Harmonija, u Crnoj Gori su najzastupljeniji bili udZbenici autorke
Mirjane Zivkovi¢ — Harmonija za II razred srednje muzicke skole i Harmonija za IIT i IV
razred srednje muzicke Skole, kao i skripte Vlastimira Peri¢i¢a — Harmonija I deo i
Harmonija 11 deo.
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Ana Perunovi¢-Raznatovi¢ + Aleksandra Lazovic

HARMONIJA

SA HARMONSKOM ANALIZOM

Slika 1. Udzbenik iz predmeta Harmonija sa harmonskom analizom (naslovna strana).

Pored standardnih harmonskih pravila, udzbenik sadrzi raznovrsna pitanja i
zadatke u vidu zadate melodije u sopranu ili basu koju treba harmonizovati, dvo-
glasa kojem treba dodati ostale glasove, primjere za sviranje, testove ,,Sta smo
naudili’, uputstva i sli¢no (Perunovi¢-Raznatovi¢, 2023). Sustinska izmjena je u
uvodenju skoro pet stotina kratkih primjera za harmonsku analizu, koji obuhva-
taju odlomke najpoznatijih djela umjetnicke muzike, djela koja ucenici sviraju u
tom uzrastu, odlomke Bahovih korala radi povezivanja sa pravilima o vezivanju
akorada u strogom horskom cetvoroglasu, kao i nekoliko primjera tradicionalne
i popularne muzike kako bi se ucenici informisali i 0 osnovnim harmonskim
sredstvima tih Zanrova. Kroz analizu ucenici potpunije upoznaju i bolje razumiju
muzicka djela.

Cilj ovog, kao i ostalih udzbenika iz predmeta Harmonija, jeste da se ucenici
osposobe da stecena znanja primijene u harmonizaciji zadate melodije i u analizi
muzickog djela, ali i da razviju logicko zakljucivanje, preciznost u radu i analiticki
pristup stru¢noj materiji (slika 2).
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KVINTANORD! GLAVNEH STUPREVA

U postavei pake radate melodije w baas mate bith odreden i upimn pokda) i dlog
podsteng abords, ali ne mors, Ak nife adrodes, sdenici vami birs sy
wodedi rak e podetak sl T :
ovog opsaga. i praviscko ni prenisks.

5 Odredi tonalitet, funkeie i dopuni izaciju u ¢

" SO L O o By

. Analiriraj uz sviranje podetak kompozicije Za Efizx L. van Betovena. Odredi tonalitet, a
zatim i sve harmonske funkeije.

Slika 2. Stranica udzbenika sa zadacima za harmonizaciju i analizu
(Perunovi¢-Raznatovic i Lazovié, 2023: 43).

Zakljucak

Ovo istrazivanje pokazuje da se uloga i znacaj predmeta Harmonija u
reformisanim Obrazovnim programima i Nastavnim planovima srednje muzicke
$kole mijenja, ali i da promjene ne donose uvijek poboljsanje (skratio se period
izuc¢avanja Harmonije za uc¢enike Obrazovnog programa Muzicki izvodac). Moze
se zakljuciti i da su u inovirani predmetni program Harmonija uvedeni ishodi i
sadrzaji za harmonsku analizu, sa ciljem da se postigne vece razumijevanje znacaja
predmeta Harmonija i njegove povezanosti sa muzickim djelima. Uvodenjem
harmonske analize u pedagosku praksu i literaturu ucenici se upoznaju sa ve¢im
brojem primjera iz muzicke literature, a i djela koja sviraju analiticki ,osvjes¢uju”
i na taj nac¢in mogu shvatiti dublji znacaj i smisao muzike. Pocetna analiticka
znanja ¢e ucenike, kao mlade umjetnike, osposobiti da u budu¢em bavljenju
muzikom sami prepoznaju tonalni i harmonski plan nekog djela, a s tim u vezi
¢esto i njegov oblik. Tako ¢e djela bolje upoznati i samim tim ih uspjesnije izvoditi.
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HARMONIC ANALYSIS IN MODERN EDUCATIONAL PROGRAM,
PEDAGOGICAL PRACTICE AND LITERATURE FOR BETTER UNDERSTANDING
MUSIC AND MEANING OF THE SUBJECT HARMONY

The educational programs for secondary music schools were reformed in Montenegro in
2019 and, as part of them, the program for the subject Harmony has also changed. The
most significant change was introducing harmonic analysis into the content of the course.
The aim of dealing with harmonic analysis was getting to know and understand classical
music pieces in more detail, but also pieces of traditional and popular music. Due to the
lack of adequate literature, the Institute for Textbooks and Teaching Aids launched an
initiative in 2021 for a new textbook for Harmony, which would be in accordance with
the current Curriculum. With application of new textbook in the teaching process from
the 2022/23 school year, harmonic analysis was included in pedagogical practice. This
paper aims to determine the importance of harmonic analysis as part of the subject Har-
mony and its connection with other subjects in the educational system of secondary music
schools in order to achieve a more complete and purposeful education.

Keywords: secondary music education, Educational program, subject Harmony, harmonic
analysis, Harmony textbook
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Mapko Anekcuh

dakynreT MysuuKe yMETHOCTH, YHMBep3UTeT yMeTHOCTH Y beorpany, Cpduja
marco77marco@gmail.com

XapMOHCKe M TOHA/IHE aJIeropyje Kao HOBA 3HaYema
Y XapMOHCKOM je3MKY:
onepa Canoma Puxapaa IlITpaycal

Cakerak

OBaj paj ce daBM aHAIUTUYKMM PasMaTparmeM y/Iore XapMOHMje Kao MHCTaHIle NHTep-
npeTalyje TeKCTyaTHUX 3Ha4era y onepu Canoma Puxappa IllTpayca. Aneropuja kao Bup
¢urypanHor rosopa y mmdpeTy onepe MoXe, y My3ULH Te OIepe, JOOUTH CBOjy XapMOH-
CKy KOMITOHEHTY, IITO pe3ynTupa GopMupameM CrenupIIHOT 3Hadera Kao IITO je Xap-
MOHCKa, OHOCHO TOHa/Ha ajneropuja. OpHoc namMeby ameropuje u nHTEpIperanuje je
KpyLMjaJiaH 3a pasyMeBame jeJHOT YMETHUYKOT fiena, Oyayhu fa je aneropuja He camo
yCTaHOB/bEHA MHTEPIIPETAINjoM, Beh ITpeficTaB/ba cAM MHTepIpeTaTuBHM Hporiec. O 0Boj
penanuju, y SOMeHY KibVDKEBHOCTH U TeOpHje KibVKEBHOCTH Cy roBopuy Banrep bema-
MyH 1 Mopron bayménng, a Ha mopy mMysuke u mysukonoruje Maudpen bykoduep,
Jlopenc Kpejmep u apyru. To 3HauM fja ce IMPOKY CIIEKTAP KIbVDKEBHUX VI PETOPUYKIX
azleropuja Moxe, Iofi ofipeheHuM ycnoBuma, ofpaxkaBaTy Ha IMMPOKY CIIEKTap TOHATTHUX
Y XapMOHCKUX ajieropuja. Tako Cy KbJKeBHM ITOjMOBY XOPM3OHTA/lHE U BEPTUKATHE
aymeropuje TOOMIN CBOj XapMOHCKM MaHAAH KPO3 I10jaBy XOPM3OHTAIHE U BePTUKAIHE
TOHaJIHe aneropuje. ToHa/mHa azeropuja ce Mo>ke MCIIO/bABATY Ha BUIE HAUYMHA KOjUMa
je 3ajeHIYKO TO LITO CAOIIITABajy 3HaYekba KOja M/IM HIICY [jaTa y IOETCKOM TEKCTY U/IN
VX Taj TEKCT, 9aK HM Y3 IMOCPeNoBambe TEKCTyalHe ajeropuje, He cagpxxu. Lub pana je
cafipxaH y ToMe Jia ofpebene akopze wim ofpehenn By TOHaTHe OpraHNM3aIyje mpey-
CTaBM Kao XapMOHCKe, OJHOCHO TOHAJTHE ajleTopuje IIOMONyY KOjiX ce oCcTBapyje HOBO I
Apyraumje pasymMeBame OoffHOCA usMehy fBoje muKkoBa oBe omnepe — CamoMe 11 JoxaHaaHa.
Takobe, oBaj pax nMa 3a /b U fa MpeACTaBU MOTyhe HOBe IIPUCTYIIe TelaTOIMju Xap-
MOHUje U, MocedHO, XapMOHCKe aHa/lu3e Kpajibe MPOIIMPEHOT TOHAINTETa MO3HOT PO-
MaHTU3Ma.

Kmyune peun: xapMoHMja, MHTepIpeTaTXBHA aHA/IN3a, TOHATHA ajeropuja, onepa Ca-
noma, Puxapp Iltpayc

! Pap je 3acHOBaH Ha [ie/ly MCTPXUBaha CIPOBETEHOT Y JOKTOPCKOj AUCEPTALINjU
ayTopa oBor TekcTa. BupeTn: Mp Mapko Anexcnh, Ynoia xapmonuje y popmuparsy mpesice
UHITlepTpetiatliueHUX 0gHOCA Y HeMA4Koj otiepu U cum@oHujckom nugy gpyie tonosume
geseitinaecitiol u ioueilika géageceitioi éexa, beorpan, 2021. (MenTOp: Ap AHa Credanosuh,

pen. mpod.).
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YBop,

AHa}IMquKo pasmaTparbe ylIore XapMOHHje Kao MHCTAaHIe MHTEepIIpeTanyje
TeKCTYa/THUX 3HaueHa BPJIO je MIMPOKO U MHCIMPATHBHO NO/be CaBpeMeHe
My3M4Ke XepMeHeyTHKe. Y CpeaMIITy HaKme oBor paja duhe omnepa Caznoma
Puxappa lItpayca (Richard Strauss, 1864-1949) u pasmarpame ofHOCa MY3UKe
Yl TeKCTa KpO3 IIPU3MY aJleropuje, OGHOCHO TOHATHE JI XapMOHCKe aJieropuje y
oBoj onepu. Crora ayeropuja, kao Bufi GpurypaaHor ropopa Koju IOCTOjU Y /M-
dpety omepe, Mo>ke JOOUTH CBOjy XapMOHCKY KOMIIOHEHTY Y MY3UIIM Te OIepe,
ITO pe3ynTupa GopmupameM Crenu(puUIHOr 3HaYemha Kao IITO je XapMOHCKa
azeropuja.

Teopujcke ocHOBe KIbVKeBHE alleropuje u MmoryhHoctn
MMIIZIEMEHTalMje ajeropuje y onepu

Kao ctmicka ¢urypa y KmbV>KeBHOCTU MM BPCTa YMETHWYKOL Jiefla Y CIIN-
KapCTBY, ajleTopyja IpecTaB/ba ClenduyaH Ha4yH IPEHEeCeHOT, OTHOCHO C/IN-
KOBMTOI M3pa)kaBarba, IMCalba VM IPUKasuBarba, alny KOju IIPUTOM [IejCTBYje
Ha LeNIMHY IpUYe WIN CIHUKE, a He CAMO Ha jeflaH 1bUXO0B Jeo. [luckycnja o anero-
pUju Tpaje joll of aHTUYKMX BPEMEHA, Of IIOKYIllaja PUMCKIX peTopuyapa fia je
odjacHe u okapakrepusyjy. Linueposn (106 m.H.e. — 43 m.H.e.) u KBuntmnmjau (oxo
35 H.e. — 0k0 100 H.e.), 3HAMEHUTN peTOpUYApY TOT 0O, O3HAYABAjY a/IerOpujy
Y »HajeKCTPEMHMje€M CMICITY KaO 3aTOHETKY W/IM €HUTMY, T€ CTOTa Kao OICKYPHY
u mucrepuosny’ (Kelley, 1991: 230), am MHOTM TIOC/Ie BUX VICTUYY KAO HEHY
U3pa3sUTy KapaKTEPUCTUKY HapaTUBHY €KCTEH3Mjy, 10 K0jOj ce OHa KIbY4JHO pas3-
nukyje op, Meradope (Kelley, 1991: 235). Metjy Bunkenc (Matthew Wilkens)
Kake Jla a/Jleropuja ,CaolliTaBa 3Hadembe Koje, 3 OM/IO KOT Pa3jiora, He MOXe
(nmm nehe) ma dyne nsnero aupextHo” (Wilkens, 2006: 290), nok Mopron birym-
¢ung (Morton W. Bloomfield, 1913-1987) odjaurmasa aneropujy jour caxertnje:
»Ka3aTl jeSHy CTBap, a MUCIUTHU Ha HeKy ipyry” (Bloomtfield, 1972: 307). Y ceom
pazy o ajeropujamMa IpUMeHEHNM Off AHTUYKe O POMAHTNYHe KIbVKEBHOCTH,
Tepesa Kenu (Theresa M. Kelley) naje jenHo o odjammema oBe cTuicke ¢urype:
»AJleropuja je oHaj puUrypaTuBHU rOBOp KOju ITOTUCKYje 3HaUeHe, CTaB/bajyhu ra
(...) Herze M3BaH WM HETJie TTie je HeJOCTYIHO oHOMe 1ITO je m3HyTpa” (Kelley,
1991: 226). IlonyT MHOTUX [IpyruX TeopeTudyapa aneropuje, u Kenmjea ncruye
»ibeH MeTagurypanuu kapakrep (Kelley, 1991: 227), 3amipaBo mweH IOTEHIjaT
3a aHT)KOBaIbe YaK U Y ICTOPUjCKOM, @ He CaMO Y YMETHIYKOM 00jalllberby Off-
pebene ciuke nnu kwkeBHor Hapatusa (Kelley, 1991: 245). Meby dpojunm na-
4yHNMa AudepeHIpama BpCTa U MOfIBPCTA aJleropuje, 3a AUCKYPC OBOT paja
ucrakuyhemo Brym¢punnnoBy niuxoToMujy Xopu3oHTaTIHe 1 BepTUKA/IHE aero-
puje. XopM30oHTaIHa aneropuja (IIOHeKaJ HasBaHa UIyparTHOM MIN MpodeT-
CKOM aJIeTOpPUjoM) JielTyje Ha MICTOPVjCKY HauMH 1 IPOjeKTyje 3Hauewe y dynyh-
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HOCT M Ha Taj HauMH IIYHO pasyMeBambe IOCTIDKE CaMO y peTpOCIeKLuju;
OoOpHYTO, BepTUKa/IHA WIN je[JHOCTABHA aJIeTOpYja Hala3) CBOje HENOCPEeHO
3Hayeme y forabajuma, CTBAPHOCTU WM KIbVDKEBHOCTH, P 4EMY jOj peTpo-
criexiyuja yommre Huje HeonxopHa (Bloomfield, 1972: 307-308). IIpema oBom
ayTopy, AMjaseKTHKa KOja IPOM3/Iasy U3 II0CTOjarba JOCIOBHOL, TMHIBUCTUYKOT,
AMjaxpOHOT 3HAUewa, IN sensus litteralis, c jefiHe, I MHTEPIIPeTATUBHOL, HEJIVHT -
BUCTUYKOL, CUHXPOHOT 3Hauewa WIN Sensus spiritualis, ¢ [pyre cTpaHe, Ipea-
CTaB/ba OCHOBHU IIPEAYC/IOB 3a HacTaHak aneropuje (Bloomfield, 1972: 313-315).
Ho, y Toj nujanekTuuy jeflaHn YMHNUIAL, ¥ TO OHaj MHTEPIIPETaTUBHY, UIIAK MOPa
UMa IIpUMaT, UM Y CYIIPOTHOM HeMa ajleropuje: ,1ITO je BUILe JOCTOBHOI 3Ha-
4ema, TO je Mame aneropuje (1 odpuyro)” (Bloomfield, 1972: 313). Camum tum,
TIOIITO je ,,a/IerOpyja yCTaHOB/beHA MHTEPIIPETAIjOM , Te TIOLITO IPeCTaB/ba I
»caM uHTeprperaTuBHu npouec. (Bloomfield, 1972: 301), moxe ce pehnu pa je
opHoc usmeby aneropuje n nHTEpHIpeTaIyje CYIITHHCKY 32 pasyMeBatbe jeJHOT
nena. ClieiCTBEHO TOMe, aKO/KaJia TEeKCTyaJIHa ajleropuja god1je aHa/IoroH y Xap-
MOHCKO]j /I TOHAJTHOj a/eToOpujy, y OfHOCY M3Mehy TakBe aneropuje u meHe
MHTepIpeTalyje fo/asu ce 0 CYIITUHCKM BayKHOT 3HaYerba omepe.

Y cBojoj kwusu Iopujekno wemauxe xanodre uipe Banrep bewammu (Walter
Benjamin, 1892-1940) TBpau fia ,TEXHMKA pOMaHTU3Ma BOJY C MHOTO CTpaHa y
nozpydje amdnemaruke u aneropuje” (Benjamin, 1989: 149), mito npencraspa
3HAYajHO TEOPUjCKO YIIOPUIITE OBOT paja, IOCBeheHOr TeKCTya/HUM 1 My3Ud-
KJM aJIeTOpMjaMa y jefHOj Off Haj3sHa9ajHUjuX POMaHTUYHIX onepa. Ajeropuja je
dula UMaHEeHTHA MUTOJIONIKOj TEMAaTHUIIV O AHTUYKVM QOrOBYMMa YIIPaBO U3 pas-
JIoTa LITO je BUXOBY ,,00ampiy onpenmehenoct” (Benjamin, 1989: 182) camo ona
U MOIJIa [ia IOKPeHe, I1a ce cTora MuTcka npuda o Canomu y ucronmenoj llrpa-
YCOBOj OIlepM YMHM CACBUM IPUPORHUM ‘aMOMjeHTOM 3a CIIUTUBAE Pas/INdn-
TUX YIIZIMBa MY3UYKUX 3HaYela Y MHTepIpeTupame aneropuje. 3a bejuapa Kay-
eHa (Bainard Cowan) aneropuja ,0denofamyje UCTUHY O CBETY [a/leKo BUILE
Hero IpoJIasHy, TeTUMIYHM NIOI7IeAY Ha L[eJIOBUTOCT IOCTUTHYTYU Y POMAaHTUY-
HoM cumdony” (Cowan, 1981: 111-112), n MoXke ce YCIOCTaBUTU CaMO aKO CY
VICITyIbeHa [Ba, CYIITMHCKM CYNPOTCTaB/beHa IpemycioBa: adupmanyja io-
cifiojara UCTVHE ¥ TIPU3HaIbe IEeHOT ogcyciliéa. IlomTo, naxie, ,,aneropuja He
MO>Ke IIOCTOjaTy aKo je uctuHa goctynHa  (Cowan, 1981: 114), oHza je TOrMYHO
nma he je Outu jenuHO OHJA Kajja ce CTMHA TIPENCTaB/ba, a TO 3HAYM /1A je 3a ajle-
rOpyjy MHOTO BaXKHUja IIPeCTaBa O HEKOj MCTUHM, HETO MCTMHA O TOj VICTOj UC-
TUHHU. 3aTO Ce jeflaH Off HajBAXKHMjMUX 3aK/by4aKa HberoBor TeKCTa 0 bewaMIHBOj
TEOPUjU AJIETOPUje OJHOCH Ha OHY AJIETOPUjy KOja MOXKe PEIpPe3eHTOBATH IOT-
IIYHO CYIIpOTaH CaAp:Kaj, a MoTBphyje ra cras ma ,CMpT IOCTaje aneropuja cBoje
cynporHoctn” (Cowan, 1981: 118). Vimajyhu Ha ymy oBaj ‘BUE’ MCTHMHE KOjy aje-
ropuja caonmrana, [Tynu bpays (Julie Brown) kaxe fa ayeropuja cryma Ha ClieHy
OHJIa KaJla ce ,peYeHo U ,,HepedeHO , OHOCHO CTBAPHM 1 HECTBAPHM CafIPiKaj
zierna cycpeTHy u omoryhasa mpemoinhaBame pasnnke usmely Te 1Be kareropuje
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(Brown, 1995: 187). Y onepu To 3Hauu jia je aneropuja ogpehennx acriekara HeKOT
JIMKa MpefiCTaB/beHa He IpyrauujuM, Beh MOTIYHO CyIPOTHUMM acHeKTMMa TOT
TMKa.

Tonanna aneropuja y reopuju lopenca Kpejmepa

Y cBojoj HOBHMjoj ctynuju Opera and Modern Culture Jlopenc Kpejmep
(Lawrence Kramer) ameropujy oBOfM y BUIlIe3HAYHY Be3y ca oiepom, rmonasehn
Off nBejy mpernocTaBku: (1) fa je omepa TMINMYHA ajleropuja Koja ZeMOHCTpupa
»OTBOPEHY pas3nuky u3Meby odnmka u sHauema’”, u (2) 7a ce y OKBUPY TaKBe aje-
ropuje IojaBjbyje ,IIYKOTMHA KOja je apTUKYIUCAHA, UCIYHEHA MY3UKOM
(Kramer, 2007: 22). To fa/be 3Hauu ja ce IPeKo ,aleTOpUjcKe MYKOTUHE OIlepe,
VLU TIPEKO ajleropije Kao TakBe, penama cama dut omepe. Kpejmep je ykasao Ha
MoryhHOCT fma aneropuja moduje CBOj My3MYKM KOpeIaTuB, LITO HOTBpDhyje
yBobemeM nojma ,,ToHanHe aneropuje” (Kramer, 2007: 204), anu u mmojma ,,anero-
pujcke kagenne” (Kramer, 2007: 154, 207). JemaH of npuMepa ,, TOHaJHE aiero-
puje” Kpejmep npoHanasn y mpukasuBamwy CTWINCTUYKMX Y XapMOHCKIX Kapak-
tepusanuja Enexrpe, Knuremuectpe u Aramemnona y Illtpaycosoj Enexitipu:
»JOHAJIHa ajieropuja je dasmMpaHa Ha ITOBE3aHOCTV KOHCOHAHTHNX TPO3BYKa Ca
OYMHCKNUM (IIaTpujapXanuum — IpuM. M. A.) 3aKOHOM Ky/IType U BICOKUX HIBOA
IVICOHAHIIE ca JleBMjaHTHOIINY, ofpunameM 1 rpexom’. Ha BuimeM HUBOY, My-
3MYKa, OJfHOCHO XapMOHCKa CpeficTBa MOTY OUTH Y QYHKIM)U ajleropyje CyIpoT-
HocTu. Tako ce jUCOHAHI]Aa TPUTOHYCA U QUTOHATHOCT KOju perpe3eHTyjy Kim-
TEMHECTPMHY ‘CHO/BALIOCT, Y KAPAKTEPU3ALMjI BeHOT YHY TPALIIbET, CTBAPHOT
duha, nHTEpIpeTNpajy, MapamoKcamHo, Kao KOHCOHaHIa. [lake, croba Knnrem-
HecTpa IpefcTaB/ba JPYroCT, U TO ,3aTPOBAHN OCTATaK APYTOCTH, KOja He MOXe
duTy 3ampikaHa, almu HYU IpOTepaHa ¥ Kao TaKBa OHA IIPENCTaB/ba ,HELITO He-
Cpa3MepHO TOHAIHOM U Ky/ITypHOM nopeTky (Kramer, 2007: 204). Ipyrum pe-
4yMa, TPUTOHYC ¥ OUTOHATHOCT HA NMPUMAPHOM, CUMOOIMYKOM IIIaHY IIpef-
craB/bajy KimTeMHeCcTpUH yIIeBHU HEMYP U PaCTP3aHOCT HeHe IICHUXe, JOK Kao
CPENCTBO WiOHANHe aneiopuje PEIPe3eHTYjy MOTIYHO CYIIPOTHO, OTEIOTBOPEbhE
caBpliIeHe MajKe U Kpa/bllle, jep YKasyjy Ha beHy YHYTpAlllby, U Off CTPaHe ke
caMe IIOTUCHYTY APYTOCT, XXeHY KOja je 3a 3/I04MHOM MPOTUB AraMeMHOHa I10-
cer/ia 13 IpaBeJHUX M0dy/ia OCBeTe 3a 37I0YMH IPETXONHO IOYNIbeH Hall oM. Y
Besy ca uctoM onepoM KpejMep yBoau 1 nojam ,,aneropujcke kageHue . Tako, Ha
IIpVIMep, BEMMKOTEPLHY TOHAJIHM OJHOC KOjU Ce I0jaBJbyje IMPWINKOM CMPTH
Knuremuectpe (re-mon - xa-mon) n Erucra (mje-Mon - ac-Mor), ca KaJieHIIOM Y
IPYTOM Off ;Ba TOHA/INTETA, 3alIPABO IIPEfICTABIba »,a/IeTOPMjCKY KaJleHIly  3a JKU-
BOTHe ‘KajieHIle’ 1Boje nporaronncta (Kramer, 2007: 154, 207). Y okBupy Takse
azeropuje, BeMKOTEPIIHM OFHOC TOHAJIMTETA, Ca KaJeHIMja/THUM CBOjCTBYMA,
IIpefICTaB/ba aJIeTOPUjy ABEjy CMPTU 13 OCBETe.
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HpaMCKa OCHOBa aneropmje Y CanomMuHOM 3aBpIIHOM MOHOJIOrY

3aBpmHy MoHonor Canome us ucroumene Illtpaycose omnepe ucrnocrasmba
ce Kao BeoMa IOTOfIaH MY3MYKM CafipXKaj 3a MCIIo/baBambe CIenUIHIX TOHA-
HMX U XapMOHCKUX arneropuja. [Ipenycios 3a popmuparse ajeropuje je HocTojame
CHa)KHe IpaMCKe IIOJ/IoTe KOja IIPONCTIYE M3 CBEOIIITe adypMalije Onosuije
usmehy nBoje rmaBHuX nmporaronnucra — Canome u JoxaHaana. Vnak, y3 oBy
‘Crojpalllby’ CYIPOTCTAaB/bEHOCT ABA JIVIKA, ICTOBPEMEHO je popMupaHa 1 jefHa
JanMpapHa UCTOpofHOCT u3Meby mux. JoxaHaaHOBe Hajayd/be eMoluje Cy jacHe,
HeCKpUBeHe I IpeficTaB/beHe Cy de3 ocTarka, a CaoMa, HaCyIpoT CYIepUOPHO-
CTH! CBOje IO3MIIyje, HACTOjI Ja IIPUKpHje CBOje YHyTpalIwe duhe: refaony je
II03HATa CaMo IbeHa eKIUIMIUTHOCT, ¥ TO y MEPYU Y KOjOj OHAa caMa TO JOIYIITA.
V3a TakBe ‘cniojpanmocty, MehyTnM, ctoju jegHa cacBum ppyra Camoma, KeHa
VICTTyIbeHa MCKPEHOM JbydaBJby, CITPeMHa 3a XXPTBOBambe 300T byOaBy; TakBa Ca-
JIoMa ce pa3oTKpUBa y MOMEHTY HajBeher y»kaca — y MOHOJIOTY, LITO je jeflaH O
OpOjHNUX KOHCTPYKTMBHUX IapajloKkca oBe Mysudke apame. To ce mpeBacXomHO
oJirefla y ’beHOM IIO3UTVBHOM IIPUXBaTamby JOXaHaaHa, KoOje YaK IPETXOM IHhEeHO]
3a/byO/bEHOCTH Y 1bera, ¥ [0 YeMY OHA Ja/IeKO HalMIasy OCTasle IPOTAarOHNUCTe.

MoHoI0T je y BeMKOM JielTy TUTepaType O3Ha4eH U Kao JbydaBHA CMPT WIN
nubecitiog raBHe jyHakMibe: CasioMa ycIeBa fia off CBOT o4yxa Vpoypa uspecTByje
Zla ce JoxaHaaHy, KOjeTr Huje yCIlena fia 3aBefie, OIpyOM ITIaBa; caja ce, Ha 3aBp-
eTKy orepe, odpaha JoxaHaaHOBOj ofipyd/beHOj I/1aBM, a VIpog, 3sTpoXKeH BeHOM
MoHcTpyo3Hourhy, koHauHO Hapebyje ja u oHa dyne ydmjena. AMOujeHT 3a Mo-
ryhe carnegaBame XapMOHCKIUX a/IeTOpuja je TpacupaH Of CaMor II0YeTKa OIlepe,
uMajyhy y Busly mepMaHeHTHM BUCOKY CTEIIeH XapMOHCKe VI TOHA/THe AMHAMIIKe,
Koju omoryhaBa jjo/aXkere 1 0 CaMuX I'paHuIia ToHamuTeTa. Mehytum, ymecro
la MHTeH3VBUpPabe U3PAXKajHOCTU Ha IIOJ/bY M CMPTU U /bYOaBU pe3ynTHpa Xu-
nepTpodujoM XapMOHCKOT U TOHAJTHOT je3uKa, gorabha ce ynpaso cynpotHo. Ca-
noMmHO odpahame JoxaHaaHOBOj Ofpyd/bEHOj ITIABM Y OBOj CIELUPIYIHO] ,,aII0-
TE03U CTPACTH, JOBpLIEHOj Y HeKpodummju~ (Ayrey, 1989: 109), kako Kper Epu
(Craig Ayrey) caxkeTo carnefiaBa oBaj 1udecitiog, y Jy»eM TOKY ce OfjBUja Ha ITOJ-
nosu cradwmmsosanor Luc-gypa (mpumep 1, TakroBu 11-22). Ha Taj HaumH,
¢dbopmupaHo je 3sHaUeme 0 aneropuju CamomMuHe nodefie, OTHOCHO OCBajama Jo-
XaHaaHa, jep je ped 0 AYPCKOj, ‘CBETIOj BapMjaHT! HEHOT aCOLMjaTUBHOT TOHA-
JMTeTa, IJC-MOJIA: TOK IIOKYIIAj IeHOT 3aBohema JoxaHaaHa y Tpehoj cuenn, y
LVIC-MOJIY U Y3 IIOTHOPY APYIMX TOHAIUTETA, HUje Ja0 pe3yiaTaT, cafia, Kafa My
ce MmptBoM odpaha y [Tuc-mypy, JoxaHaaH je KOHAYHO ‘FbeH.
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(Der Mond bricht

sehr breit
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Jlopenc Kpejmep npumehyje fa je u cama Canoma cBecHa OBe ,,AMCOHAHIE
KOja II0CToju n3Meby Tako MOHCTPYO3HOT IIPU30Pa, C jefiHe, ¥ TAKO HeXKHe, Auja-
TOHCKE MY3MKe, TOTOBO CE€peHafie, C Ipyre CTpaHe, aly UIIAK yKasyje fa Maaja
IpUHIIE3a TY ,,AMCOHAHIY IpeBa3NIa3y CBOjUM ITIACOM, ,OKONMNUIIeHeM IIe-
Bawy (Kramer, 2007: 142). Taj moctynak Kpejmep je HasBao ,,eKCTpeMHMM IpuU-
MepOM MY3MYKOT pomperma BpeMeHa” (Kramer, 2007: 145). Tom ,mpornpemy”
Caoma npuderasa c HaMepOM Jja palIOHAIN3Yje YMIbEHNITY I je Ha HajOpyTal-
HMjU Ha4MH OCTBAapM/Ia CBOjy KyAmYy npeMa JoxaHaany. Kpejmep, mehyTum, ne
npumehyje ga nocpencrsom Tor Inc-gypa — kao ToHanUTETA KOjM je, KAo LITO je
pedeHo, gypcka BapujanTa CaJlOMMHOT acOLMjaTMBHOI TOHA/JIUTETa U KOjU
YIPaBO M3 OBOT Pas3Jiora Tpaje CpasMepHO AYTo ¥ CBOjoM cTadyiHomhy Henso-
CTaBHO IIpyBIauM Naxmwy — CanoMa foduja cBojeBpcpHO ToKpuhe’ 3a Taj YMH.
ITpuTOM M MOHCTPYO3HOCT KOja je oumI/iefiHa Takobhe moduja jeqHy BpcTy omnpas-
Hama. MOHCTPYO3HOCT TaKO IOCTaje caMo orceHa 3a CasoMy Koja ce ‘He BUIN
- 32 )KeHy KOja MCKPEHO BOJIM ‘CBOI’ MYIIKApIa.

Tponenna peropnmuka ¢popmyra y CaToMiHUM MCKa3UMa O JoxaHaaHy

CanmomuHo odpahame MpPTBOM JoxaHaaHy y MOHOJIOTY KOPeCIOHAMpa ca
IEHJIM Pa3TOBOPOM Ca XVBMM JoXaHaaHOM y Tpehoj crieHu 1 y ToMe J1exu jefjan
off pasnora 3a uMHTeH3uBMpame CanmomuHor Ilyc-mypa Ha 3aBpIIETKy oIepe.
Ibenu nckasu o JoxaHaaHOBOM Tely, KOCU U ycTUMa y Tpehoj crjeHu cy cTpykTy-
pMCaHM y CKJIONY TpofenHe peTopuuke popmyre (Tadene 1,2 u 3). Y npsom meny
Te popmyite, CaroMa U3HOCY HU3 KOMUAPALUja TPeMa OBUM YMHUOIVIMA HheroBe
TenecHOCTH. 3a JoxaHaaHoBo Teno Camoma usrosapa cnegehe peun: Tsoje iwieno
je deno woityili oumana / y tiomwy, / cpiiom HegogupHytiux. / Tsoje iieno je deno /
kao cHei / na dpguma Jygeje (maptutyphu dpoj 92 / taxt 4 — 93/4; Tadena 1); 3a
IETOBY KOCY OHa Kaxke: Ts0ja koca je kao ipo3g, / kao tpeipuiiti ypHoi ipoxcha /
Ha vokoitiuma Egoma. / Teoja koca je oyt kegposa, / eenuxux nudaHcKux Ke-
gposa, / koju nasosuma u snuxosyuma / cenxy upyxajy (101/10-105/7; Tademna 2);
Ha Kpajy, 3a meropa ycra CanoMa msjaBmbyje: Ycilia @6éoja ¢y Kao ckepreitina
epuua / Ha Kynu og cnonosade. / Kao nap, / cpeSprum Hoxcem GpeionosmeH...
(114/6-116/1; Tadena 3).
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Tadema 1. Cobeme ToHamHOT AVcKypca Ha Llnc-myp y monosbeHnM CalOMMHUM
MCKasyMa 0 odo)kaBamy JoxaHaaHoBor Tena y onepu Canoma Puxappa llITpayca.

Texcr KoMHapanuja adpupmaTuBHA BUCKpemyTanyja
KoMIapanuja
Tsoje wieno je deno Pysxce y epiuny / Tsoje wieno je
doilyini pumana/y | Kpamwuue Apaduje/ | ogepaiito, / oo je
domy, / cptiom Hucy ihako dene Kao iweno /
HegogupHymiux. / Kao ieoje ieno. / iydasua! / OHo je
Teoje inieno je deno / | Hu pyxce / y spinty Kao oxpeuen 3ug /
Kxao crei / Ha kpamuue, / Hu o Kome
Spguma Jygeje. wpaiosu cympaxa / OilpOBHULE
s Ha nuwihy, / Hu iamuicy, / kao
::’r ogcjaj meceya / Ha oxpeuen 3ug / Ha
= Mopy, / HUWTIA Ha Kome ce wKopiiuje
;Qﬂ ceeilly Huje iako neiy. / Owo je kao
deno / kao weoje | oxpeuen ipod / iy
terno. ogepaiHux
cisapu. / Ono je
iposno, / mieoje
ineno je iposro!
Tonanuret Xa-nyp Xa-nyp, Ie-myp, Xa-myp, in As,
Ec-nyp, E¢-nyp, Hec-nyp
Quc-nyp (xpomarusanuja,
[VICOHAHIIE,
duxopan)
Tekct KOMITapanmja adupMaTHBHA BUCKpeRuTanuja
KOMITapamyja
Huwitia Ha ceeitiy /
§ He dewe iako deno
% / Kao teoje wieno /
p=
Tonamurer Luc-pyp
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Tadena 2. Ceobeme ToHamHOT AVCKypca Ha Lnc-myp y moHoBbeHNM CalOMMHIM
MCKasyMa o odo)kaBamwy JoxaHaaHoBe Koce y onepu Canoma Puxappa lltpayca.

Texct KOMIapanmja adupmaTuBHa BMCKpefuTanuja
KOMITapaijja
Teoja koca je kao | [yie, amme Hohu Tsoja xoca je
iposg, / kao / Kag ce mecey, ogepaitina, / yHa
upeipuiiti ypHot ckpuje, / kag upawune u toianu!
iposxcha / Ha 38e3ge ciuipeile, / / Kao ga cy wmiu
yoxomuma Egoma. HUCY aKo ypHe wpHO8Y KpYHY / Ha
/ Isoja xoca je Kao Koca i6oja. inasy cimiasunu!/
% dotyili kegposa, / (...) Huwitia na Kao uciipetineitiere
g BeTUKUX ceettiy / Huje THaxo 3Muje / 0ko 601
= AUdaHCKUX UpHo Kao wweoja epaiua. / Ja He
é- Kegposa, / Koju Koca. B07IUM KOCY TABOjY...
710608UMA U
3nukosuuma /
CeHKy Upyicajy.
Tonanurer Hec-nyp, A-nyp, Le-nyp, A-nyp, | in As, in B, [lec-iyp
Hec-nyp Hec-nyp (xpomarusanuja,
AVICOHaHIIE,
Sduxopan)
Tekct KOMIapanmja adupmaTuBHA BMCKpefuTanuja
KoMIapanmja
5 / Huwitia na ceeiniy /
5 / He Sewte iako
g UpHO Kao WB0ja
= Koca
Tonamurer Luc-nyp
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Tadena 3. Cobeme ToHamHOT AVcKypca Ha Lnc-myp y moHoBbeHNM CalOMMHIM
MCKasyMa 0 odo)kaBamy JoxaHaaHOBUX ycTujy y onepu Canoma Puxappa llITpayca.

Tpeha ciena

Tekcr

KoMnapanmja

Ycina wisoja cy kao
cKeprneitina spiya /
HA Ky7nu 0g
cnonosaue. / Kao
Hap, / cpedpHum
HOxMceM
UpetionosmpeH...

adupmaruBHa
KoMnapanmja

Heseitiosu nHapa y
spimiosuma Tupa, /
cjajHuju og pysce, Hucy
imaxo upsenu. / Lipeene
pangape / koje kpames
gonasax Hajasmwyjy, / u
0g Kojux gywman gpxhe,
/ HUCy WiaKo ypeeHe Kao
yciia weoja. / Teoja
yciia cy pymeHuja og
Holy / mygu koju iposche
iaze. / Llpsenuja cy og
Holy ionySosa / iio
xpamosuma. / Teoja
YCilia cy Kao KopanHa
ipana / na mopy y
cympax, / kao aypuyp y
pygHuyuma Moada, /
iypiuyp xkpamwesa... /
Huwwinia na ceeiity / Huje
MaxKo upseeHo Kao ieoja
yctua.

BMCKpenu-
Tanuja

Tonanmurer

E-myp, Ie-myp

uuc-moi, E-nyp,
He-nyp, unc-mor,
Be-nyp, Ec-nyp,
E-nyp

Momnoimor

Texct

KoMIIapanyja

adpupmMaTuBHA
KoMmapanmja

Huwitia Ha ceeiliy / He
dee TAKO UPeeHO KAO
iweoja yciia

BUCKpenu-
Tanuja

Tonanurer

Hwce-pyp
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Y mpyrom pieny, Koju 8y MOrao dUTH Ha3BaH APUPMAiUeHOM KOMUAPAUUIOM,
OHa M3HOCK HU3 nopehema y kojuMa je faTy YMHMIAL JOXaHAaHOBE TeeCHOCTI
VICTAKHYT KaO HEIIPMKOCHOBEH, Y3 JOJATHO HAI/IAIllaBalbe aclieKTa doje, mocedHe
3a CBaKM of] Tpy 4MHMoua. To caMy KoMIapalujy YMHM jOLT Har/IallleH!joM HEro
y IPBOM fie/y, KyIMMHMPajyhul y 3aBpIIHOM MCKa3y Ja ,HUIITA HuUje TaKo dero’,
OIHOCHO ,,I[PHO’, OJTHOCHO ,,I[PBEHO” Ka0 JaTy YMHIIAL] JOXaHAaHOBe Te/leCHO-
cru. Taxo, o denoj doju, craB/beHOj Y GYHKUN)Y apupmaitiuere komuapavuje y
HIOIVIeNly BeTOBOT Tejla, OHa Kake: Pyswce y epiily / kpamuue Apaduje / Hucy mwaxo
dene kao weoje imeno. / Hu pyxce / y epitiy kpamuue, / Hu paiosu cympaxa / Ha
nuwhy, / Hu ogcjaj meceya / Ha mopy, / HUWTTA HA ceellly Huje Tiako eso / Kao
msoje wieno (93/5-94/11; tadena 1); pHa doja, y apupmaitiueHoj komiapauuju 'y
norzneny JoxaHaaHose Koce, y CaloMMHUM MCKasuMa je IpefiCTaB/beHa OBaKo:
Uyie, iamne Hohu / kag ce mecey, ckpuje, / kag 36e3ge cilipetie, / HUCY THAKO ypHe
kao xoca weoja. (...) Huwilia Ha ceetily / Huje ifiako UpHo Kao iieoja koca (106/1-
107/16; Tadena 2); u, npBeHa doja, y apupmaitiueHoj komilapayuju o JoxaHaaHo-
BUM ycTuMa, y CaToMIHNM McKa3yMa je GOpMy/INCHa y Tpajjaliuji Koja je y ofi-
HOCY Ha IIpeTXOJHa [IBa YMHMOLA, HajpasBUjeHM]ja, HajAy>)Ka U Haju3pakeHuja:
Leeitiosu Hapa y epimiosuma Tupa, / cjajuuju og pyxce, Hucy iaxo ypeenu. /
Lpeene dpangape / xoje kpames gonasax Hajasmyjy, / u og kojux gywman gpxhe,
/ HUCy Waxo upeere Kao yciia meoja. / 18oja yciia cy pymenuja og Holy / wygu
koju ipoxche iase. / Lpeenuja cy og Holy fonydosa / o xpamosuma. / Teoja ycitia
cy Kao Kopanua ipana / Ha mopy y cympax, / kao wypuyp y pyguuuuma Moada, /
wypuyp xpamesa... / Huwitia na ceeitly / Huje laxo upeeHo Kao isoja yciia
(116/1-121/6; Tadena 3).

Ha xpajy, JoxaHaaHOBO Tell0 M KOCa, ay He U yCTa, IOCTajy IpeaMeT
guckpequiliayuje, Takohe IpoxkeTe elleMEHTMIMAa KOMIIapalyuje, aay OBOTa IIyTa
HeraTtusHe. JJuckpequiliayuja je IUPEKTHO M3a3BaHa JOXaHAAHOBMM I'PYOUM OfI-
dujameMm cBux CalOMMHKX IIOXBasa Koje joj HermocpenHo npetxope. [Jakie, Kaja
Haje mopehemwa ca JoxaHaaHOBUM Te/IOM 11 KOCOM, CaloMa TO YMHM Yy HETaTUBHOM
KOHTEKCTY, YMMe Ce I10jadaBa [ejCTBO guckpeguiliayiuje, a yje[HO ¥ CHOKM YKYIIHA
npamarypruja tpehe cuene. O JoxanaanoBom Teny Canmoma caja kaxe: Tsoje
iieno je ogepaiino, / oHo je kao weno / iydasua! / OHo je kao oxkpeuer 3ug / o
Kome OTposHUYe Tamudxcy, / Kao okpeuer 3ug / Ha Kome ce uikopiiuje nety. / OHo je
kao oxpeuer ipod / tiyn ogepamuinux citieapu. / OHo je iposHo, / ilieoje wwieno je
iposro! (98/1-101/2; Tademna 1); Hu o weroBoj kocu Canoma Buiire HeMa apupma-
TUBHU CTaB: T80ja Koca je ogspaiina, / iyna ipawiune u ioianu! / Kao ga cy mu
wmipHosy kpyHy / Ha inasy ciiasunu! / Kao uciipeiineitiene 3smuje / oxo i6oi epaiiia.
/ Ja He sonum kocy wieojy... (110/4-112/6; Tadena 2).
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ToHamHa ¥ XapMOHCKA ajleropuja Kao MHTEpIpeTalyja JpaMcKor 1
TEeKCTYa/THOT 3HaYemwa y CaloMUHIM McKasuma y Tpehoj cuenu n
3aBPIIHOM MOHOJIOTY

JMaxo HMje Tako M3pakeHa Kao KOJj TEKCTyaqTHe KOMIIOHEHTe, ¥ TOHAa/THO-a-
KODZICKY KOMIIOHEHTY OfIIMKYje Tpajialjiija, OHOCHO IIOCTENEHO YCIOXKIbaBarbe
TOHAJTHOT J XapPMOHCKOT pa3Boja KaKo ce IpaMcKi ToK Kpehe off komiapayuje xa
guckpeguitiayuju. ToHamHO-akopAcKyU ‘KpelreHo’ y CaZToOMUHUM MCKa3MMa O
odokaBamwy JoxaHaaHOBOT Tena (Tadena 1) mounme o Xa-aypa Kao jeAuHOr To-
HaJMTeTa KojuM je npaheHa komiapayuja. Y agupmaitiueHoj komiapayuju cy-
cpeheMo yak IeT pasIMYMUTUX TOHA/NIUTeTa NOpehaHMX IO CMIa3HUM BeVIKUM
TepIlaMa 1 II0TOM IIO y3/1a3HuM ceKyHpama (Xa-uyp, le-nyp, Ec-nyp, Eb-nyp n
®uc-nyp). Y guckpequitiayuju ce TOHaIHA, a Cafia M XapMOHCKA IMHAMMKA, jOIII
BIIIIe MTHTEH3UBUPA]jY, Ma ce ocuM Xa-mypa u [lec-fypa KojuM oBa Tpofie/IHa pe-
Topuyka gopmya 3aBpuIasa, cycpehe u TonanHoct in As HeompeheHor ToHCKOT
poma. OcuM ToOTa, OBJIe Cy M XpOMaTH3alllja XapMOHCKOT TOKa, jOLI CHa)KHUje
nvcoHaHle n dukopau. Ha cmmuan, npeMpa He M MAGHTUYHO KOHPUIYypUCAHU
TOHA/THO-aKOPACKY ‘KpelleH0 Hanma3umo 1y CaToMMHIM McKa3yuMma o 000sKa-
Bamy JoxaHaaHoBe Koce (Tadena 2). Taj ‘kpelreHyio’ ce, mak, He UCIO/baBa Y Off-
Hocy u3Mehy xomiiapayuje n agupmaitiuene komuapayuje, Beh tex y Tpehem
meny, y guckpequitiayuju. Tako ce y mpBa JiBa fefla MCTUIY XPOMATCKM TE€PLHNI
opHocy u3Mehy Tonanutera (Jec-nyp, A-myp u noHoBo Jlec-nyp y komiiapayuju
u Le-nyp, A-nyp u Hec-nyp y agupmaitiuroj komiapayuju), TO ce MOKe CMa-
TpaTu ‘KpelleHJoM TOHa/IHe KOHUTypalyje YCIOCTaB/beHe Y IPETXOIHOj adup-
mamuenoj komtiapayuju y CaloOMMHMM MCKa3uMa O 0d0)KaBamby JOXaHaaHOBOT
Tena. Y TOCnentbeM Aeny, guckpequitiayuju, CIMYHO CETMEHTY O JOXaHaaHOBOM
TeJy, UHTEH3UBMPAjy ce U TOHA/IHA M XapMOHCKa IMHAMUKA. JeIIHO Ce KpeTame
y Hec-mypy y OBOM Jie/ly MOKe CMaTpaTy KOIMKO-TOIMKO CTadVTHIM, a 110jaB/byjy
ce cajla 4aK JiBe TOHATHOCTU HeoapeheHor TOHCKOT pofa, in As 1 in B, Te TOHOBO
XpoMaTusanuja, JUCOHaHTHM akopayu u duxopau. Hajsan, y CanomMuunM ncka-
31Ma 0 odokaBamy JoxaHaaHOBUX ycTHjy (Tadena 3), guckpeguitiayuja je, Kao
TO je Beh pedeHO, M30CTaB/beHA, AN CE U Y OZHOCY u3Mehy xomiiapayuje u
agupmariiueHe Komiapayuje T1aKo youaBa TOHATHI KpPeLIeHNo. Y Komuapauuju
cycpeheMo cBera /iBa TOHAJINTETA, AN CYy OHU U OBJle Y XPOMATCKOM TepPITHOM
opnocy (E-gyp u Te-myp). Ilocnentmwa nojasa agupmaitiuere komiapayuje je To-
HaJIHO HAajC/IOKEHMja, IITO IOHEK/IE IPOM3/Ia3y KaKo U3 YMIbEHUIIE [ je TO II0-
Clefby oficeK Y oKBUpY oBor CaJlOMMHOT AMCKYypPCa Be3aHOT 32 JOXaHAaHOBO
TeJ0, KOCY U yCTa, TAKO U3 YMH-€HMIIE /1A je OBAj TOHA/THYM HU3 ITOJJIOra CPa3MEPHO
Hajly>keM TEeKCTY KOjJ je MMasia OMIo Koja off TpM jeAuHuIle TpoaenHe popmyIie:
aupMaTUBHM MCKa3! Cy BapMPAHO IOHOB/BEHN Y JIO Cajja Hajy>KeM HU3Y KOM-
mapanuja, mro je npaheHo ca Yak LIECT TOHA/JHUX IpoMeHa. OKOCHUILY YMHe
napasieTHX TOHAUTETH Luc-Mon u E-myp, anu 3ByyHu mpumat mpeysuma Jo-
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CJIe[HO Y3/1a3HM TOHAIHM HU3 IO NIOTyCTeNeHrMa, off Lle-mypa, mpexo nyc-mona,
He-mypa n Ec-pypa, 1o noHOBHe nojase E-mypa.

Jmax, ynpkoc BeoMa pa3ByjeHOM TOHATHOM IUIAHY U YOP3aHOM CMEbIBaIby
TOHA/INTETA, KOjU CY, Y3 TO, OPrAHM30BaHY KPO3 OBaj CrenduyaH TOHATHO-Xap-
MOHCKM ‘KpelleH/i0; Moryhe je y cBakoj off Tpu rpyne CaJOMIHUX MCKa3a YOUUTH
IJIXOB OCHOBHU TOHA/INTeET. Tako, y cerMeHTy y KoMe CajioMa roBOpHM O JoxaHa-
aHOBOM TeJTy, Ka0 OCHOBHM ToHa/uTeT ¢urypupa Xa-ayp (tadenma 1). Kaga ro-
BOPM O HEroBOj KOCY, OCHOBHM TOHa/uTeT je [lec-nyp (Tadena 2), a kaga Ha Kpajy
npebe Ha TOBOpP O BETOBUM YCTMMa, OCHOBHM TOHa/muTeT moctaje E-gyp (Tadena
3). Y mocrnepna iBa cerMeHTa (Koca U ycTa) IIOCTOjU YaK 1 CBOjeBPCHO TOHATHO
3a0KpY’Keme, jep 0da cerMeHTa IOYNbY U 3aBpIIaBajy y ‘CBOM OCHOBHOM TOHa-
JINTETY.

Y MOHOJIOTY, CTY YMHMOLY JOXaHaaHOBE TE/IeCHOCTH Cy OCTYIHY Canomy,
IIa BeHM VICKasy O1Bajy ckpaheHO IOHOB/beHN, de3 jefHOCTaBHUX KoMUuapayuja
u guckpeguitiayuje. Tako cafa, Ha Kpajy olepe, 0CTajy caMo ieHe apupmaitiueHe
Komilapayuje 0 JoxaHaaHOBOM TeTy, KOCU M YCTMMa, caefehn HemocpenHo jeqHa
3a ipyroM (335/1-336/8): Huwiitia Ha céeitiy / He Seute iako 8esio Kao ili6oje iieno
(tradena 1); Huwitia Ha céeiliy / He Sewle TAKo upHO kao wisoja koca (Tadena 2);
Huwitia Ha ceeiliy / He Seute Waxo ypeeHo Kao teoje ycHe (Tadena 3). IIpurom
I071asy O MAaKCUMaJIHe M BPJIO YIaJybliBe TOHA/THO-XapMOHCKe CBeIeHOCT! Ha
jeman ToHammreT — Lyc-myp — 1, 3a yClIoBe oBe oIepe, HajcUMIUIM(UKOBAHWjI
aKopacky GOHJ TOT TOHAIMTETa — AUjAaTOHCKYU aKOPACKY (oH/.

Haxrne, Tpu doje y ncrno/paBamy JoxaHaaHOBe TeIECHOCTH — Oerla, IpHA U
npseHa — y Tpehoj crienn Cazome uMajy cBojy ‘AucHepsnjy’ y MHOLITBY TOHAJIN-
TeTa. Y MOHOJOIY, HACYIIPOT TOMe, JOMa3! 0 CBOjeBpcHe (ys3mje ncTux doja:
desto, pHO M LIpBEHO ce ‘CTamajy’ y jefuHCTBeHy ToHanHy 0ojy Luc-gypa. OBo
penykoBame Ha Iluc-myp y IOHOB/beHMM JICKa3uMa y MOHOJIOTY 01 Tpedano aa
dyne jemHa BpcTa ajeropuje mbeHOT TpujyMdoBama. Jlakiie, )Ke/ba yCTAaHOB/bEHA Y
TPEHYTKY KaJia je yIiefjana JoxaHaaHa ce He peansyje y IMKOBamby HaJ, MPTBUM
JoxaHaaHOM — 4aK HJM OHJa Kajia ce uiHY fja CalloMa y TOM CMVICITY JIMKYje — HeTo
Y CjemMIbebY C BJM Y ,,JbyOaBHOj CMPTH , IITO [IO/IA3Y TeK y 3aBPLIHNUIIN OIlepe.
MebhyTtum, ToHanHa pepykuyja Ha Lluc-nyp u, durypatusHo, pegykiuja Tpu doje
Ha jelHY jecy maxxHa npepcrasa CanoMmute nodepe. [Jpyrum pednma, Tako HELITO
je moryhe camo Ha cumdonmukoM HUBOY. Jep, Canoma he Tpujymdonatn, anm He
Haj JoxaHaaHoM, Beh Haj camoM codoMm u Tpujymdonahe meHa /pydaB mpema
JoxaHaaHy. 3a TaKBY MHTepIpeTalyjy off KpyLujanHe BaxHocTy he Ham dutn
TOHA/IHA aJIeropuja.

Tonanna aneropuja ‘Hose’ Camome

Y aHanusupaHum cermeHTNMa Tpehe criene n CasoOMIHOT MOHOJIOTA YOUNIIN
CMO YKpLITambe CTUICKe purype KoMIapaluje, IBOCTPYKO MaHM(ecToBaHe Kao
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npocra 1 apupMaTyBHA KOMIIapalilja, C jefHe CTpaHe, U My3W4Ke, OMHOCHO TO-
HaJIHe ajleropuje, ¢ Apyre cTpaHe. Y CIy4ajy oBe Apyre SUJIO je HEOIIXOHO I0Be-
CTH je Ha TIOApYydJje My3ndKe, XapMOHCKe xepMeHeyTuke. Cyzehn npema meHNM
CIIO/bAIlIbMM aKILIMjaMa 1, TIpe CBeTa, IIpeMa CaJpyKajy IheHUX MICKa3a Off I0YeTKa
omnepe, CanoMa je 37104MHAall, )K€Ha KOja MOACTUYE U Y>KMBA y MOHCTPYO3HOM
ynuHy. Mysuka je, mebyTum, npencrasuna aneropujy CanommHe modese Hap
caMoM coOOM, HaJi ’eHOM 3/IMYMHAYKOM IPUPOJIOM, a TUME U a/IeTOpujy jefHe
npyraunje Camome. IlocMaTpaHO Kpo3 IpusMy NpuMapHe AMXOTOMUje OBOT Pajia,
OHe KOja Ce YCIIOCTaB/ba M3Mehy MysMKe M IOETCKOT TEKCTa, 3aK/bydyje ce Aa
CanomuH TpujyM¢ Huje f0Ka3aH Off CTpaHe TOT TEKCTa, Beh o cTpaHe xapMo-
HHje, U 3aTO je OBO XapMOHCKA, OFHOCHO TOHAJIHA a/IeTOpuja, ajy He U TEKCTY-
a/Ha ajleTopyja. JeAMHO ce Ha Taj HAauMH, MOMOhy TOHaTHe ajmeropuje, MOXe
OIIpaBJIaTy OBa BPJIO CrlenyUIHa HeYCKIaheHOCT paMCKOr KIMMaKca 1 Hajjell-
HOCTaBHIje TOHAJTHO-XapMOHCKe KOHpurypamuje. Y CpefuIITy OBe HEKOMILIe-
MEHTapHOCTHU je jefHa BPCTa JPaMCKOT OKCMMOPOHA KOjU je Off €CEHLMjaTHOT
3Hayaja 3a IpaMy: Ha CLieHN je fie paKTo ‘cepeHasia’ oapyO/beHOj YOBEKOBOj I/IaBH,
‘cepeHazia’ Koja HOCM TOTOBO MaKCHMMaM30BaH HUBO dpyTamHoctu. Konauno,
TIOIITO CY TEMe/bY OBe ajleropyuje mocTaB/benu Beh y Tpehoj cuienn, a 1a ce Tex y
3aBPIIHNLIM OIlEpe PAa3OTKPMBA IeH IIYHU CMIICA0, OBO jé XOPM30HTA/IHA aJIETO-
puja. OBo HUje, aKyIe, CAMO TOHAIHA ajIeropuja /bydaBy, Beh je 0BO 11 XOpU3OH-
Ta/IHA TOHAJ/IHA a/Ieropyja JbydaBy, a/ly OHA CBAKAKO HUje XOPM30OHTA/THA TOHA/THA
azeropuja ,,JbydaBHe CMPTI .

Ho ocum oBe, y Tpehoj ciieHn Mo>KeMO yOunT ¥ BepTUKAIIHY, jeTHOCTaBHY
TOHAJIHY aJIeTOpUjy Koja IPOM3Ia3y U3 YMILEHNIE Ja Y MHOWITBY TOHAIUTETA
KOjJ Ce TI0jaB/byjy Y TPOAEITHOj PeTOPUYKO]j POPMY/IN AaIICONMYTHY IIPEB/IACT UMajy
mypcku ToHamuteTy (Taderne 1,2 1 3). JenyHM MOJICKM TOHA/IUTET Y OBOM CETMEHTY
Tpehe clieHe je 11c-MOJ — HUMAO CTy4ajHO — Ca/IOMVH aCOLMjaTVBHY TOHATUTET.
OBakBO MCTMIIabe LMC-MONA Y OGHOCY Ha [pyre TOHA/IUTETEe [jajeé OBOM
TOHA/INTETY CTATyC BepTUKaTHe TOHa/IHe aneropuje CalTOMMHOT Tpujymda Koju
he ycmenutn. ¥ mckasuma o Teny M KOCH IOjaB/byje Ce€ MCTOMMEHM JypPCKM
ToHanuTeT CaJlOMMHOM acOLMjaTMBHOM TOHAIUTETY IVIC-MOJTY, a7l EHXapMOHCKM
3aMemeH Kao [Jlec-myp. MebyTum, Tek kaja ce y 3aBpIIHOM MOHoIOTy dyze
mojaBno kao Iluc-pyp, OBHOCHO Kao IIpaBa, TEOPUjCKM KOPEKTHO HOTMPaHa
MyTaluja I[1c-MO/a, MoTyhe je TOBOPUTH O jOII jefHOM acIeKTy XOPM3OHTATHe
TOHa/IHe aneropuje: Iuc-myp y 3aBpIIHOM MOHOJIOTY 3HAUeHCKM HayIa3n 0da
cBOja ‘cpopHMKa’ 13 Tpehe clieHe — M MCTOMMEHM LMC-MON U COICTBEHY
eHxapMoHujy, [lec-nyp. Tume cy y 3Ha4eme TOHa/IHe ajleTopuje ofgaTa ABa HOBa
ClI0ja: y MOHO/IOry He camo Aa tpujymdyje Canommna pydas (Lluc-nyp) Hag
BEeHOM MOHCTpyosHouhy (Hec-nyp), Hero Tpujymdyje n ‘HoBa’ Camoma (Lluc-
nyp) Hag ‘crapom’ CasmoMoM (Ijyc-MOI).
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XapmoHcKa aneropuja CamoMUHOT Cjeubemha ca JoxaHaaHOM

Ha kpajy, pacBeT/IMMO joII jefHy 3Ha4ajHy XapMOHCKY KOH(Urypaiujy npu
caMoM 3aBpuIeTKy omnepe. VI3amel)y nBe mojase Tonuke Inc-nypa Ha kpajy Cano-
MMHOT TIOCTIefEber YCKmKa — [Tomyduna cam ux... Yeiia wieoja! - yodasa ce akopy,
KOju 110 MHOTMM MMUIUbEIbMMA NPENCTaB/ba KIMMAKC, NICTOBPEMEHO U CaMy
CYWITMHY KaKO MOHOJIOTa, TaKO Iiefie onepe (mpumep, Takt 20). budynkimonanHa
IpUPOJa OBOT IMCOHAHTHOT aKOPfa ce MaKko youasa. OH IIpeficTaB/ba CIIOj IBa Ha
IIPBY IIOTJIE], HECPOJHA aKOPJa, HEIIOTIIYHOI CENTaKOPAA d-yuc-ie y HUCKOM pe-
ructpy (y okpyxemy ToHuke Llvc-mypa, oBaj akops MOXKe OMTH €HXapMOHCKM
cxpaheH Kao ITpeKOMePHN CEKCTAKOPJ, a/ITepOBaHe CYOJOMIHAHTE Y XpOMATN30-
BaHOM II/IaTaTHOM OOPTY) U CeNTaKOpAa XUg-guc-guc-auc y TopmeM cnojy (cem-
takopp VII crynma). CTpyKTypa OBOT CIOXKEHOT OMKOPAa IIPOU3Ia3N U3 CUMe-
TpUje MaJIoT ZYPCKOT U MOTyyMameHOT celTaKoppa (cmka 1): akopy Iomwer cr1oja,
a-yuc-(e)-ie, ca pacriopesioM Teplia BemKa—Mana—Maa, CMMeTPIYaH je Ca OCHOB-
HUM OOJIMKOM aKOpHa TOpPHeET C/I0ja, Xuc-guc-duc-auc, ca pacropesoM Teplia
MaJjla-Maja-BenKa.’

[onyymamenu
CeTTaKop/I

ﬁ.-- i “IBenuka Tepua

o _|mana tepma

_|mana Tepma

[ s =

NV =€ “]maia Tepa

Q) > _| mama Tepra
i _|Benmka Tepra

Manu nypcku (IOMUHAHTHH)
CernTaKkopI

Cmxka 1. CuMeTpn4HN aKOPA Kao KyIMyuHanyja CaToMIHOT 3aBPITHOT MOHOJIOTA
y onepu Canoma Puxappa Illtpayca.

3 JIMcOHAHTHA CTPYKTypa OBOT aKOpPAA y KOHTEKCTY HeroBe MO3MIMje Ha 3aBPLIETKY
olepe je M3a3yuBala M JaHAC M3a3MBa BEIMKO MHTEPECOBAIbE Y TEOPUjCKOj INTEPATYPU
KOja ce 0aBU XapMOHCKUM je3ukoM Cazome: IIOYEB Off TOTa fja BeroBa CrMeTpudHa rpaba
»yKasyje Ha CCTeMCKY KOHCTPYKLIVjy JMICOHAaHTHUX 3BYYHOCTM KOja je KapaKTepUCTUIHA
3a aTOHaNMHy My3uKy (Ayrey, 1989: 123), mpeko MHTepIpeTanuje fa MpefcTaBba ,,OpKe-
CTapCKU IIPeOKpeT KOjy Hamoya pasaupe ToHaMHO TKuBo  (Newman, 1958: 404), mma cse
TOTJIe fia je OIVCUBAH Kao ,elloXaTHa IUCOHAHIIA” Koja GUrypypa Kao BpCTa OHOT CIIell-
uUIHOT ,,3a0BOBCTBA” KOje je ,,y CTamy Ja XpaHU CBeTIy nepBep3Hoct lluc-gypa”
(Kramer, 2007: 163).
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Y cBojoj onacuu o Kkpajy Canome, Kpejmep kaxke 1a je ,,CMPT IMCOHAaHIIA KOja ce
paspernaBa y crokojy ocambeHoctn” (Kramer, 1990: 120). 3a Canomy, mak, cMpT
je omakiIame, OHA je KOHCOHAHIA Koja, Oyayhm des morpede ma ce paspemn,
0CTaje Y CIOKOjy HEeHOT KOHAYHOT 3ajefHMINTBA ca JoxaHaaHoMm. OBaj akopp je
a7Zieropuja mHEHOT CjeINIberba Ca JOXaHaaHOM, jep HemocpenHo nociue tora Vipop
he Hapenutu fia je ydujy un ona he y cMptu dutu 3ajefHo ca OHUM Y Kora je 3a
XUBOTa O1Ia 3a/bydrbeHa (IIpuMep, TaKTOBM 25-26).

3aK/bydak

VnTepnperaTuBHa aHaIM3a Y OKBUPY OJHOCA MY3MKe, OFHOCHO XapMOHMje
1 MOpeTa/TI0eTCKOT TEKCTA Y BOKATHOM M/VM/IV MY3UYKO-CLIEHCKOM JIeNTy TIpef-
CTaB/ba BPJIO IIMPOKO IO/be XepMeHeyTH4YKe Mysuduke aHammse. Ha mocedan
HaulH OBa aHa/IM3a OTBapa ,XepPMEHEeYTUYKI IIPO30P’, Ia YIIOTPedMMO jolI jefjaH
trepMuH JlopeHca Kpejmepa, ca Kojer ce mpy»a C/I0OjeBUT ‘TIOITIE]|, OBOT IIyTa
IpeMa ajieropuju. Ajeropuja u, ocedHo, ajieropuja CympoTHOCTY YeCTO CY IOf-
pxane MysukoM. OHoC M3Mely XapMoHMje 1 TeKCTa WM XapMOHMje U ipaMe y
KOHTEKCTY ajleropuje ce MOXKe cariejaTu y ABOCMEPHO] pelauuju: ImpBo, Ofi-
pebena xapMoHCKa KoHUTYpaIMja MOKe IIOCTATU CPEACTBO aJleropuje Y TEKCTY
1, IPYyTO, ofpehenn T aneropuje y HoeTCKOM TEKCTY MOXKe JOOUTH CBOjy Kope-
Nanujy y mocedHoM TUITYy XapMOHCKe arneropuje. MehyTum, sa MHTepIpeTaTUBHY
aHa/1M3y Cy off HajBehe Ba)KHOCTM TOHATHA ¥ XapMOHCKA ajIeropyuja Koje Haju-
Jase aJeropmjcka 3Havema y Tekcty. OBe ameropmje ce MOTy UCIO/baBaTH Ha
BUIIE HAYMHA, a CBUM TUM HauMHMMA 33jeJHUIKO je TO IUTO CAOIIITaBajy 3Ha-
4erba KOja MM HUCY flaTa Y TIO€TCKOM TEKCTY MM UX Taj TEKCT YaK HU MOCPe-
CTBOM TEKCTYaJIHe ajieropuje He caip>xu. KibVoKeBHM II0jMOBYM XOPU3OHTA/THE U
BepTHKAIHE ajleropuje Cy HoOMIM CBOj XapMOHCKM TAHJAH KPO3 I0jaBy XOpH-
30HTaJIHE U BEPTUKAIHE TOHA/IHE a/IerOpluje, a/li OBE BPCTe My3UYKUX ajleropuja
MOTY OIICTaT! M Kao IIOTIIYHO He3aBUCHe off TekcTa. OBMME CMO Jajy IPUIoT
MoryhyM HOBMM NOI7Ie¥Ma Ha Nefjarorujy XapMoHMmje ¥ XapMOHCKe aHa/ln3e, ca
IIPEMIIOTOM Jija Ce Y OBMM OO/IacTyMa 0dpaTy 1mocedHa MaXkKba 1 Ha OBaj acleKT
XapMOHCKE, OJHOCHO MHTEPIPETATVBHE XapMOHCKE aHa/IN3e.
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HARMONIC ALLEGORIES AS NEW MEANINGS IN HARMONIC LANGUAGE OF
SALOME BY RICHARD STRAUSS

This paper deals with the analysis of the role of harmony as an instance of the interpreta-
tion of textual meanings in Richard Strauss’s Salome. Allegory as a type of figural speech
in the libretto of an opera, could attain its harmonic component in the music of that opera,
and thus is formed a specific meaning such as a harmonic allegory. The relationship be-
tween allegory and interpretation is crucial for understanding a work of art, since allegory
is not only established by interpretation, but also represents the interpretive process itself.
Thus, the literary concepts of horizontal and vertical allegories got their harmonic coun-
terpart through horizontal and vertical tonal allegory, respectively. Tonal allegory can be
manifested in several ways, and all these ways have in common that they communicate
meanings that are either not given in the poetic text or poetic text does not even contain
them through textual allegory.

Keywords: harmony, interpretive analysis, tonal allegory, opera, Richard Strauss
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[IBa acreTKa npoy4aBama 3Ha4emha Ha IpegMeTy
aHaAM3a My3MYKNX CTUIOBA

Cakerak

[TpoyuaBame cTuna Beh 1o cedn ykasyje Ha IpoyuaBarme 3Hauewa. [IBa Cy OCHOBHA ITpH-
CTyIIa CTU/ICKO] aHA/MU3N. JeflaH je OIILITH M yHMBEP3ajaH, Be3aH 3a QIO KOjy emoxy u
3aCHOBAH Ha [IPOyYaBaby MOjefMHAYHIX CTUICKVX IpTa U BbuxoBoM MebynejctBy. Ipyru
je TocedHN 1 TOApa3yMeBa KOMOMHOBaHe CTVICKE aHANIN3€E Ca CEMMOTUIKIM, TeCTypal-
HUM, TONNYKMM, UHTEPTEKCTYaJlHUM M pasHMM JIpyruM Teopujama. lInsp papa je ma ce
odjacHe IBa IIPNCTYTa IpOyJYaBama MY3MIKOT CTI/IA 3aCHOBAHVM Ha HEKOj BPCTH 0dje-
AMILEHOT CTPYKTYPATHOT M KOHTEKCTYaTHOT aHAIUTUYKOr MeTofa. Ha Takas Haum,
mommm ducMo mo ABa Moryha MeToma aHanmM3e MY3UUKOT CTIIA KOju du Mormu fa dyny
IPYMEBVBY Y Mefaronkoj mpakcu. OdjaurmemneM 0a3sUIHMX OCHOBA OIIIITE CTU/ICKE aHa-
nm3e duta Ou o/aKIIaHa IIPAKTHYHA IIPYMeHa OBOT METOJA Y HACTaBU M y OHOCY Ha duio
KOj¥ CTWJICKY Hepuof,. JenuHa Moryha mocnenuiia mpoyJyaBama aclieKaTa sHademba y aHa-
73U MY3UYKOT CTMIa Ouma OM IMpaKTMYHA HheHa IIPMMeHa U CTBapaibe IOTeHIjana 3a
HeorpaHudeHy Opoj Moryhmx Tymauerma Koja Oy MIak, duma 3acHOBaHa Ha YBPCTO MO-
CTaB/b€HOM MeTORY Koju du Moryhe d1I0 KOpUCTUTI U y HACTABM HA MY3MYKUM aKafe-
Mujama.

KibyuHe peun: My3y4Ku CTHIL, OIIITY ¥ HOCeOHM NPUCTYII, CTU/IEMA, CTH/ICKM KOMIUIEKC,
cTmIcKa ¢popmanyja

Yo

Hpmpona CBakKe CTU/ICKe aHa/IM3€ yKasyje Ha TO /la je OHA MCTOBPEMEHO Be-
3aHa 32 3HAYEHE U HEroBo Tymauemwe. [Ipenmer Anammsa My3SUIKUX CTH-
noBa Ha Tpehoj U 4eTBPTOj TOAMHM OCHOBHUX aKafileMCKux crypuja Pakynrera
MYy3U4Ke YMETHOCTH Yy beorpay, Torm4Ho je ycMepeH Ka TyMademwy dpeHoMeHa
CTH/Ia ¥ 3HAYEILCKMX KOHOTAIMja My3syKe ofi dapoka o noctmonepHmsma. Kama
je y mmuTamy Iefaromka mpakca My3W4Ke CTHJICKe aHann3e, OBOM (HeHOMEHY
MOITIM 811CMO Jja IPYUCTYIMMO Ha /iBa HaunHa. [IpBM je ommTy ¥ 3aCHOBAH je Ha
IpaBUIMMa Koja cy y muteparypu Beh aerepMmuHmucann. Y nuramy je Beh cran-
JapjHa METOMOJIOTNja KOja je Y KIbVIKEBHOj TEOPMjU 3aCHOBAaHA Ha IIpOyYaBamby
MOjeAMHAYHIX CTUICKUX LIPTA KOje yAPYy>KeHe Irpajie CTUICKE KOMIUIEKCE M CTUTI-
cke ¢popmarnyje. IlITo ce MysuuKe CTUICKe aHa/IN3e TIYe, YOdMUYajeHo je mpoyda-
Bambe IOjeMHAYHNX MY3MYKMX IapaMeTapa Koju ce KOMOMHYjy Ha pasimndmre
HaunHe. [Ipyru Buj npoydaBama MYy3MYKOT CTHIA OMCMO MOITIM Ja Ha30BEMO
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HOCeOHMM U THYe Ce UCTIUTHBamba Koju Ou ce daBIIM NapTUKY/IAPHUM CTU/ICKUM
¢deHOMeHNMa. YMHOrOMe je Be3aH 3a HOBUje CeMMOTHYKe, HapaTUBHe, TOIMIYKe
wm cnmdHe Teopuje. Kaja je mpoydaBame cTia y nuTamy, Beh Ha HUBOY Tep-
MMHOJIOTHje, HajBUIle KOHTPOBEP3!M M3a3MBa YMIE€HUIA 1A OBUM IIOjMOM MO-
XeMo J1a ce 0aBMMO M OHJIa KaJia je IeJioBabe MOjeiuHIIA y IUTambY, JOK C ApyTe
CTpaHe, CTWI MCTOBPEMEHO MOXKe f1a OyJe Be3aH 3a YyCMEPEHOCT YMTaBe jefiHe
nuBwmsanyuje! CaMuM TuM, IOCTaB/ba Ce MUTabe KAaKo je yommre Moryhe cTut
CMaTpaTU Ba/MJHMM Hay9YHVM TEPMIHOM. Y 0BOM papy Ouhe mokasaHo fia je oBaj
¢deHoMeH nmak Moryhe mocMarpary Kao II0jaBy Koja ce y CBUMM BMUIOBJMMA CBOT
IIpMKasMBamwa JICKasyje Kao jeguHcTBeH. OIIITe Teopuje Hyfle HeKa Off YHUBEp-
3aTHMX odjalllmberba IIpojaB/blBamba CTUIA Y MY3MIY, JOK ITocedHe Teopuje, yc-
MepaBajyhu ce Ha ojenyHavyHe heHOMEHe, JOHOCE TyOMHCKe yBUE.

Onmu IMPpUCTYII AHAIN3N MY3NIKOT CTUIA

CBaka CTM/ICKA aHa/MyM3a OMNIUTET THUIIA Y cedu HOCK MAEHTUYAH METOHNO-
JIOWIKM TIPOOJIeM, a OH je 3aCHOBaH Ha YMIbEHUIM Jja ICTOPUjCKe eroxe y cedu
cajp>ke MHOIITBO Pa3JIM4YUTUX, Y€CTO NMOTIYHO ONpPEYHMX TEHAEHIMja Koje
ancyppHo, y MehycoOHOM cafiejcTBY Tpafie CTMICKO jefuHCTBO. O TOMe je roBO-
puo u [lanxayc (Carl Dahlhaus) Ha cnegehu naunn: ,,K/pyuyna noremxoha y ne-
bUHUCabY CTIIA OYUIIETHO JIEKHU Y O€CKOMIIPOMICHOM IIOMYPEY KOHTPaIMK-
I1ja Koje Oy 4ak M Kpo3 CKyIl CTWICKMX KapaKTepMCTMKa Tpedaso fia ra 4yHe
CaMOCAfIp>KajHUM U CYLITMHCKY pa3yM/bUBMM. Mu, NaK, AeTePMUHAIIEMO CTU
nopenehiu ra ca [pyruM CTUIOBMMA ¥ MCTHYEMO OCOONHE KOje Ce pas/inKyjy Kao
mwerose fepunninyhe kapakrepuctuke” (Dahlhaus, 1999: 14). U 3ancta, daBehn
ce aHaIM30M, y Ae(PUHNCabY KapaKTePUCTUIHUX CTWICKYX IIpTa aHAIUTIYAP je
3ampaBo npuHybeH fja cBe BpeMe IIpaBy pa3HOBpCHa nopehema, kako eemeHara
CTIIa y CaMOM JIeTy, TaKO M Pas/IMINTUX OCOOMHA CTU/IA Koje ce 3a mopebeme
Hamehy y HajpasmMunNTUjUM CTUICKUIM KOHTEKCTUMA. [Ipyryt MeTOZOMONIKY IIpo-
deM Tnde ce unMmbeHNIA 1A CTII 00yXBaTa LIMPOK AVjaIla30H Off MHVBIYaTHOT
mo cTwia nuBMaM3anuje. Mertomononika 30pka koja Ou Morma ma npomsnbe us
OBaKBe YMbeHMIIe PellleHa je TAKO IITO OMCMO CTUI jeTHOCTaBHO MOITIM Jja CMa-
Tpamo eiseminupuxayujom (Exemplification). Y nutamy je 1mojaMm amepuykor
¢unosoda Hencona I'ynmana (Nelson Goodman) unjy ducmo cymtuny Moriu ja
cBefileMo Ha (opmyny: ,erseMimMpuKaimja je mocefoBame IWIyc pedepeHna”
(Goodman, 1976: 53). [lpyrum peunma, ofpeheHn ymeTHN4IKY 0djekar mocepnyje
y cedu TaYHO OHOJMKO e/leMeHaTa CTU/IA KOji CY ZOBO/BHM fia T'a CTU/ICKM UJeH-
TUQUKY;jy. PeBonynnonapHOCT 0Bako jegHocTaBHe popMysie orefa ce y unmbe-
HMLY JIa ce CTIJI BUILIE He ITIOCMAaTpa Off ayTopa WM eroxe mpemMa aeny, Beh odp-
HYTO, Off ie/Ia IIpeMa ay TOPY WM eTIOXM. Y TOM CMIUCITY, CB€ IITO O CTUTY MOXKEMO
Jla Ka)KeMo, er3eMIUIN(UKOBAHO je y CAaMOM JieTy.



Cpban Temapuh, [IBa acreTka IpoydaBamba 3HAU€HA... 189

Y xwusu Boguu 3a ciiuncky ananusy (Guidelines for Style Analysis) aytop Jan
Jlapy (Jan LaRue) roBopu o yetnpu koMmOumHyjyha eneMeHTa Mysndke CTHU/ICKe
aHaMM3e — 3BYKY, XapMOHV|j!, METIOAVM ¥ PUTMY. YHYTap MY3UUKOT Jiella OHM
cTBapajy T3B. paciii (Growth), kako 0Baj ayTop HasuBa dM/IO KOjy KOMOMHALIN)Y
oBIUX eeMeHaTa. HajMame M JVICTMHKTMBHE YMHUOLE CTU/IA, elleMeHTe KOju ce
4eCTO IIOHAB/bajy M KOjU Ceé Kao TaKBM M3JBajajy Ha3MBajy ce CTWJICKMM LipTaMa.
CTuicka aHa/mM3a 4€CTo MO/Iasy Off CBOjEBPCHOT CIMCKA OBAKBUX eneMeHara. OBaj
ayTop Takobe, jaje 1 HajIIMpe OKBUpE 3a CTU/ICKY aHA/N3Y Koja Ou Tpedaso fa ce
opBuja mo ¢asama. [IpBy ¢asa ynnm #ozaguna (Background), a tuye ce mo-
CTaB/bakba aHA/IM3MPAHOT NIpUMepa WIN Hu3a IpyuMepa y ofpeheHn KOHTEKCT.
Ipyru ce Tnue siocmaitiparva (Observation) u y oBoj ¢asu 3anpaso, [OMa3U [0
aHamm3e KoMOMHyjyhux enemenarta. V Hajsag, mocnenma dasa WM oyervusarbe
(Evaluation), tTuanma Oy ce CTMJICKe [AyjarHO3€e M CBera OHOTa IITO OY MOIJIO Ja
TOBOPY O MTOC/IEANIHUM UnibeHnIiaMa BesanuM 3a cTu (LaRue, 1992: 3). HacraBa
Ha TIIpeaMeTy AHaIM3a My3MYKMX CTHIOBA je Y HajIIMpeM CMICITY Be3aHa 3a OBa-
KaB BUJ] METOJIO/IOTHje, TIOK je Y y’KeM CMMC/TY OpMjeHTICaHa Ha TPY BeoMa dUTHe
CTUJICKE KaTeropuje: CTUICKY IPTY, CTVICKM KOMIUIEKC ¥ CTMIICKY OopMaIyjy.

Cuncka upitia WIN ciliunemad, je Hajy>Ka CTUJICKAa KaTeropuja. Y IUTamy je
nojam Mumena (Majkna) Pudatepa (Michel Micheale Riffaterre) ocuuBaua
CTPYKTypa/He CTUIMCTYKE KOjy I'a Ha3yBa U CTYIMCTUYKIM MHCTPYMeHTapHjy-
MoM. IIpemMa 0BOM ayTopy, KOHTEKCT je Taj y KOMe ce Ipero3Haje HeodnyHo,
CTMJICKM HarJIalleHo MecTo. buTHa ocoduHa ctuneme je mto omoryhasa pasmm-
KOBHO/JVICTUHKTVBHO CBOjCTBO KOje M3paXkajHO NICame OfiBaja Off Heu3paxaj-
HOT, KOje CTWJICKYM HeyTpajHO pasimKyje off CTMICKU odenmexxeHor. Ha Takas
Ha4MH IMCcall YUTAOLUMa fiaje MOTYRHOCT CTMICKe upeHTUdMKaLuje ,Koja je
jemHAaKoO BpMjefHA 3a HeorpaHmdeH Opoj agpecanara” (Riffaterre, 1989: 526).
Ocum mro uMajy yodudajeHy QyHKIUjy Yy je3sMUKOj CTPYKTYpH, CTUIICKE LIpTe
VIMajy ¥ JOAATHY QYHKILNUjy IPeHOCHOLa MHPOpPMaLMje O CTUITY: ,IIOfl CTUIEMOM
IofipasyMeBaM jeJVHUITY OjadyaHe M3PAXKAjHOCTU KOja HEKM CEerMeHaT TEKCTa C
pasuHe IyKe MHpOpMalLMje/N3BEIITAjHOCTU AVDKE IO pasuHe M3pakajHe cyre-
cruBHocT (ITpamuh, 1998). V3 HaBeeHOT TpOM3WIa3y Ia HUCY CBY €JIeMEHTH
MY3MKe CTUICKe IipTe, Beh caMo oHM HapounTo nopsydenn. [la ducmo nojacHmmm
OBY UMIbEHMI]Y, Y3MMMO 32 IIpYIMep TUIIOBe (PaKType Kpo3 pasIndnuTe CTUIOBE.
IIITo ce dapokHe emoxe Tide, GaKTypa of TPU C/I0ja — daco KOHTUHYO, CPefbI
IJIac ¥ MEeTIOAVjCKY T7Iac, CTMJICKA je I[pTa OBe emoxe. Y oBOj ermoxu je Moryha n
xoModonuja n nonmudoHmja, dal Kao 1 y KIaCUIM3MY, Y KOMe je HapaBHO, MHOTO
vemrha ynorpeda xomodone, Hero nomgone dakrype. Y apyroj monosuun 18.
BeKa JI0/Iasy JI0 M30CTaB/baiba 0aco KOHTMHYA, IOK je CTUJICKA I[pTa XoModoHa
daxTypa y K0joj IMOCTOj1 alcoMyTHA 3aBUCHOCT M3Mehy mparme 1 MenoamjcKor
I/Iaca HaIJalleHa Y TOM CMUCTY IITO Me/ofiuja pasnake BepTukamy. Mebytum, y
HIepUOly BUCOKOT K/TaCUIIN3Ma, JOJIa3) [0 II0jaBe Tako3BaHe cuMdoHusanmje, na
TaKO y OKBUPY XoMOQoHe (aKType CBaKa Off JEOHMI]A I'yIAuYKOr KBapTeTa Ha
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npuMep fHoduja U3BECHY CTEIIeH ay TOHOMUje, 10K je BPXyHal] OBaKBOT IIOCTYIIKa
ynotpeda nomudonuje. CTuICKa IpTa je ¥ Ta ja y KOMIIO3MI[MjaMa BICOKOT KIa-
cunysMa nonmdoHa GakTypa 4ecTo He OICTaje IYTO U Jja ce KOMOMHYje ca XOMO-
(bOHOM, OCMM Y PeTKMM CITy4ajeBMMa KaKaB je pelMo TIyfjadky KBapreT Benuka
¢yia (Grosse Fuge) om. 133 JIynsura Ban betoBena (Ludwig van Beethoven). Oco-
OuHa cTUIICKe IpTe KOja ce M3[iBaja 110 Y4eCTalIOCTH IIOHAB/baba Y OKBUPY jefiHe
eroxe Besyje ce 3a OMI0 Koje oderexje, Ia TAKO PeIIMO (PPUTHjCKI OOPT CBAKAKO
IpecTaB/ba CTUICKY IPTY OapoKa, JOK peluMo, y CIy4ajy Kajia ce TI0jaBy y po-
MaHTM3MY, MO>KEMO Jla TOBOPMMO O yKa3}Baiby Ha OBY €IIOXy MM TOBOPUMO O
HEKOj BPCTU apXamsaljyje My3u4Kor je3uka. IlojaBa oBor XxapMOHCKOT odpra y
HEOK/IaCHIIM3MY TaKole nMa CBOjy y/Iory, jep BuIlle He TOBOPY CaMo O YKa3MBakby
Ha onpeheHy BpcTy cagpikaja mnm arMocdepe Kao y poMaHTn3My, Beh je ped o
IVMPEKTHOM CPeCTBY je3MYKO-CTU/ICKEe peceMaHTH3alje, OHOCHO, YK/Ialamba
OBOT' XapMOHCKOT CPEJICTBA Y ,,HEOTOHA/HY TrpamMatuky. CBe Cy OBO CpelCTBa
Koja omoryhaBajy copTupame IMCTe CTUICKUX LipTa y ofipeheHe cTuicke operbke,
OJIHOCHO, CTUJICKe KOMIIZIeKce nam cTuncke opmanuje. CTUICKM KOMIIIEKC je
HEMCTOPUjCcKa KaTeropuja CTA, »,Buia ctwicka jeguanna” (Illkped, 1964: 139)
ofi ctuicke upte. Onucyjyhn kibkeBHe )KaHPOBe y CPIICKOM POMaHTU3MY, M-
ozpar ITonosuh roBopu o ,,CMHTETHCakbY HEKMX CTUICKUX OCOOEHOCTH Koje Cy
ce Beh panuje ucnorpmie y cprckoj kmwiokenoctn (...)” (ITonosuh, 1970: 512).
OBakBe CTU/ICKe 0COOEHOCTH Y OKBMPY CTHIICKe hopMarnyje poMaHTn3Ma ITomo-
Buh HasuBa CTMICKUM KoMIUlekcuMa. OcuM IITO je HacTao u3 morpede fja ce
meduHumy creruduyHa odenexja CTWICKMX popMaliyja, 0Baj 0jaM CBOj HacTa-
HaK JIyTyje ¥ METOJO/OLIKOj TPENIy KOja Ce jaB/ba Y OHMM CIy4ajeBuMa Kaja ce
CTM/ICKA I[pTa MAEHTU(UKYje ca CTUICKOM LeIMHOM BUIIET pefia — CTUICKUM
KOMIIJIEKCOM. Y3MMMO 3a IIpUMep MOHOAMjCKM CTIUI paHoT dapoka. Cruiema Mo-
HOJMja, IIOCeAlyje BUINE CTUICKUX M 3HAYEI-CKMX KOHOTalyja Off OHUX KOjU Cy
Be3aHM caMo 3a T pakType. 3d0r Tora SuCMO MOHOAMCKM CTUII MOIJIM Jja Ha-
30BEMO VM CTMJICKMM KOMIIIEKCOM, TIOf] KOjUM Cé TIOfjpa3yMeBa MHOIITBO JAPYTUX
CTMJICKMX I[PTa, KA0 IITO Cy TUIIOBU PEYUTATHBA, CHEV(PUIHOCTI XaPMOHCKOT
jeauka Koje IpoysuIase U3 Cycpera MOJZQTHOCTY U AYP-MOJ TOHa/IUTETa UTH.
Vpyhu jour fape of oBoOra, CTMICKM KOMIUIEKC MOHOAMCKOT CTH/IA YKasyje 1 Ha
Pa3HOMMKe eCTeTCKe KOHOTaluje Koje d1 ce Tumasne Teopuje adekara u morpede
HIOBe3UBama My3UKe U TeKCTa Kpo3 Kopuirhemwe ¢urypa. llIto ce dapokHe ermoxe
THYe, CTUICKY KOMIUIEKCH Mor/i Ou fia dyay oppeheHy JOMMHAHTHUM >XKaHPOM
(peLMo, KOHIIEPTaHTHYU CTUIL, de/T KaHTO, opaTopujyMcku cTui). Kao Hemcro-
pMjcKa KaTeropuja, CTUICKM KOMIIIEKC ITOHeKasl Moxke fia dyne moncrosehen u ca
oppehennm npasuem (ocehajuy cTmm wim ramanTHM CTUI). Y 3aBUCHOCTH Off
IOMMHAHTHE eCTeTUKe jefHe eroxe, Be3dyje ce U 3a CafipXkaj (mpama 1 Jupuka y
K/IaCULVI3MY, ApaMa, TIMPUKa, IacTOpasa, UTPa, PeIUrija Win TpaHCLeH/IeHINja,
danTasuja u cn. y pomantusmy). CTUICKM KOMIIEKCH MOTY fia Oyly YHMBep-
3aJTHM Y TOM CMUCITy IITO MOTY Jia Ce II0jaBe y CBMM eroXaMa MM Y HEKOJIMKO
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pasnmnuntux enoxa. Hajdomy Takas mpumep je macTopaa Koja ce y pasnuauTum
eroxaMma JICKasyje y pasIn4mnTiM BUJJOBUMA, MM e/l KAHTO Kao M3pa3 UTajIMjaH-
CKOT HAILIMOHA/THOT CTWJ/IA KOj) Ce y Ollepy jaB/ba Off dapoKa [I0 JaHAIIbeT laHa.
3a mro mpenusHuje ogpeheme cTUIA y MEATrOLIKOj IPAKCH, Off Be/uKe moMohn
je mojam cTuicke gpopmaryje.

Cruicka gopmaliyja je je Ha3uB 3a KaTeropHujy cTuja Koja y HajBehoj mepu
oJlpakaBa IOMUHAHTHE TOKOBE jeiHe eroxe. Mozen ctuicke Gopmarmje odpasyje
Ce KpO3 CKyN KapaKTEPUCTHYHHUX CTHICKUX IpTa (CTUIEMA) 3ajCAHUYKHX HU3Y
nena. Kopunrheme nojma je HapounTo CBPCUCXOJHO Y KOHTEKCTY CTHIICKHX €IoXa
KOje C€ MCKa3yjy y MHOIITBY CBOJHX Pa3lMUUTHX 00JIHYja, KaKkaB je PEIIMO MO-
TepHI3aM. 3a pa3IuKy OJf TIojMa eTroxe Koja o0yxBara pa3IudauTe MaHudecTaIje
CTHJIa Y KOje CMajajy W mpejaMara Ha HBHUX0BOj pasmehu, OMHOCHO, ,,lpaHHYHE
3one” (Toctymku, 1968: 29), ctuicke dpopManuje noapasyMeBajy penpe3eHra-
TUBHE (hopMe CTHiIa. Y TOM CMHUCITY, CTHICKa (hopMallija HUje UCTOPHjCKa Kare-
ropHja CTHJIA ITOMYT eIoXe WIIN TTeproja, Beh 6ncMo MOTTIHN 1a je Ha30BeMO HEHr-
cropujckoM. Ilojam cruncka dopmaruja aepuHUCAO je XPBATCKH JTUHTBHCTA
Anekcannap ®nakep, ynpaso aa OU oJlaKIIao TyMauelhe MoJepHE KIH)KEBHOCTH
kojy ompehyje kao momumopdHy. Y TOM CMHUCIY, OH HABOJIU W Pa3jIMKy IOjMa
cTHiICKa (hopmaryja o 1MojMoBa Tpymaldje u nepuoaa: ,,Mehytum, HEe OGHCMO
CMeIH J1a 3a00paBUMO Jia 32 HAC TIOJMOBH CTHIICKE TpyTMaldje U Mepuoja, of-
HOCHO CTWJICKe (opMarije He Mory OuTH nctoBeTHH. Kana 6ucmo rpaaniu mne-
PHOJIC WITH €TI0XEe CaMO Ha jeJIHOj CTHJICKO] TPYTMAIljy WIK CTHICKO] popMaruju
— HETHpad OMCMO NHjaICKTUKY KIIDKeBHE eBoiyruje. Ctuicka dopmaryja
Mopa Ooutn nirpal)eHa Ha CTHIICKOM 3ajeTHUIITBY HA3a CPOIHUX JeTa, TOK KibH-
KEBHA eroxa camMo Moke OuTH rpaljeHa Ha TaKBOM 3ajeIHUILTBY, ajl YBEK Y3
YCIIOB JIa C€ y H0j UCKa3yjy KaKo TojaBe JOTPajaliuX CTWICKHUX (hopMaliuja TaKo
Y aHTHUIHIAIM]e HOBUX QopMalHja U y3uMajy y 003up Omo3uIKja JOMHUHAHTHO]
ctuickoj hopmaruju” (Pmakep, 2011: 111). OBaj mojam je HapodnTo OWTaH 3a
TyMa4eHe HEOCTUIIOBA MOJICPHU3MA. Y3MUMO 3a MPUMEP PEIIMMO KOMITO3HUIIH]Y
Cumeponuja ncanama Uropa CTpaBUHCKOT. Y NMUTABkY je IENI0 KOje Ha CKCILTUITH-
TaH Ha4MH pedeprpa Ha OApOKHY €MOoXy U Ha CTHIICKE KOMIUIEKCE KOHIIEPTAaHTHOT
CTHUIIa, T3B. JIYKCypHjaHHCA, OMHOCHO, TOJU(OHOT CTHJIa BUCOKOT Oapoka M Ha
oparopujymcku ctui. CTHICKE LPTE W CTUJICKH KOMIUIEKCH Oapoka Cy Io-
CTaBJbEHH TAKO jaCHO M HEIBOCMMUCIICHO, 1a YIIPABO Y OBOM CIIy4ajy MOXKEMO Ja
rOBOPUMO O I0jaBH cTUIICKe opMmanrje 6apoka. HapaBHO, OBakBa KOHCTaTaIlja
He OW Omia JAOBOJHbHA, TTa OW IpaBa CTHJICKA aHajIM3a Mopayia J1a OATOBOPH Ha
MUTamkE, KOje Cy TO CTpaTerje CTUIA Koje yTUIy Ha TO Ja Y OBOM CIIy4ajy, WIIH
y citydajy OHMJI0 KOT HEOKJIaCHYHOT JIe)ia, He OMCMO MOTJIM J]a TOBOPUMO O pecTa-
ypauuju ctuia, Beh HapoTHB, 0 Ay TEHTHYHO] MOAEPHUCTUYKO] jE3UUKO-CTHIICKO]
BPEIHOCTH. Y KOHKPETHOM Ciydajy, Ha TpaHcdep U3 Oapoka y MoIepHHU3aM
yTHYE OCTHHATH3AIMja CBUX JCOHHMIIA, MA j& TAKO PUTMHUYKH ACIEKT MYy3HKe U3-
PaKEH KpO3 OCTHHATO MPUCYTaH YaK U Y caMoj MEJIOAUjH Koja 1o0Huja KpyKHE
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nokpete. [lopen Tora, Tpebao Ou a ce UCTaKHE U TPETMaH XapMOHH]je KOjH TO-
BOpH O MMHUTAIMjH OapOKHUX 00pazala, ajly UIlaK, KOHIUITUPAaHUX Y3 Ipyradrje
KOMOWHAIH]j€ aKOPJCKUX M BaHAKOPACKHX ToHOBA. Ca3Bydja cy HauMe KOHITUIIH-
paHa Tako J1a y I0BOJbHOj MEPH yKa3yjy Ha TPaJHIHOHAIHE TEPLHE aKopAe, aaH
WIAaK, y HEKOM CBOM CETMEHTY OHa Of Tora ofcTymajy. OBa aBa eJeMeHTa caMo
Cy HajOMTHHU]JU BUJIOBM Jpyradujer TpeTMaHa CTHIICKe (hopmariivje 6apoka o1 OHOT
KOjH je KapaKTepUCTUIaH 3a caMy €IIoXy, a IeTaJbHa CTHIICKA aHaJln3a Moria Ou
Jla yKa)ke Ha jOoIll MHOLITBO JPYTHX JieTajba Koje OMCMO MOIVIM J1a OTKPUjeMO Ha
1aHy Menoauje, GakType, puTMa U Tako Jlajbe.

Haj3an, xao Ourtan nerass xoju Ou ce tunao Jlapyose Tpehe daze ctuicke
aHaJm3e, eBalyalyje, MO OMCMO J1a M3BOjUMO T10jaM KOju OU ce THILIA0 TaKo-
3BaHUX oOpazaya (Patterns). Tako penuMo, pa3IvuuTH ayTOpU TOBOPE O CTHII-
CKHUM o0pacIiiMa KapakTepHUCTHIHNM 3a TojenuHe enoxe. Jlemapn Mejep (Leonard
B. Meyer) Ha npumep, cam CTUI Ae(DUHUILE Kao ,,IPOLIEC PeIuIhKairja oopasama”
a CONCTBEeHY JAe(UHHIIN]Y OTpaBaaBa YNH-ECHULIOM Jia C€ PEeIIMKaIfja OBHja YHY-
Tap ,,CKymna MpuHy/Aa”, YUMe caM I0jaM CTHJI TOBe3Yje ca JbYICKUM IMOHAIIAkEM
(Meyer, 1996: 3). Kpo3 cnennduyan Haunn ananmze, Mejep mponaszu 1o obpacima
KJIacHIM3Ma Koju OpojeBrMa MOJKe Jla ce 03Ha4H Kao 8-7-9-8, mTo je Menmorjcka
(hopMmyna Koja peayKIUjoM MOXE Jia C€ U3[BOjH U3 OIPOMHOT Opoja TMOYEeTHUX
TaKTOBA PA3TUUUTHX KOMIIO3UIIHMja BUCOKOT KiacunmsMa. Hcro tako u Beh mome-
HyTtu Jlapy, nonasu o cienuduaHux odpasaiia KIacuiiu3Ma ca UCTaKHYTUM CKO-
KOM Teplle KOju ce IMojaBibyje y cuMbonunjckoj My3urm u3mehy 1720 u 1810 u
KOjUX IIpeMa mberoBuM peunma uma 12. 386 (LaRue, 2017-18: 142).

ITocedun INPpUCTYII aHAIU3N MY3NIKOT CTUIA

Hpyru acrieKT TyMadera My3MYKOT CTI/IA THYe Ce€ HajHOBUjMUX 3HAUEHCKUX
Teopyja ¥ IOCTaBKM Kao LITO Cy CEeMMOTHYKE, TeCTypasiHe, HapaTMBHE U pa3He
npyre. OBaj HMUBO TyMauema, IIpe CBera ce TMYe U3pajie CEMUHAPCKUX U MacTep
pafioBa 13 IpeaMeTa AHaaM3a My3MYKKX cTunoBa. OBakaB IIPUCTYII 3aXTeBa MH-
TePAVICLIUIUIVHAPHOCT U CIIOCOOHOCT CTYAEHTA 1a IPEKO Pas/INIUTHX TEOPHjCKIX
¥ aHAIMTUYKUX TIPUCTYIIA TIOKYIIA fia fohe 1o comncTBeHe MeTofonoruje. lodap
IIpUMep MpeACTaB/ba MacTep paJ] CTY[IEHTa My3u4Ke Teopuje JoBaHe [lamMmbaHO-
Buh paben nmop menropcrBom Cphana Temapuha, Jesuuxo-citiuncku ognocu y
PyHkyuju ipagre Hapamiuerux apxemiuiiosa y CoHamama 3a 6UOIUHY U KTABUD
0poj 1 u 2 Cepieja IIpoxogjesa. Kao umsb pasia, oBa CTyIeHTKIbA je HaBeNa ,IIpU-
ka3 HauyHa Ha Koju je Ceprej IIpokodjeB y Conarama 3a BUONMHY U K/IaBUP
yrnorpedbaBao je3anIKo-CTIICKA CpeficTBa rpafiehu pasnmunte HapaTuBHe apxe-
tunose’. [Ja Ou unTanal duo yBefieH y TeMy, HajIIpe je pa3MOTPEHO NMUTambe Of-
Hoca u3Meby jesuka 1 cTiTa, ma Tako OMBaMo YIIO3HATH Ca TeopMjaMa ayTopa Kao
mto ¢y Porman Bapt (Roland Barthes), Auroan Komnamwon (Antoine Compagnon)
u Jlenapg Mejep (Leonard B. Meyer). bapbeme Mysuuknm jesukom IIpokodjesa
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PasMOTpeHO je Kpo3 aHanuTnuke npucryie ejana lecimha, Jypuja Xonomnosa u
Jenene Muxajnosuh-Mapkosuh. Hapjaspe, Kpo3 mpoydaBame HapaTHBHE TeOpHje
Ilejmca Llejkoda JIncke (James Jacob Liszka), mpoy4aBame crnanmjamse, TemIo-
paJiHe ¥ aKTOpUjaTHe AVMEeH3Mje My3uKe KakBy je noctasnuo Epo Tapactu (Eero
Tarasti) 1 kpo3 odjalImere pasINUINTUX HUBOA peceMaHTU3allje TOHATHOCTI
Koje je mocraBuo Cpban Temapuh, cTyzeHT fo/1asu o YeTHpyU HapaTUBHA apXe-
THUIIa: pOMAHCe, Tparefyje, MPOHNje ¥ KoMenuje o Kojuma ropope Hoprpomn ®@paj
(Northrop Frye) u bajpon Anmen (Byron Almen). Kpajwu pesynrar cy gparo-
ILIeHV YBUZIU Y Y3POYHO-TIOCTIeAVYHE Be3e Koje ce TMYy HauMHa yroTpede je3nd-
KO-CTMJICKMX CPefiCTaBa, CaMOl OfIHOCA je3MKa M CTWIA U I0jaBe pas3IMuMUTUX
HapaTuBHuX apxerumnosa y mysuny Cepreja IIpokodjesa. OBum pajgom je Ko-
HavyHO, 00jalllleHO Ha KOj! je HauMH y aHamm3upaHuM fienmma IIpokodjes ymo-
Tped/baBao je3NIKo-CTIICKA CpefcTBa rpafiehn My3snuKy HapaTuB, Kao 11, Ha KOjU
HA4VH Cy Ta CPeiCTBA IoBesa 10 pOopMUparma pasINuNTUX HapaTUBHNUX apXeTH-
IO0Ba, LITO je U duo umb. CBaka JeTa/bHMja CTUIICKA aHA/IM3a, TULIAIa U ce Ha-
41Ha 0dpajie efeMeHaTa CTIU/IA Y OKBUPY e/l VIV HU3a flefa, 2 TAKBe TeMe 4eCTO
Cy Be3aHe 3a HapaTUBHOCT. OCMM HaBefIeHNX, 3a YBUJIE€ Y CTUJI CBPCUCXOJHE Cy
TOTOBO CB€ 3Ha4YEHCKe TEOpHje Koje Cy TPEHYTHO aKTYyeJIHe U IomynapHe. lecry-
panHa Teopuja Podepra Xarena (Robert Hatten), nutonarnuje bopuca Acadjesa
y Tymauerwy Mapre Ipadou (Mdrta Grabdcz), My3andka ceMMOTIKA VN eT3UCTEH-
nujanHa cemnoruka Epa Tapactuja, Teopuja Tonuka Koguja Arasya (V. Kofi
Agawu), camo cy Heke off cafa Beh ycTa/beHIX Teopuja MOrogHMX 3a Kopuiheme
y CaBpeMeHOj IIefjarolIKoj IPaKcy. JacHO je 1 Ja OBaj APYTH, HOCeSHY NPUCTYII
aHa/NMM3M MY3WYKOT CTM/IA OMBA OTBOPEH 3a HAjpasMMuNTUja MHTEPAUCIUIIIN-
HapHa IIpeK/Ianama 1 a Oy MOMEeHYTH CHMCAK MOTao Jia Cafip>Ku OrpoMaH dpoj
dudnmorpadckux jepmnuuna.

3aK/byvak

[Inb 0da memaronka MpuUCTyIa aHaIM3U My3IIKOT CTHJIA, OIIIITET U oced-
HOT, jecTe pa3BUjambe CIOCOOHOCTM CTY/EHTA 3a CMHKPETUYKE YBUIE Y MY3UUKY
aHanm3y n ocnodabhame o leHNX dasnyHNX OKBUpa. ONMIITY IPUCTYI HYAU KO-
pumnherme 3Hama Hajmpe M3 0ONAaCTM XapMOHMje, KOHTPAIYHKTa ¥ MYy3HUKe
dopme, Kao ¥ yBUJe Y OIIITE eCTETCKA Havesa, ,», yX BpeMeHa~ fiate enoxe. [To-
cedHM Buj, 0aB/bera aHAMM30M MY3WYKOT CTWU/IA, HYAM Npopyd/beHnje yBupie y
pasmMuNTe KibVDKeBHE, TMHTBUCTIYKE, TICMXOJIONIKe U ipyre Teopuje. CBaKy BU
daB/bera My3uKoM, 0e3 0d31pa Ia /1 je ped 0 yMEeTHUYIKOM VIV HayYHOM IIpu-
CTyIly, HOffpa3yMeBa MHTEpIpeTalyjy Koja ce y HOMeHyTa ABa ciaydaja Kpehe y
7IBa pa3/IMuINTa CMepa. AHa/IM3a My3UYKOT CTV/IA Ha de3dpoj cBeodyXBaTHMX Ha-
YJHa BEPOBATHO fIa HYAU CYIITVHY daB/belba IVIEMEHNTOM JVICHUIUIMHOM Kao
IITO je My3UKa, a TO leHO pasyMeBame 00pas/iokeHo je KPO3 MCTO TAaKO IIeMe-
HNUTY AUCHUIUINHY TyMadera.
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TWO ASPECTS OF THE STUDY OF MEANING IN THE ANALYSIS OF MUSICAL STYLES
COURSE

The paper discusses two different approaches to musical style analysis. The general ap-
proach is universal and in the Analysis of Musical Styles course it is possible to use it on
examples of music from any epoch. It implies the use of terms such as stylistic feature or
stilema (the smallest element of style), stylistic complex and stylistic formation. The meth-
odology of style analysis could be explained through Jan LaRue’s idea which relies on the
analysis of individual, combining musical parameters — sound, harmony, melody, rhythm.
A special approach to the analysis of musical style refers to the latest theories such as
gestural, topical, narrative or semiotic. In practice, the latter approach can be applied at a
higher level of study, when the rules of style of different periods are well mastered. The
goal of both approaches is to enter the essence of the phenomenon of style and, like any
semantic analysis, necessarily depends on the skill of interpretation.

Keywords: musical style, general and special approach, stilema, stylistic complex, stylistic
formation
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beroBeH, panTa3uja 1 3HaAUYEHE

Cakerak

Tymayere HOTHOT 3am1ca YMETHUYKOT Jie/a, a/Iy U He3aIMCAHOT, OHOT LITO YATAMO ,13-
Mmeby peroBa’, IpBeHCTBEHM je LW/b UCTPAKUBAYKOT IIPOLieca, OMIO TeOPHjCKOT M MH-
TepIpeTaTUBHOL. IIpefMeT ucTpaxkmBama 0 KoMe je oBfie ped jecte CoHata om. 27 8p. 2
Jlynsura Ban Berosena. Teopujcku paj yk/byuyje ieTa/bHO UCIUTUBAKE ayTEHTUIHOT
HOTHOT 3alllICa, 3aTUM M HEKONMKO pefaknuja us 19. u 20. Bexa, Kao ¥ OCBPT Ha ayTeH-
TYYHA IMjaHNUCTUYKa ocTBapema. LIvp pajia je ga ce kpo3 mpusmy ¢aHrasuje IpuKaxe
BeToBeHOBO HajIomynapHuje KIaBUpcKo aeno. KpearuBHu noreHuujan daxTasuje, y
IpeMICH TIOffHACTIoBa Sonata quasi una Fantasia, ToKyIaj je na ce mocturHe Beha cro-
dopa uspasa. Ilopep Tora, emeMeHTV My3uuKe (aHTasyje M3BOP Cy MCTHUILIAA CHeIdId-
HMX MehynpocTopa MHAMBUIYaTHOT ,,A1icatba” MY3MYKOT Toka. Car/iefjaBarmbe IIOMEHYTOT
Jena y okBupuMa beToBeHOBe MMYHE XMBOTHE IIpHUYE, YKasyje Ha IbMXOBY HEPACKUAVBY
Besy I He MOXe ce 3aHeMapuTi. KilaBupcka coHara oL 27 dp. 2, y IIMIC MOy, IO3HATa Ha
IyOOKO YBpeXKeH HauuH, Kao ,Meceuea” (Mondshine), oTeHIMpa camanadyky CeHTH-
MeHTanHOCT. MebyTum, moeruka MonutBeHor fena Die Beterin HeMadKor Iuciia u Iec-
HIKa JoxaHa Jordpuma 3ojMa, ca HArOBEIITEHUM TParMYHNM €IIIOrOM, Tpacupa IyT 3a
TyMmadere beToBeHOBOT fiena. ¥ pany ce 3ak/bydyje ga dpaHTa3MjCKyU MPYHIVIIN IOCTajy
TEeOTBOPHMjU Y JIeIMMA Y KOjUMa Ce HbUXOBO JIejCTBO HE OYEKYje, Kao IUTO je TO C/Iy4aj
ca TpagULIMOHAIHMM COHaTHUM odmuKoM. ,PanTasujcka popma’, u3pas nodyHe IpoOTUB
cTapux cTaHfappa, ocnodabha odmik conare madaoHa u mpudmkaBa ra pOMaHTUIHOM
upeary. CBOjoM TEHIEHIUjOM Jla MCTYTIU ¥ TTOOeTHE Off CTBAPHOCTH Y TIOApydje CHOBA, fIa
ce ocmodoay CTPOrMX LIEMaTCKMX OKBMpa, (haHTasmja je dmmcka moTpedu caBpeMeHOT
JoBeKa Jja II0derHe off HapacTajyhe arpecMBHOCTI U BberoBoj TeXXmM 3a cnodopgom. Cro-
dofia je mIaBHU MOTO paHTa3uje M CYIITUHCKA TeXHa CBAKOT ayTEeHTUYHOT YMETHIYKOT
mena.

Kibyune peun: BeToBeH, coHaTa, paHTa3uja, 3Hauemwe, cnodopa

YBop,

MEeTHIYKO JIETIO je Y TeXKIbY Ka CBOM IJieaTy Hepas/iBOjHO ITOBE3aHO Ca CTBa-
YpanaqKOM ¢daHTa3ujoM, jefTHCTBEHVM ITOTEHIVjaIOM KOjU je y KOpeHy CBa-
KOT CTBapajaukor nporeca. ®anrasuja (MMarnHanmja, Maira, yodpasuspa, Bi-
3uja), 0e3 Koje cTBapajlalITBO HUje Moryhe, yHMBep3anHa je ,KpeaTUBHA
norenyyja” (Ili¢, 1979: 218) u ,,nyxoBHa nporomnasma’ (Ili¢, 1979: 221).

LIn/b oBOT pajia jecTe Aa ce YTBPAM IOCTojame aHaoruje usMehy popmar-
HUX 0c00eHOCTY My3u4Kor fiena JIynsura Ban berosena (Ludwig van Beethoven)
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Y jeqHe Off I/IaBHUX 0coduHa ¢aHTasuje — ,,lIpeTarama y COCTBEHE CYyIIPOTHO-
cri” (Ili¢, 1979: 219). KomOnHoBame pa3mumautix GOpMajHUX TUIOBA, Y OBOM
CIy4ajy coHaTe U haHTa3nje, Kao ¥ BUXoBo odoraheme fenoBameM (HaHTa3MjCKOT
IPMHIINIIA, JOBEJIO je IO M3BECHOT OTK/IOHA M CKPeTarmba Y OHOCY Ha IOTa/allby
KOMIIO3UTOPCKY ITPAKCY.

»Ped (baHTasmja, HacTaja je ofj IpuKe peun phantasia, KOja O3HayaBa MMa-
TMHAPHY aKTVBHOCT CTBOPEHY TOKOM MICIIH, @ Y MY3MUKOj IUTepaTypu Ipeh-
CTaB/ba HeCTaHAAPAHO Mofienpambe popme” (Popovié, 1998: 50). Mysuukoj dan-
Tasyju, Kao c1odoHMjeM OdINKY, OflyBeK je OMIO ONMYIITEHO KpLIemhe 3aKOHa
CTWICKUX 1 ¢popManHux odpasana. Kopenn oBora nexxe y MMIPOBU3AIMOHO]
numeHsuju ¢anrasuje. Y 18. u 19. Beky opycraje ce of nepununmje panrasuje
Kao MMIIPOBU3AIVIOHOT Jle/la ¥ OHa TocTaje odnmmk Koju odehasa crmodope, sxmB
Pa3Boj YHyTpaIlmbyX (GOpMaTHUX elleMeHaTa 1 IPOXKMMabe HbeHe CT0O0iHe KOH-
nemnuyje ca yrephenum popmanuum odpacuyma.

daHTasmja, Kao CBECHO IpeodpakaBambe MpefcTaBa Koje HICY JaTe y Hello-
CpeHOM omakamy (y ICHXOJIOIMj1) BeoMa je OlMcKa CHOBMMA, MAKO Ce ca BbUMa
He usjefHadyaBa. OHa ce TymMaunu Kao ,,qHeBHM can’ (Popovi¢ Mladenovi¢, 2009:
349) 1 mocTaje NOMNTOH 3a MY3MYKO MCTPaKUBalbe [IeJIOBaha HECBECHOT U CIIOH-
TAHOT Ha CBECHO YTBpheHy CTPYKTYpy Aena.

BeToBeH je moCTaB/bameM ,,3pHa GAaHTACTUYHOI Y COHATHY OOIMK COHATHOT
LVIKTyCa, y Sonatama quasi una fantasia om. 27 8p. 1 u 2, 3a11o4eo HOBY epy y K0joj
(daHTa3ujcKM MPYHIVIM MY3MYKOT MUIUbEHa, UMajyhn MCTOBpeMeHO U CTBa-
pajyhe u pasapajyhe gejcTBo, ocTajy cBe JOMUHAHTHYjN.

3Haueme Jena

Kako MoxeMO OTKpUTM IpaBO 3Haueme fiena? Moxke mu duorpaduja ymer-
HJKa JJOBECTM /IO 3HAYajHMUjMUX CasHarba O HerOBOM CTBapanallTBy?! beToBeHOB
JKVUBOT, KaKo 3ak/by4yje bpanko Jlazapesuh y cBojoj pacnpasu o KOMIIO3UTOPO-
BOM CTBapaJallITBY, OMO je TaKaB Jja ce He MOXKe 3aHeMapUTH Y OFHOCY Ha JIefIO.
»DeTOBeH je of cBoje (pu3mkKe 0O CBOje MeTau3MKe, jefaH Off OHMX YMeTHMKA
KOj¥I 3a311Bajy MICIIUTVBAbe U KOJI KOjIIX Ce YOBEK He MOXKe OCTAaBUTH HA CTPAHy
(JTazapeBuh, 1988: 15).

BeroBeH je mao orpomaH oNpMHOC pa3Bojy KIAaBUPCKE COHATE Y €II0OXM KJIa-
CUIVI3MA, a/IU je Ha OBOM II0J/bY HYOOKO 3aKOpauno u y cepy pomMaHTn3Ma. be-
TOBEHOBA Kapujepa 1 My3U4KO MUIIJbebe ycMepeHu cy BehoM crnodomom nspasa
Ka Hacrymajyhem, Beh poheHOM poMaHTU3MY, MaKO OCTaje NIYXOBHO Be3aH 3a
€II0XY K/IaCUI13Ma, KOjoj je IPUIIaZiao 1 y YMjeM je CTUICKOM IIpocefiey CTBApao.
BeToBeH je ocnodonno odnmk coHare 1mradjoHa U MPUSIVDKIO Ta POMAaHTUIHOM
upeany ,haHrasujcke ¢popme’, U3pa3UBIIN TAKO CBOjy MOOYHY IPOTUB CTApUX
CTaHJapya.

Jlynsur BaH beToBeH je KOMIIOHOBAO K/IaBMPCKE COHATE Y BPEMEHCKOM pac-
noHy of 1782-1822. rofuHe, AparoleHy pUsHNUIy KOMIIO3ULIMja HE CAMO je[VH-
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CTBEHOT 3BYKa, 00/1MKa 1 Kapakrepa, Beh u mocedHor pasnora nocrojama.! Cse
IITO je SUTHO Y BeTOBeHOBOM MHAMBU/IYaTHOM CTVUIY Cafip>Ke U IberOBe KJIaBUp-
CKe coHaTe. Y odmacTu KmaBupcke coHare beroeH je dmo pagukana pedopma-
Top. Yepencpeben Ha yHampeherme u nHOBaIMjy, CTBapao je CIOpo, Y3 AYro Ipo-
MMIbakbe, TpaBehy pBo CKuIle Koje je KacHYje peBUANPAO.

Kop BeroseHa je xonunent Cowailie ckopo ¢panitiasuje (Sonata quasi una
Fantasia) nokymaj ga nocturte Behy cmodopy uspasa mpeBasuaakemeM pe-
CTpMKIIMja COHaTHe OopMe, KaKO Y CBAKOM IIOjeAVHAYHOM CTaBY, TAKO M Y YNTA-
BoM nukiycy. Ocnodabhame odnmymka coHaTe madmoHa ¥ BeHO NPUOMIKABabe
POMaHTMYHOM Mjeany ¢aHTasyje YCHEIIHO je 300r M3y3eTHe eMacCTUIHOCTU U
TMIIKOCTY CaMOT XKaHpa, KOju ,Huje feuHNTUBaH My3u4Ky odnuK (...) oHa (co-
HaTa, IPYUM. ayT.) je, Ipe jefaH HauMH M1cama, ocehame 3a IpONOPLUjy M CTPYK-
TypY, Hero Heku onpeben momen” (Rozen, 1979: 33). Pesynraru cy Ty, y ABeMa
coHaTama u3 omyca 27. Ode conare kao ¢aHTasuje Op. 1 u 2 mramnane cy y beuy
1802. rogmue (Newman, 1963: 509), y nsgaBaukoj kyhn Hosauu Kamn.? ITIpso-
dutHa npeja duna je ma unne Hu3. IlojaBuie cy ce pasaBojeHo, jep cy mocsehene
pasmMYUTUM ocodama.

Vicropujcko-duorpadcky KOHTEKCT

danTasuja kao Conara om. 27 dp. 2 y nuc Moy, nocsehena je rpodunn
Bynujern I'suuapau (Giulietta Guicciardi), a geno us ucror omyca, y Ec nypy,
npuniesu YKosedunn JInxrenurraju (Josephine von Liechtenstein).

IIpema betoBenoBoMm duorpady Anekcanppy Bunoky Tejepy (Alexander
Wheelock Thayer) Hynujera je moxahasna yacose knaBupa kop, betoBeHa y Bpeme
Hactanka CoHare, y nepuony og 1801-1802. roguue. Kao gama c ncrandanum
MY3MYKUM YKycoM fodua je Ha gap Ponpo om. 52 y Ie nypy, koju je usHeHaza
Mopasa jja BpaTy aytopy.’ 3ay3Bpart, monyheHa joj je Conara, kao KOMIIeH3a1ja
3a ,,u3rydmenn” PoHpo.

Uaxo je Auron llnnpgnep (Anton Schindler) komnosuropos npsu duorpad
Y JIMYHU CeKpeTap, MMao IPWINKY fia IpeHece ayTeHTU4YHe beToBeHOBe M3-
Bobhauke MHCTpyKIuje, BeroB cyyn Tpeda ysetu ca pesepsoM (Newman, 1991:
22-23). Tepauo je ma je ynpaso Bymujera I'smuapan beToBenoBa ,,0ecMpTHa
mpara”. Haxanocr, okasu Koju cy ce HaroMmutany nporus IlnHptepa, HapounTo

! Tloper Tpupecet iBe cOHaTe ca oIrycoM u dpojem, moctoje Tpu Kurfiirsten conare WoO
47 (Werke ohne Opuszahl) dp. 1 y Ec nypy, Op. 2 'y ed mony u 8p. 3 y [le mypy, Kao u aBe
mBoctaBayHe coHate — WoO 50 y Ed nypy u WoO 51 y Lle nypy. OBe coHare mim Ipe-
I[V3HMje COHATVIHE, jecy Cy JieNa ca jefHOCTaBHOM (QaKTypoM ¥ M3BODAUKVM 3aXTeBUMa.
2 Giovanni Cappi je deuxa nsgaBauxa kyha.

3 BeroBeH je nmocsetrio Ponpmo om. 52 y e aypy cecTpu CBOT IIOKPOBUTEbA, KOHTECK
JIuxuoscku (Henriette von Lichnowski).
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y apyroj nonosunu 20. BeKa, TOBOpe y IPUJIOT OIIITEM HENOBEPEHY Y HErOBO
Bubeme 1 onucuBame feTaba beroeHosor xuBota. Haume, luupep je getp-
IeceTVX TofiuHa 19. Beka HAaMepHO [OMUCUBAO WM MEHao JIeI0Be TEKCTa y KOH-
Bep3aljCKIM KIbIDKHMIIaMa Koje je BeToBeH KOpICTIOo Kao CpefcTBO KOMYHIKa-
LMje ca CBOjUM IIpUjaTe/blUMa.

BeToBeH je KOMIIOHOBAO Jie/a 13 omyca 27 y CBOjUM PaHUM TPULECETHM TO-
AnHaMa. buo je To mepuos KOMIIO3UTOPOBOT €KOHOMCKOT Olarocrama 1 Ipu-
3Hama Ha npodecnonanHoM wiaHy. Cee Behe MHTepecoBame NHOCTPAHNUX U3JIa-
Baya 3a HeroBe KOMIIO3UIIMje YONaKUIIO je KPUTUKE 1 MpUKase IMyOIMKOBaHe y
OnurtuM My3nykuM HoBuHaMa (Allgemaine musikalische Zeitung) v y4BpcTmIo
ra Ha nosuuuju Bopehe ymernnuke mrynoctu beya. MebhyTtnm, 03dmmpHu mpo-
dmemu ca cIyxoM, Koje je IpUKPUBAO Y OBOM IIEPUOJY XMBOTA, BOAWIM CYy Ta y
COLIMja/IHy M30/IaLNjy ¥ KOHQIIVIKTE Ca OKPY>XKebeM, aji 1 ca caMuM codom. Kom-
noHnoBaHa 1801. ronune, Conara npunaja beroBenoBom tpehem mnm ,,appassio-
nata” epuoxy (1801-1808%, koju mounbe MyEBUTIM HaIpefOBambeM IyBohe
v Xaj/IMreHIITaTCKIM TECTAMEHTOM”, a YK/by4yje 1 beToBeHOBe I1aBHe /bydaBHe
adepe. OBa ¢asa je HajiIOAHNUja IO SPOjy U Pa3HOBPCHOCTH Jiea. Y 0BOj ¢asu,
OH je m3Bpimo pedopmy cumdoHnnujcke Gopme, 0cmodopno odMMK COoHaTe Ia-
dnoHa ¥ mpUdMMKMO ra pOMAaHTUYHOM Hfeany ,baHTasujcke popme”, nspa-
3MBIIY TAKO CBOjy IIOSYHY IPOTUB CTApUX CTaH/APJa.

Cappxaj

KnaBnupcka Conara om. 27 Op. 2 y umc Moy, O3HaTa Kao ,Mecedesa”
(Mondshine), noduna je cBoj Hajumak 1832. rofuHe, IeT TOAMHA IOC/Ie KOMIIO-
3UTOPOBE CMPTH, a IIYHE TP JelieHje II0CIe IIPBOT deuKor u3fiama (pBa pefax-
mmja Cappi, 1802). ITopebeme npBor craBa coHaTe ca myTajyhoM mahom Ha mBaj-
apckoM jesepy JlylepH odacjaHOM MecedMHOM, MPOM3ALIIO je M3 KPUTHUKE
Xajupuxa @puppuxa Jlynsura Penmrada (Heinrich Friedrich Ludwig Rellstab),
bBetoBeHoBOr Maber caBpeMeHNKa, ecHuKa u Mysudapa. OBUM HacJIOBOM ce
HOTEHIIMpa Camanayka CEHTUMEHTATHOCT, a JIelio Ce YAa/baBa Off CBOT IPaBOr
KapakTepa ,,Hajayd/be Tyre pBOT 1 o4ajama Tpeher crasa” (Nejgauz, 1970: 33).
MebhyTnm, mydnuka je y HOTIIyHOCTY OMTa OITYME-eHa HACTTOBOM, KOjY C€ OffpKao
JI0 laHac.

4 Anexcanpap Tejep (Alexander Wheelock Thayer), ayrop npse BetoBeHose duorpaduje,
IpefIaXke MOfeNy BeTOBEHOBOI yMETHMYKOT XXMBOTA HA IIET KPEaTVBHUX IIEPUOJA:
»CTyReHTCKy (1782-1794), ,Buptyosun” (1795-1800), ,macuonupanu” (1801-1808),
LyiHBasuBHY (1809-1814) u nepuox ,,cydnumanuje” (1815-1826).

IIpeyseto 8. okTodpa 2020, ca https://archive.org/details/thayerslifeofbee0000thay/page/
nll/mode/2up?view=theater

> BeTOBEHOBa OIOPYKAa y BU/Y OIPOIUTAJHOr IMCMA, HANMCAHA y TPEHYTKY AYXOBHE
Kpuse, 6. okrodpa 1802. roguse (Betoven, 1990).
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Bpojue cy pacripaBe o HasuBy u cazpkajy Conare y Manupy ¢anrasuje. Pe-
JINTUO3HY KapaKTep U OJIMCKOCT CBETY MPTBUX: ,IIOKajamby U UCKYI/bEHbY; 0XKa-
nomhenom ommrewy ca boroM,” moppxasa Kpucrujan Illydapr (Christian
Friedrich Daniel Schubart) Hemaukn necHuk, Mmysudap 1 HoBuHap. JJo oBakBOr
TyMadema je mourao dasehu ce KoHIenTOM 3Hadyemwa ToHanuTera. IIpema Illy-
dapry, 11c MO M3pakaBa MOKAjHMYKO TYrOBalbe, Ka/bekbe, pa3odapame NN
MHTUMHY KOHBep3anujy ¢ borom. Tpeda HamoMeHy T fia ce pafy O IeCHNKOBUM
MMYHUM, (PaHTACTMYHVUM IIpeficTaBaMa O TOHAIUTETMMA U Teopuju adexarta:
»HEXXHa I MeTTaHXO/MMYHa oceharba n3pajkeHa Cy TOHaIMTeTVIMA Ca CHU3WINI[AMA,
IOK Cy iuBJba 1 jaka ocehama M3pakeHa ToHa/MTeTMMa ca noByucwmnama.” (Ilej-
yynosuh, 2014: 100-101)

Hema cymme f1a je BeToBeH duo MHCIMPYCAH HEKOM CaMO HbeMy 3HaHOM
BusujoM. Tpeda HarmacuTy fja je KOMIO3UTOP PETKO [ABA0 HA3UBe CBOjUM Jie-
nmMa u3 ydehemwa a Ou ce TMMe OrpaHMYMIIO CIOOOIHO HOXKUB/bAaBaMe MY3JKe
u nipegoppenmna ocehama cmymanana (Newman, 1991: 268).

betosenos dnorpad Tejep fao je JOMPUHOC KPUTUYKOM CarlelaBamby COHATe
y cBoM fieny nocBeheHom berosenoBom xusory (Forbes, 1970). Tejep HaBopu ma
je BeroBenoB ogHOC MpeMa rpoduiy I'Buyapay duo mpeyBennyaH, Tako ja je u
CoHaTy IpyuziaTo BUIIE 3HaYaja HETO LITO je TO ONpaBJaHo. AyTop nuTtupa bero-
BeHoBe peun ynyhene Uepnujy (Carl Czerny), 13 kojux cazHajeMo 0 He3al0BOJb-
CTBY IIPEBENIVKVM VIHTEPeCOBambeM IIyO/IKe 3a IIPBY CTaB COHATE, OHOCHO, OfI-
CYCTBY 3aHMMama 3a ipyra fiesia, HIp. 3a CoHary om. 78, y ®uc nypy, y Kojoj ce
3anCTa UMIUINIVpa bydaBHa TeMaTuka. Hamaspe, beroBeHoBa mpenicka ca Teop-
rom Kpucrodom Ipocxajmom (Georg Christoph Grosheim), cBegoun o Hak0HO-
CTU KOMIIO3UTOPA IIpeMa MOJIMTBEHO-TI0OeTCKOM Jieny ,, KeHa Koja ce momn™ (Die
Beterin), Hema4kor mucia u necHrka Joxana lor¢puna 3ojma (Johann Gottfried
Seume). ¥ mucmy yniyhenom Beroseny 1819. rogune, Ipocxajm nogctnde bero-
BeHa ja npeypenu npsu ctaB CoHaTe 3a IIaC U KIaBUP, KOMIIOHOBAH Ha TEKCT
nomenyTe necMme (Albrecht, 1996: 169-170). Ibymen (Newman 1963: 518) moap-
)KaBa MJejy O Be3M COHaTe M I0eMe, MOJUTBE 33 OYeBO O3[lpaBjberbe. Y II0-
CIef UM CTUXOBUMA HaTa3MMO Be3y ca beTOBEHOBOM JIMYHOM XXMBOTHOM IIPK-
9OM. Y ¢/1000/IHOM IIpeBOAY OBM CTUXOBMU I7Iace:

JegHa cy3a cknu3Hy u ca moi Kaika

O Owue, spainiu joj oua rweHol

Kaxo Sux 6oneo ga cam Ha usuyu cmpiiu caga

Ja nu du moina wako ycpgHo ga ce Monu u 3a meHe?

CarnegaBajyhn nemo y okBuprma beToBeHOBe TMYHe )KMBOTHE IpIUe, KPO3
Tparefyjy reHuja u yxac mwerose rmysohe Koja ra je M3onoBaia of APYyIITBa 1
ocypwia Ha camohy, OTKpMBaMo OfjaKie JoIa3y yMeTHIYKY IO CTHIIAj ¥ KOMIIO-
3uTOpOBO HajuHTUMHIje ocehame. Jlako je HacmOB TyOOKO yBpeXKeH, CMaTpaMo
Jla KapaKTep fena Tpeda pasMaTpaTi y KOHTEKCTY 030M/bHE KOMIIO3UTOPOBE XK1~
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BOoTHe dopde mpotus riysohe (3amouere 1796. roguHe) u werose ,MONMuTBe  3a
037paB/bebe.

3HauajaH dpoj pajjoBa 0 beToBeHy 3a0KYIUbEH je IIPUKA30M HeroBe My3uKe
y IoeTCcKuM TepMuHuMa. HeoOu4HMM aHamornjamMa myHuM cUMOO/Ia TONIPUHOC
je mao n Heman Apuonp llepunr (Arnold Schering). lllepusr ce pykoBoamo Ha-
BOZHOM DBeTOBEHOBOM >Ke/bOM Ja y CBaKO JHeNO0 YK/bYUM ,IIOCTCKY WJEjy
(Newman, 1963: 503-504). IToetcka nneja Conare om. 27 dp. 2 je gpama ,Kpam
JIup” Bunmjama Illexcrmpa.

®opma

IIpBu craB Conare om. 27 Op. 2, mpema munubewy Ppanna JIncra (Franz
Liszt), jenHOOOpa3aH 1o cB0joj paKTypy U HejaCHUX KOHTYPA, jefUHCTBEH je ecej
TOHCKMX doja. MHOTO BuIIIe je ,llecMa Oe3 peun” Hero KjacuyHa COHaTHa ¢popma.
Y xwusn Hayka o mysuuxum odnuyuma (Skovran i Perici¢, 1991: 244) oaj cras
je TpofienTHa IecMa ca HarOBELITEHOM JIPYTOM TeMOM (eKCIIo3mIuja: TaKTOBI
15-19 u penpusa: TakToBu 51-55); MehyTuM, TOHa/MHM OfHOCHU He OATOBApajy
K/IACMYHOj COHATHOj LIEMH, jep je Y eKCIIO3ULIMjU JPyra TeMa y TOHA/UTETY [O-
MMHaHTHUHe Iapaerne — Xa Aypy, a 3aBpliaBa ce y CyOHOMUHAHTHOM (MC MOJY.
Xenpu Angpen Xapauur (Henry Alfred Harding) ananusupa oBaj cTaB Kao He-
npasmaH gsogen (Harding, 1889: 28), mako mommme merose COHaTHe KapakTe-
pucTuke. bpojHe HeNPaBIIHOCTH: OJICYCTBO KOHTpAcTa Mehy TeMaMa, M30CTaHaK
3aBpILIHE TPYyIle, MOJY/IATOPHM KapaKTep TeMa 1 Hepa3BJjeHOCT PAa3BOjHOT Jiea,
noTBphyjy ma ce pagyu o beToBeHOBOj HEOOMYHO], YaK M PEBONTYLMOHAPHOj 3a-
mucmn. ®opma rydu oppehenocr, ok atMocdepa mocraje mpuMapHa.

3a pas/MKy off HeKOHBEHIVIOHAIHOT ITpBor ctaBa CoHare o1L. 27 dp. 2, Apyru
cTaB y pOpMU TpOJielTHe TTlecMe MMa YIOTY MHTepIyaujyma, a Tpehu cras je mo-
HOBO COHaTHM OONMMK. TeMaTCKM M TOHATHO 3aO0Kpy>KeHM cTaBoBu Adagio
sostenuto u Allegretto, cnenie jeman 3a gpyrum des mayse attacca (Skovran, Pericic,
1991: 252-253). Ilonexap ce u Tpehu cras Presto agitato HafoBesyje Oe3 mayse,
MAKO O3HAaKa attacca m3Mehy mocnenma Ba cTaBa HYje yIMCaHa Y HOTHOM TEKCTY.
Y n3BobhayKoM acHeKTy je Impefjax HeoNXo/iaH, 300r pasjiBajara KapaKTepHO II0-
TIYHO CYIIPOTHUX OJICEKa.

[IpBu craB CoHare om. 27 Op. 2 yHukarHa je upaeja Jlynsura BaH beToBeHa.
To je jenuHu cTaB y HeroBOM COHATHOM OITyCY y KOMe je arMocdepa BakHMja Of
CTpyKType. ATMOcdepa fiena je yBek OuTHa, any odu4HO ce 1pmu u3 popme, us
Ha4MHA KaKo jemaH porabaj cimemu 3a mpyrum, dumo ma ce oueKMBama OCTBAPY)Y
W He. Y 0OBOM CTaBy ce aTMocdepa He cTBapa u3 gorabaja, jep moMuHmpa ,jen-
HOQOjHOCT’, de3 KOHTpACTa, LITO je M3y3eTak y beToBeHOBOM CTBapalalITBY.
Bpro je nusuenabyjyhe na ce oBakaB craB meknapuiie kao conaTHa popma, fodpo
npukpuBeHa cinuHouhy marepujana. Ca TuM ce cnaxe u @panry JInct, koju cma-
TPa Jja je IPBU CTaB CaMo ,[yX COHAaTHOT odmuka. ITocToje Tpu pasmora samro
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¢dopma ocraje HeonpeheHa 1 ckopo caydajHa 1 y3rpefHa, mpeMa Muibemwy Llo-
HaraHa Buca (Biss, 2015).

[Tpema bucoBOoM MMIIUBEY, IPBU CTAB je M3Y3€THO KOMIIAKTAH U ,,301jeH .
Cacroju ce o camo 69 TaKTOBa, IITO je HeyoOUYajeHo y OIHOCY Ha MHOTe JIpyTe
betoBeHoBe conaTHe popMe (Ha mpyuMep: npsu ctaB CoHate o11. 7 ¥Ma mpeko 300
TaKTOBA). 3ByYHa pea/nusalyja cTaBa He Tpaje gy>xe of et MuHyra. OduuHo ce
u3Mehy npBe 1 pyre TeMe Hala3y MOCT KOjU IO Iy>KVHM IIpeBasuIasy 1 came
teMe. OBze ce usmeby mpBe u fipyre TeMe Hajmasu caMo jegHa (ppasa, 4eTBOpo-
TaKTHA PeYeHNIIa Koja IIOYNbe y € MOJTY, a 3aBpIllaBa MOAY/IALMjOM Y Xa MOJI (T.
10-15), mocre yera crenyt pa3BojHu feo. OHO IITO yrpoXaBa KOMIIAKTHOCT CTaBa
jecTe HeOCTAaTaK CIIOPEIHOT MaTepujana usMehy r/TaBHMX KOMIOHEHTU COHATHE
¢dopme. PasBojuu fieo (1. 23-41) oTKpuBa beTOBEHOB UMIIPOBU3ATOPCKM JYX 1 Y
TOKY 3By4YHe peajM3anuje fiefla Ipy>Ka HajBUILIe MHTEpIpeTaTMBHE U arOrnykKe
cnodope. [lakie, pagy ce 0 cOHaTHOj GOpMU Koja je 3Ha4ajHO MOAMPUKOBAHA, jep
Tpacupa IyT UCIo/baBama My3nuKe (aHTas3Mje ¥ MCTUIaba efeMeHaTa (aHTa-
3MjCKOr IIpMHIMIIA Y BeToBEeHOBOM [ieny.

JenaH off IITaBHMX elleMeHaTa, OJHOCHO ITIABHYX YC/IOBa COHaTHE popMe jecTe
npocTop, Tj. Mehynpocrop. Kag roBopumMo o mpocTopy, MUCIMO Ha TpaiuiBHEe
eJIeMeHTe COHATHOT Od/IMKa, Ha TeMe KOjI Y4eCTBYjy y U3IPajilby Od/INKa, IOK je
Mmehynpocrop BesuBHU Matepujai, koju odezdehyje kommakTHOCT popMe, Kao
HITO je, Ha IPUMep, MOCT, @ Y KOHKpETHOM IIpUMepY, U pa3BojHU Jieo. buc Harmna-
IIaBa 3Ha4aj CIIOPeJHOT MaTepyjaja y mepleniyju conatie popme. Mocr je oBzie
CaMo jeflHa pedeHNUIKa CTPYKTYPa, 3a PasauKy of nojefnHux beroBeHoBUX co-
HaTa y KOj/IMa MOCT BUIIECTPYKO HaZMalllyje ITaBHU TeMaTCKy MaTepuja. Vcro
Ba)K! U 32 Pa3BOjHM JIe0, O4eKMBAHU KOHTPACT, CIMKOBUTO PEYEHO ,,00jHO Nosbe”
CTapMX U HOBUX MY3MYKMX uzieja. [IorpedHo je Bulle MaTepujana Mame BaXKHO-
CTU Jia dMCMO CBOjy MaXKby yCpeAcpeauIn Ha I1aBHM Marepujai. OHO IITO Ta-
kobe ofiB/IauM maXkmwy Off COHATHOCTM je Pe/IaTMBHO CIIOp TeMIlo cTaBa Adagio
sostenuto. To He 3HauM Ja MaraHM CTaB IMKITyca He MOXe OUTU COHATHU OONMNK.
Opnpebenn dpoj maraHux cTaBoBa ¥Ma COHATHY GOPMY U Y paHOM IIepUOJY KiIa-
cunusma (Hnp. berosen, Conara om. 2 Op. 1), a/u o Tajja HY jefiaH Kao OYeTHN
CTaB IMK/Iyca, IITO je dua peBOMyLMOHapHa KoHIennuja. EMomnmonanHo femo-
Bame OBAKBOT KOHIIEIITA je Apyrausje of OOMYHOI COHATHOT CTaBa. JOII jefjaH
PAas3JIor JIaTeHTHe COHATHOCTM JIEKY Y TOMe LITO je 1[0 CTaB ,,MOHOXPOMATCKIN .
KoHTpacT je OHO IITO YMHM COHATY, a/lu ¢ 0O3MPOM Ha TO fia Cy 0de TeMe UCTOT
KapakTepa U IpUMajajy UCTOM 3BYYHOM CBETY, CYIIPOTHOCTM HUCY 0de3dehene
u ¢popma ocTaje ,,ipukpuBeHa.” Kpos neny ¢pakrypy craBa, Tpuose, Mako Ipuia-
[ajy »3a/ilbeM IUIaHy , IIPefCcTaB/bajy ,KpPBOTOK cTaBa, 0de3dehyjyhu >xuBoT n
Tpajarbe IYTuX, MeNOAMjCKIX TOHOBa, MeTahopuyHo odjaurmasa buc.

CBMU IeNI0BY COHATE Cy TY »,Ha OKYITY , 3HATHO CY>KEHU M M0je[lHOCTAB/bEHN.
KoHTpacT moHOCH XapMOHM]ja, OHOCHO IIOCTOjabe TOHa/lHe onosuuuje. Ilpsa
teMma (T. 5-9), Mana pedennna (mpumep 1) momynupa n3 nuc mona 'y E gyp.
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ITpumep 1. Jlyneur Ban betosen, Conata om. 27 dp. 2 y Ljuc MOy, IPBU CTaB, IIpBa TeMa

(1. 5-9).

H’PP - - T '1 ]
NSl Il
( Hl ; B T .. ‘l‘l/‘l"‘

— = 32 2 ==

" FF. F T

I pyra Tema, Takobe peueHnIHe CTPYKTYpe off 2+2+4 TakTa, n3 Xa fypa Mo-
mynmupa y ¢uc Mo, CyOIOMUHAHTY OCHOBHOT TOHA/IMTETA, KOjUM Ce 3aBpIlaBa
excrosunyja (mpumep 2).

ITpumep 2. Jlynsur Ban berosen, Conata o1 27 dp. 2 y Ljuc MOy, IPBU CTaB, pparMeHT
apyre Teme (T. 15-23).
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Mopynanyja us gypa y soMuHaHTHU MO (Xa—-@1c) ofroBapa CeTHOM Kapak-
Tepy My3ndke ¢ppase. CydnOMIHAHTHY TOHAINTET C/1ady TOHVMKY ¥ CMambyje TeH-
31jy KOja je HEOIIXOAHA 3a Ja/by pasBoj. [IpMHOUI je mocnenaH, jep cBaka of
peYeHNYKMX CTPYKTYpa, SUJIO fla ce pajy O I/TAaBHOM WM CIIOPEHOM MaTepujary,
HOYMIbE Y jeTHOM, a 3aBplIaBa y APyTroM TOHaIUTeTy. borar ToHanHu niaH, cHara
pasHOBpPCHe M3pa)kajHe JMHAMIKe, He CKpehy makmy Ha cede, Ha IITa yTHde
cydpommHaHTHa (ymMupyjyha) odnmact, KojoM ce 3aBpiIaBa ekcriosunyja. Passojuu
Zieo je BeoMa Kpatak (T. 23-42). Y meMmy, mopef jenHor npucehamwa Ha IpBy Temy,
cnegyu 12 TaKTOBA HA Iefaly JOMMHAHTE, KOjU BOJE MY3UYKU TOK y PeNpusy u
OCHOBHM TOHa/mTeT (LVIC MOJ), U3 4Mjer OKBMpa ce BUIIe He M3Tasu. 3ay-
CTaB/bakeM TOHAJTHOT pa3Boja MOTEHIMpa ce Mup menor crasa. [Topen yBopa (T.
1-5), ctaB uMa u kopy (T. 60-65), y K0joj ce I71aBa IIpBe TeMe eKCIIOHUpa y dacy.

Ipyru cTaB ce HajoBe3yje Ha IPBU de3 Mayse, IITO IMPEJCTaB/ba CPECTBO
VHTerpanuje UKIyca u GaHTa3UjCKM MPUHLNI I0BE3MBalba. ,, Y TEIIHO PaCIIo-
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noxewe” craBa Allegretto, y [lec nypy, Hajdospe je McCKasaHO KpO3 ajeropujy
®panna Jlucra: ,,isetunh nsmeby gse nmposammje” (Nejgauz, 1970: 33). Hojxays
cmarpa fia oBa JIucToBa KpmiaTulia Ta4HO M3pa)kaBa He caMo AyX, Beh u cam
odnuk pena. ITouetHn ABOTaKT MoAceha Ha KpyHMITY IiBeTa, a peluKa (Ipyru
ABOTAKT) Ha /mumhe Koje ce OMycTHIO AyX cTadmuke. Y GopMaTHOM CMUCTY
jacaH, MEHyeT ca TPMOM, IIOBPATAK je Y Pea/IHOCT, OC/Ie HeKe BPCTe YCHYTOCTIL.

Tpehu craB nounme ,,rajonom’, apTukymuiyhu oHo mro je Beh Bragano y
IIPBOM CTaBY, A/l je y BeMy IIpUKpuBeHo y nosaguan. OBaj cTaB je Takobhe co-
HaTHa (opma, am moHoBO de3 KoHTpacTa Mebhy Temama. Y KoMmIUiekcy mpyre
TeMe, HMjeflHa Off BUX He JOHOCHU IpefiaX. VI3BecHa pasnmka mocToju usMeby
Tpylle IpyTe TeMe, a/li ¥ CBAKOj Cy aKInja, IIOKPeT, CTpeM/belbe U eHeprija Haj-
BaKHUje KapakTepuctuke. Oda cTaBa 1Majy HOBY, YyAHOBATY MJEjy O allCOTYT-
HOM ycMepaBamy MICIM Ha ofipeheH Kapakrep, mepconamHocT mm cumdor. To
je HOBa CTPYKTypa/iHa KOHIIeMI/ja BUIIECTAaBAYHOT Jie/la. YMECTO PasHOBPCHO-
CTU YHYTap CTaBa, IIOCTOj) pasHONMMKOCT Mely craBoBMMa, OGHOCHO, MehycTa-
BaYHM KOHTPACT.

Y mpBOM CTaBy eKCIIOHMpa Ce Ujieja Koja oduja ITTaBHY Y/IOTY Y IOCTIefmheM
CTaBY, KOjU JOHOCK paspellietbe, 3a/ipXKaBajyhn pasHOMMKOCT CBOje eKCIipecuje
Ha MuHUMyMYy. Kao fa ce papu o 3aderky JIucToBor mocrynka Tpancdopmanmje
jemHe UCTe MJeje M PEMUHUCLEHIM)Y Y HOBOM KOHTEKCTY. beToBeH ce ycpefncpe-
V0 MHOTO BUIIIe Ha CTPYKTYPY Ae/a y Le/IMHM, HeTO Ha pOpMy CBAKOT II0je[[VTHOT
CTaBa.

NuaTtepnperanuja

beToBeHOB KOMIIO3UTOPCKM paji IIPOIA3No je Kpo3 MHOTe pase mporpeca, He
majyhu pesynrare y ,,jeqHoM maxy.” Huje camo denme)xno HOTHM TeKcT, Beh ra je
VICTOBPEMEHO U JYOOKO NPOXXMB/bABA0, OCTAbajyhy ce Ha CONCTBEHY 3BYYHY
VIMarmHauyjy. PykoMm mmcaHu HOTHM TEKCT OTKPMBA IICUXOJIOIIKY acleKT beTo-
BEHOBOT KOMIIOHOBaa, HeTr0Ba YHYTpalllba IpeBupama u dopdy. Pykomnc Co-
Hare oIL. 27 8p. 2 cauyyBaH je y HEIIOTITYHOM OO/IMKY, de3 modeTHMX 13 TakToBa 1
3aBpurHuie Tpeher craBa. Pykomnc u npBo nsmame 3afpkaBajy cTape O3HaKe 3a
ynotpedy nenana y npsoM 1 Tpehem crtaBy. Apneba Ha mouetky Tpeher craBa
O3HaueHa cy con sordino (ca geHdpepruma, de3 mefana), a epyNTUBHY aKOPAM —
senza sordino (de3 meHdepa, OGTHOCHO ca fecHUM Ieganom). JJok cy y pegakumjn
Breitkopf cTape o3Hake con sordino vt senza sordino 3amemeHe caBpeMeHUM O3Ha-
KaMa 3a nenain (Ped).

V3 onmmpHor pena Bunmjema Ibymena (William Stein Newman), A History
of the Sonata Idea (Newman, 1963: 509) casHajemo fa cy 0de coHare u3 omnyca 27
IITaMIIaHe ¥ peanroBaHe ycte roguHe (1802), nako ckuma conate y Ec aypy nma-
tupa u3 1800. ropmue. To HY>XHO He 3HauM Ja je KOHAYHA Bep31ja HACTasIa IIPBa,
jep je betoBeH yecTo mpenpaspao 1 Memwao 3anodera gena. Y Conaru om. 27 op.
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1 BeroBeH je oTuiao Kopax fabe y npuMenn panrtasujckux npuanumna. CTaBoBu
clefe jemaH 3a pyrum, des mayse (attaca), LITO je pasjior BUILE 32 O3HAKY quUasi
una fantasia.

Kparka YepHujeBa MHTepIpeTaTUBHA YIYTCTBA y [OGATKY YeTBPTE KibUTe
IeroBe MujaHncTIyke 1mkose or. 500 (Czerny, 1839: 32) 3HauajHa Cy U BpefiHa
3amaxkara o berosenoBuM conatama. IIpema Yepnujesom munbemy, CoHara o1.
27 y uuc Moy Hymepucasa je dpojem 13, kao npsa u3 om. 27. Knacudukyjyhn
oI 27 Ha oBaj HauuH, Yepuu cmarpa CoHaTy y LIMC MOTY K/by4eM 32 pasyMeBambe
cnenehe conare danTasuje y Hu3y. beToBeH je y 0BOM Jiey 3a1modeo mporiec 1MH-
Terpalyje CTaBoBa, a fospio ra y Conaru y Ec nypy. ,,MarnoButoct” coHaTHe
¢dopme Conare om. 27 dp. 2 KyIMMHUpaa je HeyBohemem coHaTHor crasa y Co-
Hatit 8p. 1. Moryio Ou ce 3aK/bydnTy Aa je paHTa3UjCKU MPUHIINAI TOMUHAHTAH y
Conatu y Ec nypy, a fia je mpoliec 3ano4eT y IpeTXO4HOj, OHOCHO y COHaTH OIL.
27 Op. 2 y nuc momy. OfCYCTBO KOHTPACTa y OKBMPY CBAKOT IOjeINHOT CTaBa
YCIIELITHO TeCTUPAHO Y OBOM OCTBapemy, »,lpemto” ce u Ha CoHary Op. 1. Mnak,
0BaKaB peflociiell COHATa M3 UCTOT OIlyca Huje 3aCTyIUbeH y APyIUM pefaKiujama.

Haposesyjyhu ce Ha UepHujeBa pasmuiiubama, JINCT je oTHIIA0 KOpaK fabe
y cBOjoj pefakumju beToBeHOBMX coHara. A, Besa beroseHoBor fena ca Jlu-
CTOM HIje caMO pellakTopcka, Beh je m mpomoTtuBHO m3Bobauka. Jlucr je, cBu-
pajyhn beToBeHOBe K/1aBMpCKe COHATe jaBHO, Y3/IUTA0 JKaHpP COHaTe, Aajyhm my
3aCTy>KeHO MeCTO Ha KOHIIEpTHOM penepToapy. (o Taja cy coHate U KBapTeTH
IpeBacXOffHO dWIM HaMemeH) KyhHOM My3uIpamy, a He KOHIlepTHOM). Meby
CONMMCTUYKMM KIaBUPCKUM Kommnosunyjama, Conara om. 27 Op. 2 duna je JIn-
CTOBO OMUJbEHO fiento. JIuCT je y cBojoj pegakuuju safip>kao beToBeHose o3Hake
3a Tefja — CTape UTaaMjaHCKe TEPMUHE 3a IeroBo Kopuinheme: con sordino (ca
nerdepuma) u senza sordino (de3 peHdepa) y npsom u Tpehem craBy coHare.

beToBeH je mao crmenyjanHe M3Bohauke MHCTPYyKIMje Ha MOYETKY IIPBOT
craBa: si deve suonare tutto questo pezzo delicatissimamente e senza sordina. Tume
ce MOTEHNMpajy [AeNMKaTaH Ha4lMH MHTepIpeTanyje n odmuratan negan. Hema
cyMme fa je y JIncToBo BpeMe KIaBMp H0OMO Ha CHAa3M M Jja je KOHCTPyKLuja
K/IaBypa IIpeTpIie/ia 3HaYajHe IpoMeHe. JIMCTOB MHCTPYMEHT je MMao MHOTO do-
raTujy pesoHaHiyy on beroBeHoBor kimaBupa, Tako fa je Beh Taga dumo Heom-
XOJHO Pa3MOTPUTH a/lTepHATUBHY ymorpedy nemana. Vcrpaxyjyhu JIucrosy
pemakuujy, Hamehe ce ¥ CIMYHOCT ca IPBOM deykoM pepakmyjoM u3 1802. ro-
nuHe, Kojy je usnao Hosanm Kamu. ITocmarpajyhu kputndaku JIuctos pegakrop-
cKu paji, Ibymen Buay nospuHocT y JIncToBOM IOCTYIKY. 3aK/by4yje fa ce JIn-
CTOBO V3Jjaibe CBOAM Ha peu3/ame IpBe pefiakiyje oBor aena. Mehynwm, Jlucr je
IOfa0 NMPBOOMTHOM HOTHOM TeKCTY doraTuje AMHAMMYKO HUjaHCUpame Koje
pedrexTyje, mpe cBera, IPaMCKy IPUPOY TMYHOCTU PEAKTOPA M HeTOB POMaH-
TH4Yapcky usBohauky ¢t [lakie, ako HaM OBa pefjakiiyja He TOBOPY MHOTO O
beroseny, moxxe Ham OTKpuTH Kako je JIuct Bupmeo berosena.
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I[Tepanusaryja je 3a cBakor u3Bohaua y BennKoj Mepy 0dIacT IMYHe My3U4Ke
¢unosoduje. Bapujadunnu eemMeHTH, Kao LITO Cy TEMIIO, AMHAMUKA, TOH, CTUJL,
aKyCTHKa IPOCTOPaA, MHCTPYMEHT, Kao 1 KapaKTep U PACIIONOXKerbe, HEITPEKUIHO
yTudy Ha u3dop negana. O3Hake 3a ynorpedy mefana, Ma KOIMKO MaXK/bUBO JC-
HJCaHe 1 O3HaYeHe Off CTpPaHe KOMIIO3MTOpPa, YeCTO 3aXTeBajy MognduKanujy y
npakcu. beToBeH je y cBOM CBMpamy 00MIaTo KOpUCTHO Nefat. Mako je y mero-
BUM pyKomnmcuma HaheH Manm 8poj memanckux o3HaKa, cMarpa ce jefHUM Off
IPBMX KOMIIO3MTOpPA KOjI I'a je odenexasao.

He jeqHOoM cMO ce 3ammTany Kako peflyKoBaTH Hefla/iCKe 3aXTeBe KOMIIO3U-
TOpa, Oe3 ryd/perma OpUrMHATHE My3MYKe MUCTIN?

[IpBu craB je HajBeha eHmrma y morjefy KOMIIO3UTOPOBMX MHTEHIMja y
IpaBIy CTBapama YTICKa XapMOHCKe MAaITIOBUTOCTH, KOje Tpeda ofp>kaTy Ha
IPUXBAT/BMBOM HUBOY. VIaKo cy usryd/peHe IpBa U MOC/Ieba CTPaHa PYKOIINca
COHATHOT IIMK/TyCa, HeMa PasJiora Jia e CyMma Y BEPOJIOCTOJHOCT JBe MHCKPUII-
IMje Ha CaMOM IIOYeTKYy CTaBa, y CBMM paHMUM usfamuma. lleo ctaB Tpeda cBu-
patm Ha fmenuKaTaH HauumH u Oe3 pgeHdepa (Si deve suonare tutto pezzo
delicatissimamente e senza sordino) y CTanHoOj pianissimo DUHAMALNL. Y MOCTETBIX
CTOTHMHY rofiiHa, BehuHa nsama je npenHauymia ped sordino, y MHOXWHY sordini,
3HA4YM ca MOAMUTHYTUM AeHdepyrMa WIK ca 3aip>KaHUM CPelbUM IefanoM. Y
BehnHyu BeTOBEeHOBMX XapMOHCKMX CyKOda M3a3BaHNUX yHOTPeOOM [IeCHOT IIe-
Hasa, dac ocTaje HEIPOMEEH, CaMO Ce MeHa XapMOHMja M3HAJ bera. 3a pasiiKy
Off HaBefIeHOT, Y Meceuesoj conaitiu dac ce Memwa y Behunnu takrosa (8/20) 3Ha-
vajuo nosehasajyhn mpodnem 3Bydama.

JleTMKaTHOCT y IPUCTYITy TOHCKOM Od/nKoBamwy Ha moyeTky CoHare om. 27
Op. 2 o3HaveHa je U3pa3oM sempre pianissimo e senza sordino. Y bBeroBeHOBO
BpeMe O3HaKa senza sordino ce Tymauu ,ca IefajoM U OFHOCHU Ce Ha JeCHM
HOXKHI TIefiasl, Ha edpekat Koju ce moduja mopusameM fieHdepa ca sxuiie. VIHTeH-
I1ja KOMIIO3UTOPA je, AaKJIe, IOCTU3ambe CrenyuIHe COHOPHOCTY HEIIPEKMHY-
TYM IIPUTUCKOM JeCHOI HOXKHOT IIeflajIa, YMMe Ce IOCTVDKe UCTOBPEMEHO 3BY-
Jarbe Pa3/IMIUTIX XapMOHCKIX CK/IONIOBA, LIITO C€ MOYKe HETaTMBHO OAPAsUTHU Ha
MeJIOINjCKy NuHUjy. IbymMen y cBojoj pacnpaBu 0 JOCIOBHOj IPMMEHM [ECHOT
Tefjayia KOHTMHYMpPaHO 1 de3 mpomeHe nofaceha Ha cvaH edekat Koju ¢y Kopu-
CTWIN M APYTU KoMmosutopu tor Bpemena — Kapn @wmnun Emanyen bax (Carl
Philipp Emanuel Bach) n Mynuo Knementn (Muzio Clementi). bynyhu na cy
BeToBeHOBE 03HaKe BP/IO eKCIUIMIIMTHE 1 fIa je CUTYPHO XKe/leO Melllarbe XapMo-
HIfja, FheTOBe MHTeHIMje Tpeda MOLITOBATH, aju ca onpe3oM. KomOduHoBaHa npu-
MeHa JIeCHOT M JIEBOT Ieflajia, 3By4M IIpe/lello Ha CaBpeMEeHOM K/IaBUDPY, jep
yMamyje pe3oHaHIly, a Melllalbe XapMOHNja Ce CBOAY Ha IIPUXBAT/bUB HUBO.

BeTOBEHOB M3PMYNTH 3aXTeB Ja Ce Lie0 IIPBY CTaB CBMpPA Ha [yTOM, IIPOAY-
JKEHOM TIeflaly, He MO)XKe ce JocnenHo crposectu. [Ipema munubemy ApTypa
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[Inadena (Artur Schnabel),® koju je Bpio mpeunsan y cipoBohemy cBUX MHTEH-
I1ja KOMIIO3UTOPA, MeflaJl Ce Mekba ca IPOMEHOM XapMOHNje, Y IpBoM cTaBy Co-
Hare om. 27 dp. 2.

Pememe Koje mpefiaXke MpCKY MUjaHUCTA, KOMIIO3UTOP ¥ MY3UKOJIOL, Xay-
apn ®@eprycon (Howard Ferguson) (Banowetz, 1985: 168-169) noxpasymesa
»HEMO” TIPUTICKambe’, KIacTep, CBUX JUPKU KIaBUjaType, Koje Cy MO3UI[MOHM-
paHe JCIIOA HajHVDKET TOHA y CTaBY, a 3aTUM JIOAaBameM cpefmer (sostenuto)
Tefaja 1o Kpaja crasa (mpumep 3). CBu ToHoBU uctop Koutpa E duhe sagpxann.
Casertyje ce ucrospemeHo ynorpeda nesor (una corda) negana. To mogpasymesa
Kopuihemwe cpefiiber U JIeBOT Iefjajia UICTOBPeMeHO, IeBOM HoroM. JlecHa Hora je
pe3epBICaHa 3a JeCHU IIefal 1 CaBeTyje ce /aro Kallmberme ca CBAKOM HOBOM
XapMOHMjOM, fia OU ce OCTUTAO >Ke/beHM Misterioso epexar.

ITpumep 3. Jlynsur Ban Berosen, Conara or. 27 dp. 2 y 1yc Moy,
npBu cTas, yBox (1.1-5).8

Ad{agia sasteruto
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6 IlTnaden je mo3HAT Kao u3Bobau Ienor beToBeHOBOr cOHaTHOTr omyca. V3Beo ra je
MHTerpanHo upsy nyt y bepnuny 1927. rogune.

7 ,Hemo0” cBupame Ha KIaBujaTypy HOApasyMeBa Oe3ByYHM MPUTHUCAK HPCTA 00 AHA
IVpKe, 4MMe ce MOCTIDKe epeKaT pyqHOr Iefana 1 ocnodahama anmukBoTa.

8 Silently depress these notes before starting to play than hold with sostenuto pedal
throughout the entire movement” Crodopan npesoy: Hemo nputicHy T 03Ha4eHe HOTe
(xmactep ucnop koHTpa E) mpe moderka msBohema, a 3aTuM MX 3ampkaT sostenuto
nefazoM Kpos neo cras.” IIpeBena: Mapuja IlmyBakoB Menenuua.
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OsBaj HeodnuyaH HayMH ynorpede Iefana, Koju IOApa3yMeBa UCTOBPEMEHN
IPUTICAK JIBE NAIly4yulle jeflHUM CTOIA/TIOM, M3Y3€THO je KoMIuleKcaH. OBaj 1o-
CTYIaK, ONHOCHO HaulH CBUpama, 3aXTeBao U U MocedHy KOHCTUTYLN)y W3-
Bohava u mocedHy Bpcty odyhe.

ITojemyHy n3BohauM OBe COHATE IOKYIIA/IN CY Aa Ce JOC/IeTHO IPUAPKaBajy
beTOBeHOBUX MHTEHIIMja. JefaH Off HUX je HeMauyKy IyjaHucra Mahapckor 1o-
pexna Augpaiu [lIng (Andras Schiff) koju nponarupa nssobeme 1ennHe mpor
CTaBa ca KOHTMHYyMpaHuM neganoM. OH cMarpa oBy beToBeHOBY MHCTPYKLIUjy
BPJIO BOKHOM y IMJBbY IIOCTM3amba CIIeNM(PUIHOT 3ByKa ¥ COHOPHOCTH. Y OKBUPY
CBOT e[[yKaTVBHOT KOHIIEPTa, OBAaKaB HaulMH ynorpede mefana u AeMOHCTPUPA.
ITepman ce He mpuTHUCKa 10 ,,jHa , Beh camo mwerosa TpehuHa.

Yysenn nujanucra Mapej Ilepaja (Murray Perahia), Conaty omn. 27 dp. 2
TpeTupa Kao IPOrpaMcko fiefnio, Bedyjyhu je sa IllekcninpoBy npamy Pomeo u Jy-
nuja. 3a wera je oBO Jie/o anoreosa bydaBu Pomea u Jynumje, uspas Hajaydme
TyTe,onu4eHe y cTaBy Koju Ilepaja moxmp/baBa Kao IMOCMPTHY MapIl, KOjI je 3a
MIjaHUCTY ONPOIITAj Of Jy/n1je UM OMYNIbEHOCT [IBOje MIafiUX y APYyTOM CTaBy
VIV, TIAK, y3a/TyIHa TPKa ca BpeMeHOM, Y ,ranony Tpeher craBa. VckasaHa Tyra,
Kao mocjenuia Hajgonasehe rmyBohe mim HeocTBapeHe /by0aBy, IOCTaje MaHM-
¢ect 1 MHOTVIX Apyrux beToBeHOBUX Henma. betoBeHoBa becMmpTHa /bydas 3a Kojy
3Ha ja ce oyt /bydaBy Pomea u Jynmje Hukapg Hehe ocTBapuTu.

3aK/pydak

BeToBeH je ocnodonno odnmk coHare madoHa ¥ IpUOMMKIO I'a pOMaHTNY-
HOM upeany ,panrasujcke ¢popme.” IlocTaBpameM ,3pHa aHTACTUYHOL , Y
Sonati quasi una fantasia om. 27 3a1o4eo je HOBY epy Y K0joj paHTasMjCKy IpUH-
VIV MY3UYKOT MUII/bEHA, IOCTAjy CBe HTOMVMHAHTHUjU U JeTOTBOPHUU Y Je-
JIMMa Y KOj/IMa Ce IUXOBO JIejCTBO HE OYEKYje.

ITpBu craB CoHare om. 27 Op. 2 jenuHcTBeHa je upeja Jlynsura Ban beroBeHa.
JenuHCTBEH je y beToBEHOBOM COHATHOM OITYCY IO TOME IIITO je aTMOocdepa Bax-
HMja Off cTpyKType. JJoMuHMpa ,,jeAHOSO0jHOCT’, TPUOICKA NPaTHa, OfCYCTBO
KOHTpAacTa y COHaTHOj ¢popMM NMPUKPUBEHOj cnmnvHomhy MaTepujana. Y TakBoj
arMocdepu, ocnodoheHn MpocTopy MHANBUAYATHOT ,AMCamba MY3MYKOT TOKA,
IpY»Xajy MOTyRHOCT pasHOPOTHMX TEOPUjCKMX M M3BODAYKMX TyMauema fiena,
Kao U IPOrpaMcKUX acouyjanyja.

daHTa3MjcKy NMPUHILINII TIOBE3UBamba CTABOBA Y jelHY LieNMHy y coHaTn JIy-
nBura BaH beroBeHa oL 27 8p. 2, y IIC MOJTY, OCYCTBO TeMaTCKOT KOHTPACTa y
OKBYIPY CTaBa, »,jefHOOOjHOCT” CBAKOT CTaBa IIOHA0CO00, 1 IOCTaB/batbe opehermna
y paBaH MebycTaBayHOr KOHTpacTa, HOB je Ha4MH IVleflalba Ha COHATHO-(paHTa-
3MjCKe IIMKITyCe ¥ HOBO CXBaTame POCTOPA Y YMETHUYKOM JIeTy.
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BEETHOVEN, FANTASY AND MEANING

Explaining musical notation and its unwritten hidden meanings is a prime aim of both
theoretical and interpretative research of music work. The subject of this research is Lud-
wig van Beethoven’s Sonata Op. 27 No. 2. Theoretical background includes a thorough
analysis of its authentic music sheets and several editions throughout the 19t and 20t
centuries, together with the review of some genuine performances. This research uses the
lens of fantasy to analyze Beethoven’s most popular piano piece. The creative potential of
the fantasy form, signaled by the very subtitle Sonata quasi una Fantasia, is linked to the
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author’s attempts to reach more freedom of expression. The elements of fantasy can serve
as a base for highlighting some specific interspaces of individual beats of music flow.
Therefore, analyzing this Sonata in the frame of Beethoven’s private life implies an inex-
tricable connection between the piece and his life, which should not be neglected. It is
widely accepted that Piano Sonata Op. 27 No. 2, in C sharp minor, popularly known as
“Mondshine”, emphasizes a dreamy sentimentality. However, the poetics and tragic epi-
logue of devotional piece Die Beterin written by German poet Johann Gottfried Seume
paved the way for the interpretation of this Beethoven’s music work. This essay reveals that
fantasy principles become more effective in the pieces in which they are not expected,
contrary to the case of traditional sonata form. “Fantasy form”, as a channel for rebelling
against the old standards, frees sonata form from its patterns and brings it closer to the
ideal of romanticism. With its tendency to step away and escape reality transcending to
the realm of dreams and freeing itself form rigid schematic frames, fantasy is close to the
need of contemporary men to avoid ever increasing aggressiveness and break free. Free-
dom is indeed the main motto of fantasy and essential striving of any authentic piece of
art.

Keywords: Beethoven, sonata, fantasy, meaning, freedom
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ctymeHT JAC, ®akynTeT My3sudKe yMeTHOCTH,
YHuBepsuteT yMeTHOCTH Y Beorpany, Cpduja
vesic.marko9@gmail.com

ITonykaHPOBCKYU AUCKYPC Y eny »,Mysmuka popma
win cmucao y mysunyn”’ bepucnasa ITomosuha
K0 IOCTIeNIIA eNICTeMOTONIKOT pelaTUBU3Ma:
KONN3Mja Teopujcke pu3nKe ¥ aHaIN3e My3nuKke popme

Cakerak

[TpodneM moOMM>KaHPOBCKOT AUCKypca — KOju IOApasyMeBa je3ndKa U CTUICKA MeaH/[pU-
pama de3 CTadMTHOT YHOPUIITA Y jeANHCTBEHOM, KOHKPETHOM XXaHPOBCKOM OKBUPY — ¥
KOHTEKCTY eIMCTEMOJIOIIKOr pelaTuBu3Ma nocTmonepre Onhe pasmarpan ca cTaHoO-
Bumra ¢urosoduje Hayke, COLUONOrMje KYyIType U My3WUKe TeopHje Kao MecTa KOH-
KpeTHe MaTepujaausaliyje TOT JUCKYPCa; ped je O pasyMeBalby IeHe3e enMCTEMOIOUIKOT
penmatuBmama y geny Mysuuka gopma unu cmucao y mysuyu beprcrnasa Ilomosuha xoje
yjeIHO IpefcTaB/ba U Hallly CTYyAMjy clydaja. HecyMmMBO jefHCTBEHA Ha HALIMM IIPO-
CTOpMMa, YCIe]l BP/IO XeTepOreHe NMpUPOJe U3BOPa, METOHOIOTHja ¥ TOT/IEfa Ha MPO-
dnemMe Mys¥Ke, CTYAMja IPpefCTaB/ba IVIOAHO T/l 38 MICTPAXKMBathe KOMUSNLIje Pas3Iuin-
TUX AVMCKYP3UBHMX I0/ba (0OMACTY ApYyrayMjux HaMeHa Te CeMaHTUYKUX, ICTOPMjCKMX
cefMMeHaTa 1 Jip.), TpeTHpajyhn ux Kao jemaH KOXepeHTHU CKYII CBUX HapaTHBa KOji He
IOKa3yje HMKakBe KOHGmuKTe yHyTap cede. Mmak, kpo3 pan he dutu odjaummeno ma
TaKaB TPETMaH jesyKa U METOROJIOTja JOBOAY O TP Kateropuje npodiema: 0 HEOAp-
JKMBIUX aHAJIOTMja, MAIJIOBUTHX MeTadopa 1 MaTepujalHNX Ipelaka. VcTpaxusamwe nma
3a UMb Ja pasyMe U IPEUCINTA IPUPORY METOMOMOMIKMX NPUCTYHA Y XyMaHUCTULIN
apyre nonosuHe 20. BeKa, yCTAHOBU METOJIONONIKe adepaliyuje Te TOTeHIujaTHe IIpodieMe
KOj¥I MOTY HAaCTaT! M3BaH ¥ YHyTap MapIujaTHIX TeOPMjCKUX IIPAKCH, TOCEdHO Kafia je
ped o (TpaHC-) MHTepAUCHMIUIMHAPHUM KpeTamyMa. Teopujcka XUIepIpOayKIja y caB-
peMeHOj XyMaHMCTUIIM Pe3y/ITaT je He caMo mosehaHoT dpoja McTpaXkiBaya y OBOM IIOJbY
¥ IOPacTy MHTepecoBama 3a [PYIITBEeHe NTUCHUIUIMHE, Beh M TpoMeHaMa y MeTOJ[O/TOII -
KUM TIPUCTYNMMa APYLUITBEHOj MPOdIeMaTNI KOjy IPY>Kajy MOTyhHOCT MHTepIpeTa-
IIMjCKOT IBEP3NTETa KOjU Ce TIPEfiCTaB/ba Kao YBEK pelleBaHTaH — MpodieM MoXe dUTn
(u Hajuemrhe jecte) carnemaH 13 BUIlle MEePCIIEKTUBA, Ayt UCTUHUTOCT VIM TaYHOCT Off-
pebeHe nHTepIIpeTalje, BeHM YCIOBM M METOLOTIOINja, Hajuelihe HICY TeMe UCTPaXKH-
Bama.
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EHI/ICTCMOJIOI‘I/Ija noCTMOAEpHN3MA: (He)HaMepaBaHe Imociaenniie

CBoj HajpajVIKaIHVj1 OO/IUK OfieBeH Y PyX0 pepOopMaTOpPCKOT I eKCIIepUMEH-
TaJIHOT TIPUCTYNA [HleKcilly, emMCTEMOIOIIKN penaTuBu3aM 3agoduhe y me-
puopy nocrmonepunsmal. OBo ofpeherse HUKako He Tpeda CXBaTUTH Kao BpPef-
HOCHO VHTOHMPAHy KPUTHUKY IIOCTMOZEPHe yMeTHOCT! U ¢punosoduje, Beh kao
UIeHTNUKALN}y eMCTeMOJIOMKNX MOC/IeANIIA Tafa JOMUHAHTHUX TeOPHjCKIX
IIpaKCy YMji OfijeK Y BeNMKOj Mepy IOCToju U faHac. Kako mocroju Bullle fetep-
MMHAHTH KOje YUeCTBY]y y Kpeupamy pelaTUBUCTUYKOT AUCKYpca, HoKyahemo
7la ¥IX pefioM U caryiefiaMo Oe3 ITOHaB/balba apryMeHaTa ayTopa KOji Cy Ce OBUM
npodnemom pannje dasumm.? Kpucrodep barnep (Christopher Butler) excrumm-
IIUTHO TBpaM crnefehe:
»Huje pujed o iieopuju o kojoj roBopu ¢puozoduja Hayke (a Tje ce Teopuje,
dynyhu ma ce ncnnryjy, Mory mpoBjepuTy 1 0OOPUTH) MU AHITIOAMEPUYKA,
yITIaBHOM eMIIMpI4Ka Teopuja. Pujeu je ilonajpiiuje o cedu okpenyitiom cketi—
WUYKOM gUCKYpCy Koju je oithe tiojmose ussegere u3 wpaguyuorante guno-
30¢uje UPUnNAIOGUO KroUNEBHOM, COUUOTIOWKOM UMU gpyiom maiiepujany,
Koju je wume goduo tiocitimogeprucimuuku upussyx.” (barmep, 2007: 8).

Kaxo n cam ayTop uctude, ped je 0 peTOpUIKOM 3aBohemy Koje Tpeda cxBa-
TUTU Y CMUCIY KEbVDKEBHOT MM IMTEPAPHOT M3pasa, a He HAyYHOI JMUCKYpCa,
CIIpaM BUXOBE NPUPOJE M KOHTEKCTA Iherope reHese. Vmak, 4mHM ce fa TakaB
cTaB Huje ommuTenpuxsahen 1 fja ce Teopujcke Ipakce MOCTMOAEPHNU3MA, Y CBOM
IVBEP3UTETY ¥ XUIIEPIPOAYKIMjI Hajuemhe 6e3 eMIMpPHjCKOT yTeMe/berba Kajja
je To moTpedHo, yIImaBHOM ITPUXBaTajy Kao HAY4YHO pe/leBaHTHE CTYAMje (BeMKIX
TUpaXka U MHJAEKCA IMTaTa) TPy 4YeMy He XKeIVIMO JIa OCIIOPVMMO CBAaKI BUJ, T€O-
pujckor pafia, Beh oHaj KOju je MeTOJOJIOIIKY HeyTeMe/beH U KOjI Ce 3aCHUBA Ha
uiparby ca 03HAMUIIEPUMA U CMUCTIOM Pajy UTpe came. Y ToM cmuiy, Bypnuje
(Pierre Bourdieu) Hac ynosopaBa Ha IOPO3HY I'PaHUIIY KOjy 030M/baH HAay4H!U
IeTaTHUK He cMe Aa npebe:

»Hauena Koja He MOZINeXY IPENCIUTUBARY U HeceecHe Kattielopuje MUucnu cy
YIIpaBO OHe Ha KOj/IMa Ce TeMeJb) Hallle 3ajef[HIYKO IIoMMabe cBeTa (cIel]-

1 EBentyanHa cyrectuja Koja Ou Moria ga nohe y 0d3up, kajja roBOprMO 0 pajKaaIHUM
CTQHOBUILUTIMA TeOpMje Ca3Hamba, jecre ynyhuBare Ha METOOMIOIIKY COMUIICU3aM Kao
PafUKanHIUj1 OO/NK, Ay OH je OfaBHO HAIYIITEH KaO HeajeKBaTaH U TeMe/bHO Iorpe-
IIaH.

2 TlpensaxkeM Ha, yCIIe], HEJOCTATKA IPOCTOPA /Ia ce Y OBOM pajiy daBuUM M TOM TEMOM,
mocyurate npegaBare Mumana M. Rupkosuha koju roBopu o mpupoau HayIHIUX T€O-
puja u HaydHOr casHama. IlpenaBame je ofpxao y okBupy Komapuese Tpuduse, a des
OCHOBHUX CMEPHIUIIA I Ca3Haba U3 eNICTEMOJIOTVIje Hifje CMUCTIEHO YIIYCTUTH Ce Y [ajbe
yyTame Tekcra: https://www.youtube.com/watch?v=Mi5nn9zzUp4&t=911s [05. 08.
2022]
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nduaHMje: yHyTap akafieMuje/TIopofyLe/ [PYIITBA) K KOjU YBEK /IAKO MOTY
Jla ce HeOIIaXXeHO yBYKy y Hayuny Busujy. (Bypamje, 1981: 100. Kypsus u
3arpaga: M. B.)

ITopen HaBeneHOr, CKeIca je BaKaH O3HAYNTE/h IOCTMOIEPHUCTUYKOT JC-
Kypca, aly Y CacBMM IIOTPENIHOM OO/INKY; OHA HMje KPUTHYKY CyOBep3VBHA Y
37paBOM CMUCTTY Te peul, Beh Hermpa MoryhHocT 6110 KakBe 00jeKTMBHE CII03-
Haje MHCKUCTUPAjyhy, HonyT CTpyKTypanucra (Majia pafuKaaHuje), Ha IPUPOIN
jesuKa KOji je yBeK 3aTBOpeH y cede 1 He3aBMCAH Off CTBAPHOCTY KaO TaKBe Te
YICTO Ca3Hame, Ho gepunuyuju, auje moryhe. Xjymonckn (David Hume) papu-
KaJIHU CKenTuum3am® Taja foduja Ha BAXKHOCTY MAKO Ce Cafja TeMe/bJ Ha je3UKY
U I€TOBUM IPaHMIIaMa, ajli Ce, HaJja/be, OH He IPENCINTYje, I1a CaMUM TUM HI
HOCTMOJEPHM ayTOp 0QjeKTMBHO He MOXKe [a TBPAY TAYHOCT VI MCTMHUTOCT
cBor paga. OBo 0oTBapa MOryhHOCT MHOTOCTPYKUX MHTepIpeTanyja o Kojuma he
dutu peun Hemro Kachuje. Ha oBom Tpary bpukmon (Jean Bricmont) n Cokan
(Alan Sokal) muury cnenehe:

»YHMBEP3aTHOCT XjyMOBOT CKeNTHMILIM3Ma je MCTOBPEMEHO M Heropa Cia-
doct. HapaBHO Taj cKeNTUIM3aM ce He MO>Ke IIOSUTH. AV ITOIITO HUKO Hije
CUCTEMATCKM cKenTu4yaH (0ap Kaja je MCKpeH), C 003MpOM Ha CBaKOJHEBHO
casHame, OHJIa Tpeda MOCTaBUTY IINTAbe 3aULHi0 Ce CKeIITUIU3aM y TOj 09-
nacty opdalyje, a 3auiilio je MPUXBa/BUB Kajja Ce PELVIMO IpNUMemYyje Ha
Hay4YHO 3Hame. Hajdopy HauumH fja ce 0djacHM KOXepeHIyja Halller ICKyCTBa
jecTe mpeTIoCTaBKa fia ce CIIO/bAlllbU CBET, dap MPUOIVDKHO, MOK/IANa ca
CIMKOM KOjy Ipy>kajy Hamra uyma.” (bpukmon n Cokar, 2018: 81-82).

[Tpodnem cacBuM fipyre NpMUpoOfie THUe Ce IIOHOBHOT HAaIlaja Ha pasyM K3
HepCreKTHBe JPYLUITBeHe MOhM 1 AMHAMIKe Koja ce IepUMIIpa Kao CBOjeBPCHA
3aeepa BUIIe APYILITBEHE KIace YHYTap HeoMMdepaTHOr KaluTann3Ma, HepeTKo
ca IM/beM Jia ce omoiHe ofpeheHNM APYyIITBEHNM 3ajefHILIaMa:

»OHO IITO je OCHOBHA KapaKTePMCTUKA MOCTMOJEPHUCTAa HEBEPOBambe Y
pasyM, UCTUHY U 3Hame. [locTMOfepHUCTY ITIOMEHYTe KaTeropuje cMarpajy
KOHTPA/IKTOPHNUM, I1a CTOTa BpIile JeKOHCTPYKIN]Y pasyMa, MCTHHe, 3Hakba
U caMe CTBAapHOCTH, jep BePYjy fia ce y MMe pasyMa, Bepe U CTBApHOCTH 3a-
MajiHa [MBIIM3AlMja IOAUIIA Ha mujefecTan. CynpoTcTaBba ce OfHOCY
mohm u pasyma, jaunx mpema cnadujuma. VI3 HaBeJeHOT IPOUSMUIA3N Jia je
CYLITMHA OfHOCa MOhM ¥ 3Hamba M3asyBarbe APYIITBEHNX IIPOMeHa Ifie Ou
IpYLITBEHE I'PyIIe KOje Cy d1jie peMeT OIpecuje y HOTIYHOCTH JIOLIe O
uspaxaja.” (Cnosuh, 2019: 141-142).

VHcucTupa ce Ha TPEHYTHUM ¥ AVPeKTHNUM IPYIITBEHNM IIpoMeHaMma (aH-
ra)koBaHa Teopyja U YMETHOCT) Koje, Y IIPaBOM CMUCITY Te peuy, HUCY TeMeJ/bHO

3 Bupu: Xjym, [lejsun, Vcimpaxusarve 0 wygckom pasymy.
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VICTpa)KeHe yCrIef, CBOje IpUpOofie ¥ KOMIUIEKCHOCTH, a 1bUXOBO TEOPUjCKO 3aro-
Bapame U IpojeKIyja mocedHo Jjoase 0 M3pakaja y MHOTOCTPYKOCTH IMTOCTMO-
[ePHUCTUYKMX MHTEpIpeTalnja Koje UX, CaCBUM CYIIPOTHO, PeIaTUBU3Yjy?.
YumeHna fa IOCTOjU BeMMKU OPOj pasIMUNTUX MHTepIIpeTaIja UCTor ¢heHo-
MeHa He 3Ha4yM (HY>KHO) Jia je HeKM (peHOMEH Yy L[e/IOCTY TONMMKO KOMIUIEKCaH 1
Ia Cy CBe IIOMEHYTE MHTEPIpeTallje eEKBYBAJIEHTHO Pe/IEeBaHTHE; ICTOBPEMEHO,
HUTJIE HE TIOCTOjU KOHCEH3YC OTHOCHO KPUTEPUjYM UCTUHUTOCTY UM TaYHOCTH
M3BeJIeHNX 3aK/bydaka (o KOjux Aomasumo #podujajyhu ce Kpo3 TyCT TEKCT)
ocuM pedeprcama Ha TUTepaTypy CIudHe Mpupoze’.

I[IpeycmepaBajyhm puckypc mojeauHIia y Apyry KpajHOCT, JUCKYPC APYIITBA,
TEMe/bHO Ce YK/Iaka U M3MeIITa OITOBOPHOCT IPYLITBEHOT CYOjeKTa 1, U3 Hello-
3HATOT Pas3jiora, CIaByU Ce CKENTUIM3aM YCMEPEH Ka PasyMy KOjU C€ CAaCBUM IIO-
TPEIIHO NMEPUUIINPA, Y AYXY HOCTMAaPKCUCTUYKUX CTYAMja, KAO NMAaTOreHa MHLM-
BUJya/CTIYKa KaTeropuja. OBoMe TONPMHOCK 1 pparMeHTalyja 3Hamba Y yxKe
Hayune OONIacTM KOja [OJATHO peNaTUBU3Yje WJejy O0OjeKTMBHOI CasHamba
yuyhyjyhu Hac Ha HU3 AMCHMIUIMHAPHUX aHA/IM3a PasIMYUTUX HUBOA CTBAPHO-
CTV; BUCKYPC IIOCTMOJIEPHM3MA jeJHOCTABHO HeE ITO3HAje M He IMPEeTIOCTaB/ba
UJiejy CTPYKTYpa/lHOT MOpPeTKa CTBAPHOCTM IIa HU CTpaTumduKanyje HayqHOT
3Hama’:

»Incan Jlecmn @upep (Leslie Fiedler) duo je roToBo npBu koju je mpedukc
»II0CT” yIIOTped1o ca MO3UTMBHOM KOHOTAIVjOM, Kafia ra je 1965. HoHaB/bao
Kao dajaymiy 1 ImoBe3ao ca aKTYe/THUM PajMKaTHUM TPEHIOBMMA KOjy Cy
YVHIIN KOHTPAKYITYPY: MOCT-XYMaHICTUYKO, OCT-MYIIKO, TOCT-OeTauKo,
IOCT-jyHAYKO...TI0CT-jeBpejcko.” (Ilenkc, 2016: 10).

3aHNM/BUB eNIMJIOT OBOj NIPMYM MOTY HaM NpYXUTK pemoBu Kpucrodepa
Batyiepa 1 TMMe 3a0KPY>KIUTH BeIMKY M He TaKo Oe3a3/IeHy TeMY eICTEMOJIOIKOT

4 VIHCcucTHpame Ha eKBUBAJIEHTHOj BAXXHOCTY OHOTA KO TOBOpYM (ayTOpuTeTa) ¥ OHOra
Wil ce TOBOPYU ONPMHOCY pelaTUBM3AIjU 3Halba Te CKpeTamy IaXibe ca 00jeKTUB-
HUjUX KpUTepMjyMa HaydHOr casHama (Bupm: JImotap, JK. @. (2005). IlocitimogepHo
citiawe. 3rped: Vduc, 31-39).

> TlosuHary UM 13 HeBefeceTUX TOfVHA, JJeanaeciti MajmyHa, MOXKe Aa HaM IPYXXI CTII-
YaH 3aKk/by4ak. Haume, pagu ce o myToBamy KpO3 BpeMe KOje je OpraHM30BaHO Of CTPaHe
Be/IMKMX HMOMUTUYKUX PUrype He M /1 Cce MCIpaBuUIe TPeIKe U3 MPOUIOCTH. [1aBHM
jyHaK, TOKOM BHIIIe Ty TOBakba, CBOjUM IIOCTYIILNMA Memba Ipehaiumsy mopegak ctBapu y
IPOLTIOCTH, AN je (PMHATHY Pe3yaTaT, HaoCIeTKy, uctu. Jlornka ogpehere gpymrse-
HO-UCTOPUjCKe CUTyaluje He MOpa OUTH e TePMUHICaHa eHOPMHO BEIUKNM OpojeM dax-
TOpa Te CaMUM TUM He MOXKe SUTHU IpoMerbeHa 110 KaKBOM MIHTePBEHIMjoM, Beh OHOM
KOja je y TOM KOHTEKCTY M TPeHYTKY pe/ieBaHTHa 3a Jja/bM MCXOf, forahaja.

6 Mo>keMO TBPAUTH Jia je d1oMIorHja, y OIIIITEM CMICITY, MAKPOIIPUCTYIL U IIPUMeHa d1o-
XeMyje, a Jia je MOTOma MpYMep II0CMaTpamba CTBAPHOCTY Ha BUILOj Pa3MHM Y OGHOCY Ha
KBaHTHY XeMUjy.
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penatuBusMa Koju he, kako hemo yckopo BupeTy, dumu r/1aBHK reHepaToOp Mpo-
Ileca HaTypajm3alyje HaydHNX IPaKCy U Kpeyparba MOMDKaHPOBCKOT AVCKypca:

»3a MHOT€ IIOCTMOJIEPHICTE ONACHOCT, a/Iu ¥ CBpXa yrpabuBama TeopujcKux
u punoszodckux aprymMmenaTa y3 noMoh KibJyKeBHE PEeTOPUKe XN Y UNibe-
HULIM Jja Cé TEKCT TMMe OTBapa 3a CBaKOjaKa TyMadema. Y 0cHO8U Hiocitimo-
gepHusma tiouusa, sugjetit hemo, gySoku upayuoHanuzam - Hekakeo gySoko
pasouapetrve y jasHe gyHKyuje pasyma uzeegere u3 Upoceetiuiiierrcitiéa — a
KOjJ He II0CTOjU Y JPYTUM MHTEIEKTYaTHUM AUCLHUIUIMHAMA Y Pa3Bojy IOT-
kpaj XX cropeha (Ha mpumjep, HeMa ra y yTjelajy Koji je KOTHUTYBHA HayKa
UMaJjia Ha IMHTBUCTHKY, WIN Y YIIOTPedu IapBMHOBCKUX MOJieIa y odjalrma-
Balby MEHTA/IHOT pa3Boja). VI3maBauym 4ecTo peKnIaMupajy Kmure MOoCTMO-
[IePHMCTUYKOT yCMjeperba HaBofiehy He BbYIXOBe 113a30BHE XMUIIOTe3€e U apry-
MeHTe, Beh ,yiouipedy teopuje”, ,yBune’, ,MHTepBeHLUje’, ,0aB/bere”
MUTakUMa, a He ofroBopuma Ha wux. (barmep, 2007: 11).

dysuja My3myKe aHa/MM3e U TeOpujcKe Ppu3NKe:
MeTOJONToIIKe abeparuje

I[Ipe Hero mWTO MaXKHy dyeMO IpeycMepyIi Ha aHA/IM3Y MOMVKaHPOBCKOT
IucKypca y peny Mysuuka gopma unu cmucao y my3uyu, mpyxuhemMmo HEKONIMKO
TEOPUjCKUX eKCIUIMKAlMja IIOBOZOM OBe BPCTe AMUCKYP3UBHE IpPaKce M HEeHUX
paHujux npumeHa. [onmkaHpOBCKU IUCKYPC MOXKeMO cariefiaTu Ha ciepiehe Ha-
4yHe nMajyhu Ha yMy #a ce oH Hajuernhe HojaB/byje y IpakcamMa yMETHOCTH, O1I0
Ia je ped O caMOM Je/ly WIM HeroBoj MHTepIpeTaunju (AUCKYp3MBHOj Haj-
rpajmy), ¢ 003MpPOM Jja HeMa OIpaBJaHy IPUMeHy Y Hay4HOj chepu’:

~leH/leHIlnje TeKOHCTPYKIVje, pelaTuBM3alje U IpeKopadema XKaHpa y

YMETHWYKMM CTpaTerujaMa HoCTMOepHI3Ma 00pasyjy MOMmKaHPOBCKe MO-

mene. [TommwkanpoBcke mofene oppebhyje: (1) mapopujcko u ancyprHoO ofy-

3JIMambe MOTMBAIVje )KaHPY U TIOMeparbe >KaHPOBCKOT 03HAYNBa/IAYKOr II0-

CTyNKa (MIIYameHy >KaHp), (2) IpeHolIeme XXAHPOBCKOT MOJeNa jefHe

yMeTHMYKe IUCLUIIIVHE Y APYTY YMETHUYKY IUCLUIUINHY, (3) yBO#eme pas-

JIMYUTHX SKaHPOBCKUX KapaKTepPUCTHMKA Y OCHOBHY U IIOTIa3HY YKaHPOBCKY

cxeMy, U (4) CMHXPOHO YCIIOCTaB/batbe OfHOCA IpeMa >KaHPY Kao IPBOCTe-

IIeHOM MaTepujany (YMeTHMK je Y KOHKPeTHOM >KaHPY) U Ka0 MeTaroBopy o

KaHPY-(YMeTHMK M3/Ia3y U3 XKaHpa ¥ TPeTHpa >KaHp Kao je3UK HIDKeT pea).”

(IIysakosuh, 1995: 163).

Haxkre, y HalleM ciy4ajy, MOMV>KaHPOBCKY JIUCKYPC Pe3Y/ITAT je MHTEePHC-
LUIUIMHAPHOT KpeTamwa Koje bepucnas [Tonosuh, o mpeu myT y caBpeMeHoj My-

7 3a snoynorped/paBarbe HayYHe TEPMUHOIOTH]E Y APYIMM OO/IMIIMA IIOIVIXKaHPOBCKOT
muckypca kop Jymuje Kpucrese, JKaxa Jlakana u mp. Bupu: Bpukmon JK., Coxan A. (2018).
Nninenexitiyannu wapnaimanu. beorpap: Jepera.
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3MYKO-TEOPUjCKOj IMTEPATY P HAILINX IPOCTOPA, IpeTeHAYje a OCTBapu n3Mehy
aHamm3e My3n4ke GpopMe U Teopujcke (pusuKe; HAyka O My3W4Koj popMmu of-
HOCHO MY3MYKMM OOIMIMMA 32 ayTopa NpefiCTaB/ba OTBOPEHO II07/be MCTPAXKI-
Bama (y CBaKOM, I1a I METOJ0/IOIIKOM CMICITY), Te M3BOlerba pasIn4nTiX MHTep-
IpeTalyja, OBOra IyTa CIpaM KOHIIeNTYaTHor arnapaTa ¢pusuke. [Tokymaj fa ce
Mysuuka ¢popMa carieia U3 ipyre NepCcleKTUBe M pasyMe Ha Apyraduju HaduuH
3a ayTopa je d1o 1mocedaH M3a30B, aMM, KOHIENTYaTHO IIOCMATPAHO, U JO807bAH
YC7086 Jla ce y HEeHO UCTPaKMBakbhe YHECY M3BECHE M3MeHe YaK U KaJja TOBOPMMO
0 aHa/MTUYKOM amnapary. Crora, Kako Iie/o Jieno oduryje KOlMnu3njoM KOHIleaTa
TeopujcKe GU3MKe M My3MUKe aHa/IM3e, MOKYIIaj MHTePAUCHUIIIMHAPHOT Kpe-
Tamba HeCYMIbBO IIPECTaB/ba CYLITNHCKY JVIMEH3Mjy [iela y IOHOBHOM CYyCpeTy
ca My3MYKOM (OpPMOM I He MOXKeMO TOBOPUTH TeK O JIOKa/IHMM aHaJIoTujaMa I
MeTtadopama. Viziejy o omlisoperoj Hayyu MOXXKeMO pasyMeTy Ha cinefehy HaumH:

»Hayka o yMeTHOCTH je, 3aTVM, Hajyemrhe IIOCTaB/baHa Kao 0Wl60peHa HAYKA,
dapanayxa WIM cKkaAoHocil xa Hayyu. Ilop oiisoperom Hayxkom ce cMmarpa
VIHTEPAUCIUIUIMHAPHO No/be MAeHTUPMKAINja, OIIVCa, TyMaderba 1 NHTep-
IIpeTanuja Koje Cy ce Memajie OHAKO KaKO Ce MCTOPMjCKM U KYITypaaHO
Memao nojaM u nojasa ymersoctu. (IllyBakosuh, 2006: 236).

Ba)kHy MeTOZIO/IOLIKY CyrecTHjy Koja Hac ymyhyje u ymosopasa Ha CIeru-
¢b1yHa cBOjcTBa TEOPHMja OBe NPUPOJie, IPOHATA3MMO Y HAPEHUM PelloBMMa KOju
ce Ty XMOPUIHUX T€OPUjCKUX MPAKCH:

»XUOPHIHE TeopHje y CBUM CIydajeBuMa (pparMeHTapHUX M MOCeSHMX yic-
TpakMBama daBe ce peMHTepIpeTHparbeM INONTAa3HUX TEOPUjCKUX IUIAT-
¢dopmu 1 iporenypa. Hema tio cedu pasymmusoi ,meiioga” u meiiogonouikol
Kouitiekcitia Beh je ped o Ipeakeby MPeKo IPOTOKOIAPHUX U IPOLeypasl-
Hyx MoryhHocTn n norennmjannoctn.” (IllyBakosuh, 2006: 349. Kypsus M.
B.).

V3Becun ayropu momyt JKaka Jlakana (Jacques Lacan), Jymmje Kpucrese
(Julia Kristeva) u XKana bogpujapa (Jean Baudrillard) dwmm cy cxmonm ko-
puithemy (3noynorpednu!) Hay4uHe TepMuHooryje (Hajuenthe maremaTyke u ¢u-
3MKe) Y CBOjMIM pafjOBMMa IITO ¥ IPOCEYHO yIyheHu unraar MoXe fja IpuMeTH;
ped je o MOBPIIHOM [I03HABakbYy O0O/ACTY CIpaM KOjUX Cy IPABIIN aHAJIOTHUje U
Metadope, Kopuctehu BUXOBY TEPMUHOJIOTN]Y Ca IPETEH3MjOM HaYYHOCTH COII-
cTBeHor AucKyca. Kpatak ogmomak JlakaHOBOT TpefaBama ynyhyje Hac Ha OBaj
HEPEeTKO MPUCYTAH I'eCT Y IMTepapHOM (Ha U Hay4HOM!) CTBapamamITBy moCcT™MO-
[lepHUCTA:

»JIndupmo du tako 61o oHO 1wITO mpUIaza 0deMa Mo/bMMaA — CjelMIITe, KAaKO
ce TO Kaxke y 1oruuy (ayTop MUC/IN HA CKULYY YHYTpauitbe ocmuye). A, TO
ympaBo HucaM xTtno pehm. Jep, oBaj cexTop, IZije M3Inefa fja ce mosba Ipe-
KPMBajy, jecTe, ako BUANTE NpaBy Mpodu MOBpIINHe, IpasHuHa. [...] Ila
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nodpo! OBa nospunHa je ModujycoBa HOBpIINHA, & BEHO JINIIe IPefCcTaB/ba
mweHo Hammyje.” (Jlakan, 1986: 166. 3arpaga: M. B.).8

YBopHe HanloMeHe he, opey KOHTEKCTa KOji CMO IPETXOJHO aHAIM3UPAIIH,
MIMaTy BOKHY YJIOTy Y pasyMeBamy pefioBa Koju ciefie. Crora, Kako du aHanmm3a
mema Mysuuka gpopma unu cmucao y my3uyu Ouma mpernefHuja, ucTy hemo crpo-
BeCT!U KPO3 HU3 U3ABOjEeHMX IIpMUMepa CMEUITEeHNX, MeTOJOMOMIKY TI0CMaTPaHo,
y TUIIMYHE KaTeropuje.

[a] Ananoruja

IMako yecto ymorped/paBaHa, aHAJIOTHja HpPeNCTaB/ba HECUTYPAH METOJ
3aK/byulMBalba KOjyI HepeTKO IMpousBopy decmucieHe Kopenanyje. Hajuemrhe ce
IbEroBa IIPMMEHA OrpaH4YaBa Ha pacClIpaBy (OHHOCHO IIpeMICY " 3aK)byan) YHY-
Tap jeflHe OVICUUIUIVHE M Ha IPMMEPY ca UCTUM VUIM CIMYHUM IIOYE€THUM YCIIO-
BuMa.’ Y tom cmucny, Ilonosrh pasmarpa ciepehy ananornjy:

»IIpocTOp je, 3aIIpaBo, LIeJIOKYITHOCT JienioBa Kommosunyje [...] nameby xojux
HOCTOje OJHOCK CINYHU 00U4HUM IPOCTOPHMUM opHocuMma. OHfla Kaja ce
faTa LEeJIOKYIHOCT (opMe IocMaTpa Kao IPOCTOP, OHA Ce aIllCTpaxyje of
CBVIX IPYTMX CBOjCTaBa Komnosuyje. [...] 3aHuM/puBoO je ncrahu fa ce oom
BPCTOM IIPOCTOPHOT MOZIeTIMPaba y BeIMKOj Mepu KopycTe pusndapy 1 Ma-
TeMaTU4Yapy, a/li — Kao IITO ce fia IPUMeTUTH — U My3udapi. [...] CraBHu
mareMmaTidap Xepmad Munkosckn (Herman Minkowski) ycranosmo je ma
‘HUKO HUKAJia HUje OIasyo HeKO MeCTO, a Ia TO Huje dMIo y HeKO BpeMe,
HIUTHU HEKO BpeMe, a Jja TO Huje dumo Ha HekoM MecTy. OBO casHame nMa
jemHy 3aHMM/BUBY IOCTIEAVILY IIO IIPOCTOP-BpeMe, a TO je ja pasnuka u3Meby
IIpOCTOpa 1 BpeMeHa MOTHyHO Hectaje. [...] Tako, moxe ce pehu na je, y
CYIITVHY, IIPUPOZA MY3UKe y CBOjOj CYIITVHM 4eTBOPOAUMEH3VOHATHO
YCTPOjCTBO Y KOMe CY IIPOCTOp U BpeMe HepacKuauso nosesann.” (ITomosuh,
1998: 65).

8 YKak JlakaH ce, Kao 1mTo npumehyjemMo, Ha BeoMa MaJio IIpOCTopa (CBera jefaH mapa-
rpad) Mckasao Kao BPCHM MO3HaBanal ¢popMasHe JOTVKe U HheHNUX ollepaliyja Te MaTe-
MaTH4Ke TOIOJIOrMje Koja he y meroBoM mosHOM cTBapamaimTsy, Beh ox 1955. ropuse,
IpeNCTaB/baT! jefHy Off He3aodumasHux dacumHanuja u y3 nomoh xoje he pegedunucarn
opHoc Peannor, Mimarnnapaor n Cumdonuukor peructpa (Bupgu: Acys, I1. (2016). XKax
Jaxan. Jlozuuna: Kapmoc,). OHO 1ITO je IpodieMaTHIHO jecTe CyCpeT ICUXOaHaIN3e 1
OBUX 007acTH MaTeMaTMKe KOje HeMajy allcolmyTHO HuKakee MelycodHe Bese ma dmmo
KaKaB CMICTIEH CafIpXKaj, Kao Pe3y/TaT OBUX KpeTama, N30CTaje.

¥ MoskeMo TBpauTH fa ce Mapc okpehe oko CyHIra aHasorHo 3em/bu jep cy ode meo
CyHueBOr cuCTeMa, amy UCTOBPEMEHO He MO)KeMO TBPAWTH U fAa je Mapc HacTamusa
IJIaHEeTa CaMo IITO JleNM HeKa CBOjCTBa Kao 3eM/ba — IITO je, pasyMe ce, IIpUMep JIOLIe
aHasoruje.
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Kako ¢usnyapy n MaTeMaTnyapy He IIOJIaXy IIPaBO U CBOjUHY Ha TEPMUH
UpoCifiop, CACBMM je JIETUTYIMAH NOCTYIIAK ayTOpa Ja 3a HOTpede CBOT UCTPaXKM-
Bama JlepMHMIIe Taj TepMuH. VImak, ocTaje HejacHO 1ITa CY TO ,,CIMYHU OHOCH
ca 0duuHUM TIPOCTOPOM U 1IITA je, HATIOCTITKY, 00u4aH IIPOCTOp (Ia /M je yCIoB
CIMYHOCTY J0BO/baH 3a usBobeme aHanmoruje?). TepMuH 81, y HEKOM OmIITEM
CMICITY, IOfipa3yMeBao arcoyTHY WM HEPeIaTUBUCTUYKY IIPOCTOP KOju y -
3UIIM O3HauaBa [I0CTOjambe ,,[oBanrheHor” ped)epeHTHOT CUCTeMa U KOjU HUKAKO
He YK/by4yje penatuBucTiake dp3uue (dp3mue dmucke dpamum ceetnoctn). Ha-
pefiHa KOHCTATallMja je 3aHMM/bMBA U3 CYIPOTHOT Pa3jiora y OHOCY Ha OHaj KOju
HABOJM ayTOP — I7ie IIPOHAIa3MIMO yTeMe/belbe Y OKyIIajy a n3Meby mMysuke u
penatuBMCTUYKe ImocTaBKe KocMoca y koMe ce, cacBUM yommuTeHo rosopehn,
‘Opuie’ pasnuka u3Mehy BpeMeHa M IIPOCTOpa CTaBUMO 3HAK eKBUBa/IeHIMje?
Tpeda umaru y Bupty u 1a je nurame BpeMeHa U3 IIePCIIeKTBE CTATUCTUYKE Tep-
MOJVHAMUKe, QU3MKe eIeMEeHTPAPHUX YeCTHIIA OJTHOCHO PeTaTUBUCTUYKE MeXa-
HIKe Jla/leKo 0301M/bHUje MUTambe Off KIacuuHe Puno30¢pcke AUXOTOMMje OHTO-
JIOMIKOT ¥ My3MYKOT BpeMeHa, HO IIPeTXOIHO IOMeHYT! (peHOMEHM He MOKasyjy
HJMKaKaB 3Ha4aj KaJia TOBOPVMMO O MY3MYKOM BpeMeHy. Y TOM CMMCITY, YMHM Ce
7ia je TIpe Ha CHa3Y [OETCKM HACTPOjeHa guciliop3uja TeKCTa, HO odjallberne 300r
Kora Ou Ha MY3UKY Tped/Io I/IefilaTy Kao Ha peIaTUBUCTUYKM (PeHOMEH, a 3aK/by-
YaK Koju roBopy O ¢usnyapyma ¥ MaTeMaTH4apuMa MUCIOCTaB/ba Ce Kao TPU-
BYjaJIaH, IPU YeMy je HeoCIIOpHO Aa ce ocuM [Tonosuha HKUTY jeaH muTeparypu
IO3HATY My3/M4ap Huje §aBMo MM KOPUCTMO OBAKBUM IIPUCTYIIOM; CHeIdud-
HOCT OBOT MeCTa JIOKM Y CYyIITHIHOM HOKyIIajy fia ce uaMmeby épocitiopa xoju je
meduHMCcao ayTop (popManHu ogHOCU IpoHaheHN y mapuTypu Koju ce HAKHAaJHO
alCTpaxyjy M peceMaHTU3Yjy) U fpociiiopa KaKBoT ra paamarpa ¢pusnka (dumo a
je ped o penaTMBUCTIYKOj MM K/IACMYHOj (PU3NIIN) CTaBM 3HAK eKBUBAJICHINje.
Teprmwa XepmMaHa MMHKOBCKOL, HayYHMKA KOj je /1a0 T€OMEeTPMjCKM CMIUCAO
CIIeLMja/IHOj TEOPWj) PENATUBHOCTU, CACBMM j€ TadyHa, ajy ayTop He Jlaje HM-
KaKBO Odjallliberbe 3a paJyiKalHN CKOK ca CTPUKTHO (pU3MUKe TBPAIbE Koja ce He
THYe MY3MYKMX (PeHOMEeHa Ha apryMeHT 3a CIIO0j ca MY3M4KOM TEOPUjOM U 3a
CBOje TyMademe MY3VKe Kao 4eill60pOguMeH3UOHANIHOT YCTlipojerva. AyTop IHCH-
CTMpa Ha PEeTATUBICTUYKO] MEXaHNIIM, a/ly HaM HHje O Kpaja 0djacHNO y KoM
CMMUCITY Ce My3MYKO BpeMe MOKe IIOMCTOBETUTH Ca My3U4KMUM ITpocTopoM: [la mn
IIOCTOj) 3HAK jefHAKOCTM 1M3MeDy OICIyIIaHOT My3MYKOT Cafip)kaja 1 BpeMeHa
Koje je cylIaal IIpoBeo y KOHIepTHO] canu? Ha Koju Ha4MH ce 00jeKTUBHO WIN
OIIXEHO BpeMe TpaHCOpMUlle y HOTHE BUCVHE, PUTaM U, HAIIOC/IETKY, Gop-
MajHe ofgHoce? Jla m1 My3udka popMa 1 My3U4KO BpeMe HOXKIB/baBajy CBOjeBP-
cTaH BUA TpaHchopmanyje (KOHTpaKIyje IpOCTOpa OFHOCHO AWIaTalyje Bpe-
MeHa) y OJHOCY Ha IocMarpada (Cayliaolna), Ha Koju HaumH?! AyTOp [asbe
VHCHUCTHPA Ha JOC/IE[HOj yIIOTpedu TepMIHA PeTaTUBUCTIYIKE (PU3NKe:

»YHAIIpeJ] ONpPeINTH Tpajarmbe He/la Ha OCHOBY (M3MYKOT BpeMeHa decMiic-
JIEHO je. Jep, alCONMYTHO IPOCTOP-BpeMe He IOCTOji; IIOCTOoje caMo 0dpo
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opmadpana my3nuka rpabha 1 meHa yKyIHa IpaBuIHa yotTpeda jok je popma
kKojoM he ce Mopmenupary, OGHOCHO ,3aKpuemwasailiu’ Upociwop-speme, y
CYIITVMHY, TIOCTYIIAK KOjUM ce ‘pa3MaTpa’ 11e0 KOPITyC MOTEHLUjaTHUX 0CO-
duna npucytHe mysuuke rpabe. [...] Tako, mapadpasupajyhn AjumrajuoBy
(Albert Einstein) mocnenHo pasBujeHy 1jejy O IOBE3aHOCTI jeomeilipuje ipo-
citiopa n maitiepujantoi cagpxcaja ipociiopa, MoxxeMo pehu ja mocroju aHa-
JIOTHA penanyja y Mmysuiu: popma <> rpabha” (ITormosuh, 1998: 68).

ITo cBemy cymehu, ayTop y IpBOj pedeHMI Cyrepuile Ha IICUXOTOLIKM
acIeKT OJHOCHO J[OXMBJ/bAaj BPEMEHa Yy MY3MIV, a1yl OH HeMa HUKaKBe
II0BE3aHOCTY Ca PeIATUBUCTUYKIM TyMademheM IIPOCTOP-BpeMeHa KaKBOT Ia y
TOM TPEeHYTKY, U Hajiajbe, cioMuibe (de3 mpereHsuja ga rymadnmo [lonosuheso
3Hauewe ‘N0odpo omadpane Mysuuke rpabe’ u ‘mpasBuiaHe ymorpede’). IIpema
ayTOpOBOM MMII/belbY, My3nuKa rpaba n Mysndka ¢popma (He cMeMO CMETHYTU
C yMa Jia je ped O TeXHMYKUM TePMIHIMA TPAAMIVIOHA/THe My3/YKe aHa/Iu3e, a
He 00jeKTUBHO] ¥ HY>KHOj IIPUPOAY MY3U4KOT (PeHOMEHaA) OfITOBapajy IPOCTOpPY
¥ MaTepuju Koja Taj IpOCTOP Y PeaTHOM CBETY ,,3aKpuBibyje”. Vmak, unHu ce ga
je ayTop oBJie ITpe XeJleo fla TOBOPY O KOHBEP3Uj! MaTepuje y eHeprujy 1 odparHo,
a He 0 TpaHchOpMaLUjU IPOCTOPA ¥ BpeMeHa Y MaTepujy, aji ja ce ,,3aIieo” y
CBOM TeOPMjCKOM odjallibery. AHa/NOrHa peanuja, gakie, HeMa (QU3MYKU
cmucao. Crefehn unrar Hy[u jacHUjy aHaJIOTH]y:

»AHaJIOTMja ca YaIlloM BOJie KOja ce IIOCTENEeHO 3aMp3aBa BPJIO je UIycTpa-
THUBHA: JIef| 0dpasyje Kpuciianty pewleiiKy Ipy 4eMy MOJIEKYIN BOJE 3ay3M-
Majy ofipeheHe mpocTopHO pasyBojeHe monoxaje. OBy aHAIOTHjy YIYTHO je
CNeguTy ajbe: Kajia Ce BOJa 3aMP3He OHa He CTBapa ujieajHe KpuUcTae efqa,
Beh HelITo MHOTO ClIOXeHMje — ipylie KpUcianHux iogpy4ja paspe/beHux
PasIMUUTUM BpCTaMa KPUCTAaJHUX HENpaBUIHOCTU. Tako, ako je crame y
KOM MY3SWYKMJ €JIeMEHTH 3ay3MMajy pasIuduTe ION0XKaje, CTarbe ca Marbe
CUMeTpUja, OH/A je Y MUTalbY HEeLITO CIMYHO Kao y CIIy4ajy Bofe Koja Iydu
XomoieHOCii IPUIMKOM 3aMp3aBamba y Kpucrase nefa. Crame ca BuIle CH-
MeTpHja II0Ka3yje OHO MY3MYKO J€JI0 YMje je OCHOBHO CBOjCTBO XOMOIeHOCIH,
ofiHOCHO jegHopogrocii.” (ITorosuh, 1998: 87).

TepmuH xomoleHoctl ce, Ipe CBera, He OHOCK Ha pacroper MOIeKyna (Vm
jOHa YKOJIVIKO je ped 0 KpUCTaly CO/M) YHyTap KpucTaa, Beh Ha mpupopy cMerra
OJfHOCHO He-4MCTUX CYITaHIM, a BOfA O KOjoj je ped To cBakako jecte!® (oHa 'y
KPUCTay He TyOu CBOjy XxomoleHocili). [pyiie kpucitianuux iogpyuja, Kako Ux Ha-

10 Ca jemHe cTpaHe, Bofia KOjy KOH3yMMPaMO je XOMOoieHd CMellIa Koja y cedu, 3a pasnuky
Off ieCTI/IOBAHE, CAfIP)KI1 PACTBOPEHE COMN, /I MU FOIMM OKOM He MOYXEMO YTBPAUTH
IeH cacTaB (Ha amdanakaMa rralypaHyx Bofia MO>KeTe IIpoHahy jOHCKY cacTaB COMM).
Ca mpyre cTpaHe, cMelly BOfie U ONbaka rBokha HasMBaMo XeifiepoieHOM CMEILOM jep
FbeH CaCTaB MOXXEMO YTBPUTHU IOTIMM OKOM.
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31Ba ayTop, cBakako Hehe HacTaTy ykomuko ce pactBop (y HallleM C/Ty4ajy Bofa)
HOCTENeHO X/Iafin (TeOPMjCKM CIy4aj, KaKo je Ha IOYeTKY HaBefeHo). [la mu je
ayTOp YCIIOCTAaBMO aHAJIOTHjy HAa MAaKpOIIaHy (My3MYKM eleMeHTH 00pasyjy
ipyiie KpuctianHx Hogpyuja Koje cy ,CUMeTpU4He YHyTap cede) MM MUPKO-
IIaHy (My3WYKM elIeMEHTH Cy MOJIEKYIV BOJie KOju 0dpasyjy jegHo KkpucitianHo
iogpyuje)? Huje Ha ogMeT HAlIOMEHYTU Jja ce KIacupyKauyuja Kpucraaa BpIin
cripaM crenuuYHe CUMeTpIje KOjy YHyTap cede 0CTBapyjy, a1 OHa HeMa aIico-
TYTHO HMKAaKBe Be3e ca IIOMEHYTOM CHMMETPMjOM MYys3M4Kux enemeHnata. Illra,
HAIIOC/IETKY, 3HAuN Jia je Jie7io xomoieno? Y M3BECHOM CMMUCIY je M pajjuKaaHa
npospadnocT Apso Ilepra u nocrmomepun exnekruumsam IIHuUTKea XoMoreH,
aKo ce OCBPHEMO Ha YIOeHMYKy AedHMIN)y TEPMIHA, Al OCTaje HaM IJIABHO
MUTamke — 0 KAKBUM MM KOjUM CUMeTpHjaMa je ped? PemoBu Koju criefie oTBapajy
HEKONIMKO IIMTamba:

»llaKJIe, TaKaB My3UYIKI TOK JO>KMB/baBa Ce Ka0 MEVjyM KOjy OIJIMKYje CaMO
TYCTUMHA U, €BEHTYaJlHO, ,TeMIIepaTypa’, OFHOCHO e€Hepruja Koja U3 mera
ucujaBa. Ped je 0 mojaBu Koja, HayMe, Mopa OIlepyuCaTy IPUITVHDKHOCTIMA
jep ce y 1woj 3aHeMapyjy AejctBa Beher dpoja yuecHMKa, anu ce, IpU TOMe,
daBopu3yjy crennduuHN OFHOCK KOjy 3aIIPaBO CTBAPAjy OBAKO APACTUIHO
cmameH Opoj pesyntyjyhux u nejcrByjyhux Benmmumna. Y Tome ce U Hajmase
odjalImeme 1 OTOBOP Ha MNTambe 3alITO NpefiBubama eeKTUBHE Teopuje
»MexaHyKe (rynaa” HUCY Ipenu3Ha (Za Ou ce TO CXBATMIIO, JOBO/BHO je
caMo cymary mporaose Bpemena).” (ITomosuh, 1998: 302).

Ocrtaje, mebyTyM, HejacHO Ha KOjy eHepiujy U KOjy IyciliiHy My3SUYKOT TOKa
ce mycin. [la m je ped o eHepruju y CMMUCIY CyQjeKTMBHOT JJOXKMB/baja My3uKe
KOjy ayTop IOBe3yje ca MCHjaBambeM I[PHOT Tefa (To je jemyHM HauMH Jia ilemile-
pailiypa MysudKor Tora foduje 0110 Kakap Ia MaKap U Hajyfa/beHuju QU3MIKM
CMIICA0 y aHAJIOTMj}) U Ja /M TYCTUHA TIPeCTaB/ba KOMMIMHY My3UYKOT Mare-
pujana (y jenuunny BpemeHa)? Hapenuu pemosu ymyhyjy Hac Ha mpupopy aHa-
JIMTIYKOT ITPOIieca y My3UIIM; Huje Moryhe odyXBaTuT CBe eleMeHTe My3MYKOT
TOKa TOKOM aHa/lu3e Te je MOTPedHO ONpefieNnTH Ce 32 OHe HajBaKHUje KOju
CyMUpajy yTHUIaj CBMX. 3aMCTa, MeXaHNKa QIynza 1 KIacIHa MeXaHMKa Ipef-
CTaB/bajy GU3MIKO-MAaTeMATNIKYy UJiea/TN3aljy CTBAPHOCTH y3uMajyhu y 0d3up
HajBaKHMje JeTepMIHAHTE PV aHA/IN3Y HeKe QU3IUIKe 1T0jaBe I, TOTeHIjaTHo,
y npensubamy ncxona Hekor sorabaja (Ha mpumep, KOMMKY IPUTHCAK BOJE U
npomep 1ieBu Tpeda fja dyzme Kako du OHa CTUITIA Ha ofpeheHM CIIpaT OJHOCHO
KaKo OM TeK/1a oueKrBaHOM Op3uHOM — BepHynmjeBa jemHaunua). OcTaje, MmaxK,
HEOTKPUBEHO KOja je Be3a 13Mehy eHepruja ncujaBama 1 MexaHKe Qynsa, amm
¥ BJXOBA Be3a ca My3MYKOM aHaIM30M — KOja ce MaryoBuTo kpehe ox mepuen-
IMje 10 ancTPAKTHNUX, TEXHWYKNUX TepMMHa oBe Teopuje. Takobhe, 3amagamo y
CrenMpUIHy MeTOJO/OIKY KOHTPAAMKIUjy: TIOpe] TOTa IITO 3a IOjallliberbe
MY3UYKMX IPOLEeca KOPUCTUMO ajlaTe KOju CIy>Ke 3a pasyMeBarbe 3aKOHa IpU-
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pofie, IPaBMUMO JICTY BPCTY PeAyKIuje 3a cacBUM pasindnte GeHOMEHe, He Y31-
Majyhn y 083up 3akoHe mepuemniuje min HeypoKOrHUTHBHe odpaze. Ha oBome
MeCTY ce II0Ka3yje Kao mocedHO BaXKHa 11 KOpYCHA pasnuKa usMmelhy nnrepmpera-
nuje (jesnukor dojerba) U aprymeHTaruje (odjalmera 11 yCIocTaB/batba Kaysa-
HUX OHOCA).

[6] MeTtadopa

OnpebeHn Teopujcky KOHLIEITY MOTY OUTH M3a30B 32 pasyMeBakbe, IOTOTOBO
y Te[jarolIKoM CMMCIY, Te HMje Ha OfMeT KOPUCTUTU ce MeTadopama Kao
nomohHuM cpepcrBoM. IlomoBuh Myswukm mpocTop u BpeMme pasyMe Kao
MeTadope, MaAKO je peHOMEH MY3UUKOT KpeTamwa allCTPaKTaH (peHOMEH U TEIIKO
ra je 3aMUCTIUTH §e3 HoCunaua 'y GpU3NIKOM OJHOCHO YeCTUYHOM CMUCIY U Y
CTPMKTHO GMI030(CKOM: OHO IITO je MpodeMaTyHO Kof yrnorpede MeTadopa
HEKaJja je HempuMeTHO MCKnusHyhe y momcrosehmBame cacBMM pasnmunTHX
mojasa:

»My3IN4KM TOK je, MehyTum, jenMHCTBEHA IPOCTOP-BpeMEHCKa KaTeropuja.
Jep Mysuka HMje HM caMO BpeMe HUTH je caM IIPOCTOp. 3aMMCAO 3BYYHOT
IIPOCTOpA IpefCTaB/ba aCTPAKLINjy peHOMEeHa My3UYKOT ,,KpeTarma’ HOLITO
je, 3amcra, TeNKO 3aMMUCIUTHU KpeTame de3 Hocuouda. [...] IIpema Tome, mMy-
3MYKY TOK, Beh CBOjuM HasMBOM, HOCH JBOAMMEH3MOHATHO ofpebeme nm,
jOLI Tpenn3HMje, YeTBOPOAUMEH3NOHANTHO ofpebeme (Tpu ArMeH3Mje Ipo-
cTopa U jeHa iuMeHsuja BpeMeHa).” (ITomosuh, 1998: 271).

I[TocraBspa ce cnefehe nuTame — Ha OCHOBY Yera ce 3aK/bydyje Ja je My3UIKN
TOK, OCUM Ha3MBa, JBOJMMEH30HATHE OJHOCHO Y€TBOPONMMEH3MOHATHE MPU-
pone (1ro, cnoxxuhere ce, Huje ncto)? Ca fpyre cTpaHe, OBJie je My3UYKI IIPO-
CTOp M My3M4KO BpeMe Moryhe cxBaTuTy caMo kao MeTtadope; ancTpakuujy de-
HOMEHa MY3MYKOT KpeTama 3alCTa je TEIIKO 3aMUCTUTU 0e3 Hocunaua m'y
($U3MYKOM OFHOCHO YeCTUYHOM CMUCITY U Y CTPUKTHO P1I030(CKOM, ajIit 3aLITO
d1cMo o ToMme, yomuITe, M pa3MUIUBaY Kajja TO IIpefCTaB/ba MapagoKe (Kako Taj
IPOCTOP 3aIIpaBO IOCTOjU M TAe/IITa je AMMeHsNja BpeMeHa?). Mox/a ce oBa
NNTalba YMHe TPUBYjATTHNM, @ MOXK/IA je, 3alIPaBo, d0/be MUTame KOjyU TO VMIUIU-
IIUTHY OFHOCHO ITpehyTHY MeHTa/IH! MeXaHU3MMI U OITOBOPY Ha BbUX (Koje cedn
Ipy>kaMoO y HallMM KOTHUTMBHMM Mamnama) ode3debyjy ,,cmucao” wmm adup-
Muiy (KOHCTUTYMINY) padyMeBambe mpountanor? [Ipemza Bpio ygaseHo off Ha-
HJICAHOL, JIa JIU je ayTOp >KeJeo Jla Kaxke KaKo je gopma tio ceSy OHO IITO, IOy T
XurcoBor d030Ha y TeOpUjI 110/ba, [faje MAaCy OFHOCHO KOHKPeTaH CMICA0, aKTY-
eNMM3aIyjy My3UdIKIM 0djeKTiMa? YKOIMKO U jecTe, jacHa ITapajesnia ca MarjoBy-
TOM HJIejOM IPOCTOpa KaKo Ta apOMTpapHO 3aMUIUba ayTop M30cTaje. Jpyru
00/IMK ITOCpefioBaba 3HaYeHha MeTadOopoM IIPOHaIa3nMo y cnefehum pegosuma:

»Y MY3UYKOj TUTepaTypu IIOCTOje MHOTOOPOjHY IPUMepH y KOjUMa Ce CIIef
My3n4Kux jorabaja cnopagiyso opBuja y oda mpasia. [...] Tume ce octa-
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pyje odptpuBOCT crefa gorabaja u kao pesyaTar foduja ancoayTHa CuMe-
TpUja My3MYKOT TOKa y OJHOCY Ha IIPOMeHY cMepa BpemeHa. OBy BPCTY cu-
MeTpuje Tpeda CXBAaTUTH Kao jeqHy Of poiriayuja (0xo) Upocitiop-epemeHcke
oce, ¥1 TO OHY 3a 180°, 11 03HAYMTH KAO IPMHIMNI pesep3uSunIHOCiiy BpeMeHa.”
(ITonosumh, 1998: 92-93).

Hecymms1BO, TOCTOje KOMIIO3MIIMje ¥ KOjUMa Ce YCIIOCTAaB/beHY CTIef, My31d-
kux porabaja ox ogpeheHor TpeHyTKa peTporpajHo OHaB/ba, KA0 Ha IPUMEp Y
Jpyioj cumgponuju JlyTocmaBcKor, anmu Ha Kpajy nsBobhema TakBor Jiena MU ce
HIKaKo HeheMo BpaTuTy Ha IIOYeTaK KOHIIEPTa — BpeMe CBaKako nposnasu. [In-
Tame cMepa BpeMeHa y (pM3NLM HUje HUMAIO TPUBUjaTHO; MaKCBelIOB IeMOH,
MICAOHY eKCIIePUMEHT Koju je ocmucuo Jlynsur bonnman (Ludwig Boltzmann),
TeMe/bHO IIPENCIIUTYje IPUPOAY eHTPOIINje, a CAMUM TUM ¥ HY>)KHOCT CMepa Bpe-
MeHa, a/Ii TaKBa KOHIeNIMja y My3uny (HUTU Y aKyCTHUIIN) HeMa HUKaKBor ¢u-
3MYKOT' CMMC/IA, IIPEBACXOHO 300T MpMpoAe MY3UYKOT (eHOMEeHa, erucTeMO-
JIOLIKOT HMBOA CTBAPHOCTH KOj¥ VICIIMTYjeMO M IIPUPOJie Hallle KOTHUIIMje KOjy
ayTop Hurfe He pasmarpa. Crora, Y/HU Ce fia je O3HauYaBame IPMHIVIIA pesep3i-
OunHOCTIU BpeMeHa — Y OHOM CMICITY Y KOMe Ia IoMMa ayTop — 0ecrnoTpedHO
KOMIUIMKOBambe Bell Bp/Io ClIo)keHe aHa/IMTIYKe HOMEHK/IATYype KOje HeCYMEbUBO
BOJZIU IOIATHOM CEMaHTIYKOM YC/IOKIbaBamby, IPETIIOCTAaB/baM Pajiyi eMOHCTPa-
Luje epyauLuje.
»3a My3M4Ky GOopMy ¥ 3a MY3UKY Y Lie/IMHU BaXKU 3aKOH Koju ymyhyje Ha
3aCHOBAHOCT CBaKe TaKBe ,HOBMHE Ha TPafUIMjy, OfHOCHO Ha HEIIPUKOC-
HOBEHOCTH JIPEBHOI, YHUBEP3aTHOT ,3aKOHMKA  KOji, CACBUM IOY3JaHO,
jemuHO M jecTe y CTamy Aa CBOjUM OIIITUM IPMHONMINMA 0de30enn Tako
HEOIIXOAHY KOH3MCTEHTHOCT (popMe NPUIMKOM IIpUMeHe dUJIO ,HOBOI” KOM-
MO3UIIMOHOT CUCTEMA, dNJIO ,HOBOTI” KOMITO3UIIOHOT IOCTYIKA. [...] CraH-
Jap/iHY MOJIeTI je YIPaBO Ca3fiaH Off TUX U CBUX OCTa/IMX pejalyja Koje ce ¢
nakohoM mpuxBarajy kKao HesampyBa ¢axTa Mysudke popme.” (Ilonosuh,
1998: 356-357).

[Tonosuh oBfe, npeToOcTaB/BaMo, ToBopy 0 CTaHAAPAHOM MOJENY ¥ OHOM
CMICIIy ¥ KOM Ta pasyMeBa ¢usuka decTuua (Teopuja Koja odjalimaBa TPy OF
JeTupy QyHFAMEHTaTHe NHTEPaKIJje e/IleMeHTAPHIUX YeCTHIIA ¥ KOja YIIOCTaB/ba
IbUIXOB MOJIe/I T€ KaTeropyje pa3BpcTaBama — TUIIOBJ KBapKOBa, O030HA U [P.).
[ToTpeda fa ce aHAMUTUYKY allapaT OTPaHNYM U ANCTPaxyje o ,PyHAaMeHTaI-
HIX CBOjCTaBa MYy3MKe-1I0-cedu Kako O 3a00110 IPUBUAHY ay TOHOMU]Y CIIpaM
IPYTUX aHAIMTUYKMX IPUCTYIIA I, TIPe CBeTra, HAyYHOCT, OMYeHa je y upeju (i
je U3 e u3BeeHa — ITO du OMJIO TOIMYKM HEKOH3UCTeHTHO) CTaH/jap/{HOT MO-
nema kopuitheHor y ¢pusnipu. IIpBeHCTBEHO, My3HKa je eKCTPEMHO KOMIIIEKCaH
IICHXO0AKYCTUYKM (PeHOMEH KOjIi ce Y HallleM MO3Ty Xo/mucTiaku odpabyje y Bpe-
MeHy, Te pefyKI[IOHM3aM OBe BPCTe, 1O HeKakBe sub essentia aeternitatis, Huje
onpaspial. Takobe, de3 083upa Ha onpeleHe ‘TIpaBuIHOCTI KOje dyjeMo cIpam
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IIVper MHAYKTUBHOT Y30pKa MY3MYKOT MCKYCTBA HICY HU HY>KHOCTHU Y KTacud-
HOM CMMCJIy pedy, IONYT OHUX y (PU3NUIM, @ HUCY HU 3aKOHY — IIpe ajlaTy WIN
71el0 KoyKuye Koje CIlajaMo, alm Koje HUCY BoheHe HeKaKBUM MCTOPUIVMICTIYKIA
HACTOjeHUM, ayTOHOMHUM 3aKOHVMMa MYy3lUKe, Beh orpaHudemyuma umm fato-
cTuMa KorHunyje. Mysuka, ycien yHyiipauirbtix CBOjCTaBa y MHTEPAKLUjU ca
HAIllVM MICKYCTBOM, yBepebIMa U NepLEeNTYBHIM allapaToM SVOJIONIKe IPUpOfe
Moxe mpousBecTn ogpebene (1 Hama mosHare) edeKkTe, HO BEMNKM OpPOj HBUX
0CTaje HeOCTYIIaH HallleM CBECHOM PETUCTPY — O 4eMy TOBOpe OpojHM pamoBu
13 IICUXO0AKyTUKe ¥ HeypOHayKe KojuMa ce foMaha akajieMcka jaBHOCT TOTOBO 1
He daBu. Ilopep Tora, Tpeda umartu y Buay ga CraHmapgHy Mofen odjalnmana
rpafi¥iBHe eJIeMeHTe CTBAPHOCTYU KOMMKO U HJXOBY y3ajaMHY MHTEPAKIN]y, OK
Hapajieia ca My3MKOM M30CTaje. 3aHMM/BMBO 01 OWJIO [ja ce OBa INTama care-
Zajy U3 IMIPeTXOHO IOMEHYTHUX MePCIEeKTHBA Te [ja Ce YBUAY pas3/iKa Y 3aK/byd-
IIIMa My3U4Ke Teopyje ¥ HeypOHAYYHVX AUCIUIUIMHA.

[B] MarmoBuTa ceMaHTHYKA MeaHpUPaIba

Kako #fipoceuroi uutaona HepeTko noucrosehyjeMo ca MHPOpPMUCAHUM Yu-
TAOoIlEeM Yy CMMCITy aKTyeTHUX IHEBHONIONMTUYKMX JlellIaBakha, Ha Hera He I7TIeflaMo
Kao Ha fipoceuHo odpasoBaHor u ynyheHor Joseka. TakBa mydnuka Hajuenthe He
npumehyje Beoma oumIieflHe MaTepujaHe Tpellle Koje 13a IMPUBKJA epyauLje
KpUjy TeMe/bHO HeIl03HaBambe 0OTacTy KojiMa ce ayTop 6aBu mTo npumehyjemo
u Ha cnefiehem npumepy:

»EHEpIujy Koja je y Hajy»koj Be3) ca MacoM 4ecTHlia OTKPMO je AJHIITAjH U
M3pa3no IyBEHOM jefHauMHOM 3akoHa E = mc? (enepruja je jemHaka macu
myTa dp3MHa CBET/IIOCTM Ha KBafIpaT, I7ie Maca He Mopa Ja dyae Maca Mupo-
Bama, Beh 3aB1ucK off pedepeHTHOT cuCcTeMa 13 KOTa ce aTa YeCTUIIa ToCcMa-
Tpa). Takobe, AjHIITajH je rpaBUTAINjy IOBE3a0 ca €HepPrujoM. Y TOM KOH-
TEKCTY, €HepIuja U Maca jecy géa suga uciile cilisapHocitiu, anu je Itbyrnoso
(Isaac Newton) Tymademe, IpeMa KojeM Maca IPOY3pOKYyje I'paBUTALjy
npenHaveHo y TBpheme aa je iopexno ipasuiiayuje y enepiuju.|...] [paBura-
1yja je, MHa4Ye, Y My3UYKOj TEOPUjU HOCTA PAHO UAEHTU(PNUKOBAHA Kao pe-
anmHa cHara. Tako, Ha IpuMep, TOHA/THO MUIIUbEH-E Y My3UIIY II0YMBa Ha OBOj
cwm.” (ITomosuh, 1998: 100).

®opmya Kojy HaM ayTOp IIpMKasyje IOCTala je, yCles CBOje IOIy/TapHOCTH,
[ieo IOIy/IapHe KY/IType, ann je dpoj OHUX KOjU je YUCTUHY pasyMejy haneKko
Maml Off OHMX KOjM O H0j ropope u nuuty. Haume, ayTop ca npaBoMm cyrepuuie
Ia TIOCTOjU M3BeCHA Pas/MKa Kajia je ped 0 Macu MUpOBama (HeKe 4ecTuIe je,
nonyT GOTOHa, He TIOCENYjy), A Ce, Y TOM CITy4ajy, popMyrIa pasinKyje u IIacu:
E? = (mc?)? + (pc)’. ¥V cnydajy momenyTor ¢poToHa, eHepruja du dua cagprkana y
Ipou3BOAY Op3uHe CBETIIOCTY U MMITy/Ica (Mepa KOIMM4MHe KpeTamwa) GpoToHa.
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IbytHoBa n AjHIITajHOBA Teopuja rpaBuTanMje Cy ABe GyHAAMEHTATHO pasin-
4yiuTe TeOpuje M HUjefHa Of IBUX [Be HUje HUpeurdaueHa y OPYTy HUTU je HEKU
HapIyjanTHu UcKas, ex nihilo, mpomenno cBojy npupony. Ilopexno rpaBuranuje
je BeNMKo MuTame caBpeMeHe (U3NKe Te U Jajbe HMje YCIIOCTaB/beH KOHCEH3YC
u3Mehy penaTMBUCTUYKOT U KBAaHTHOT IIPUCTYIA GEeHOMEHY KOji IerOBO Iope-
KJIO BU/IX y TPAaBUTOHY — YeCTUIIM KOja je HocwIal, rpaBuTanyje. Vipeja o ipasu-
wmuparyy oppeheHnx akopaja Ka HeKVM IPYTUM y TOHA/IHOj MY3UIIV MOXKe MaTI
camo MeTapopndHO 3Haueme. Takobe, ayTop He HaBOAM KO je U kKaga UeHTNdK-
KOBAo ipasuitiayljy y Mysudkoj Teopuju, IpemM/ia HaBOJM Jla Cé TO JaBHO J0ro-
IMJI0; YKOIMKO U IPUXBATUMO TEPMMH Kao OIMCHM, IIOCTaB/ba Ce IUTame Ja 1
Tpeda 1a, de3 KpUTUIKOT 0djalImberna, IPENnIIeMo 1 OCTajle TepMIHe U3 (pusnke
- TIoYeBLIN Of cuse Kojy nommmse? Carnemajmo crnenehe penose:

[IpaBu pasyor 380r Kojer He MO>KeMO fia IPEABUAVMO JbYACKO HOHAIIAbe
jecTe Taj mWTO je OHO, HAIIPOCTO, oieh croxkeno. HamMe, Hama cy mo3HaTH
OCHOBHU QU3MYKY 3aKOHM KOjU YIIpaB/bajy aktuBHoIIhy Mosra. OHu cy cpa-
3MepHO jegHocTaBHM. [Iperemko je, MehyTum, pemmrTy jeqHaunHe Kaja cy
HOCpefy BUIIe Off HEKOMMKO YeCTHIa. A JbY/ICKM MO3aK cagpxu oko 1023
YeCTMIA WV CTO MWIVIOHA MIIMjapAy MUIMjapan dectuna. [...] V3 Hagena
HeozipeheHOCTN KBaHTHe MeXaHMKe IPOVICXOM Ja IIOCTOjU He caMo jefiHa
‘ncropuja’/xkomOuHanyja Bacemene, Beh neo ckyn moryhux ‘ucropuja’/xom-
dunanuja Bacemene. [...] Kaga je y onpehenom TpenyTKy, y mocapammem
TOKY OBe KibJTe, CIIOMEHYT TPaBUTALMOHY Ta/lac, TAKO Ce YKas3asao Ha be-
TOBO [IejCTBO ‘Ha fla/bMHY ca Barneposum najiimoitiuéuma.” (Ilomosuh,
1998: 88).

[Topen TOrMYKMX HEKOH3MCTEHTHOCTY KOje TPOHA/IA3MMO Y IIPETXO/JHOM I1a-
parpady, Tpeda ucrahu u a /byfCKO IIOHAIIAEbe He 3aBVICY jeTHOCTABHO Off 301pa
MapIVjaTHUX /I He3aBMCHUX VHTEPaKI[Vja YeCTHIIA y MO3TY IITO je 110 cedu pas-
YMJBMBO jep je OH CTPYKTYPA/IHO M XUjepapXMjCK/ OpPTaHM30BaH; TO 3HAUM Jja Oe3
0031pa Ha MH/IeTePMIHM3aM KBaHTHE MeXaHMKe CyOaTOMCKVX YeCTHIIA TOCTOj I
M3BeCHA CTPYKTYPAIHOCT BHUIIIET pefja Ha CTPUKTHO OMOJIOMIKOM (MaKpO)IIIaHy.
Maxko 3ancra 1 He ducmo Sy y MoryhHOCTM fa aHa/MM3MpaMo Oalll CBaKy MHTe-
pakuujy yectuna (Kojux — ayTop HaM He TOBOPH...) ¥ PEIIVIMO HEBEPOBATHO Be-
nuky Opoj jemHaumHa, TO U Huje MOTpedHO jep ce oxpeheHe mHTEpakiyje mo-
HaB/bajy Mo ofipeheHMM MexaHM3MMMa IITO ce JelllaBa Ha BHUIIE HNUBOA
opraHmusanje, HO OCTaje IMUTame 3alITO AYTOP MHCUCTMPA HA PETOPUIKOM 3a-
Bohemy oBe BpcTe ofrasehn faneko off OCHOBHMX KOHIIEINIaTa U Mfeja KIbUTe.
HamocneTky, ckok ca /byICKOT IOHAIaka M HeroBe NHAETePMIHUCTIYKE TIPK-
pojie HeMa HUMKAaKBUX JOAVPHMX TadyakKa ca ,MHAeTPMUHNM3MOM BacemeHe; OHU
cy BoheHM cacBUM Pa3IMIUTIM MeXaHU3MMMa (He MOpaMO HAaIJIaCUTY U Jia CYA-
OuHa Bacemene He 3aBucu op cypdune Homo sapiens sapiens). [loBe3nBame
BarHepoBux najitimotiuéa ca TpaBUTAIIOHMM TanacoM Takohe mma merado-
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PUYKO 3Hauewe U nopehemwe, amu He 1 GU3MYKU CMICA0; KAKBY eHepiujy OHU
IpeHoce 1 Jja /I je ayTop, IpeM/ia Takohe morpemrHo, Mucimo Ha rpasutone? Ha
KoHITY, Xajsendepros (Werner Heisenberg) mpuniumn neogpehenoctu He Tmye ce
MHJETePMIHI3Ma CTBAPHOCTY Ha YeCTUIHOM OJHOCHO KBAaHTHOM I/IaHYy, Beh Ha
Hallly HeMOTYNHOCT Ja MCTOBPEMEHO OffpefiMO II0JI0XKaj U OP3MHY YecTuIle; Ta
HeoJpeaVBOCT HHje cafipyKaHa Yy TEXHIYKIM Hef[oCTallIMa afapaType 3a Meperbe,
Beh je mHXepeHTHA PU3NUKOj CTBAPHOCTH (3aTO je KBAHTHY (PUIUKY BaXKHO MIUC-
JINTY y TEPMMHUMA BepoBaTHohe, a He (HY>kHO) Kay3a/jHux gorabaja).

Yunn ce, fakie, ia je ayTop BP/IO yA/bEHUM U, y HajMaby PYKY, HeKOHBEH-
IIMIOHA/THVM TyMademyIMa II0jMoBa (M3MKe >Keyeo Ia IPY>KM APyTadnjy mepcrek-
TUBY MY3MYKMX TePMMHA U (EHOMEHa, ajay Ja je OCHOBHU IPOdIeM HeroBor
IPUCTYIA HEIPEMOCTVBH ja3 He CaMO HAayYHUX JUCLUIUINHA U HBJMa IMAaHEeHT-
HIIX JMCKYP3VBHMX I0/ba, Beh U M3y4aBaHUX peHOMEHA ¥ HUBOA CTBAPHOCTH —
IIpY YeMy 3HaK eKBMBajIeHIije MeD)y pasmmunTum KaTeropujama HUKaKko He MOXe
dutn onpaspan. He Mmopamo mctahm u #a mema Mysudka aHamusa Kojy HaM je
[TonnoBuh nonyxuo ipasuimiupa ynpaso ka ‘npehyTHom’ noucrosehusamy QyH-
JAaMEHTATHO HEIIOBE3MBMX CajprkKaja 1 TEpMIHA, OGHOCHO Ka II0€TCKM HacTpoje-
HOj MHTEepIpeTalji, a He IPOHAYYHO] apryMeHTaLWjI.

Enunor: HeKonmmko peun o npupoay HEHAYYHUX ITPpaKCcn

INonm>xaHpOBCKM JUCKYPC Ce Y ITpaKcaMa Koje IpeTeH/lyjy Ha Hay4yHOCT I10-
Kasyje Kao pazodapaBajyhyl IOKyIIaj HBUXOBOT yTeMe/betha; CEMAaHTUUIKNU CIIOj
HapaTuBa OuBa KpeupaH us Komisuje GpparMeHTapHuX Cafip>kKaja AyjaMeTpanTHo
pasmuuuTe npupope u ussopa. OH moppasyMeBa 3aK/byduBarbe 110 aHa/IOTHjI,
KOje HUje yBeK OIpaBJaHo U He adupMuIle MpoHaheHy Kopenannjy Kao Hay4qHy
U Ta4YHY jep je HajBehy Opoj TakBUX penanyja deCMUCTIEH U IPENYIUTEH je3UtKUM
uipama. Ynorpeda MeTaopa mnocraje decrpeMeTHa IpaKca peTOpyKe Kajia He
OCTBapyje HMKaKaB GpM3NIKM CMIUCAO U CTBAapa MPUBUJ epyanIje y3 ynorpedy
HajpasHOBPCHMjEr apCeHana TepMMHa (0e3HAUOHCKU HOoeHUUjan, KuHelu1Ka
eHepiuja moiuea, iepmeaduHOCIHi My3UUKUX IPAHUUA, MOTIUE KAO eHepielicKu
leHepattiop, My3u4Ko Upociiop-epeme), BOK ynopebuBama 1 uckopaun y ppyre
Hay4YHe JVICHVIUINHE, Kao U ,H(popMucame” YiTaNana 0 CEKyHIAPHNM I 9eCTO
yma/beHUM GeHOMEHNMa Yy OFHOCY Ha CafIp)Kaj fiefla KOju je Of IPBOCTEIIeHOT
3Hayaja, 3aXTeBa MHPOPMUCAHOCT CaMOr MICIA ¥ 0daBe3yje ra Ha aKajeMCKy
4ecTUTOCT U oArosopHoct.!! Hayune mpakce Hajuenthe umajy usrpaben repmu-
HOJIOIIKM arapar KOju OAroBapa HUXOBMM aHAJIUTUYKUM IOTpedama, a IIO-
3ajM/beHN TEPMUHMU CY Hajueimrhe peceMaHTM30BaHM ¥ He 3ap)KaBajy MHU-

11 HanmomumeMo [a je ayTop y CBOM [y KOPUCTIO CBera jejaH U3BOP KOji ce Tude
¢dusmke oK je y dycHOTaMa mpoHaheHo jomr fBa M3BOpa U3 KOjUX Cy IMTHMPAHE [iBe pe-
YeHM1e.
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LMijaJIHJ CMIMCAO0 MAKO I'a MOXKJA IIPETIIOCTAB/bajy CaMO Kao 3HAYEHCKI CENVIMEHT.
VIHTepaICIUIUIMHAPHOCT MMa CMUCA0 Kafia ce Pyt O SJIVICKUM VU PeTaTUBHO
dmuckuM pucnummHaMa (aHanm3a cacTaBa KPHCTala Y MHTEPAVCIVUITINHAPHO
KpeTama Ka CIIaJe0/Iornji), oK ce CeMaHTM4Ka onTepeheHoCT pedeHnia u pe-
TOPMKA, jOLI je[THOM, TIOKa3yjy Kao HeIlpyjaTe/by HAyYHUX IIPAKCH. JeflaH je mpo-
dneM, umax, cagp>kaH y caMoj IpMpOAM OBAaKBUX TeOpUja:

»300T CBera Tora II0CTOjajIa je OYNTa OTpeda 3a [PYraunjuM KpUTepujyMOM
pasrpaHyMYaBama, 1 ja caM IPeJIOKIO (IIpeMza Cy TOfHe IIPOLLIe IIpe HeTo
IITO caM IIyO/IMKOBAO OBaj IIPEAIor) fa Oy Kao KPUTEPUjyM pasrpaHndaBarma
Tpedaso y3eTu iognoxHocili iweopujckoi cucitiema ga Syge iodujer unu ouo-
spinyin.” (ITonep, 2002: 373).

CaBpeMeHe Teopujcke Ipakce ce Hajdyenrhe TeMe/be Ha MPUKYI/BEHOM MH-
IYKTMBHOM MaTepujany (eMIMpUjcKe WM JUCKYP3MBHE IPUPOJie) KOjy KacHMje
d1Ba MHTEPIIpETUPAH Y CBET/Ty OBUX T€OPUja I BUXOBMX QYHTAMEHTaTHNX Ipe-
mrca. Ha Taj HaumH je moryhe Hahu odjammemse 3a Oumo koju peHOMeH Ha CBeTy
yHyTap Ouo Koje AMCKyp3MBHe JVICIUIUIMHE, IITO HMKAKO HMje TAPAHT MICTVHN-
TOCTH THX CyfioBa. bypauje Hac cyouaBa o ca ApyruM mpodiemom:

»IlapagokcanHo, komyHukanuja usmehy nmpocdecronanana un namka Oes
CyMHbe HHje TaKO TelllKa Kao y C/Iy4ajy ApPyLITBEHUX HayKa, I7e je dapujepa
Ha y/IacKy y Io/be Maibe BU//bMBA: HEllO3HaBame criennduyHe npodiema-
TUKE KOja je UICTOPUjCKM YCTAaHOB/bEHA Y IIO/bY M Y OJHOCY Ha KOjy Ipeao-
KEeHa pelllere Off CTpaHe CIelujamncTe Jodujajy cMICcao, BOAM Ka TOMe Jja
ce Hay4yHe aHajM3e TPeTMPajy Kao OATOBOPM Ha IUTama YOIIITEHOT 3Ha-
4ema, Kao LITO Cy TO IMPAaKTMYHA, eTUYKA VIN IONUTHYKA NUTamka, TO jecT
Kao CTaBOBY, Hajuenrhe Kao ‘Hamazy (380r mocmenniie CKupama Kompexe).”
(bypmuje, 2002: 344).

HayuHo 3Hame y XyMaHucTHLU cycpehe ce ca iBe IpelpeKe; Ipe CBera, ped
je 0 mosHaBamwy crenuUYHOr HA4MHA je3YKOT OIIIITeha Koja 3a CBOj LIN/b Ma
npehyTHy naeHTNdUKaLNjy ca TUM APYIITBeHUM nosbeM. To mocTaje mpodnema-
TUYHO Kajla ICTOBPEMEHO UTpPa Y/IOTy KOHCEH3yca WM KPUTepHjyMa UCTUHE, a
He VHAVMBUAYAIHOT CTIU/Ia TOBOpa U mucama. [lopen Tora, Tpeda dutn odaspus
KaJ| je ped 0 3Hamy Koje Ce Y XyMaHUCTULIM IIPOAYKYje U 4eCTO IOrPEIHO CTaB/ba
Y PyX0 Koje My He IIPUIIa/ia; TIOf, IIPEMIICOM CTIOKEHOCTH CTBApHOCTH, de3 0031pa
Ha IMBep3UTeT MHTepIIpeTanyja, 00jeKTUBHO 3Hame y XyMaHUCTUIM (Kora JaHaC
MMa BeoMa Majio) d1Ba 3710yHOTPed/beHO U MIEOTOLIKY UCKPUB/HEHO T€ TAKBOM
HOHAIIAKY U SeCKOHAYHOM KAU3MY U uilepauuju o3Hauuilierra Tpeda cTaTu Ha
nyT. [Tocnenmu cycper je, Kako To 0OMYHO dMBa, MCTM KaO U OHAj ca MOoYeTKa:

»MaJia, ICTOBpeMeHO ca M/ de3 ofjylarama TeKCTOBM Ky/IType jecy u edexar
nycama: KrouiesHocid. To je mapajjokC Koju CBaka MOMVM>KaHPOBCKA Te€O-
pumjcka mpaxca cycpehe u ca KojuM ce Ha IUIaHy MaTepyjaTHUX KOHTPa/IuK-
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IjMja oMy, IOKa3yje Kao Kpkxa 1 HeMohHa f1a 3aB/iajia Haykom, TEOPUjoM U
dunosodujom kpos kwivkeBHoct. (Illysaxkosuh, 2006: 339. [Ipyru Kyp3us:
M. B.)

3axTeBaTu of ke Behe nmpereHnyje o Tora duno du ogseh mpesumre. Hayka
MMa CacBMIM JIpyradyje MOTUBE, TeMe/be U CTPeM/berba.
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POLYGENRE DISCOURSE IN THE WORK “MUSICAL FORM OR MEANING IN MUSIC”
BY BERISLAV POPOVIC AS A RESULT OF THE EPISTEMOLOGICAL RELATIVISM:
COLLISION OF THEORETICAL PHYSICS AND ANALYSIS OF MUSICAL FORM

Berislav Popovic’s contribution in the field of musical analysis is reflected in a series of
different theoretical reviews and views on the score, primarily in terms of the innovation
that he brings to the methodology of musical analysis. The specific interdisciplinary ap-
proach from music theory to theoretical physics, in that sense, makes a special step for-
ward and we will try to see it in his book Music form and meaning in music. From the
totality of the author’s artistic, scientific and pedagogical personality, poligenre discourse,
which this book is intoned, represents the result or discursive reflection of interdisciplin-
ary movement and mediation between theoretical physics and musical analysis. The sub-
ject of our analysis will be the use of terminology, concepts and analytical tools of theo-
retical physics and the justification of their use in the context of music theory and
analysis conducted by the author. Also, main point will be historical review and genesis
of discoursive position from which author speaks.

Keywords: epistemological relativism, polygenre discourse, interdisciplinary approach,
methodology of scientific practice, musical theory
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