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UVODNIK

BRANKA ROTAR PANCE
Univerzav Ljubljani, Akadcmija za glasbo

branka.rotar—pancc@ag.uni-lj.si

bdobje, zaznamovano s pandemijo koronavirusa, je na vseh podro¢jih

zivljenja in dela postavilo v ospredje uporabo informacijsko-komuni-

kacijske tehnologije (IKT). Glasbena pedagogika je zalela ozavecati
pomen digitalnih kompetenc izobrazevalcev ter raziskovalno delo usmerila v
preucevanje vklju¢enosti IKT na temeljna dejavnostna podrodja pri glasbenem
pouku na razli¢nih ravneh in smereh izobrazevanja. Na novo je ovrednotila
pomen in vlogo muziciranja in sre¢evanja z glasbo »v Zivo« tako za najmlajse
kot tudi za mladostnike in odrasle. Uéenje na daljavo in v hibridni obliki je naj-
bolj prizadelo u¢ence s posebnimi potrebami in druge ranljive skupine.

V 35. zvezku Glasbenopedagoskega zbornika Akademije za glasbo v Lju-
bljani namenjamo pozornost novim pogledom na uporabo IKT pri poslusanju
glasbe s poudarkom na ve¢predstavnosti kot tudi stalno nadgrajujo¢im se spoz-
nanjem, povezanim s petjem v predsolskem in Solskem obdobju. Slabovidni
ucenci se pri pouku in§trumenta sre¢ujejo s $tevilnimi izzivi; kako jih premo-
stiti, predstavljamo na primeru hrvaske $tudije primera. Z recenzijo knjige
Glasba in avtizem Zelimo motivirati bralce, da posezejo po njej in spoznajo in-
terdisciplinarno obravnavo izpostavljenih podro¢ij.

Jasmina Tomsi¢ v prispevku o vedpredstavnost pri poslusanju glasbe v
osnovni $oli izpostavi, da je bila glasba Ze v preteklosti avdiovizualna izkusnja.
Spodbudi nas k razmisleku, kako so prvi zvo¢ni zapisi in razli¢ni formati po-
snetih skladb ostrili zaznave ter doZivetja predvsem na avditivhem podro¢ju.
Vizualizacija glasbenih vsebin, prisotna tudi v slovenski glasbenopedago-
ski literaturi, je bila usmerjena na likovno podrogje, vec¢krat pa tudi poveza-
naz gibnim izrazanjem glasbenih vsebin. Tehnoloski razvoj je vplival na Siritev
ve¢predstavnosti, pospe$ek uporabe v glasbenopedagoski praksi je bil narejen
s prosto dostopnostjo $tevilnih spletnih virov in platform. Avtorica analiti¢no
in z lastno kriti¢no refleksijo podaja nova spoznanja in izsledke $tevilnih avtor-
jev ter jih aplicira na poslusanje glasbe v osnovni Soli.

Za petje predsolskega otroka v vrtcu je zelo pomembno, kaksen odnos in
stali§¢a imajo do te dejavnosti njegovi vzgojitelji. Rezultati raziskave, ki so jo
med hrvaskimi vzgojitelji izvedle Snjezana Dobrota, Antonia Bogadi in Iva-
na Sutié, so pokazali, da na stali§¢a vzgojiteljev do petja kot glasbene dejavno-
sti v vrteu statisti¢no znadilno vplivajo njihovo dodatno glasbeno izobrazeva-
nje, prostoc¢asno ukvarjanje z glasbo ter obisk gledalis¢ in koncertov s klasi¢no
glasbo. Predstavljeni izsledki so pomembni za $olsko politiko in za na¢rtovalce
ter izvajalce izobrazevalnih programov za bodoce vzgojitelje. Petju in $ir$emu
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glasbenemu izobrazevanju vzgojiteljev ni nikoli namenjene dovolj pozornos-
ti, tako v ¢asu $tudja kot kasneje v programih permanentnega izobrazevanja.

Povsem drugaeno obravnavo petja, povezano s klasifikacijo otroskih
pesmi, podajata Lorena Mihela¢ in Jelena Pani¢ Grazio. Predstavljeni model
CMCS temelji na strokovnih merilih za izbiro otroske pesmi, glasbenoteore-
ti¢nih izhodis¢ih in rezultatih medkulturnih $tudij. Nadaljnje raziskovalno
preizkusanje modela bo utemeljilo njegovo uporabo v funkciji avtomati¢nega
klasifikacijskega orodja za izbiro otroske pesmi.

V glasbenem Solstvu se najve¢jo pozornost namenja visoko glasbeno na-
darjenim u¢encem. Inkluzija u¢encev s posebnimi potrebami ni pogostokrat
raziskovana tema. Na srednjesolski ravni glasbenega izobrazevanja tovrstnih
raziskav skorajda ni. Tomislav Cvrtila, Blazenka Bac¢lija Susi¢ in Goran Lapad
to vrzel zapolnjujejo s Studijo primera dijaka z visoko slabovidnostjo, vklju-
¢enega v individualni pouk klavirja. Njegov proces u¢enja nove skladbe je bil
spremljan s kvalitativnimi raziskovalnimi metodami. Izsledki so pokazali, da
je uspes$nost $tudija in izvajanja nove skladbe tesno povezana z uciteljevimi
kompetencami ter njegovimi pristopi pri delu z visoko slabovidnim dijakom.

Inkluzija otrok in mladih s posebnimi potrebami je razvidna tudi v recen-
ziji znanstvene monografije Glasba in avtizem (2020), ki sta jo uredili Katarina
Habe in Barbara Sicherl Kafol. Recenzent Bojan Kovaci¢ ob strukturni in vse-
binski predstavitvi dela ugotavlja, da ima delo izjemno edukacijsko vrednost in
da spodbuja nadaljnje interdisciplinarne raziskave.

Na podrodju glasbenih ved je raziskovalno delo najveckrat miselno, in-
stitucionalno, programsko in zaloznisko usmerjeno le v znanstveno-razisko-
valno podro¢je. Umetnisko raziskovanje, ki rezultira v novih glasbenih delih
in poustvarjalni praksi, je izvzeto iz obravnave tako na Javni agenciji za raz-
iskovalno dejavnost Republike Slovenije (ARRS) kot tudi iz informacijske-
ga sistema o raziskovalni dejavnosti v Sloveniji (SICRIS) in posledi¢no izgubi
moznost konkuriranja na projektne razpise ARRS. Premik na tem podro¢-
ju je naértovan v Strategiji razvoja Akademije za glasbo Univerze v Ljublja-
ni 2021—2027, v kateri je med $tirimi sklopi vizij strateskega uspeha ustanove
opredeljeno, da so vsa podrodja raziskovanja umetnosti znotraj ARRS obrav-
navana enako kot raziskovanje znanosti, da so urejeni kazalniki za podro¢je
glasbene umetnosti in da je UL AG uspe$na pri konkuriranju na razpisih za
projekte ARRS.

Na Akademiji za glasbo Univerze v Ljubljani je bilo prakti¢no povezovan-
je znanstvenega in umetniskega raziskovanja ve¢ kot dve desetletji udejanje-
no skozi vsakoletne simpozije, usmerjene tako v preucevanje vidih slovenskih
glasbenih ustvarjalcev, poustvarjalcev, glasbenih pedagogov, piscev glasbenih
del, ki so v polpretekli zgodovini delovali na ustanovi, kot tudi v preucevanje
zgodovine glasbene pedagogike in aktualnih glasbenopedagoskih tem. Simpo-
zijsko dogajanje je vklju¢evalo vecerni koncertni dogodek, na katerem so bila
izvajana dela obravnavanega skladatelja ali pa skladbe, povezane s $iro glasbe-
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nopedagosko simpozijsko temo. Z namenom vedjega ozave$¢anja o povezano-
sti znanstvenega in umetniskega raziskovanja na podrodju glasbene umetnosti
recenziramo simpozij, posve¢en 120. obletnici rojstva Lucijana Marije Skerjan-
ca.
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VECPREDSTAVNOST PRI POSLUSANJU GLASBE V OSNOVNI
SOLI

JASMINA TOMSIC
Univerzav Ljubljani, Akademija za glasbo

jasmina.tomsic@gmail.com

Izvlecek: Informacijsko-komunikacijska tehnologija (IKT) in z njo ve¢predstavnost
(multimedija) predstavljata vse pomembnejsa dejavnil(a ucnega procesa tudi na podro—
¢ju ucenja in poucevanja glasbe. Zlasti na podroeju poslusanja glasbe lahko ze govori-
mo o veépredstavnem oziroma multimedijsl(em poslusanju glasbe, kjer se slisna zaznava
povezuje z raznovrstnimi vizualnimi vsebinami. Ta nacin poslusanja spodbuja uporaba
spletnih virovza poslusanje glasbe, karvu¢nem procesu terja ustrezno obravnavo in ute-
meljitev z vidika tako glasbenih kot tudi vizualnih vsebin, ki jih prinasajo. Vpogled viz-
brane vrste vizualnih vsebin glasbenih videoposnetkov na spletni strani YouTube prina-
sa osvetlitev moznosti za uporabo pri pouku glasbcnc umetnost v osnovni $oli ter kaze
na njihovo podporno vlogo pri uspesnejsem doseganju ciljev poslusanja glasbe instem
omogocanju priloinosti za nadgradnjo ucnega procesa.

Kﬁumf besede: IKT, veépredstavnost, osnovna $ola, glasbena umetnost, poslusanje glas-
be, glasbenivideoposnetki

MULTIMEDIA AND LISTENING TO MUSIC IN PRIMARY SCHOOL

Abstract: Information-communication technology (ICT) and multimedia are increas-
ingly important factors in lcarning and teaching music. Espccially in the field of listen-
ing to music, we can already talk about multimedia listening to music, where auditory
perception connects with a variety of visual content. This type oflistening encourages
the use of online resources for listening to music which in the learning process requires
appropriate consideration and justification in terms of both musical and visual content
that they bring. An insight into selected types of visual content of music videos on the
YouTube website sheds light onthe possibilities of use in music lessons in primary school
and shows their supporting role in more successful achieving music listening objectives
and thus providing opportunitics to upgrade the learning process.

ch/zaordsz ICT, multimedia, primary school, music education, listening tO music, mu-
sic videos

oslusanje je kompleksen proces (Vidulin, Plavii¢ in Zauhar, 2020).
Plut-Pregljeva (2012) ga v najsirSem pogledu opredeli kot psihi¢no in in-
dividualno dejavnost poslusalca — sprejemnika, v katerem posameznik
ob usmerjeni pozornosti na sliSano informacijo sam oblikuje njen pomen. Za
uspesnost poslusanja so pomembni posameznikova voljnost, koncentracija,
spomin, ¢ustva in predsodki. Tudi poslu$anje glasbe vklju¢uje zaznavanje, ob-
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utenje, ¢ustvovanje in misljenje. V njem se vzpostavlja glasbena komunikacija
med poslusalcem, glasbo in izvajalcem. V jedru sposobnosti poslusanja glasbe
gre za razvoj glasbenega dozivljanja in misljenja, ki ima cilj v ustvarjalni komu-
nikaciji z umetniskim delom (Oblak, 1995s). Na poslusanje glasbe vplivajo pros-
tor, v katerem glasbo poslusamo, posrednik, ki glasbo izvaja/predvaja, glasba,
ki jo poslusamo, ter poslusalec, ki glasbo sprejema (Borota, 2013).

Cilji poslu$anja v osnovni $oli kot samostojne glasbene dejavnosti pri po-
uku glasbe so usmerjeni v razvoj ozave$¢enega poslusalca, ki bo znal izbira-
ti glasbo za razli¢ne priloznosti ter odkrivati njeno sporo¢ilno in umetnisko
vrednost (Oblak, 2001). Utencem Zzelimo v ¢im vedji meri zagotoviti avten-
ticne poslusalske izku$nje ob poslusanju zivih izvedb skladb, ki zagotavljajo
pristen stik z umetnino. Kljub temu pri pouku glasbene umetnosti ve¢inoma
predvajamo glasbena dela ob podpori informacijsko-komunikacijske tehnolo-
gije (IKT).

Za doseganje ciljev poslu$anja glasbe u¢itelji uporabljamo tehnologijo, ki
omogoc¢a hiter in kakovosten prenos. CD-predvajalnike, prek katerih glasbena
dela sprejemamo avditivno, tudiv glasbenih u¢ilnicah vedno pogosteje zamen-
juje ra¢unalnik z dostopom do svetovnega spleta. Ta ponuja Siroko in raznoli-
ko mnozico spletnih virov za poslusanje glasbe. Med njimi so tudi (glasbeni)
videoposnetki oziroma videi, med katerimi osrednje mesto tako v formalnih
in kot tudi neformalnih u¢nih okoljih zaseda tudi pri mladostnikih priljubljen
YouTube (Music Discovery Still Dominated by Radio, Says Nielsen Music 360
Report, 2012). Uporabo omenjene spletne strani predvideva tudi u¢ni naért za
glasbeno vzgojo (v nadaljevanju UN za GVZ) (Ministrstvo za $olstvo in $port
in Zavod RS za Solstvo, 2011), pri ¢emer je uporabo glasbenih videoposnetkov
potrebno utemeljiti z vidika doseganja boljsih rezultatov pri u¢enju. Ustrezno
izbrani glasbeni videoposnetki poleg zvo¢nih posredujejo tudi druge (vidne)
informacije, ki lahko pomagajo razumeti glasbo v zgodovinskem in kulturnem
kontekstu.

VIZUALIZACIJA PRI POSLUgAN_]U GLASBE

Glasba je bila od nekdaj avdiovizualna izku$nja (Schutz, 2008). Raziskoval-
ci ugotavljajo, da predstavlja vizualna komponenta pri poslusanju pomemben
vidik razumevanja glasbenega dela, saj spodbuja glasbeno komunikacijo med
izvajalcem, glasbenim delom in poslusalcem (Bergeron in Lopes, 2009; Platz
in Kopiez, 2012; Leppert, 2014). Glasbena izvedba v avdiovizualni obliki je po-
memben in tradicionalen naéin sre¢evanja v mnogih glasbenih tradicijah (Vi-
nes idr., 2006). Vizualna komponenta glasbe lahko, zlasti pri neglasbenikih,
pripomore tudi pri razumevanju kompleksnejsih glasbenih strukeur (Klemenc
idr., 2011). Krosmodalno naravo glasbene percepcije potrjujejo tudi raziskave s
podro&ja zaznavanja glasbe (Sorati in Behne, 2020). Informacije, ki jih dobi-
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vamo preko razli¢nih senzornih modalitet, se med seboj povezujejo, npr. vizu-
alna s slu$no, vizualna s kinesteti¢no, kinesteti¢na s slu$no itd. (Tancig, 2017).
Raziskave kaZzejo, da je vrednotenje izvedb glasbenikov visje, kadar jih ne le
poslusamo, ampak tudi gledamo (Cassidy in Sims, 1991; Gillespie, 1997; Ryan
in Costa-Gioni, 2004). Pri tem je izpostavljen psihomotori¢ni vidik izvajal-
ca, prek katerega sprejemamo njegovo dozivljanje in glasbene intencije. Priso-
tnost vizualnega vpliva tudi na ¢ustveno doZivljanje posluSanega glasbenega
dela (Geringer, Cassody in Byo, 1996; Vines idr., 2006).

Ce sta radio in gramofon kot osrednja tehnoloska izuma za poslusan-
je glasbe v 20. stoletju izolirala slusno komponentno od vizualne, ju sodob-
na tehnologija zopet spaja. Razvoj AV-medijev poslusanje glasbe oblikuje v
globalno multimodalno izkusnjo, kjer se primarna slu$na dejavnost povezuje
v ve¢plastno semioti¢no platformo, ki vklju¢uje besede, zvoke in vizualne vse-
bine (Kress, 2003). Tovrstno poslusanje lahko povezujemo tudi z izrazi, kot so
multimedijsko, ve¢predstavno (Mayer, 2014) ter multimodalno, ve¢¢utno po-
sluanje' (Vidulin, Plavsi¢ in Zauhar, 2020). Schutz (2008) meni, da je potreb-
no vizualne informacije v glasbi obravnavati kot koristno orodje, saj zaokroza-
jo celovitost glasbene izkugnje. Ceprav u¢enje in poutevanje glasbe temeljita na
avditivni naravi glasbe, vklju¢evanje vizualnih vsebin v glasbene dejavnosti pri
pouku glasbe pomembno podpira procese u¢enja pri uc¢encih z razli¢nimi spos-
obnostmi sprejemanja informacij.

VECPREDSTAVNOST V UCNEM PROCESU

Velpredstavnost oziroma multimedija isto¢asno zdruzuje delovanje dveh ali
ve¢ medijev (Gerli¢, 2013). Po razlagi Islovarja (»Veépredstavnost«, b. 1) po-
meni zmoznost posredovanja informacije z besedilom, s sliko, z gibljivo sliko,
zvokom. V u¢nem procesu jo obravnavamo kot u¢no sredstvo in u¢ni medij, ki
spodbuja sprejemanje in razumevanje informacij ter motivacijo in vpliva na so-
delovalni ter socialno-kognitivni vidik u¢enja (Jonassen, 1996; Mayer in Sims,
1994; Slavin, 1995; van den Brink idr., 2006). Mayer (2001) ve¢predstavnost
obravnava kot dve ali ve¢ naprav oziroma medijev za prenos informacij; dva ali
ve¢ nadinov predstavitve informacije ter dve ali ve¢ ¢util, ki jih u¢enec uporab-
lja za sprejem informacij. Pri prvem vidiku govorimo o napravah, ki prenasajo
informacije (npr. televizija, ratunalnik), drugi vidik pomeni predstavitev gra-
diva s kombinacijo besedil (pisnih ali govorjenih) in slik (stati¢no grafi¢nih in
dinami¢nih), tretji vidik pa izhaja iz uporabe ¢util za zaznavo in sprejem in-
formacij, med katerimi prevladujeta vid in sluh. Potenciali uporabe ve¢pred-
stavnosti v u¢nem procesu se kazejo v uporabi $tevilnih zaznavnih sistemov,

1 Pri slcdnjcm je, polcg vkljuécvanja besedila, slik in drugih vizualnih komponcnt v dcjavnost

poslusanja g]asbe pri pouku g[asbc, poudarJCl1 tudi vidik povezave z druglml glasbcmml de-
javnostmi, povezanimiz izvajanjem in ustvarjanjem.
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kar omogo¢a vizualizacijo abstraktnih vsebin in dinami¢ne nacine predstavi-
tve vsebin, ter spodbujanju sodelovalnega uéenja skozi razli¢ne oblike (Andre-
sen, 1999; van den Brink, 2006).

Na podro¢ju raziskovanja vloge vedpredstavnosti je v ospredju kognitiv-
na teorija u¢enja z ve¢predstavnostjo, ki temelji na dvojnem kodiranju (Mayer,
2012). Paivio (1986) razlaga, da ima vsak posameznik dva medsebojno lo¢ena
kanala za zaznavanje iz okolice, kar lahko apliciramo na glasbeno podro¢je. En
sistem obdeluje besedne (v glasbi zvoé¢ne), drugi pa slikovne drazljaje (v glasbi
npr. notni zapis skladbe). Pri glasbi t. i. besedni oziroma zvo¢ni kanal obravna-
vamo kot primarnega pri zajemu informacij, ki se hkrati povezuje s slikovnim
kanalom (kot sekundarni zajem informacij). Drazljaji obeh kanalov se med-
sebojno povezujejo in prehajajo iz senzori¢nega v delovni spomin ter nato v
dolgoro¢ni spomin. Mayer (2014) je na tej teoriji definiral naela za obliko-
vanje vepredstavnih gradiv, ki omogocajo smiselno in u¢inkovito u¢enje. Os-
novna nacela vedpredstavnega ucenja so nacelo skladnosti, na¢elo poudarjanja,
nacelo odve¢nosti, nacelo prostorske povezanosti, nacelo ¢asovne povezanosti,
nacelo segmentiranja, nacelo predhodnega ucenja, nacelo modalnosti, nacelo
ve¢predstavnosti, nacelo personalizacije, glasovno nacelo ter slikovno nacelo.

VECPREDSTAVNA GRADIVA PRI POSLUSAN]JU GLASBE

Znatilna oblika multimedijskega AV-gradiva pri glasbi je glasbeni video. Gre
za kratek film ali video poljubne dolzine, ki zdruZuje glasbo in vizualizacijo,
izdelan paje v umetniske ali promocijske namene (»Glasbeni video«, 2021). S
pojavom glasbenega videa na glasbeni televiziji MTV v osemdesetih letih 20.
stoletja se ob podpori razvoja digitalne tehnologije in multimedijskih naprav
za¢neta zbliZevati slusni in vizualni medij, kar privede do pojava, ki ga Holt
(2007) poimenuje videoobrat v glasbi. V glasbenih videih je uporabljena $iro-
ka paleta vizualnih tehnik, od animacije in izvedbe v Zivo do raznovrstnih ab-
straktnih vsebin. Holt (2007) pravi, da je produkcija glasbenega videa odvi-
sna od same glasbene zvrsti. Vizualne vsebine so raznolike in lahko vklju¢ujejo
izvajalce, razli¢ne animacije, portrete idr. (Reiss in Feineman, 2000). Wilson
(2003) ugotavlja, da vizualne vsebine v glasbenih videih narekuje glasbena vse-
bina. Na podro¢ju vokalne glasbe se ta pogosto povezuje z besedno vsebino pe-
smi. V povezavi z izvajalci glasbe pogosto zasledimo tudi videe, v katerih se
predstavljajo izvajalci skladb. Avtenti¢ni glasbeni AV-posnetki prinasajo celo-
vita sporodila o vlogah in znadilnostih posameznih narodov, kultur in skupin.

V glasbenih oziroma AV-videoposnetkih kot multimedijskem gradivu za
ulenje in poudevanje glasbe prepoznamo zlasti naslednja Mayerjeva (2014) na-
Cela:
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- nacelo ve¢predstavnosti: u¢inek ucenja je boljsi, ¢e se u¢imo iz kombinaci-
je napisanega besedila (glasbe) in slik (npr. notni zapis, podoba izvajalcev,
shema) in ne samo iz besedila (glasba),

- nacelo modalnosti: u¢inek ucenja je boljsi, ¢e gre za kombinacijo grafike
(npr. notni zapis, podoba izvajalcev, shema) in pripovedi (glasbe) in ne
kombinacijo grafike ter tiskanega besedila,

- glasovno nacelo: ué¢inek ucenja je boljsi, ¢e besede (glasbo) govori oziroma
izvaja naraven glas,

-  nacelo ¢asovne povezanosti: u¢inek ucenja je boljsi, ¢e so besede (glasba)
in slike predstavljene hkrati (npr. posnetki izvedb v Zivo, animirane parti-
ture).

SPLETNI VIRI ZA VECPREDSTAVNO POSLUgAN_]E GLASBE

Med najbolj znanimi, pogosto uporabljenimi in priljubljenimi spletnimi viri
na podro&ju poslusanja glasbe v osnovni 3oli je YouTube,” ki zajema Siroko pa-
leto raznovrstnih videoposnetkov: vsebuje TV-oddaje, glasbene videoposnet-
ke, razli¢ne filme, zvoéne posnetke, prenose v Zivo in druge vsebine. Predstavlja
Stevilne priloznosti za izobrazevalce, uporabnike in raziskovalce (Burgess in
Green, 2009; Manghani, 2007; Webb, 2007). Vklju¢evanje avdio- in videov-
sebin z Youtuba predvidevajo tudi didakti¢na priporo¢ila UN za GVZ (20m1).
Vizualne vsebine, ki jih omogoca vedpredstavno poslusanje glasbe, ponujajo
tudi druge informacije, ki pomagajo razumeti glasbo v zgodovinskem in kul-
turnem kontekstu. Vplivi tovrstnega nacina poslusanja se kazejo v povratnih
informacijah, kjer u¢enci izrazajo doZivetja in notranje predstave o posluanem
in videnem. Tak nadin poslusanja pomembno oblikuje celovitejsi pristop za
kriti¢no vrednotenje glasbe in posameznih glasbenih izvedb.

Pregled glasbenih videoposnetkov omogo¢a vpogled v $iroko paleto vizu-
alnih vsebin. Webb (2010) na osnovi Frithove sheme (v Strachan, 2005; Webb,
2010) glasbene videoposnetke razvrsti na:

- izvajalske,
- notacijske,
—  narativne,
- konceptualne.
V nadaljevanju predstavljamo nekatere znacilnosti navedenih glasbenih

videoposnetkov v povezavi z razli¢nimi vizualnimi vsebinami, ki lahko pred-
stavljajo izhodis¢e naértovanja pri pouku glasbe v osnovni soli.

2 Razlage o tem, alije to spletna stran, servis ali platforma, so razli¢ne (>YouTubex, 2021; Safe.
si, b.1; Techterms.com, b. 1), vse paenotno oprcde]jujcjo njegovo vlogo, tj. omogocanje ob-
jave videovsebin uporabnikov in oglcd videovsebin drugih uporabnikov.
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IZVAJALSKI GLASBENI VIDEOPOSNETKI

Ozaveséajo vlogo in pomen procesa poustvarjanja glasbenega dela. Med splet-
nimi viri na tem podro¢ju najpogosteje zasledimo glasbenike — izvajalce, lahko
pa tudi lutke ali razli¢ne animacije. Vizualizacija izvajalcev, zlasti v Zivi izvedbi,
pripomore pri vzpostavljanju glasbene komunikacije ter spodbuja glasbeno ko-
munikacijo med izvajalcem, glasbenim delom in poslusalcem (Bergeron in Lo-
pes 2009; Leppert, 2014; Platz in Kopiez, 2012). Tovrstne vsebine vzpostavljajo
razumevanje v odnosu telesnih gibov in obrazne mimike v povezavi s ¢ustvi iz-
vajalca, povezavo izvajaléeve gestikulacije in izraznih kvalitet glasbe (npr. glas-
no izvajanje), odnos med vizualno podobo izvajalca in izvedbo ter posredova-
nje informacij o lastnostih zvoka (Schutz, 2008). Vizualne informacije pogosto
signalizirajo ¢asovni potek glasbenega dogajanja in s tem usmerjajo poslusalée-
vo pozornost h klju¢nim zvo¢nim informacijam v dolo¢enem trenutku (Tho-
mpson, Russo in Graham, 2005).

Glasbeni videoposnetki avtenti¢nih izvedb glasbe v avtenti¢nih okoljih
pomenijo spodbudo za razumevanje glasbe v kulturnem in ¢asovnem konteks-
tu. Povezujejo se s ciljem razvijanja aktivnega in kriti¢nega odnosa do razli¢nih
glasbenih kultur na temelju ustvarjalne uporabe glasbenega jezika ter umesc¢an-
ja glasbe v ¢asovni okvir. K avtenti¢nosti dozivljanja glasbene izku$nje pomem-
bno prispevajo oblatila izvajalcev (kostumi), ozadje, prostor in tudi drugi par-
ametri (Nethsinghe, 2013). Gorfinklova (2010) meni, da razli¢ni IKT-mediji
pri spoznavanju razli¢nih kultur poglabljajo dozivetja in izkusnje. Za Burtona
(2002) tovrstne vsebine sluzijo kot model za izvajanje glasbe. Tudi Lum (2009)
poudarja, da je uporaba videoposnetkov u¢inkovit pristop k spoznavanju glasb
sveta, saj raznovrstne vizualne in avditivne spodbude predstavljajo motivacijo
ter poglabljajo ucenje.

NOTACIJSKI GLASBENI VIDEOPOSNETKI

Vizualne vsebine glasbenih videoposnetkov lahko predstavlja notni zapis ali
drug grafi¢ni zapis skladbe. Predstavitev skozi animacijo, ki omogo¢a sprotno
sledenje notnemu zapisu, vzpostavlja povezavo med sli$no in vidno podobo
glasbe. Vizualizacija poslusalca seznanja ali vodi skozi dolo¢ene glasbene pa-
rametre, npr. melodijo, ritmi¢ne motive, teksturo, dinami¢ne spremembe itd.

NARATIVNI GLASBENI VIDEOPOSNETKI

Gre za glasbene videoposnetke, pri katerih se vizualna vsebina povezuje z dolo-
¢eno izvenglasbeno vsebino oziroma pripovedjo (naracijo). Ta je lahko izmislje-
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naaliv dolo¢enem segmentu povezana z glasbenim delom (npr. pri programski
glasbi, kjer se vizualne vsebine nanasajo na programsko ozadje skladbe).

KONCEPTUALNI GLASBENI VIDEOPOSNETKI

Glasbeni videoposnetki lahko prinasajo tudi abstraktne vizualne vsebine, os-
novane na dolo¢eni glasbeni ideji. Spodbujajo zlasti povezave z ustvarjanjem na
drugih umetnostnih podrogjih.

Avtorji pri klasifikaciji vizualnih vsebin kot podlago za njihovo razdeli-
tev navajajo razli¢ne kriterije. Po Rotar Pancetovi (2011) lahko vizualne vse-
bine, ki jih omogoc¢ajo u¢ni mediji, opredelimo glede na predstavitveno raven.
Pri tem gre za objektne, ikoni¢ne in simbolne medije, kar v glasbi predstavlja-
jo notni zapisi, sheme glasbenih oblik, razli¢ne didakti¢ne partiture, glasbene
izvedbe ali posnetki izvedb »v Zivo« ipd. Novotna in Ajenbrenerova (2021)
vizualizacijo opredelita kot grafi¢ni prikaz v odnosu do forme in/ali vsebine
glasbenega dela. V povezavi s poslusanjem glasbe, spletnimi viri ter veépred-
stavnim poslusanjem glasbe je zanimiva tudi klasifikacija Vanove (2008), ki el-
emente vizualizacije opredeljuje kot stati¢ne ali dinami¢ne. Vizualni stati¢ni
elementi zajemajo dolo¢eno podobo, interpretacijo, opis, medtem ko videopos-
netki predstavljajo dinami¢no obliko, ki je lahko interaktivna ali neinterak-
tivna. Stati¢ne vizualne vsebine glasbenih posnetkov del klasi¢nih skladateljev
najpogosteje kazejo doloc¢eno glasbeno ikonografijo, kot je npr. podoba skla-
datelja, naslovnica CD-plos¢e oziroma albuma, podoba glasbil, ki izvajajo glas-
beno delo itd.

Opazimo tudi razli¢ne podobe iz narave ali umetniska dela izbranih lik-
ovnih ustvarjalcev. Uporaba tovrstnih posnetkov je smiselna z vidika nacr-
tovanja dozivljajskega poslusanja, kjer prevladuje avditiven nacin sprejeman-
ja glasbe, pri pouku pa se povezuje s podro¢jem ustvarjanja glasbe. U¢encem
omogoca, da neobremenjeno in ustvarjalno izrazajo glasbena dozivetja in pred-
stave o poslusani skladbi v drugih umetnostnih zvrsteh. Poleg stati¢nih pogosto
zasledimo tudi animirane vizualne vsebine, ki jih predstavlja simulirano giban-
je slik narisanih objektov. Za Mayerja in Morenovo (2003) animacija predstav-
lja eno najzanimivejsih oblik slikovne predstavitve. Med vizualnimi vsebinami
glasbenih videoposnetkov zasledimo raznolike oblike glasbenih partitur, ki
poudarjajo izrazne prvine glasbe in s tem naslavljajo cilje s podro¢ja glasben-
ega opismenjevanja ter spodbujajo orientacijo v partituri. Poslu$anje glasbe ob
spremljanju notnega zapisa (AltoClef, 2019) vzpostavlja povezavo med pisno in
zvo¢no podobo glasbe. Med animiranimi vizualnimi vsebinami velja na glas-
benem podro¢ju z didakti¢nega vidika izpostaviti prirejene grafi¢ne partiture,
ki u¢ence spodbujajo k aktivnemu poslusanju (in izvajanju) glasbe. V njih glas-
beno notacijo pogosto nadomes¢ajo enostavni simboli, kar razumevanje glasbe
oziroma glasbenih elementov pribliZzuje neglasbenikom. Tovrstne vizualizacije
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spodbujajo aktivno poslu$anje in s tem vplivajo na koncentracijo, pozornost in
zbranost pri poslusanju. Pri u¢encih podpirajo in poglabljajo razumevanje iz-
raznih prvin in izvajalskih sredstev (Smalin, 2009; Orsaymusic, 2019). Omog-
o¢ajo tudi neposredno izvajanje ob poslusanju glasbe ter gibno-plesno izrazan-
je (Musication, 2019). Z aktivnim muziciranjem u¢enci poglabljajo doZivetja in
predstave o glasbenem delu. Poseben sklop na podroéju vizualizacije predstav-
ljajo tudi videovsebine. Temeljijo na gibanju realnih objektov. V glasbi jih lah-
ko razumemo zlasti kot posnetke glasbenih del v Zivi izvedbi, mednje pa lah-
ko uvr$¢amo tudi filme o glasbenikih. Tovrstne vsebine dopolnjujejo celostno
podobo izvajane glasbe ter poudarjajo avtenti¢nost v smislu ustvarjanja (Radio
Bardejov, 2018) ali izvajanja glasbe (Richard Thomas, 2011).

VECPREDSTAVNOST V LUCI DOSEGANJA CILJEV POSLUSANJA V TRETJEM
VZGOJNO-IZOBRAZEVALNEM OBDOBJU OS§

Poslusanje v tretjem vzgojno-izobrazevalnem obdobju OS (v nadaljevanju ;.
VIO) je namenjeno spoznavanju glasbenih vsebin iz posameznih stilnih ob-
dobij slovenske in tujih kultur. Pri naértovanju poslusanja glasbe v 3. VIO sle-
dimo osrednjim ciljem poslusanja. V ospredju so prepoznavanje, primerjava,
ugotavljanje in vrednotenje temeljnih znacilnosti glasbe razli¢nih obdobij, kar
dosegamo ob pozornem in dozivljajsko-analiti¢nem poslusanju skladb iz slo-
venske in svetovne glasbene literature. Pri tem ucenci raziskujejo, spoznavajo
in vrednotijo dela najvidnejsih skladateljev svetovne ter nacionalne glasbene li-
terature, poglabljajo razumevanje glasbenih pojmov in elementov glasbenega
oblikovanja ter estetsko obéutljivost. Omenjene dejavnosti potekajo ob upora-
bi glasbenih virov, interaktivnih medijev in sodobne tehnologije (UN za GVZ,
2011). Poseben potencial, ki ga na podro¢je poslusanja glasbe prinasa IKT, za-
jema iskanje, poslusanje, izvajanje in ustvarjanje glasbe ter vrednotenje ustvar-
jalnih dosezkov, glasbenih doZivetij in predstav z raznimi komunikacijskimi
sredstvi ter mediji. Uditelji pri poslusanju izrabimo prednost tehnologije, ki
omogoca uporabo glasbenih virov in interaktivnih medijev. Mednje v glasbe-
ni uéilnici uvr§¢éamo predvsem racunalnik, ki ob internetni povezavi ponu-
ja dostop do raznovrstnih spletnih virov. S tem u¢encem omogoca samostojno
raziskovanje, spoznavanje in vrednotenje del skladateljev iz svetovne in nacio-
nalne glasbene kulture.

Po modelu SAMR (Puentedura, 2006) uporaba ra¢unalnika kot osredn-
jega u¢nega medija na podrodju IKT pri poslusanju glasbe prvenstveno pred-
stavlja zamenjavo za CD-predvajalnik, medtem ko lahko implementacijo splet-
nih glasbenih virov z raznovrstnimi oblikami ve¢predstavnosti razumemo kot
nadgradnjo u¢nega procesa. Z izbranimi vizualnimi vsebinami IKT ponuja
tudi druge fukcionalnosti in tako spodbuja druge procese na podrodju ucenja.
Pri pouku glasbe lahko IKT tako predstavlja pomemben obogatitveni medij,
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nastopa lahko tudi kot medij konteksta ali model neposrednega poucevanja
(Rotar Pance, 2011). Uporaba videoposnetkov pomeni pomembno spremem-
bo modalitete sprejemanja glasbe in vodi ter podpira tudi druge aktivne oblike
ucenja, kot so npr. uéenje z raziskovanjem, sodelovalno uéenje ter projektno
u¢no delo. Gre za ué¢ne strategije, ki se u¢inkovito prenasajo tudi v druga u¢na
okolja in tako odpirajo moznosti za preoblikovanje ter redefinicijo u¢nega pro-
cesa. IKT lahko nastopa tudi kot motivacijski, prezentacijski medij, medij za
urjenje (npr. kvizi, igrifikacije) in preverjanje doseganja ciljev ter medij vredno-
tenja dosezkov (Rotar Pance, 2011).

UN za GVZ (2011) poudarja strokovnost in avtonomnost ucitelja, ki se
kaze v fleksibilnem naértovanju, izvajanju in evalviranju vzgojno-izobrazeval-
nega procesa. Utitelj v njem smiselno prepleta cilje, glasbene dejavnosti, vse-
bine in metode ter oblike u¢enja in poucevanja. Poudarjena je tudi avtonomna
izbira glasbenih vsebin. Za doseganje ciljev na podroéju razvoja pozornosti in
zbranosti je klju¢nih ve¢ kriterijev: umetniski, glasbenorazvojni, u¢nosnovni,
¢asovni, motivacijski in tehni¢ni kriterij. Pri naértovanju poslusanja uposteva-
mo trajanje glasbenega dela, motivacijo, interese u¢encev, spros¢enost in dobro
pocutje. Poskrbimo tudi za ustrezno poslusalsko okolje, ki ga ne smejo zmotiti
drugi zvo¢ni drazljaji. Pri uporabi spletnih virov je $e posebej pomembna pra-
vocasna priprava, saj lahko reklamni oglasi, ki nastopajo pred samim videopos-
netkom,’ zmotijo potrebno zbranost in koncentracijo za poslusanje.

Klju¢nega pomena pa je premislek o ustrezni didakti¢ni uporabi IKT, ki
terja poznavanje pristopov k ucenju in poucevanju ter znanja za pripravo us-
treznih didakti¢nih gradiv in za ustrezen naéin njihovega vklju¢evanja v pouk.
Zlasti na podro¢ju uporabe spletnih virov je nujna kriti¢na obravnava vizu-
alnih vsebin pri poslusanju glasbe. Ta zavisi od pripravljenosti, volje in teh-
ni¢nih kompetenc uditelja, ki mora pregledu, premisleku in ovrednotenju vizu-
alnih vsebin z namenom vpeljave v u¢ni proces posvetiti veliko ¢asa (Naps idr.,
2003; Rotar Pance in Bohak Adam, 2019). Kot poudarja Evropski okvir digital-
nib kompetenc izobrazevalcev: DigCompEdu (Redecker, 2017), je ena klju¢nih
kompetenc tega podro¢ja z vidika vsakega izobrazevalca, da sprejme raznovrst-
nost digitalnih virov, u¢inkovito izbere tiste, ki najbolj ustrezajo u¢nim ciljem,
skupini u¢encev in na¢inu poudevanja, organizira vsa zbrana gradiva, vzposta-
vi povezave ter spremeni, doda in sam razvije digitalne vire, ki podpirajo njego-
vo pouclevanje. Nedaven premik na podrodju uporabe IKT je povzrodila epi-
demija covida-19. Kot v raziskavi o poucevanju glasbene umetnosti na daljavo
med epidemijo covida-19 ugotavljata Bohak Adamova in Metljakova (2021), je
pouk na daljavo vplival na pogostost in raznolikost uporabe IKT pri pouku
glasbene umetnosti ter prispeval k dvigu digitalne pismenosti uditeljev. Avtori-
ci pri tem poudarjata pomembnost na u¢enca usmerjenih dejavnosti ter upora-

bo IKT kot podporo poucdevanju.

3 YouTube omogoca tudi prcdvajanjc brez oglasov, vendar gre pritemza plaél}'ivo storitev.
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ZAKLJUCEK

Vedpredstavno poslu$anja glasbe postaja vsakodnevna praksa tudi pri u¢enju in
poucevanju glasbe v osnovni $oli. Glasbeni videoposnetki kot osrednji spletni
viri v procesu uéenja in poucevanja glasbe na podrodju poslusanja glasbe spod-
bujajo ter podpirajo doseganje ciljev poslusanja glasbe. Z didakti¢nega vidika
mora uditelj ve¢predstavno poslusanje ustrezno naértovati v skladu z zastavlje-
nimi cilji poslusanja in izbranimi vsebinami, kjer se kriterijem izbora glasbene
vsebine pridruzujejo tudi kriteriji izbora vizualne vsebine. Uporaba spletnih
glasbenih virov u¢encem omogoca dostop do, analizo in kriti¢no vrednotenje
Stevilnih glasbenih del v razli¢nih izvedbah tudi v drugih u¢nih okoljih in ob-
likah uéenja. Premisljena uporaba vedpredstavnega poslusanja glasbe z vidika
uporabe tehnologije v u¢nem procesu predstavlja pomembno obogatitev u¢ne-
ga procesa, ki lahko v nadaljevanju vodi k preoblikovanju oziroma oblikovanju
novega pristopa v procesu ucenja in poucevanja.

Viri in litevatura

AltoClef. (2019, 31.december). Handel — Music for the royal fireworks
(complete score) [video]. YouTube. https://www.youtube.com/
watch?v=XiTIfHoTpTg

Andresen, B. B. (1999). The art of seeing the wood and the trees: Teachers new
competencies in terms of multimedia literacy and ICT genre didactical
competencies. Royal Danish School of Educational Studies, Research
Centre for Education and ICT.

Bergeron, V., in Lopes, D. M. (2009). Hearing and seeing musical expression.
Philosophy and Phenomenological Research, 78(1), 1-16.

Bohak Adam, T., in Metljak, M. (2021). Pouéevanje glasbene umetnosti
na daljavo v osnovnosolskem izobrazevanju med epidemijo covid-19.
Muzikoloski zbornik, s7(1), 229-253.

Borota, B. (2013). Glasbene dejavnosti in vsebine. Univerzitetna zalozba Annales.

Burgess, J., in Green, J. (2009). YouTube: Online video and participatory
culture. Polity Press.

Burton, B. (2002). Weaving the tapestry of world musics. V C. A. Jones (ur.),
World musics and music education: Facing the issues (str. 161-186). The
National Association for Music Education.

Cassidy, J. W., in Sims, W. L. (1991). Effects of special education labels on
peers’ and adults’ evaluations of a handicapped youth choir. Journal of
Research in Music Education, 39(1), 23—3 4.

Geringer, J., Cassody, J., in Byo, J. (1996). Effects of music with video on
responses of nonmusic majors: An exploratory study. Journal of Research
in Music Education, 44(3), 240-251.

22


https://www.youtube.com/watch?v=XiTIfH0TpTg
https://www.youtube.com/watch?v=XiTIfH0TpTg

Gerli¢, I. (2013). Stanje in trendi informatizacije slovenskega Solstva.
Didakta, 23(163), 40—42.

Gillespie, R. (1997). Ratings of violin and viola vibrato performance in
audio-only and audiovisual presentations. Journal of Research in Music
Education, 45(2), 212—220.

Glasbeni video. (2021, 12. december). V Wikipedii. https://en.wikipedia.org/
wiki/Music_video

Gorfinkel, P. (2010). Pushing the boundaries of ‘music Cultural and
cross-disciplinary possibilities for ‘other’ musics in the Australian music
classroom. V P. Dunbar-Hall (ur.), Tenth International Conference on
Cultural Diversity in Music Education, January 11-13, 2010: Conference
proceedings (str. 45—s1). University of Sidney.

Holt, F. (2007). Genre in popular music. University of Chicago Press.

Jonassen, D. H. (1996). Computer in the classroom: Mind tools for critical
thinking. Prentice Hall.

Klemenc, B., Ciuha, P., Subelj, L., in Bajec, M. (2011). Visual and aural:
Visualization of harmony in music with colour. Transactions on Internet
Research, 7(1), 48-53.

Kress, G. R. (2003). Literacy in the new media age. Routledge.

Leppert, R. (2014). Secing music. V T. Shepherd in A. Leonard (ur.), 7he
Routledge companion to music and visual culture (str. 7-12). Routledge.

Lum, C.-H. (2009). Teaching world music through feature films. Music
Educators Journal, 95(3), 71-7s.

Manghani, S. (2007). MyResearch.com: Speculations on bridging research
and teaching in the arts. Ar#, Design & Communication in Higher
Education, 6(2), 85—98.

Mayer, R. E. (2001). Multimedia learning. Cambridge University Press.

Mayer, R. E. (2014). The Cambridge handbook of multimedia learning (2.
izd.). Cambridge University Press.

Mayer, R. E., in Moreno, R. (2003). Nine ways to reduce cognitive load in
multimedia learning. Educational Psychologist, 38(1), 43—52.

Mayer, R. E., in Sims, V. K. (1994). For whom is a picture worth a thousand
words? Extensions of a dual-coding theory of multimedia learning.
Journal of Educational Psychology, 86(3), 389—401.

Ministrstvo za $olstvo in $port in Zavod RS za $olstvo. (2011). Uéni naért:
program osnovna $ola. Glasbena vzgoja. (2011). Ministrstvo za olstvo:
Zavod RS za Solstvo. https://www.gov.si/assets/ministrstva/ MIZS/
Dokumenti/Osnovna-sola/Ucni-nacrti/obvezni/UN_glasbena_vzgoja.pdf

Musication. (2019, 2. februar). Eine kleine Nachtmusik - Percussion [video).
YouTube. https://www.youtube.com/watch?v=ETSdeb-YK 45

Music discovery still dominated by radio, says Nielsen Music 360 report.
(2012, 14. avgust). Nielsen. https://www.nielsen.com/us/en/press-

23

TOOHDS RAVNDI NI DISNIN OL ONINALSITANY VIATNLLTAN ¢ DISINO.L VNINSV[


https://en.wikipedia.org/wiki/Music_video
https://en.wikipedia.org/wiki/Music_video
https://www.gov.si/assets/ministrstva/MIZS/Dokumenti/Osnovna-sola/Ucni-nacrti/obvezni/UN_glasbena_vzgoja.pdf
https://www.gov.si/assets/ministrstva/MIZS/Dokumenti/Osnovna-sola/Ucni-nacrti/obvezni/UN_glasbena_vzgoja.pdf
https://www.youtube.com/watch?v=ETSdeb-YK4s
https://www.nielsen.com/us/en/press-releases/2012/music-discovery-still-dominated-by-radio-says-nielsen-music-360/

GLASBENOPEDAGOSKI ZBORNIK ¢« LETNIK/VOLUME 17+ STEVILKA/NUMBER 35

releases/2012/music-discovery-still-dominated-by-radio-says-nielsen-
music-360/

Naps, T. L., Rossling, G., Almstrum, V., Dann, W, Fleischer, R.,
Hundhausen, C., Korhonen, A., Malmi, K., McNally, M., Rodger, S., in
Velazquez-Iturbide, J. A. (2003). Exploring the role of visualization and
engagment in computer science education. ACM SIGSE Bulletin, 35(2),
124—136.

Nethsinghe, R. (2013). The notion of authenticity in multicultural
music: Approaching proximal simulation. International Journal od
Multicultural Education, 15(2). https://doi.org/10.18251/fjme.v1siz 551

Novotna, E., in ASenbrenerova, I. (2021). Visualization of music and its
application in the process of education. Gramotnost, pregramotnost a
vzdélavint, 4(3), 25—3 4.

Oblak, B. (1995s). Izvor in pojmovanje strukture u¢nega naé¢rta za splo$ni
glasbeni pouk. V P. Kuret (ur.), Glasbeno-pedagoski zbornik Akademije
za glasbo v Ljubljani (str. 17—26). Akademija za glasbo, Oddelek za
glasbeno pedagogiko.

Oblak, B. (2001). Glasbena slikanica 3: prirocnik za uéitelje. DZS.

Orsaymusic. (2019, 7. november ). Mozart — Symphonie n 40 » Allegro«

— Forme sonate [video]. YouTube. https://www.youtube.com/
watch?v=fiRPT2j4Usk

Paivio, A. (1986). Mental representations: A dual coding approach. Oxford
University Press.

Platz, F., in Kopiez, R. (2012). When the eye listens: A meta-analysis of
how audio-visual presentation enhances the appreciation of music
performance. Music Perception, 30(1), 71-83.

Plut-Pregelj, L. (2012). Poslusanje: nacin Zivljenja in vir znanja. DZS.

Puentedura, R. R. (2006). Transformation, technology, and education. http://
hippasus.com/resources/tte

Radio Bardejov (2018, 17. februar). Aboriginal dance show — Australia [video].
YouTube. https://www.youtube.com/watch?v=0OhyKsEné_So

Redecker, C. (2017). Evropski okvir digitalnih kompetenc izobraZevalcev:
DigCompEdu (B. Vogrinec, prev.). Zavod Republike Slovenije za 3olstvo.

Richard Brittain. (2011, 25. januar 25s). Beethoven ~ Sixth (Pastoral) - 11T
[video]. YouTube. https://www.youtube.com/watch?v=In7cgmzPual

Richard Thomas. (2011, 6. december). Mozart: Queen of the Night
(ENGLISH SUBTITLES), Lucians Serra & Kathleen Battle [video).
YouTube. https://www.youtube.com/watch?v=IFktfrtkmHc

Rotar Pance, B. (2011). Youth, music and modern technologies in music
teaching. V' S. Vidulin-Orbanié (ur.), Glazbena nastava i nastavna
tebnologija: mogucnosti i ogranicenja = Music teaching and educational
technology: Opportunities and restrictions. Drugi medunarodni simpozij
glazbenih pedagoga Glazbena pedagogija u svjetlu sadasnjih i buducih
promjena (str. 227-236). Sveudiliste Jurja Dobrile u Puli, Odjel za glazbu.

24


https://www.nielsen.com/us/en/press-releases/2012/music-discovery-still-dominated-by-radio-says-nielsen-music-360/
https://www.nielsen.com/us/en/press-releases/2012/music-discovery-still-dominated-by-radio-says-nielsen-music-360/
https://doi.org/10.18251/ijme.v15i2.551
https://www.youtube.com/watch?v=f1RPT2j4Usk
https://www.youtube.com/watch?v=f1RPT2j4Usk
http://hippasus.com/resources/tte
http://hippasus.com/resources/tte
https://www.youtube.com/watch?v=OhyKsEn6_So
https://www.youtube.com/watch?v=lFktfr1kmHc

Rotar Pance, B., in Bohak Adam, T. (2019). Vklju¢evanje informacijsko-
komunikacijske tehnologije v didakti¢no usposabljanje bodo¢ih uditeljev
glasbe. V J. Rugelj in V. Ferk Savec (ur.), Inovativna didaktiéna uporaba
informacijsko komunikacijske tehnologije v studijskem procesu (str. 263—
279). Univerza.

Reiss, S., in Feineman, N. (2000). Thirty frames per second: The visionary art
of the music video. Harry F. Abrams.

Ryan, C., in Costa-Gioni, E. (2004). Attractiveness bias in the evaluation of
young pianists’ performances. Journal of Research in Music Education,
52(2), 141-154.

Safe.si. (B. L.). YouTube. https://safe.si/nasveti/druzabna-omrezja/youtube

Schutz, M. (2008). Seeing music? What musicians need to know about
vision. Empirical Musicology Review, 3(3), 83—108.

Slavin, R. E. (1995). Co-operative learning: Theory, research, and practice (2.
izd.). Allyn & Bacon.

Smalin. (2009, 27. februar). Bach, Air (»on the G string<, string orchestra)
[video]. YouTube. https://www.youtube.com/watch?v=E2j-frfK-yg&t=88s

Sorati, M., in Behne Dawn, M. (2020). Audiovisual modulation in music
perception for musicians and non-musicians. Frontiers in Psychology, 11,
1094. https://doi.org/10.3389/fpsyg.2020.01094

Strachan, R. (2005). Music video and genre: Structure, context and
commerce. V' S. Brown in U. Volstien (ur.), Music and manipulation: On
the social uses and social control of music (str. 187—206). Berghan Press.

Tancig, S. (2017). Nekateri nevromiti in dejstva o mozganih — kaj je
pomembno vedeti za uéenje in poucevanje? V Mednarodna konferenca
EDUvision zo17: »Sodobni pristopi poucevanja prihajajo¢ih generacij«
(str. 274—288). EDUyvision.

Techterms.com. (B. 1.). YouTube. https://techterms.com/definition/youtube

Thompson, W. F., Russo, F. A., in Graham, P. (2005). Seeing music
performance: Visual influences on perception and experience. Semiotica,
150, 203—227.

Van den Brink, K. (2006). Conceptual relations between self-regulated
learning and approaches to learning: A cross-cultural research with
Portuguese and German computer science students [neobjavljena
doktorska disertacija]. The University of Koblenz.

Vanova, H. (2008). Visualization in music education. V Kontexty hudebni
pedagogiky III (Music Pedagogy Contexts I11): Proceedings from an
international conference. PedF UK.

Vecpredstavnost. (B. L.). V Islovar. http://islovar.org/islovar

Vidulin, S., Plavsi¢, M., in Zauhar, V. (2020). Spoznajno-emocionalno slusanje
glazbe u skoli. Sveutiliste Jurja Dobrile u Puli, Muzi¢ka akademija u
Puli.

25

TOOHDS RAVNDI NI DISNIN OL ONINALSITANY VIATNLLTAN ¢ DISINO.L VNINSV[


https://safe.si/nasveti/druzabna-omrezja/youtube
https://www.youtube.com/watch?v=E2j-frfK-yg&t=88s
https://doi.org/10.3389/fpsyg.2020.01094
https://techterms.com/definition/youtube
http://islovar.org/islovar

GLASBENOPEDAGOSKI ZBORNIK ¢« LETNIK/VOLUME 17 « STEVILKA/NUMBER 35

Vines, B. W., Krumhansl, C. L., Wanderley, M. M., in Levitin, D. J. (2006).
Cross-modal interactions in the perception of musical performance.
Cognition, 101(1), 80-113.

Webb, M. (2007). Music analysis down the (You) Tube? Exploring the
potentials of cross-media listening for the music classroom. British
Journal of Music Education, 24(2), 147-164.

Webb, M. (2010). Re viewing listening: ,Clip culture’ and cross-modal
learning in the music classroom. International Journal of Music
Education, 28(4), 313—3 40.

Wilson, B. (2003). Of diagrams and rhizomes: Visual culture, contemporary
art, and the impossibility of mapping the content od art education.
Studies in Art Education, 44(3), 214—229.

YouTube. (2021, 11. december). V Wikipedia. https://en.wikipedia.org/wiki/
YouTube

Summary
UDC 37.091.64:004:373.3:78

The development of ICT allows us to listen to any music anytime and anywhere. Listen-
ing to music increasingly acquires -in addition to audio - various visual images, which in-
fluence the way of receiving and experiencing music. The presence of visuals in the lis-
tening process is to a certain extent an ongoing integral part of the music experience.
However, with new technologies, a shift cowards a new type oﬂistening called multime-
dialistening is observed.

Multimedia, based on the Mayer’s cognitive theory oflearning with multimedia (2001,
2014) improves learning results in various ways. Music videos as online resources can be
considered multimedia content. Their presence in the process oflearning and teaching
music encourages and supports the achievement of music listening objectives. Teachers
choose between different visual contents. Performance videos bringvisualization of per-
formers in authentic music environments and thus important information that supports
understanding music in historical and cultural contexts. In this manner, the experien-
ceand undcrstanding of diverse content is promoted. Musical thinking is supported by
notational music videos, where individual musical parameters are presented in various
graphic ways. In this area, special emphasis should be placed on adapted graphic scores,
which encourage guided, active listening and affect attention and concentration in liste-
ning. Narrative and conceptual music videos are associated with music creation. In ad-
dition, the use of online music resources by learners enables access, analysis, and critical
evaluation of many musical works in various performances, which include other lear-
ning environments. From the didactical point of view, the teacher must plan the mul-
timedia listening in accordance with the selected content and objectives oflistening to
music. Thoughtful multimedia listening represents important enrichment of the lear-
ning process, which can eventually lead even to redesign, modification, or redefinition
of the learning process.
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Abstract: The paper explores the influence of years of work experience, professional qual—
ifications, additional music education, engaging in musical activities in leisure time, and
attending the theatre / classical music concerts on the attitudes ofpreschool educators
toward singing as a musical activity in kindergarten. The research was conducted on a
samplc ofprcschool educarors from all Croatian counties (N = 405), using a question-
naire composed of two parts: The General Data Questionnaire and Attitudes Toward Sing-
ingasa Musical Am’zzz't)/ n [(indfrgartm. No differences were found in preschool educa-
tors attitudes toward singing with regard to their professional qualifications and years of
work experience. However, the results confirm the influence of additional music educa-
tion, cngaging in musical activities in leisure time, and attending the theatre / classical
music concerts on preschool educartors’ atticudes toward singing as a musical activity in
kindergarten.
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usical development of early and preschool age children is an integral

part of their overall development, including intellectual, emotion-

al, social, and physical development. Musical abilities are a complex
phenomenon composed of many skills, such as understanding and remember-
ing melodies, rhythm perception, understanding tonality, determining musi-
cal interval, identifying the aesthetic significance of music and perfect pitch.
The essence of the conceptual definition of musical abilities refers to the abili-
ty to aesthetically experience music, i.c. the ability to aesthetically evaluate mu-
sic and sensitivity to the artistic quality of a piece of music or its interpretation
(Dobrota, 2012, p. 39; as cited in Mirkovi¢-Rados, 1996).

The National Curriculum for Early Childhood and Preschool Education
(Ministarstvo znanosti, obrazovanja i sporta, 2014) provides for the following
eight basic competences for lifelong learning: (1) communication in the moth-
er tongue; (2) communication in foreign languages; (3) mathematical compe-
tences and basic competences in natural sciences and technology; (4) digital
competences; (s) learning to learn; (6) social and civic competences; (7) initia-
tive-taking and entreprencurship; (8) cultural awareness and expression. Cul-
tural awareness and expression competence is developed “by encouraging the
creative expression of a child’s ideas, experiences and emotions in a range of ar-
tistic areas including music, dance, theatre, literature, and visual arts” (Minis-
tarstvo znanosti, obrazovanja i sporta, 2014, p. 29). Itis further stated that such
competences are “strengthened by developing children’s awareness of local, na-
tional and European cultural heritage and their place in the world” (p. 29).

The basic areas of stimulating the musical sensitivity of children of ear-
ly and preschool age are singing, synthesis of music and movement, listening
to musical compositions, and playing musical instruments (Mari¢ & Goran,
2013). Singing is a natural mode of communication that begins very early in hu-
man development (Ilari et al., 2013). Singing is also an expression of lifestyles,
values, and belief systems and it transmits sociocultural values and customs to
new generations (Nettl, 1983). Richards (1999) states that singing plays an im-
portant role in early childhood and preschool education, not only because of
the development of musical abilities, but also because of the overall develop-
ment of the child. Moreover, he points out that the quality and frequency of
singing and other musical activities are influenced by many factors, including
educators’ attitudes towards musical activities, the development of educators’
musical abilities, and self-assessment of their musical competence (Richards,
1999). Through the activity of singing, the child develops their voice, musical
ear, sense of rhythm and speech, and enriches their vocabulary. When choos-
ing songs, it is necessary to pay attention to the text, which must be aesthet-
ically valuable, understandable to the child, written in the standard language
or dialect of the area in which the child lives and must not be too long. Addi-
tionally, the melody must be simple, of appropriate musical form and melod-
ic range.
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Welch (2012) cites the physical, psychological, social, musical, and edu-
cational benefits of singing. The physical benefits are respiratory and cardiac
function, the development of fine and gross motor control in the vocal sys-
tem and neurological functioning. The psychological benefits of singing relate
to intra-personal communication and the development of individual identity,
both in music and through music, singing as a cathartic activity and inter-per-
sonal communication. The social benefits relate to an enhanced sense of social
inclusion and musical benefits relate to the realization of our musical poten-
tial and the creation of an individual musical repertoire. Finally, an education-
al benefit of singing is the increasing knowledge, understanding and skills re-
lating to the world around us, both in music and through music (Welch, 2012).

A number of studies have examined the attitudes of preschool educators
toward conducting musical activities in kindergarten, and the results confirm
that such attitudes primarily depend on the educator’s self-assessment of musi-
cal abilities and competences (Swain & Bodkin-Allen, 2017). Furthermore, the
research results confirm the connection between music education of educators
and the frequency of conducting musical activities in kindergarten (Kim &
Kemple, 2011). Thus, educators with a higher music education attach more im-
portance to musical activities in kindergarten (Kelly, 1998), while those with
prior insufficient music instruction show less interest in engaging in musical
activities (Kim, 2013).

Singing is a natural form of children’s communication and self-expres-
sion; it has a beneficial effect on the child’s health and well-being (Powell, 2015)
and on the development of their social skills (Good & Russo, 2016). Singing
is a natural form of communication and self-expression for young children. It
has so many benefits for well-being, impact on learning outcomes, communi-
cation, and brain development (Powell, 2019). As emphasized by Welch (2012,
p- 2), “singing is one of the most positive forms of human activity, supporting
physical, mental and social health, as well as individual development in the
same areas. Singing is important because it builds self-confidence, promotes
self-esteem, always engages the emotions, promotes social inclusion, supports
social skill development, and enables young people of different ages and abili-
ties to come together successfully to create something special in the arts.”

RESEARCH OBJECTIVE, PROBLEM AND HYPOTHESES

The objective of this research is to examine the impact of years of work expe-
rience, professional qualifications, additional music education, engaging in
musical activities in leisure time, and attending the theatre / classical music
concerts on the attitudes of preschool educators toward singing as a musical
activity.
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In accordance with this objective, the research problems were defined as
follows:

1. To examine whether the attitudes of preschool educators toward the ac-
tivity of singing differ with regard to their years of work experience.

2. To examine whether the attitudes of preschool educators toward the ac-
tivity of singing differ with regard to their professional qualifications.

3. To examine whether the attitudes of preschool educators toward the ac-
tivity of singing differ with regard to their additional music education,
engaging in musical activities in leisure time, and attending the theatre /
classical music concerts.

Based on the defined research objective and problems, the following hy-
potheses were set:

Hi: Preschool educators with a shorter work experience, compared to older ed-
ucators, have more positive attitudes toward the activity of singing.

Ha2: Preschool educators with a higher level of education, compared to educa-
tors with a lower level of education, have more positive attitudes toward
the activity of singing.

H3: Preschool educators with prior additional music education, in relation to
educators without such education, have more positive attitudes toward
the activity of singing.

H 4: Preschool educators engaged in musical activities in their leisure time, in
relation to educators who are not engaged, have more positive attitudes to-
ward the activity of singing.

Hs: Preschool educators who often attend the theatre / classical music con-
certs, in relation to educators who rarely or never visit such events, have
more positive attitudes toward the activity of singing.

METHOD

Participants

The research was conducted through an online survey on a sample of 405 par-
ticipants, i.e. preschool educators in all Croatian counties (Table 1).

Out of the total number of participants, 47% of them listen to music one
to two hours a day, 43% more hours a day, 8% all day, and only 2% of the total
number of participants do not listen to music at all (Table 2). Such results are
consistent with the research findings (Sirkdmo, 2018) that confirm the signifi-
cant role of music in general in the lives of people of different age groups.

As for the preferences for classical music, as many as 99% of participants
state that they like (some) classical music, while only 1% do not prefer this mu-
sical style. Singing is a common musical activity in early childhood and pre-
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Table 1. Sample structure

Years of work experience Professional qualifications

university degree 110
11-20 100
21-30 84  college degree 292
31740 33 high school education 3
Total 405

Table 2. Listming 10 music as a leisure time Mtiz)z't)l, preférmces fbr classical music and ﬁequmg/
0f sz'ﬂgz'ﬂg as a music activz't]/ n kinde;:gﬂrten

. Frequency of singing
Preferences for classical music as a music activity
in kindergarten

Listening to music as a leisure

time activity

I don’t like classical

notat all 2% . 1% notatall 1%
music
I like some classical
-2 h d % . % ti %
1-2 hours a day 47% e 41% sometimes 30%
more than 2 hoursaday  43%  Ilike classical music 58%
I don’t like classical often 69%
whole day 8% onthike classica 1%
music

school institutions, as 69% of participants state that they often carry out this
activity, 30% of them carry it out sometimes, and only 1% of participants never
carry out singing as a musical activity (Table 2).

Research Instrument and Procedure

A questionnaire was constructed for the purpose of this research. In the first
part, The General Data Questionnaire, sociodemographic data on participants
were collected (county and city where the kindergarten is located, years of
work experience, professional qualifications, additional music education, en-
gaging in musical activities in leisure time, attending theatre performances and
classical music concerts, daily listening to music, preferences for classical mu-
sic, conducting the musical activity of singing weekly). The second part, Az#i-
tudes Towards Singing as a Musical Activity, contains eight items that exami-
ne the assessment of the importance of singing for the child’s development and

31

NALIVOUIANIN NI ALIALLOV TVOISNA Y SV ONIONIS AU VAO.L SYOLYVONAT TOOHODSTY 40 SHANLLLLY ¢ DLLAS TIAVOHOL 'V 'V.LOId0d 'S



GLASBENOPEDAGOSKI ZBORNIK ¢« LETNIK/VOLUME 17« STEVILKA/NUMBER 35

relaxation, followed by the self-assessment of educators’ competence for con-
ducting the activity of singing and the importance of singing traditional son-
gs for the development of children’s intercultural competences. Each item was
accompanied by a rating scale ranging from 1 to s (1 = I strongly disagree; s =1
strongly agree). The psychometric characteristics of the scale are shown in Ta-

ble 3.

Table 3. Psychometric characteristics of the scale Attitudes Towards Singing as a Musical Activity

Cronbach «
M (sd)

range

average r among items

K-Sd

Item

Singing is an extremely important musical activity that contributes
to the overall development of the child.

Singing is an activity that relaxes the child.

I consider myself competent for the quality realization of the activity
of singing.

I find it useful to attend additional lessons in the field of singing.

I think it would be useful to have a music expert come to the kinder-
garten where I work to help me conduct the activity of singing once
a week.

I consider myself competent to select appropriate songs in working
with children.

I think that children of early and preschool age, in addition to art
music, should sing as often as possible songs that belong to the tradi-
tional music of Croatia and other geographical localities.

I believe that by getting to know and performing traditional songs,
children begin to develop their intercultural competences (develo-
pment of tolerance and understanding of different cultures, etc.).

0.86

33.24 (5.10)

15-40

0.48

0.13; p <o0.01

RESEARCH RESULTS

To examine whether the attitudes of preschool educators toward the activity of
singing differ with regard to years of work experience, the Kruskall-Wallis test
was calculated (Table 4).
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Table 4. Differences in the attitudes of preschool educators toward the activity of singing

with regard 1o years of work experience

Years of work experience H (3, N = 405)
o-10 4.25
11-20 4.25
3.21 0.36
21-30 4.38
31-40 4. 49

The results confirm no difference in the attitudes of educators toward
singing with regard to years of work experience, which made us reject the hy-
pothesis.

Tables. Dzﬂermcex in the attitudes 0f presc/aoa/ educators toward the activity of singing
with regard to level of education

Professional qualifications C H (2, N = 405) P
high school education 4.72
college degree 4.27 4.91 0.09
university degree 435

For the purpose of testing the second hypothesis, the Kruskall-Wallis test
was recalculated (Table s). No difference was found in the attitudes of pre-
school educators toward the activity of singing with regard to their profession-
al qualifications. This made us reject the hypothesis.

To examine whether attitudes of preschool educators toward singing dif-
fer with regard to attending additional music lessons, the Mann-Whitney
U-test was calculated.

Table 6. Dﬁrfﬂcgy in the attitudes 0f pre:cboo/ educators toward the activity 0fsz‘ngz‘ng
with regard to attending additional music lessons

Attending additional music lessons C U z p
not 4.21

12610.00 -3.68 0.00
yes 4.50

The results indicate differences in attitudes toward singing with regard to
additional music instruction, whereby educators who attended additional mu-
sic lessons, compared to educators without additional music instruction, have
more positive attitudes toward singing as a musical activity (Table 6, Figure 1).
Accordingly, the hypothesis was accepted.

33

NALIVOUIANIN NI ALIALLOV TVOISNA Y SV ONIONIS AU VAO.L SYOLYVONAT TOOHODSTY 40 SHANLLLLY ¢ DLLAS TIAVOHOL 'V 'V.LOId0d 'S



GLASBENOPEDAGOSKI ZBORNIK ¢« LETNIK/VOLUME 17« STEVILKA/NUMBER 35

Figure 1. Differences in the attitudes of preschool educators toward the activity
of singing with regard 1o attending additional music lessons

To test the fourth hypothesis, the Mann-Whitney U-test was recal-
culated.

1able 7. Differences in the attitudes of preschool educators toward the activity of singing
with regard to engaging in musical activities in their leisure time

Engaging in musical activities
gaging

in leisure time

not 4.11

14518.00 -5.03 0.00
yes 438

The results show that educators who engage in musical activities in their
&g

leisure time (singing in a choir or a “klapa”), compared to educators who do not

engage in such activities, have more positive attitudes toward singing in kin-

dergarten (Table 7, Figure 2). This confirmed the hypothesis.
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Figure 2. Differences in the attitudes of preschool educators toward the activity
of singing with regard 1o engaging in musical activities in their leisure time

Fz'gure_ 3. Dgﬁlérmces in the attitudes aflﬁresc/ﬂaa/ educators toward the activity
qfsinging with regﬂm/ to going 1o the theatre/ classical music concerts

In order to examine whether the attitudes of preschool educators toward
the activity of singing differ with regard to going to the theatre / concerts of
classical music, the Mann-Whitney U-test was conducted (Table 8, Figure 3).
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1able 8. Differences in the attitudes of preschool educators toward the activity of singing
with regard 10 going to the theatre / classical music concerts

Going to the theatre / classical music concerts C U z P
not 4,25

16073.00  3.67 0.00
yes 434

The results confirm that educators of preschool children who often go
to the theatre and concerts of classical music, compared to other educators,
have more positive attitudes toward the activity of singing, which confirms the
above hypothesis.

DISCUSSION

The main research problem was to examine the attitudes of preschool educa-
tors toward the activity of singing in kindergarten, with regard to years of work
experience, professional qualifications, additional music instruction, engaging
in musical activities in leisure time, and going to the theatre / classical music
concerts.

Although we assumed that educators with fewer years of experience
would have more positive attitudes toward singing, due to better-quality mu-
sic education during their studies, the results did not confirm the existence of
such differences.

No differences in attitudes toward singing with regard to educators’ ed-
ucation were found, although the results of the research (Jeanneret, 1997;
Seddon & Biasutti, 2008) generally suggest that a higher level of education,
implying better music instruction of preschool educators, results in better
self-assessment of their musical abilities, and thus their readiness to carry out
various musical activities, including singing.

The results of this research confirmed that educators who attended addi-
tional music lessons and educators who engage in musical activities in their lei-
sure time have more positive attitudes toward singing as a musical activity. The
obtained results are in line with the results of Jeanneret (1997) who points out
the extremely significant influence of music instruction on the self-assessment
of the competence of educators and teachers for music teaching and conduct-
ing musical activities.

Finally, preschool educators who often go to the theatre / classical music
concerts have more positive attitudes toward the activity of singing. Such re-
sults are consistent with research findings that confirm the impact of formal as
well as non-formal and informal education on the formation of musical pref-
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erences and attitudes toward different musical activities (Jenkins, 2011; Hong
Ng, 2018).

CONCLUSION

The results of this research confirmed that educators who attended additional
music lessons, those who engage in musical activities in leisure time, and tho-
se who often go to the theatre / concerts of classical music have more positive
attitudes toward singing as a musical activity in kindergarten. Although the
research results do not confirm the differences in educators’ attitudes toward
singing with regard to their level of education, the basic musical-pedagogical
implication of this research relates to the need to modernize and raise the qu-
ality of music education of students attending programmes in early childhood
and preschool education. Quality music education of preschool educators is li-
kely to contribute to increasing their self-assessment of musical competences.
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Povzetek
UDC 373.2-053.4:784.9

Glasbeni razvoj v zgodnjcm otrostvu in predéolski dobi je integralni del sploénega ra-
zvoja, ki zajema intelekeualni, emocionalni, socialni in fizi¢ni razvoj otrok. Glasbene
sposobnosti e} komplckscn pojav, ki povczujc razli¢ne vescine, kot so razumcvanjc in
pomnjenje melodij, zaznavanje ritma in ciste intonacije, razumcvanje tonalnosti, dolo-
Canje intervalov in prepoznavanje Cstetskega pomena glasbe. Hrvaski nacionalni kurikul
za zgodnjo in predsolsko vzgojo in izobrazevanje(Ministarstvo znanosti, obrazovanja i spor-
ta, 2014) uposteva klju¢ne kompetence vsezivljenjskega u¢enja. Temeljna podrocja spod-
bujanja glasbcne obéutljivosti in razvoja otrok so pctjc, sinteza glasbc in gibanja, igra—
nje na lastna in otroska glasbila, posluéanjc glasbc, glasbena ustvarjalnost. Welch (zou)
poudarja, da petje vpliva na otrokov fizi¢ni, psiholoéki, socialni, emocionalni in kogni—
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tivni razvoj. Stevilne raziskave preucujejo stalis¢ain odnos vzgojitcljev do glasbenih de-
javnosti v vrecu. Swainova in Bodkin-Allenova (2017) ugotavljata, da se stalisc¢a vzgojite-
ljcv povczujcjo z njihovo samooceno glasbcnih sposobnosti in kompctcnc, Kimova in
Kcmplova (20m) sta v raziskavi potrdili povezanost glasbcnc izobrazbe Vzgojitcljcv s Ste-
vilom izvedenih glasbenih dejavnosti v vrecu.

V raziskavi, v kateri je sodelovalo 405 Vzgojitcljcv prcdﬁolskih otrok iz vsch hrvaskih zu-
panij, smo prcuécvali Vpliv delovne dobe, dodatncga glasbcncga izobraicvanja, ukvarja—
njaz glasbo Vv prostem casu, obisk glcdaliééa/konccrtov klasi¢ne glasbc na stalisca vzgo-
jiteljcv do pcvskc dejavnosti v vrecu. Podatki so bili pridobljeni z uporabo dvodelncga
Vpraéalnika, ki jc zaobjemal sploéne podatke o) Vzgojitcljih in njihova stalis¢a do pctja
V vrecu. Ugotovili smo, da v stalis¢ih Vzgojitcljcv do dcjavnosti petje ni statisti¢no zna-
¢ilnih razlik glcde na njihovo strokovno usposobljenost in leta delovne dobe. Rezultati
e potrdili vpliv dodatnega glasbenega izobraievanja vzgojiteljev, njihovega ukvarj anja z
glasbo v prostem casu in obiska glcdaliééa/konccrtov klasi¢ne glasbc na njihova stalisca
do petja kot glasbene dejavnosti v vrecu.
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Abstract: The paper presents a manual classificacion model, the Classification Model for
the categorization of Children’s Songs (Model CMCS) for the selection of children’s
songs based on the proposcd criteria found in studies about the selection of children’s
songs, on music theoretical background, and on ﬁndings from cross-cultural studies
abour (dis)similarities in children’s songs. A stcp-by—stcp proccdurc comprising four le-
vels for che classification ofsongs is cxplaincd and applicd in the first tcsting, cmploying
two musical experts for the evaluation of three different songs. The results have shown
that the Model CMCS is transparent (understandable), applicable, and useful and will
be tested in the next stage on a ]argcr number of songs and involving more musical
experts. An improvcd version of the Model CMCS could be used in the future as a fra-
mework for an automatic classification model for the selection of children’s songs.
Keywam’s; children’s songs, selection criteria, classification, Model CMCS

KLASIFIKACIJA OTROSKIH PESMI PO KLASIFIKACIJSKEM MODELU CMCS

Izvlecek: Prispevck prcdstavlja model roénega klasiﬁkacijskega modela, Classification
Model for the categorization of Children’s Songs (Model CMCS), za izbiro otroskih
pesmi, ki tcmclji na prcdlaganih in oprcdcljcnih izbirnih merilih, najdcnih v §tudijah [¢)
izbiri otrogkih pesmi, na glasbcnotcorctiéncm ozadju in na ugotovitvah medkulturnih
étudij o podobnosti/razliénosti v otroskih pcsmih. Prikazan je étiristopcnjski postopck
klasiﬁkacijc pesmi in prvi preizkus modela, kjcr sta dva glasbena strokovnjaka ocenila
tri razli¢ne pesmi. Rezultati so pokazali razumljivost, primernost in uporabnost mode-
laCMCS, kibov naslcdnji fazi uporabljcn na vecjem naboru skladb ter z udelezbo vee-
jega stevila glasbenih strokovnjakov. Izboljsana razlicica modela CMCS bi bila lahko v
prihodnosti uporabljena kot ogrodjc za avtomati¢ni model klasiﬁkacijc za izbiro otro-
skih pesmi.

Kﬁumf besede: otroske pesmi, kriteriji za selckcijo, klasiﬁkacija, model CMCS
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SECTION I1: INTRODUCTION

ow to define a children’s song? Is it a traditional lullaby sung by an

adult, a simple play song invented and sung by a child, or maybe a

commercial children’s song? The main problem in defining children’s
songs lies in the fact this genre has grown out of the transformative under-
standing of childhood in cultural norms. It was not until the eighteenth cen-
tury that childhood was understood and recognized as a stage of life (Lowe,
2004), and became an interesting topic in various studies at the end of the
nineteenth century. If the existence of children’s culture was unimaginable for
centuries, then in the last decades we can witness steady growth of attention to
children’s culture. As music is meaningful to children and a “childhood con-
stant” (Campbell, 2010, p. s5), studies by ethnomusicologists, folklorists, edu-
cators, anthropologists, sociologists, and lately also musicologists, are centred
more than ever toward the relation of music and children, and covering dif-
ferent areas, for example, children’s musical behaviour, musical activities, mu-
sic-making, music performance, music perception, etc.

A special place is dedicated to children’s songs, exploring, for example,
their content (Cederholm, 2012; Yalginkaya, 2015), social and cultural sig-
nificance (Cederholm, 2012; Kartomi, 1980), the way that children perceive
songs (Adachi et al., 2004; Calvert & Billingsley, 1998; Mihela¢ et al., 2021),
how the songs are created and transmitted (Campbell, 2010; Marsh, 1999; Ni-
land, 2012), and their structure (Brailoiu, 1954; Herzog, 194 4; Mihela¢ et al.,
2021; Rahn, 1981). Some studies (Elliott, 1960; Murphey, 1992; Myers, 1961;
Nofziger, 1967; Norton, 1904) are focused on the criteria crucial for choos-
ing the most suitable songs for preschool and school-aged children. However,
there is to date no clear procedure or model which clarifies step-by-step how to
classify a particular songas a children’s song, and what exactly should be exam-
ined in each stage of the classification.

In this paper, we propose a manual Classification Model for the catego-
rization of Children’s Songs (hereafter referred to as Model CMCS), with a
clearly outlined procedure to be followed in the classification task with the
purpose of selecting a children’s song. The Model CMCS, built on the find-
ings from studies dealing with the selection of a children’s song, musical theo-
ry, and findings from cross-cultural studies about children’s songs, is described
in detail in in Section 3 and tested in Section 4. Section 2 examines contribu-
tions about the terminology and understanding of a song in general and par-
ticularly children’s songs, and also examines studies dealing with the criteria
for the selection of children’s songs. Section s summaries the obtained results
and outlines future research and possible improvements of the proposed Mod-
el CMCS.
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SECTION 2: THE DEFINITION OF A CHILDREN’S SONG

As a children’s song is a song, then the first attempt in defining a children’s
song is the understanding of a song and afterward its meaning in the context
of children’s songs. The word ‘song’ (Etymology Dictionary Online, n.d.) has
its roots in Old English ‘sang’ (voice, song, the art of singing; metrical compo-
sition adapted for singing, psalm, poem), which comes from Proto-Germanic
‘songwho-’ (source also of Old Norse ‘songr’, Norwegian ‘song’, Swedish ‘sang’,
Old Saxon, Danish, Old Frisian, Old High German, German ‘sang’, Middle
Dutch ‘sanc’, Dutch zang’, Gothic ‘saggws’) and Proto-Indo-European ‘song-
wh-o-’ (singing, song) and ‘sengwh-’ (to sing, make an incantation).

According to Griffiths (2004, p. 202), a song is a “vocal piece normally de-
livered by one person and short” A song is a “piece of music performed for a
single voice, with or without instrumental accompaniment... (of which) folk
songs (are) sung unaccompanied or with accompaniment provided by a sin-
gle instrument (e.g. guitar, piano), [and has to be] distinguished from art song,
intended for performance by professional, or at least carefully taught singers,
generally accompanied by piano or instrumental ensemble” (Encyclopedia Bri-
tannica, 2014). Turpin and Stebbins (2003, p. 3) define a song as “a sequence of
syllables (‘text’) that is sung, where singing is recognized within the relevant
community as the most appropriate method of delivering the text.”

The Dictionary of the Slovene Literary Language (Slovar slovenskega kn-
jiznega jezika, n.d.) even provides three definitions of a song. The first meaning
is related to the field of literary theory and defines a song as “a shorter literary
work with a rhythmic word order, with a special phonetic arrangement, usu-
ally with a smaller number of words in a line”. The second definition describes
a song as “a vocal composition with a literary work as lyrics”. The third defini-
tion is based on the expressive meaning for a certain set of voices, sounds - ei-
ther for the sound of birds or insects (for example, “he listened to the songs of
crickets”), or for the appearance, movement, operation of something (for ex-
ample, “the machine rumbled its monotonous song”).

Jost (2021) avoids a precise definition of song because of its dual mean-
ing on a linguistic (or literary) and musical level, and because of the histori-
cally changing definition. While it is true that the language-music unit of the
concept is constitutional in general, extensive application in both areas shows
that the areas can be separated without necessarily causing a loss of conceptu-
al sense. On the one hand, the concept of a song can only be accepted as a text,
even if it is intended for music and, on the other hand, as a song melody or even
a produced set of songs - be it a standalone instrumental form or an instrumen-
tal transcript of the original song - without a text presentation.

Levitin (2009) defines a song as a musical composition intended or ‘adapt-
ed’ for singing, where the ‘adapted song’ (adapted by a professional composer
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or orchestrator, or any person singing a song) should be understood as a song,
whether or not it has lyrics (thus even if it is just hummed or sung with “la-la-
la”). This means that “a song can be (broadly speaking) music in all its forms,
with or without melody, with or without lyrics” (p. 9).

From the presented definitions of a song, it can be seen that a song is
(mostly) defined as a vocal form (with or without accompaniment), short, and
as a form including lyrics and melody, which also fits (from the perspective
of these three features) a children’s song. A children’s song is often defined as
a song composed for children in terms of lyrics and melodies (Sonsel, 2018;
Voglar & Nograsek, 2009). Although there are children’s songs without melo-
dy (e.g. riddles, counting-out rhymes), used frequently for educational or oth-
er purposes with preschool children and school-aged children, the majority of
children’s songs include both lyrics and melody. This could be explained by the
fact that the origin of many children’s songs can be traced in rhythmic speech
games, to which melodies were added over time (Opie & Opie, 1951). Anoth-
er explanation could be that either the expression of lyrics is more emphasized
when it is sung, or the melody, when expressed with words (Alonso, 2012), or
that the song is better memorized when lyrics and melody are both included in
a song (Peretz et al., 2004; Saito et al., 2009).

A children’s song is a song that expresses children’s experiences and emo-
tions (Supartini et al., 2020; Voglar & Nograsek, 2009), by including situa-
tions (celebrations, playing, homework, etc.) or objects (toys, items for every-
day use, people, animals, environments, etc.), which are closely related to the
children’s world. A children’s song can also be seen as a “subset” of children’s
music (a term probably coined and introduced by the music industry), a genre
that includes music and musical practices produced by adults for children, by
children for children, or by adults and children engaged together for children
(Lunde Vestad, 2017).

Depending on who is the author of the lyrics or melody (adult/child), who
is the audience (adults or children), and in which manner the author of the lyr-
ics or melody is acting (as adult or child), children’s songs can be differentiated
from the perspective of the “mode of communication” (Woolston, 2012, p. 2).
Once the mode of communication is determined, the children’s song is shaped
and brought to life, e.g., by representing it on stage, by the use of mass media,
by using it for educational purposes in formal/non-formal educational institu-
tions, in the family, and elsewhere.

If defininga children’s song from the perspective of the content and struc-
ture of lyrics and melody suitable for children, the involvement in music and
musical activities (children, adults, combined children, and adults), and the
modes of communication, then a children’s song can be any song to which the
word ‘children’ can apply. Thus, any commercial and non-commercial chil-
dren’s songs, folk songs/traditional songs for children (riddles, lullabies, count-
ing-out songs, infant amusements, game playing songs, etc.), songs from song-
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writers for children, and even art songs can be children’s songs. However,
classifying a song as a children’s song simply by applying the word ‘children’ is
not sufficient, which has led to several studies proposing different criteria for
the selection of songs suitable for children. From the very first studies (Nor-
ton, 1904) until the latest one, it is interesting that in a period of over 100 years,
common criteria are found for the selection of children’s songs. More or less
emphasized are the developmental, perceptual, conceptual, affective, and vo-
cal characteristics in preschool and school-aged children (Borota, 2013; Jozef
Beg & Mihela¢, 2019; Kabalevsky, 196 4; Nofziger, 1967; Norton, 1904; Oblak,
2007; Ministrstvo za $olstvo, znanost in $port in Zavod Republike Slovenije za
$olstvo, 2003).

There is an overall agreement about the lyrics in children’s songs, which
should meet the children’s world; stimulate the imagination, emotions, and
sensory processing; and include humour, rhythm, rhyme, alliteration, guessing
elements, repetition, and unusual or picturesque words (Betiil, 2017; Ceder-
holm, 2012; Huck, 1964; Norton, 1904; Thompson, 1962).

There is more or less agreement about the criteria for melody in children’s
songs. The melody range should meet, for example, the vocal range in preschool
and school-aged children, include elements of perfect chords and arpeggios,
simple rhythm, stable tonality (diatonic melodies within the key centres), only
occasional chromatism, small intervals (without extreme leaps between tones),
simple harmonic structure (with basic chords as tonic, subdominant and dom-
inant), binary over the ternary metre, simple form, frequent repetition of one
tone, motifs, phrases, etc. (Borota, 2013; Jalongo & Renck, 198s; Kabalevsky,
1964; Nofziger, 1967; Norton, 1904; Oblak, 2007; Ministrstvo za Solstvo, zna-
nost in $port in Zavod Republike Slovenije za $olstvo, 2003). An overall agree-
ment is also found concerning the relation between lyrics and melody, which
should be woven together to create a consistent and compelling emotional mu-
sical composition, and about a syllabic text setting (lack of melisma).

When summarizing all the outlined criteria for the selection of children’s
songs from studies, it can be seen that three main factors prevail: a) childhood
and its characteristics, b) structure of lyrics, and c) structure of melody in a
song. If the criteria for the selection of a children’s song are proposed and de-
fined, a clear procedure (model) of the selection is missing, i.e. in which order
should the criteria appear in the classification task, from the very beginning
until the end of the final selection.

In the continuation of this paper, the classification procedure and the
manual classification model CMCS are presented. This model takes into con-
sideration 1) criteria outlined as crucial in studies about the selection of songs
(title of the song, vocal range in preschool and school-aged children, lyrics, mel-
ody, the audience for which the song is intended), 2) the foundations of music
theory, and 3) the findings from cross-cultural studies about the (dis)similari-
ty in children’s songs, which can be a valuable source in defining additional se-
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lection criteria, e.g. the lack of ornamentation and minor motivic variations on
account of the text (Herzog, 194 4; Ling, 1997).

SECTION 3: MODEL CMCS

The proposed classification for the categorization of a song as a children’s
song has an initial level and four main levels (Figure 1): Initial level, First level,
Second level, Third level, and Fourth level.

Each level has a ‘yes” or ‘no’ option, the ‘yes’ option leading to another con-
dition (or level), and a ‘no’ option for terminating the process if a song does
not meet the required condition(s) in a particular level. The classification starts
with the Initial level in which selected songs are classified by title, by applying
the word ‘children’.

In some cases, the title of a particular song points clearly to children or
children’s activities (for example, “Hush, little baby”, “Little Boy Blue”, “Girls
and boys come out to play” etc.). A problem arises when the title of a song
does not provide any information on whether the song is or is not a children’s
song, except for those who have grown up with these songs (for example, the
songs “Mary had a little lamb”, “Baa, baa, black sheep”, and “Georgie Porgie”
are known in countries where English is an official or second main language,
and the song “Ringa, ringa, raja” is known in Slovenia, where Slovene is the of-
ficial language). In this case, it is necessary to acquire additional information,
for example, about the origin of the song, about the circumstances in which
the song has been created, etc. If a selected song does not meet the initial re-
quirement, it is automatically terminated otherwise it proceeds to the First lev-
el, in which only one condition is checked, the existence of both lyrics and
melody, as a children’s song is considered in this paper as a syncretic musical
composition, comprising lyrics and melody, regardless of whether the song has
an additional accompaniment or not (for example piano, organ, guitar accom-
paniment). If the ‘yes’ option is chosen, the song proceeds to the Second level,
otherwise it is terminated.

The Second level has two conditions:

a) Content, suitable and understandable to children, and
b) The audience consisting of children.

Even if the songs are classified as children’s songs, the content can be too
demanding for children, i.c., exceeding their understanding (for example, the
Mahler’s song cycle “Kindertotenlieder”), or inappropriate because it contains
unacceptable values, stereotypes, gender inequality, violence, etc., or does not
provide a joyful, emotional experience and the possibility for self-expression
(Jozef Beg & Mihelag, 2019).
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In the case the first condition is met, the song proceeds to the second con-
dition which checks the audience. Although the intended audience can be
made up of adults or children (or adults and children), in this classification,
children as the audience, and their reception of a song, are considered. “The
value of a musical work does not lie (only) in its physical structure but in the ef-
fect, it has on us” (Portnoy, 1963, p. 113), a statement which should be true not
only for music intended for adults but also for music intended for children.

After fulfilling both conditions, the song proceeds to the 7hird level, oth-
erwise, it is terminated. 7hird level deals with the authorship of lyrics and mel-
ody. At this level, three possible conditions are outlined:

a)  Unknown authorship of both lyrics and melody: the song is classified as a
“Traditional song” (Children’s folk song),
b) Unknown authorship of lyrics and known melody (or vice versa): the song
is classified as a “Song based on a traditional song”,
c) Known authorship of lyrics and melody: the song is classified as a “New
song”.
In this level, if condition ‘@’ is not met, the song proceeds to the condition
‘b’ or °¢’. In the case the song does not meet the condition ‘c’, a double-check of
the conditions 2’ and ‘b’ is employed. In this level, none of the selected songs is
terminated, as this level deals only with authorship of lyrics or melody, regard-
less of who the author is, i.e. a child or an adult (or even both, child and adul).
When a song reaches the Fourth level, the last and the most crucial lev-
el, the structure and features of lyrics and melody are analysed in depth. From
the perspective of /yrics, the educative contribution, pleasantness (joyful-
ness), understandability, stimulation to the imagination, unusual/picturesque
words, syllabic text setting (lack of melisma), rhyme, assonance, alliteration,
rhythm, shortness, and repetition are analysed. From the perspective of mzelo-
dy, thythm, metre, tonality, chromatism, pitch (interval leaps), tessitura (pitch
range of the song), contour, harmonic structure, basic formal units (motifs,
sub-motifs, phrases, sentences/periods), song-type (e.g. one-part, simple two-
part, three-part), shortness, and repetition (absolute and relative) are analysed.
It can be seen that similar criteria are found in lyrics and melody such
as (simple) rhythm, shortness, and repetition, which are some of the features
found in cross-cultural studies about children’s songs (Brailoiu, 1954; Camp-
bell & Wiggins, 2013; Clifton, 2009; Eliot, 2000; Forrester, 2020; Herzog,
194 4; Mihela¢ et al., 2021; Trehub, 2003). Especially, repetition has a crucial
role in children’s songs, where smaller or larger parts (one tone/vowel/conso-
nant, motifs/words, phrases, periods/sentences, etc.) in lyrics or melody are
very frequently repeated, creating the feeling of predictability (Mihela& et al.,
2021), which in turn can be soothing for children (Levitin, 2009), and stimu-
late brain growth (Eliot, 2000).
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Both lyrics and melody have to meet the outlined criteria to proceed to
two additional conditions examining the matching between melody range
(tessitura) and children’s vocal range: whether the song is more suitable for pre-
school children (condition ‘@) or school-aged children (condition ‘b’). Kaba-
levsky (1964) points out that a composer should know the child themself and
the “instrument” for which they are composing, thus the children’s voice and
its limitations. The conditions ‘a’ and ‘b’ are based on the findings from studies
examining the vocal range in children. According to Welch (1979), the vocal
range in children aged 5 to 7 years can be small, between D4 to A4/, or large,
between G3 and Ds. The typical vocal range for children aged 8 to 11 years is
approximately two octaves, between G3 and G*s (Moore, 1991). Kim (2000)
suggests a typical range for preschool children between C4 to Cs, which can
vary depending on maturation. According to Cooksey (1992), the vocal range
in school-aged children (approximately from 8-10 or 11 years old) is between
BP3 and Fs, and between A3 and Gs in children aged 11 and 12 (13) years old.

Figurer. Model CMCS.

1 In this paper the American Standard Picch Notation (ASPN) is used.
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SECTION 4: ANALYSIS OF SONGS USING THE MODEL CMCS

Subsection 4.1: Applying and Testing the Model CMCS

In Subsection 4.1., the Model CMCS is applied and tested on three different
songs and evaluated by two musical experts. As a full analysis of all the crite-
ria outlined in Section 3 would be out of the scope of this paper, only some of
the criteria are used.

SONG “RINGA, RINGARAJA”

- Initial level

The Slovenian children’s folk song “Ringa ringa raja” has different lyr-
ics in the collection of songs no. IV from Strekelj (1908-1923, p. 434), in
Komavec et al. (2004, p. 68), and in Voglar and Nograsck (2009, p. 141),
and different melodies in Komavec et al. (2004, p. 68), and Voglar and
Nograick (2009, p. 141). Different variations of this song can be found in
Great Britain as ““Ring a Ring O’Roses”, with lyrics (thyme) which (pre-
sumably) date back to the days of the Great Plague in England (Opie &
Opie, 1985, p. 365), in Germany “Ringel Reihe” (“Ringel, Ringel, Rosen”),
in the Netherlands “Roze, Roze, Meie”, and in Italy “Gira, Gira Rosa’, in-
dicating a common pre-version, spread over regions and countries during
a period of time.

- First level

The song has lyrics and melody, which means it fulfils both conditions to
proceed to the Second level.

- Second level
The content of this song is light-hearted, pointing to children dancing
round in a circle (‘ring’), which can be found in many ancient cultures.
The condition ‘b’ is also fulfilled, as this song is intended for children and
has become over time standard ‘repertoire’ of songs in children’s society.

- Third level
The authors of the lyrics and melody of this children’s song are unknown.
As the authorship of lyrics and melody is not known, the song is classified
as a ‘traditional song’ according to the condition ‘a’ and proceeds further
to the Fourth level.

- Fourth level
The song is a one-part song, short (only 8 bars), consisting of two four-
bar phrases (Figure 2). The song has in total four motifs (m1-m4). When
sub-dividing motifs into sub-motifs, it can be seen that sub-motif sub-m1
is very frequently repeated, as also sub-mz2, repeated in a transposed man-
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ner (sub-t2) in bars four and six. The melody has a narrow range, and no
chromatism. The harmonic structure is based on only two functions, the
tonic (T) and dominant function (D). Rhyme is found in this songin bars
two and four (‘raja’, (na)gaja’) and in bars six and eight (‘teee’, ((po)mece’).
The song has a syllabic-text setting. The content of lyrics is pleasant, un-
derstandable, and childish. Because of the structure, which is found to be
very simple in this song, and the pitch range (tessitura), which is between
B4 and Es, the song is suitable for preschool children.

Figure 2. Childyen’s song “Ringa, ringa raja’

SONG “WIEGENLIED”, OP. 49, NO. 4 (JOHANNES BRAHMS)

Initial level
The Brahms children’s song “Wiegenlied” op. 49, no. 4 was written in

1868 to congratulate Bertha Faber on the birth of her second son, Hans. Orig-
inally it was known under the title “Wiegenlied: Guten Abend, gute Nacht”.
The title itself already points to a song intended for children. As the song meets
the requirement of the initial level, it proceeds to the First level.
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First level
The song has lyrics and melody and therefore proceeds to the Second lev-

el.

Second level

The content of this song (condition @’), is a lullaby, bringing to the fore-
front memories from our own lives by using the mother’s voice while sing-
ing a lullaby. Brahms has used the Austrian dialect in creating a ‘natural
intimacy’, close to the rural life (Bottge, 200s, p. 15). As the song address-

es children, the condition ‘b’ is fulfilled.

Third level

The author of the lyrics of this song is unknown. Brahms has used the first
verse from “Des Knaben Wunderhorn”, a collection of German folk po-
ems. The second stanza, which is not presented in this paper, was written



Figure;. J. Brabms “Wiegenlied” op. 49, no. 4

by Georg Scherer (1824-1909) in 1849 and added later to the song. The
melody is from Brahms. As the authorship of lyrics (in the first stanza) is
unknown, and known in the case of the melody, Brahm’s “Wiegenlied”
can be defined as a children’s song based on a traditional song.
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Fourth level

The song has in total 18 bars of which 16 bars cover the singing part, con-
sisting of two periods, of which each has two four-bar phrases. As we can
see in Figure 3, only motif s (‘ms’) is repeated, however, bars 10-14 are re-
peated in the entire form in bars 14-18 (‘Morgen frith, wenn Gott will,
wirst du wieder geweckt’). Rhyme is found in bars four and six (‘Nacht,
‘(be)dacht’), and in bars eight and ten (‘(be)steckt’, ‘Deck’). The song has a
syllabic-text setting. The rhythmic structure is simple, and the harmonic
structure as well, based on tonic (T), subdominant (S), and dominant (D)
function. Arpeggio elements (broken chords) are used in the melody, and
no chromatism is found. The pitch range (tessitura) of this song spans an
octave, from E°4 to E's, classifying the song as more suitable for school-
aged children from eight years on.

SONG “DAS KINDERSPIEL” KV 598 (W. A. MOZART)

[l
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Initial level

January 1791, Mozart composed three songs for voice and piano: “Sehn-
sucht nach dem Frithling” (“Komm, liecber Mai und mache”) KV 596, “Der
Frithling”, (“Erwacht zum neuen Leben”) KV 597, and “Das Kinder-
spiel” (“Wir Kinder, wir schmecken”) KV 598. All three songs were pub-
lished by Ignaz Alberti in the section “Frithlingslieder” of a four-volume
collection of songs “Liedersammlung fir Kinder und Kinderfreunde” am
Clavier in Vienna. The title of the song “Das Kinderspiel” (“Child’s play”)
clearly points to children and is therefore selected for the First level.

First level
The song proceeds to the next level as it has lyrics and melody.

Second level

The content of this song (condition 2") presents children playing in nature
(Figure 4), an exciting environment for children, and elements of a child’s
game are emphasized in the lyrics (for example, lirmen/making noise, sin-
gen/singing, rennen/running, hiipfen/hopping, springen/jumping). As
the condition ‘@’ is fulfilled, the ‘b’ condition is checked, showing that al-
ready the title of the collection, “Liedersammlung fiir Kinder und Kin-
derfreunde am Clavier”, points to the audience, which consists of children
and friends of children (‘Kinder und Kinderfreunde’). As both conditions
are met, the song proceeds to the Third level.

Third level
The melody of this song was composed by Mozart on the 14™ of January

1791 using the lyrics from the German poet Christian Adolf Overbecks.
As both authors (of lyrics and melody) are known, the song is classified as



Figure 4. W. A. Mozart ‘Das Kinderspiel’ KV 598,

a ‘New song’, according to condition ‘c’, and the song proceeds further to
the next level.
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Fourth level

In the original musical score, at the beginning ‘Munter’ (blithely) is writ-
ten, indicating that the representation of the song should be in a happy,
cheerful, carefree manner. The sixteenth notes in the singing part and pi-
ano part are sometimes written in a ‘pendulum movement’ manner (e.g.
in the piano part in bars 1-12, and the singing part in bars 9-10 and 13-14),
contributing to a highly joyful experience. In Figure 4, we can see motifs,
which are repeated, either literally, motif ‘mé’, conditionally, motif ‘m2
(cond.), or in a transposed manner as a sequence, motifs ‘mg9’ and ‘t9’. The
song is short. It has in total 20 bars, of which the first 16 bars cover the pi-
ano and singing part, in total two periods ‘@’ and ‘b’, each eight bars in du-
ration, and each period consisting of two phrases. The song type can be
defined as a simple two-part song. Except for sub-motifs ‘sub-m2’ in motif
‘mr’, and sub-motifs ‘sub-mr’ and ‘sub-m2’ in motif ‘m4’, there are no oth-
er huge leaps in the singing part, which moves more or less smoothly with-
in the interval of a fifth. The song has no alliteration, but perfect thyme is
found in bars 4 and 8 (‘viel’, ‘Spiel’) and in bars 12 and 16 (‘herum’, ‘run-
dum’). The song has a syllabic-text setting. The contour of melody in the
first period (bars 1-8) has an ‘arch shape’ (Mihela¢ et al., 2021), and two
descending phrases in the second period. The harmonic structure is very
simple, with tonic (T), subdominant (S), and dominant (D) functions
prevailing. An exception is the Subdominant parallel (Sp) in the 14™ bar.
No chromatism is found in the melody. Based on the results of the anal-
ysis of the structure, and on the pitch range (tessitura) of this song which
spans an octave, from E4 to Es, the song is more suitable for school-aged
children from eight years on.

SECTION §5: CONCLUSIONS

In this paper, a brief discourse about children’s songs has been presented, with
the purpose to find the most appropriate terminology and the characteristi-
cs of this genre, essential for the creating of the classification model for the se-
lection of children’s songs, Model CMCS. The model is based on three essen-
tial components. Firstly, it takes into consideration the proposed and defined
selection criteria found in studies about the selection of children’s songs. Cho-
ice of these selection criteria relies on their frequency found in studies exami-
ning the most suitable selection criteria for children’s songs. Secondly, a firm
music-theoretical background is used when testing musical examples with the
model. Thirdly, findings from cross-cultural studies about (dis)similarities in
children’s songs are used as well, in order to add one if it is not found among
the already selected criteria.
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A step-by-step procedure in a four-level classification task has been shown,
providing for each level an explanation for the chosen criteria for the selection
of songs. The model has been tested by using three different songs evaluated
by two musical experts. The results of the testing have shown the transparen-
cy, applicability, and usefulness of the Model CMCS which should be tested
in the next stage on a larger number of songs, and employing more musical ex-
perts. In the future, the model could be used as a framework for an automatic
classification model for the selection of children’s songs.
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Povzetek
UDC 784.67:025.44/.47

V tem prispcvku je bil predstavljen kratek diskurz o otroskih pesmih Z namenom naj-
ti najprimernejéo terminologijo in znacilnosti te zvrsti, ki so bile bistvene za oblikovanje
klasiﬁkacijskcga modela zaizbiro otroskih pesmi, modela CMCS. Model temelji natreh
bistvenih komponcntah. Najprcj upoéteva prcdlagana in oprcdcljena izbirna merila, ki
jih najdemo v §tudijah o izbiri otroskih pesmi. Izbira teh izbirnih meril temelji na njihovi
pogostosti, ugotovljeni v studijah, ki preucujejo najprimernejsa izbirna merila za otroske
pesmi. Drugic, pri preizkusanju glasbenih primerov z modelom se uporablja glasbeno-
teoreti¢no ozadje. Tretji¢, uporabljene so tudi ugotovitve medkulturnih studij o podob-
nosti/razli¢nosti v otroskih pesmih Z namenom dopolnitve nabora meril.

Prikazan je postopck po korakih v étiristopcnjski klasiﬁkacijski lestvici, ki za vsako stop-
njo Vscbujc razlago izbranih meril za izbiro skladb. Model sta preizkusila in ocenila dva
glasbcna strokovnjaka natreh razli¢nih glasbcnih primerih. Rezultati testiranja so poka-
zali prcglcdnost, primernost in uporabnost modela CMCS, ki bi se lahko v prihodnosti
uporabil kot ogrodjc samodcjnega klasiﬁkacijskega modela razvrscanja za izbiro otro-

skih pesmi.
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Abstract: This research aimed to collect and combine all data on working with a highly
visually impaired student in individual piano lessons and to determine a way ofadopting
new compositions and communication and cooperation between students and teach-
ers. The qualitativc method of case study, in which the methods of non-participatory
observation and semi-structured interview were app]icd, concluded that the success of
making music dcpcnds mostly on the approach and compctencics of teachers in teach-
ing such a student and that there are ways to overcome low vision as an obstacle in play—
inga musical instrument.

K@/wm’dx inclusion, visual impairments, student, teacher, piano

[ZZIVI GLASBENEGA IZ()BRAZE\'/\NJA Z VIDIKA SLABOVIDNEGA UCENCA
Izvlecek: Namen raziskave je bil zbrati in povezati podatke o delu z visoko slabovidnim
u¢encem priindividualnem pouku klavirja ter dolo¢iti nacine sprejemanja novih skladb,
komuniciranja in sodclovanja med u¢encem ter uéitcljcm. V kvalitativni raziskavi, studi-
ji primera, so bili podatki zbrani z Opazovanjem, opazovanjem brez udelezbe in s po]—
strukeuriranimi intervjuji. Ugotovili smo, da je uspeh muziciranja v veliki meri odvis-
en od uéiteljcvcga pristopa in njegovih kompetcnc za poucevanje visoko slabovidncga
uc¢enca in da obstajajo nacini premagovanja slabovidnosti kot ovire pri igranju instru-
menta.

Kﬁuﬁm) besede: inkluzija, slabovidnost, u¢enec, uéitelj, klavir

he term “visual impairment” refers to individuals who are classified
as blind or partially sighted (Davis, 2003). The latest report from the
World Health Organization from the 2019 World Report on Vision
speaks of at least 2.2 billion people with visual impairments or blindness, of
which at least one billion have a vision impairment that could have been pre-
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vented or has yet to be addressed. According to the Report on Persons with Dis-
abilities in the Republic of Croatia from 2019 (Hrvatski zavod za javno zdra-
vstvo, 2019), there are 27,092 persons with some kind of visual impairment in
Croatia. Visual impairments in children can generate a number of disorders
that affect their general development as they are unable to experience the world
in the same way as those who can see, “both in terms of cognitive functions
(thought processes, understanding and memory, development of imagination)
and in the field of perception, cognition and knowledge, acquisition of skills
and abilities, and social adjustments” (Zuckerman, 2016, p. 147). Visually im-
paired children and youth are prevented from participating in many social ac-
tivities with their peers, such as playing sports or simply playing with other
children, which can lead to social isolation and emotional problems (Augestad,
2017) as well as anxiety, depression, and feelings of inferiority in relationships
as opposed to non-visually impaired people (Bhagotra et al., 2008). There are
many different visual disorders that can be more or less complex. When we
add to this the differences in family life, economic status, education, etc., it is
evident that each visually impaired person has different, characteristic experi-
ences, which indicates that their adjustment is personalized (Schinazi, 2007).

A child with a visual impairment is forced to build concepts of the world
based on other senses and experiences (Madesié¢-Petrovi¢ et al., 2010). Hear-
ing and tactile stimuli become their primary senses and it is therefore not sur-
prising that music is particularly appealing to them. “It is a well-known fact
that visually impaired people are very closely associated with music” (Sah et
al,, 2012, p. 3), because music is an art that is perceived by hearing and as such
provides them with successful equal interaction with other peers who can see,
with very little limitation (Clark & Murphy, 1998). There are many examples
that suggest a close connection between music and visually impaired indi-
viduals, from the centuries-old European tradition of blind church organists
(Sacks, 2012) and the tradition of blind biwa players (a traditional Japanese in-
strument) in Japan who until the end of the 20" century performed rituals for
the deity of earth and fire and played an important role in the life of the rural
population (Khalmirzaeva, 2017), all the way to famous blind performers of
popular and classical music who have left an indelible mark on the world music
stage, such as Andrea Bocelli (Bocelli & Pugliese, 2002), Stevie Wonder (Ri-
bowsky, 2010), Ray Charles (Evans, 2005) or Art Tatum (Encyclopaedia Bri-
tannica, 2021).

Furthermore, there are numerous studies focused on blind and partial-
ly sighted people and their extraordinary abilities in comparison with peo-
ple with no visual impairments in the areas of sound localization (Lessard et
al., 1998), auditory attention (Gougoux et al., 2004; Liotti et al., 1998), echoic
memory (Réder et al., 2001) and voice recognition accuracy (Bull et al., 1983).
In addition, in visually impaired persons, and especially in congenitally blind
persons, the presence of absolute pitch is a very common occurrence (Dimatati
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et al., 2012; Hamilton et al., 2004). The reasons for this superiority are attrib-
uted to brain neuroplasticity (Bach-y-Rita, 1990; Good et al., 2014; Merabet
& Pascual-Leone, 2009; Silva et al., 2018), or the brain’s ability to access new
pathways in search of overcoming visual constraints using mechanisms of cor-
tical reorganization (Silva et al., 2018). In other words, when one of the senses
malfunctions or has no function at all, other modalities become more effective
and improved and thus take on its role, to compensate for the missing infor-
mation (Good et al., 2014). Such sensory modifications, in fact, compensate
for vision loss (Jan et al., 2013). The concept of compensation has been known
for a long time and has been the subject of many, primarily philosophical, de-
bates in the past. One of the first mentions of sensory compensation (Jourdain,
1916, as cited in Miller, 1992) appears as early as 1749 in the philosophical trea-
tise “Letter on the Blind” by the French educator and philosopher Denis Di-
derot. The “Letter on the Blind” is the first written work to discuss the educa-
tion of visually impaired persons and it lays the philosophical foundations for
the education of visually impaired individuals (Holbrook et al., 2017). It repre-
sents a milestone in the education of blind and visually impaired individuals.

INCLUSION OF PERSONS WITH VISUAL IMPAIRMENTS

As already mentioned, visually impaired people often establish a special cohe-
sion with music. In most cases, their hearing is more developed than the hea-
ring of people who see, thus creating desirable preconditions for the practical
use of music which can ultimately play an important role in the developmen-
tal path of a visually impaired person (Rostohar, 2006, as cited in Park, 2017).
In this sense, there is a need for quality formal education of children and con-
stant implementation of inclusions that will open new opportunities for deve-
lopment and progression for visually impaired people within the wider com-
munity (Baker & Green, 2016).

“For more than ten years, the term inclusive education has been one of
the most important aspirations when it comes to modern education.” (Mark-
ovié, 2016, p. 61) Inclusion implies equal opportunities and possibilities for all
students at all levels of education (preschool, primary, secondary and tertiary)
that will give everyone the opportunity to realize their full potential (Mar-
tan, 2015), and in pedagogy this approach and understanding is described by
the phrase “pedagogy of success for all” (Matijevi¢, 2005). Interest in artistic
expression and participation in activities related to music, for many children
in Croatia, is achieved by enrolling into and attending music schools. Chil-
dren with developmental disabilities, as well as those without them, can ex-
press such interest, and therefore it is necessary to implement inclusive practic-
es both in general education and in music schools. “Music education should, in
addition to its traditional goals (mastering music skills and knowledge), help
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every child through music in his or her optimal development, so that he or she
can grow into a freer, more inventive, sensitive, cultured, and humane person
and become a more complete human being, regardless of his or her future pro-
fessional orientation.” (Baélija Susi¢, 2015, p. 585)

Although there is no exact data on the number of children with disa-
bilities who are attending music schools in Croatia, it seems that this num-
ber is low. However, music can have a very positive effect on the overall devel-
opment of children (Mawby, 2018), and many music computer technologies
open up new opportunities for professional education of children with disa-
bilities and facilitate the implementation of inclusive pedagogical processes in
schools (Gorbunova & Govorova, 2018). It is to be expected that the number
of such children will grow from year to year, which represents new challeng-
es for teachers in these schools and generates a need to adjust teaching process-
es accordingly.

Students in music schools, in addition to classical classes where they learn
about, e.g., solfeggio or harmony, can or must also participate in large group
activities such as choir or orchestra, but the particularity of music schools lies
in the individual approach to teaching instrument playing or singing. Accord-
ing to Sabljar (2019), the nature of teaching and what teachers do while teach-
ing the playing of musical instruments is such that it is simply impossible to
educate in a group properly and well, and this is supported by the fact that stu-
dents attending elementary music school have different goals, levels of motiva-
tion, interests and abilities (Schmidt, 1992).

Furthermore, the teacher in such classes must assess the scope and dif-
ficulty of the teaching content, as well as the pace and methods that will be
applied to each individual student. Such work requires certain knowledge,
skills, and competencies that teachers will have acquired mostly through their
formal education or professional development. But have these teachers also
gained knowledge about working with students with disabilities and do they
feel ready to work with such students?

Therefore, starting from research that confirms inclusive practice and en-
ables blind students to learn effectively and independently (Flavel et al., 2002),
the problem of this paper is focused on students with severe visual impair-
ments in the context of music education, or more precisely, individual instruc-
tion in instrument playing.

METHODOLOGY

The Aims of This Study:

1. Collect and consolidate all data on work with a student with a severe
visual impairment in piano lessons.
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2. Determine the way of learning new compositions and communication
and collaboration of the student and teacher in individual piano lessons.

Research Questions

1.  How is the inclusion of a student with severe visual impairments imple-
mented in the teaching processes in music schools?

2. What are the experiences and satisfaction of a highly visually impaired
student with forms of work in a music school?

3. What are the experiences of teachers working with the student with se-
vere visual impairments?

4. What is the student-teacher relationship and how is it realized through
shared experiential learning and reflective practice?

Methods

The study subjects are Marko (17 years old, pianist), a third-grade seconda-
ry music school student, Marko’s mother, and his piano teacher at the music
school.

The research was conducted using the Case Study method, which is real-
ized through non-participating observations and semi-structured interviews.
Semi-structured interviews with open-ended and multiple-choice questions
were conducted with the mother (February 11, 2021), teacher (February 22,
2021), and the student (March 2, 2021), and were documented in textual form.
The descriptive method was used to describe the case of a student with a severe
visual impairment from his birth until the age of 17, as well as the interaction
and collaboration with his teacher, and the challenges the student encounters
in piano lessons at the music school. The research was conducted with the oral
and signed consent of the parents, student, and teacher, guaranteeing the ano-
nymity of their identities in accordance with the Code of Ethics, and therefore
we replaced the real name of the student with the code name Marko.

The observation took place in piano lessons at a music school where notes
were kept on students’ skills and interactions with the teacher and the meth-
ods used by the teacher in direct work with a student with a severe visual im-
pairment.

Case Report

Shortly after his birth, Marko was diagnosed with strabismus (eyes not pa-
rallel, eye position error) and mild nystagmus (uncontrolled blinking or twi-
tching of the eyes), and later with hypoplasia of the optic nerve, i.e. underdeve-
lopment of the optic nerve in both eyes. However, Marko is not a completely
blind person. The very limited vision he currently possesses (approximately 2%)
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allows him to distinguish light and darkness and shape at a very short distance,
which characterizes him as a person with a severe visual impairment.

Even as a newborn, Marko showed great affinity for music. His mother
testifies he was a very restless child and only music could calm him down:

He has been showing interest in music from an early age. He didn’t
really like to sleep and the only way he’d fall asleep was with music.
We had “Zagrebac¢ki mali$ani” on tape that would play all night long.
(Mother)

When he was older, Marko was also very attached to and interested in mu-
sic. He started kindergarten at the age of four with other children who could
see normally. The kindergarten teachers did not know what to do with him or
how to approach him.

He couldn’t participate in any of the activities with other children,
but that wasn’t a problem because he wasn’t pushy, bothersome, or
hysterical. He was actually a very good child. He had a habit of taking
some sort of an object, it would most often be a piece of paper that he
would crumple up, and hit his arm with it in a certain rhythm, at the
same time humming something. The faster he picked up the pace, the
happier and more excited he became. (Mother)

Like most visually impaired children, he regularly went for check-ups at
the Vinko Bek Education Centre in Zagreb, where he underwent various tests
by psychologists, speech therapists and special education teachers. Most of the
results indicated a larger learning lag compared to his peers who saw normal-
ly, so his parents decided to enrol him in a Montessori kindergarten in Zagreb
at the age of s.

This kindergarten was attended by all children, both healthy and
those with developmental difficulties, and they had a special educati-

on teacher, speech therapist, and an occupational therapist who wor-
ked with them on a daily basis. (Mother)

After a year and a half of attending the Montessori kindergarten, Marko
achieved the highest results on re-testing and received a certificate for regular
enrolment in the 1 grade of primary school.

Marko also had his first contact with a music educator at the Vinko Bek
institution, where they noticed he was showing an exceptional interest in mu-
sic and suggested to his parents that they enrol him in their preschool music
programme. Marko started attending this programme at about s years of age
until the end of the first grade of primary school, and it included one hour of
solfeggio and piano per week, which was carried out in a group.

He attended his piano classes with three other students at the same
time. (Mother)
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The teacher who taught him solfeggio recommended that he enrol in ele-
mentary music school, so at the age of 8 (2" grade of general education) Marko
started 1 grade of elementary music school, piano department. Like all stu-
dents, he got his own piano teacher with whom he started working, but due
to her excessive teaching load, Marko switched to a then newly hired teacher
who explains:

I thought about what to do. How would I approach this child and
will I even know how to teach him... I was completely unprepared,
but I had a feeling, and something told me that I could do it, that I
should take him on and that I would find a way to work with him.
(Piano teacher)

At the very beginning, the teacher was looking for teaching methods that
would bring the content closer to Marko in the most appropriate and simplest
way. Other students who see normally learn in a way by which the teacher gives
them a demonstration by playing a certain musical content/text, and then they
repeat it. However, students who are blind or have minimal vision that does
not allow them to follow musical notation can feel the actions of demonstra-
tors by touching body parts or objects involved in the actions (Smith, 1998,
as cited in Downing & Chen, 2003), and this can be accomplished by tactile
modelling. Modelling is a general action in which observers try to reproduce
another person’s responses (Lirgg & Feltz 1991) and their actions and move-
ments. Having this in mind, the teacher would play simple melodic phrases
to Marko in simple rhythmic movements, and Marko would, after the teacher
put his hand on the first tone of the phrase, repeat them. Marko still remem-
bers his first piano lessons:

The teacher would take my hand and that’s how he would show it to
me, and what I learned in class, I practiced at home. (Marko)

In their work with visually impaired students, teachers often have to phys-
ically show the musician the correct position of the fingers, hands, arms, and
torso and the use of appropriate muscles (Baker & Green, 2016). The tactile ap-
proach is a very important form of work with visually impaired students and
in addition to tactile guidance of the hands as the main means in performing
music on the piano, it also applies to the other parts of the body involved in the
action, e.g. playing the pedal, which the teacher elaborates on:

I knelt under the piano, took Marko’s leg in my hands and as he
played, I pressed his foot on the pedal. (Piano teacher)

Considering that at the beginning exercises and compositions were not
too long, and thanks to very developed hearing and a distinct musical memo-
ry, Marko learned all the compositions by ear.

Marko had a fantastic memory. I would play something for him in
class and he would immediately repeat and remember it, while his
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peers would spend a lot of time reading the musical notation. Mar-
ko acquired the content twice as fast as the others because he was not
burdened by the musical notation. (Piano teacher)

th

Marko learned in this way until the 4 grade of elementary music school,
and very successfully at that. He also played more demanding compositions
such as C. Debussy: Children’s Corner, J. Haydn: Variations in C minor, F.
Kuhlau: Variations in G major and W. A. Mozart: 12 Variations on a French
Nursery Theme “Twinkle, Twinkle, Little Star” KV 265. He often performed
publicly and participated in various piano competitions in Croatia, Slovenia,
Serbia, and Italy, where he would win 1** and 2" prizes. However, in the upper
grades of the music school, the compositions became longer and more com-
plex, which significantly slowed down Marko’s and the teacher’s progress. The
teacher continues:

I didn’t know what to do next. The classes became more and more ex-
hausting. The learning was takinga lot of time and we simply started
to get lost in all of it, because there were too many notes in one class.
I could say that at that moment I hit a wall that I felt I couldn’t over-
come. (Piano teacher)

In these situations, teachers must be able to encourage students to over-
come obstacles and try to continue (Cohler & Galatzer-Levy, 1992, as cited in
Power & McCormack, 2012). It is extremely important that with their per-
sistence, creativity, and commitment to the teaching itself, they try to utilize
alternative teaching strategies to provide effective and accessible instruction
(Downing & Chen, 2003). The teacher then suggested they record the com-
positions they were currently working on with a voice recorder, thus making it
casier for Marko because he no longer had to remember everything he learned
in class. Instead, he could listen to smaller parts of the composition several
times at home and practice. Recording in this case did not only mean just play-
ing one part of the composition by the teacher, but it also implied a more de-
manding action that looked like this, according to the teacher:

I would first play a portion of the right-hand part from a certain com-
position. First, I'd record the melody and in addition, I'd verbali-
ze the tones I'd play. After that I would once again record the right
hand, this time explaining the fingering, and then I’d repeat all of
that for the left hand. At the end, I'd record both hands playing to-
gether at a very slow pace to hear which note goes with which. (Pia-
no teacher)

Marko would then practice at home what they had recorded in class.

I'd play the part I wanted to learn, as far as I can memorize it. I'd stop
the recording, repeat it several times until I learned it and then I'd
connect. (Marko)

66



This is how the teacher and Marko still work. Based on the non-participa-
tory observation during the recording of one part of the Ballad in F major by
Frederic Chopin, it was noticed that the teacher strictly follows the written ar-
ticulation marks and phrase so that the performance on the recording would
be as expressive as possible.

Marko has a very well-developed piano orientation. He is technically very
skilled, and, as the teacher claims “is naturally very agile, fast, with great mo-
tor skills, and can technically play anything”. Therefore, he is having no issues
with any type of disassembled chord or composition of a faster tempo, such
as the 3" movement of Beethoven’s Sonata Op. 13, No. 8, played by Marko at
a very fast tempo, extremely accurately, without wrong notes and technically
very precisely. However, the teacher’s biggest challenge is to convey to Marko
the atmosphere required by a certain composition, which is manifested in the
correct stylistic performance of a composition belonging to a certain period,
and in the process of achieving a certain tone. Phrases such as “light tone”,
“dark tone”, “deep tone”, “shallow playing” or reaching for images to express
an abstract concept can often be heard in piano lessons (Power & McCormack,
2012). Therefore, with a visually impaired person, one needs to be careful when
describing concepts, events, or conditions with the aim of achieving the desired
atmosphere required by the composition, because the experiences of those who
see and those with impaired vision differ greatly, especially if the impairment
is present from birth. Marko is a person with a severe visual impairment, but
he can, at a very short distance, see what is in, e.g., a picture, and therefore, his
experience is much richer than, say, a completely blind person. For this reason,
the teacher suggested that they perform the above-mentioned Chopin’s Ballad
in F major. “I think such a song could help him express himself” (Piano teach-
er), because ballads are compositions that are permeated with a lot of emotion
and colours and require great sensitivity when performing, and that is exactly
what Marko needs to work on the most. The teacher adds:

A ballad is a composition that has a story and that seeks particular fe-
elings that Marko will try to achieve by shaping the tone through the
learned movements. (Piano teacher)

Analogously, the teacher also tries to evoke sound to Marko through com-
positions that are not of a programmatic nature and whose titles do not imply
provoking certain feelings (love, fear, alienation, happiness, etc.) and creating
an overall musical experience. In order to play the Prelude and Fugue in C mi-
nor by J. S. Bach faithfully and in the spirit of the Baroque style, Marko had
to listen to the Prelude from the Cello Suite in G major by the same compos-
er and transfer this style to the piano. The teacher asked Marko to give more
importance and weight to the first tone in the characteristic sixteenth-note
style, similar to the heavier movement of the bow in the above-mentioned Cel-
lo Suite, and then he played it the way it should sound. However, “giving more
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importance and weight to the first tone” is very abstract to Marko, as are the
previously mentioned terms “light tone” or “darker tone”. That is why Marko
would often interpret the “significance and weight” with a strong forte. The
teacher continues:

Then I started demonstrating on his shoulder or arm what pressure I
wanted and how he should perform. It turned out to be effective be-
cause I was able to evoke the feeling and pressure needed to get a cer-
tain tone. (Piano teacher)

The teacher used this method with Marko for the first time in the 2™
movement of the composition Children’s Corner by C. Debussy in the 3*
grade of elementary music school. “I warned Marko that I would now perform
on his shoulder like on a piano” (Piano teacher). In some cases, this kind of
learning through touch may seem awkward or inappropriate (Baker & Green,
2016). However, while teaching by touch is unknown and may be uncomfort-
able for most people who see, it is necessary for students who are blind or have
minimal vision (Downing & Chen, 2003).

Furthermore, since Marko wants to enrol in the Music Academy — “he
would definitely try to enrol in music pedagogy or musicology” (Piano teach-
er) — the question arises as to how independent he is in his work, that is, how he
will read the music notation by himself if he now works only by ear. Marko says
that he learns solfeggio and harmony using a computer programme for writing
notes: “there is a magnifying glass you get with the computer operating system,
so I increase it as much as it suits me. 600% is the best; then I see everything.”
He learns general education subjects with magnified materials as well, and as
his mother shares, “he has whole textbooks on a stick in PDF that we put on
the big screen at home, and he can follow it that way.” As for the piano lessons
themselves, the teacher would, in the past, print large-print music materials
that Marko had to read and practice at home. In addition to the materials be-
ing enlarged, Marko also used a magnifying glass which helped him read each
note more easily. According to the teacher, “that was a huge pile of paper that
he would always carry home to practice, and secondly, he worked much slow-
er because it took him a lot longer to read the sheet music”, and even Marko
himself says, “it takes too long, and I work too hard.” However, the teacher is
aware that Marko, if he wants to go to the academy, must become more inde-
pendent and try to read the music himself: “I started giving him sheet music
again, which he has to read at home by himself” (Piano teacher), but this time
the materials are in digital form so Marko should be able to read them better
and faster. Neither Braille nor Braille notation are foreign to Marko and he
learned them at the Vinko Bek institution, but “they said there this was not
necessary because he could see enough to follow large print” (Mother), and
Marko himself would resist learning Braille, saying, “Why are you forcing me,
I'm not blind!”
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CONCLUSION

Based on previous research and knowledge we have gained about people with
visual impairments, it is obvious that such people have predispositions that al-
low them to participate equally or above average in activities related to mu-
sic and the art of music. Marko and his teacher prove that alternative strate-
gies, such as tactile modelling, physical guidance, demonstration of technique
(Downing & Chen, 2003) and communication skills can enable people with
visual impairments to achieve the same accomplishments as those with normal
vision. According to Baker, strong traditions associated with the perceived re-
lationship between blindness and musicality contribute to parents being more
encouraging about taking up music (Baker, 2014). So, when we observe the si-
tuation in the context of inclusion and the pedagogy of success for all model, it is
to be expected that in the near future people with visual impairments will start
developing an increased interest in wider music education and will become in-
creasingly involved in music schools.

Although he was completely unprepared — “at the academy, we never even
mentioned working with such children” (Piano teacher) — with his responsi-
ble approach, perseverance, creativity, and alternative solutions, Marko’s teach-
er found a way to bring music closer to Marko. Ergo, the lack of information
and incompetence of teachers are just some of the elements that stand in the
way of music education for visually impaired people. Furthermore, Gorbunova
and Govorova (2018) state that one of the key tasks of modern inclusive music
education is solving the problem of reading sheet music for people with visual
impairments, and as the new music computer technologies are emerging as an
indispensable tool, they are becoming one of the main means of solving this
problem. Therefore, teachers who work or will work with such students need
to be provided with formal education and professional development opportu-
nities that will enable them to work with such individuals in the future.
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Povzetek
UDC 376-056.262:78

Teoreti¢na izhodisc¢a utcmcljujcjo inkluzivno prakso, ki slabovidnim u¢encem omogo-
¢a ucinkovito in $amostojno ucenje (Flavel et al., 2002). V kvalitativni raziskavi smo v
studiji primera obravnavali u¢enca z visoko slabovidnostjo v kontekstu u¢enja in pouce-
vanja klavirja. Glavni cilj raziskave je bil oprcdcliti proces usvajanja nove skladbe priin-
dividualnem pouku k]avirja ter nacin komuniciranja in sodc]ovanja med uéitcljcm ter
uc¢encem. Za razliko od normalno videc¢ih u¢encev visoko slaboviden uc¢enec pri usva-
janju nove, daljée skladbe ne more uporabljati standardnega notnega Zapisa. Ui se na
osnovi slugnih in tipnih drailjajev, torej taktilnega modcliranja, ﬁziénega Vodcnja in de-
monstracijskih tehnik uéitelja klavirja (Downing & Chen, 2003). Preucevali smo, ali je
visoka slabovidnost ovira za uspe§no pridobivanjc, pomnjenjc in izvedbo skladbe, ki za-
radi kompleksnosti ni zapisana z Braillovimi glasbeni simboli. Zanimali so nas alterna-
tivni modeli pouéevanja, ki visoko slabovidnemu uc¢encu omogoéijo usvojitcv potrcb-
nih tehni¢nih znanj in interpretacijo skladbe skladno z njenimi stilnimi znacilnostmi.
V trimese¢no studijo primera je bil vklju¢en 17-letni dijak z visoko slabovidnostjo. Nje-
gov proces ucenja nove skladbe pri individualnem pouku klavirja je bil spremljan z opa-
zovanjem, opazovanjem brez udelezbe in s polstrukturiranimi intervjuji. Z vidcozapisi
in sprotnim bclcicnjcm smo sprcmljali njegov slusni spomin ter prostorsko zavest v po-
vezavi z instrumentom. Posebno pozornost smo namenili njegovi komunikaciji z ucite-
ljem klavirja pri pouku. Dijakjc tudisam podrobno opisal proces ucenja nove skladbe in
domaéega Vadcnja. Ugotovili smo, da je uspcénost izvajanja skladbe pri visoko slabovi-
dnem dijaku vveliki meri odvisna od uéiteljcvcga pristopain njegovih kompctenc. Mo-
del >>pedag0gike uspeha Zavse« (Matijcvic’, 2015) je prcnosljiv tudi na individualni pouk
klavirja in dijaku zvisoko slabovidnostjo pomaga premagati ovire, s katerimi se sooc¢a pri
igranju instrumenta.
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Katarina Habe in Barbara Sicherl Kafol (ur.). (2020). Glasba in avtizem. Peda-
goska fakulteta Univerze v Ljubljani. (ISBN 978-961-253-256-7)

nanstveno monografijo z naslovom Glasba in avtizem je v letu 2020

izdala in zaloZila Pedagoska fakulteta Univerze v Ljubljani. Mono-

grafijo sta uredili dr. Katarina Habe z Akademije za glasbo Univerze
v Ljubljani in dr. Barbara Sicherl Kafol s Pedagoske fakultete Univerze v Lju-
bljani. Delo je strukturirano v Sest poglavij, ki so nastala v avtorstvu oziroma
soavtorstvu skupno enajstih avtorjev, in vkljucuje pregled velikega Stevila pred-
vsem tuje literature s podroéja posebnih potreb (ve¢inoma z ozjim fokusom na
motnjah avtisti¢nega spektra — MAS) ter s podrodja glasbe (nanasajo¢ se pred-
vsem na glasbeno izobrazevanje, u¢inke glasbe) in glasbene terapije. Posebno
odliko tega dela vidimo v interdisciplinarnosti, ki jo bralec lahko razbere Ze iz
naslova dela, vsekakor pa predstavlja rde¢o nit celotnega dela. Monografija dos-
ledno sledi uporabi znanstvenega aparata. Oblikovana teoretska izhodis¢a in
predstavljene raziskave dopolnjujejo malostevilne empiri¢ne raziskave pri nas,
ki obravnavajo u¢inke glasbe na otroke z motnjami avtisti¢nega spektra.

Glasbeno izobrazevanje otrok in mladostnikov z motnjami avtisti¢nega
spektra v okviru splo$nega ter glasbenega Solstva v Sloveniji je aktualna tema,
ki mora biti delezna ve¢je strokovne pozornosti in podpore. Nabor raziskav
(predvsem tujih) in spoznanj o $tevilnih pozitivnih u¢inkih glasbe kli¢e po vkl-
ju¢evanju tovrstnih spoznanj v izobrazevalne procese v okviru institucionalne-
ga izobraZevanja pedagoskih in drugih strokovnih kadrov, ki v vzgojno-izo-
braZzevalnem procesu prihajajo v stik z u¢enci z motnjami avtisti¢nega spektra.

Pri¢ujo¢o monografijo vidimo kot pomemben nastavek za preucevanje
specifike poucevanja glasbe in poucevanja preko glasbe otrok z motnjami avtis-
ti¢nega spektra v razli¢nih izobrazevalnih programih ter na razli¢nih ravneh
izobrazevanja. Kaze se tudi potreba po oblikovanju didakti¢nih priporo¢il, ki
bi bila osnovana na glasbenih metodah poucevanja in uéenja, oblikah pouka
in prilagoditvah za otroke z motnjami avtisti¢nega spektra in bi se nanasala na
vsa tri glavna podrodja glasbenih dejavnosti: izvajanje, poslusanje in ustvarjan-
je glasbe.

Prvo poglavje avtoric Katarine Zadnik in Claudie Bajs je naslovljeno
»Inkluzija otrok s posebnimi potrebami v glasbenih $olah — prepletanje glas-
benega izobrazevanja in glasbene terapije«. Poglavje predstavlja moznosti ink-
luzije na podrodju glasbenega $olstva in glasbeno terapijo kot eno izmed poti
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inkluzije otrok s posebnimi potrebami v glasbene Sole. Trenutno stanje na po-
dro¢ju vklju¢evanja otrok s posebnimi potrebami v programe glasbenega Solst-
va v Sloveniji ne zado§¢a nacelom inkluzije, kar avtorici ugotavljata na podla-
gi aktualnih dolo¢il in smernic Evropske unije na podro¢ju inkluzivne vzgoje.
Predstavljena je podrobna analiza glasbenega izobraZzevanja otrok s posebni-
mi potrebami v Avstriji in Nemdiji. Izpostavljeno je, da je za razvoj inkluzivne
druzbe v Sloveniji treba okrepiti izolirane primere posameznih $ol, ki Ze vkl-
juujejo otroke s posebnimi potrebami. Jasno se kaze tudi potreba po opredel-
itvi skupin otrok s posebnimi potrebami na nacionalni zakonski ravni glas-
benega Solstva. Avtorici skleneta, da, zlasti na podrodju glasbenega Solstva,
slovenski prostor v primerjavi z evropskimi drzavami zaostaja na podro¢ju ink-
luzivne glasbene pedagogike. Zahteva po razmisleku o ureditvi in opredelit-
vi skupine u¢encev s posebnimi potrebami v nacionalnih dokumentih in us-
treznih resitvah v pedagoski praksi je vsekakor utemeljena.

Drugo poglavje z naslovom » U¢inki glasbenega izobrazevanja na psihi¢ni
razvoj otrok z motnjami avtisti¢nega spektra« je nastalo v soavtorstvu Urske
Drofenik, Urbana Juharta in Jasne Klemenci¢. Avtorji uvodoma opredelijo
motnje avtisti¢nega spektra (MAS), ki sodijo med vsezivljenjske nevroloske
razvojne motnje, ki se odrazajo predvsem na podro¢ju socialnega razvoja in ko-
munikacije. Teoretsko obravnavo usmerijo v glasbene preference otrok z mot-
njami avtisti¢nega spektra, vlogo star$ev pri glasbenem izobrazevanju in glas-
beni terapiji otrok z motnjami avtisti¢nega spektra in v Stevilne uc¢inke glasbe,
ki se nanasajo na: navezovanje socialnih stikov, samopodobo, usmerjanje po-
Zornosti, razvoj govora ter prepoznavanje in izrazanje ¢ustev pri otrocih z mot-
njami avtisti¢nega spektra. Namen raziskave, v kateri je sodelovalo 78 starev
otrok in mladostnikovz MAS, je bil ugotoviti, ali obstajajo razlike v navedenih
uc¢inkih glasbe, in sicer med otroki z MAS, ki obiskujejo glasbeno $oli, in tisti-
mi, ki je ne. Kljub zaznanim trendom v prid otrokom, ki so oblikovali/obisku-
jejo glasbeno Solo, so se pomembne razlike potrdile le na podroé¢ju samopodo-
be. Potrjena je bila hipoteza, ki pravi, da bodo starsi otrok z MAS, ki obiskujejo
glasbeno Solo, v povpredju vi$je ocenili u¢inek glasbe na otrokovo samopodo-
bo kot starsi otrok z MAS, ki glasbene 3ole ne obiskujejo. V zaklju¢ku poglav-
ja avtorji predstavijo nekatere dodatne ugotovitve na vzorcu v zvezi z delezem
diagnoze Aspergerjev sindrom, s komorbidnostjo z drugimi dusevnimi motn-
jami oziroma zdravstvenimi tezavami, izbiro in§trumenta v glasbeno $olo vkl-
ju¢enih otrok, vklju¢enostjo v glasbeno terapijo, poslusanjem glasbe v prostem
asu ipd.

Tretje poglavje avtorice Nuse Piber ima naslov »Primer dobre prakse glas-
bene inkluzije mladostnikov z motnjami avtisti¢nega spektra v Sloveniji: glas-
beni projekt Fantom iz opere«. Uvodoma se avtorica ukvarja z opredelitvijo kl-
juéne terminologije (motnja avtisti¢nega spektra — MAS, avtizem, Aspergerjev
sindrom) in izpostavi nekatere pogosto izrazene znaéilnosti, nakar obravnavo
usmeri v otroke z avtizmom in njihovo zanimanje za zvok ter pomen glasbene
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vzgoje za napredovanje v razvoju otrok z MAS. Glavni namen poglavja je pred-
staviti akcijsko raziskavo, v katero je avtorica vklju¢ila $tiri mladostnike z mot-
njami avtisti¢nega spektra, ki se Ze ve¢ let glasbeno izobrazujejo v inkluzivni
glasbeni Soli Glasbeni center DO RE MI, ki deluje po nac¢elih metode Edgar-
ja Willemsa in po sistemu zvoki z namenom Adama Ockelforda. V raziskavi
je $lo za petmese¢no nadrtno in sistemati¢no spremljanje napredka Stirih fan-
tov, pianistov, starih od petnajst do enaindvajset let, in sicer pri pripravi in iz-
vedbi devetih glasbeno-scenskih predstav Fantoma iz opere. Rezultati kazejo
na napredek na vseh podro¢jih spremljanja, in sicer na podro¢jih prilagajan-
ja in orientacije v okolju, komunikacije, ustreznosti vedenja na odru v skladu
s pravili nastopanja in zapomnitve glasbenega gradiva. Pozitiven vpliv izvedbe
glasbenega projekta na mladostnike se zrcali tudi v pozitivnih mnenjih starsev,
zapisanih ob zaklju¢ku poglavija.

Cetrto poglavije je naslovljeno »Glasbeno izobrazevanje otrok in mladost-
nikov z motnjami avtisti¢nega spektra: evalvacija projekta SIPK GIMAS«.
Avtorici Kaja Koro$ec in Katarina Habe predstavita evalvacijsko Studijo iz-
vedbe $tudentskega inovativnega projekta, ki je potekal od februarja do juni-
ja 2019. V projekt je bilo vklju¢enih deset $tudentov razli¢nih $tudijskih smeri
z dokoncano vsaj nizjo glasbeno $olo, dve pedagoski mentorici s Pedagoske
fakultete in Akademije za glasbo UL ter delovna mentorica, ravnateljica Glas-
benega centra DO RE MI, in trinajst otrok z motnjami avtisti¢nega spektra.
Izvajalci projekta so po vsaki kontakeni uri z otrokom izpolnili oblikovane
opazovalne lestvice in dnevnike. Vsebina ocenjevalnih lestvic se je nanasala
na otrokovo delovanje pri individualnem pouku in$trumenta in na otrokovo
delovanje pri skupinskem pouku solfeggia. Ustvarjeni dnevniski zapisi so vkl-
jucevali zapiske o poteku pouka, delovanju otroka, interakciji z u¢iteljem in
otrokovi vklju¢enosti v skupino ter o razvoju njegovih/njenih glasbenih spret-
nosti. Pri ve¢ini otrok/mladostnikov se je pokazal napredek na podrodju ¢ust-
vene in socialne kompetentnosti kot tudi na podro¢ju pozornosti. Pokazalo se
je, da so bili pri mlaj$ih otrocih uéinki glasbenega izobrazevanja opaznejsi kot
pri starejsih. Avtorici v sklepu izpostavita navdusenje otrok nad glasbo, izjem-
no nadarjenost nekaterih otrok kot tudi pomen vztrajnosti in podpore.

Peto poglavje z naslovom »Glasbene sposobnosti otrok z motnjami avtis-
ti¢nega spektra« je pripravila Alja Lapuh. Teoretska izhodi$¢a vkljucujejo pre-
gled spoznanj, ki se nanasajo na razvoj glasbenih sposobnosti, slusno obc¢ut-
ljivost, zaznavanje podrobnosti in celote, zaznavanje viSine tona, dojemanje
glasbenega casa, glasbenoestetsko presojo in razumevanje Custev v glasbi pri
otrocih z motnjami avtisti¢nega spektra. Avtorica je v empiri¢ni raziskavi
preucevala bazi¢ne glasbene sposobnosti otrok z motnjami avtisti¢nega spektra
in morebitni obstoj razlik v glasbenih sposobnostih med tistimi, ki obiskuje-
jo glasbeno $olo, in tistimi, ki je ne, kot tudi morebitni obstoj razlik v bazi¢nih
sposobnostih otrok z MAS in nevrotipi¢nih otrok. V raziskavi je sodelovalo
skupno 40 otrok, starih od 6 do 12 let, razdeljenih v $tiri skupine (10 otrok z
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MAS, ki se glasbeno izobrazujejo po metodi Edgarja Willemsa, 10 nevrotip-
i¢nih otrok, ki se glasbeno izobrazujejo po metodi Edgarja Willemsa, 10 otrok
z MAS, ki se glasbeno ne izobrazujejo, 10 nevrotipi¢nih otrok, ki se glasbeno
izobrazujejo v javni glasbeni 3oli). Uporabljena sta bila Gordonov test glasbene
avdiacije in avdiometri¢ni test, ki izhaja iz Willemsove pedagogike. Ugotovl-
jeno je bilo, da otroci z Aspergerjevim sindronom (AS) v povpredju bolje resu-
jejo tonalni Gordonov test glasbene avdiacije kot otroci s Kannerjevim avtiz-
mom (KA). Otroci z AS bolje razlikujejo osmine tona pri avdiometri¢nem
testu kot otroci s KA. Tako otroci z motnjami avtisti¢nega spektra kot nevroti-
pi¢ni otroci dosegajo bolj$e rezultate na tonalnem Gordonovem testu glasbene
avdiacije kot na ritmi¢nem. Kljub omejitvam raziskave, povezanim predvsem
z velikostjo vzorca, avtorica podpre sklep, da glasbeno izobrazevanje otrok z
MAS ugodno vpliva na razvoj njihovih glasbenih sposobnosti ter da se lahko
brez tezav glasbeno $olajo.

Zadnje, $esto poglavje, z naslovom »Glasbena terapija za otroke in mla-
dostnike z motnjami avtisti¢nega spektra, je nastalo v soavtorstvu Veronike
Rogelj in Polone Stule. Avtorici predstavita glasbeno terapijo kot u¢inkovito
metodo obravnave otrok z motnjami avtisti¢nega spektra (MAS). Povzemata,
da se glasbena terapija (GT) pri otrocih z MAS pogosto uporablja za doseganje
pozitivnih sprememb na podrogjih socialne interakcije, komunikacije, kogni-
tivnih funkcij, izrazanja ¢ustev, vedenja in specifi¢nih podro¢jih posamezniko-
vega delovanja. Opravljen je pregled $tevilnih raziskav, ki potrjujejo razli¢ne
uc¢inke glasbene terapije pri otrocih/mladostnikih z motnjami avtisti¢nega
spektra. Podrobno so predstavljeni tudi nekateri mozni glasbenoterapeveski
pristopi pri delu z otroki z MAS. Poudarjen je pomen dela s starsi otrok/mla-
dostnikov z motnjami avtisti¢nega spektra pri glasbeni terapiji. Priporoca se
druzinska glasbena terapija, saj, tako navajata avtorici, bistveno pripomore k
otrokovemu razvoju ter k opolnomocenju star$ev. Avtorici sta opravili tudi po-
govor z glasbeno terapevtko Spelo Loti Knoll (Institut Knoll za glasbeno tera-
pijo in supervizijo), ki ima ve¢letne izkusnje pri delu z otroki z MAS. Zapisani
so nekateri klju¢ni poudarki kot npr., da je najizrazitej$i napredek pri glasbeni
terapiji otrok z MAS na socialnem podrodju, da je pri glasbeni terapiji glasba
sredstvo in ne cilj, da je klju¢no tudi delo s starsi otrok z MAS itd.

Monografija je aktualna, ima mo¢no edukativno funkcijo in bralcu ponu-
ja $irok vpogled v obravnavano tematiko. Predstavlja pomemben prispevek k
strokovnemu in znanstvenemu polju in predstavlja odli¢no izhodi$¢e razisk-
ovalcem pri zasnovi tovrstnih interdisciplinarnih raziskav, ki bodo, tako upa-
mo, sledile tej monografiji.
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LUCIJAN MARIJA SKERJANC
— POZABLJENA »ZVEZDA NASIH PRIHODNJIH DNI«

BRANKA ROTAR PANCE
Univerzav Ljubljani, Akademija za glasbo

branka.rotar»pancc@ag.um»lj.51

Znanstveni simpozij ob 120. obletnici rojstva skladatelja, profesorja in nekda-
njega rektorja Lucijana Marije Skerjanca (1900—1973)

A scientific Symposium at the 120" Anniversary of the Birth of the Lucijan Ma-
rija Skerjanc (1900—1973): Composer, Professor and Former Rector of the Aca-
demy of Music

ucijana Marijo Skerjanca je leta 1920 kot »zvezdo nasih prihodnjih dni«

prepoznal skladatelj Anton Lajovic v pogovoru z Izidorjem Cankarjem o

slovenski glasbi. Ceprav je ta oznaka ustrezala Skerjanéevi prepoznavnos-
ti v ¢asu delovanja na razli¢nih glasbenih podro¢jih, je njegova vsestranska iz-
jemnost po smrti zacela bledeti v spominu slovenske glasbene umetnosti, zna-
nosti in kulture. Razli¢ne okolis¢ine in dogajanja s Skerjanéevo zapuié¢ino so
povzrodile, da njegova dela niso bila delezna celovitega popisa pa tudi poglo-
bljenih raziskav ne. Nastalo vrzel je z organizacijo simpozija, posve¢enega 120.
obletnici rojstva skladatelja, dirigenta, pianista, publicista, profesorja in rek-
torja Akademije za glasbo v Ljubljani skusala deloma zapolniti ustanova, ki jo
je vodil v letih 1945—1947. Izvedba nadrtovanega simpozija se je zaradi epidem-
ije koronavirusa zamaknila za letno dni. Znanstveni simpozij, posve¢en Luci-
janu Mariji Skerjancu, je bil tako v hibridni obliki izveden 2 4. novembra 2021
v Santlovi dvorani Akademije za glasbo v Ljubljani. S pozdravnim nagovor-
om ga je otvoril dekan Marko Vatovec. Andrej Misson, vodja organizacijskega
odbora simpozija, je zbranim v dvorani in udelezencem videokonference pred-
stavil kontekst organizacije, namen in cilje znanstvenega simpozija. Simpozijs-
ka programska knjiZica je napovedovala dvanajst prispevkov. Objektivni razlo-
gi so vplivali na to, da je bilo tako v dopoldanskem kot tudi v popoldanskem
delu dogodka predstavljenih vsakokrat po pet prispevkov. Predstavitvam so sl-
edile diskusije, v katerih so bila predstavljena $e dodatni izsledki in spoznanja,
povezana s celostnim likom Lucijana Marije Skerjanca. Raziskovanje njegove-
ga glasbenega opusa je povezano tudi z umetniskim raziskovanjem, s Studijem
in poustvarjanjem skladateljevih del. V tej lu¢i je Andrej Misson napovedal
vecerni koncert kot sklepno dejanje simpozijskega dogajanja.

Z naslovom prispevka »Mojster Lucijan Marija Skerjanc, ob 120-letnici
rojstva« je Primoz Kuret (Univerza v Ljubljani, Akademija za glasbo) razsiril
in potrdil napoved Antona Lajovica, zapisano pred dobrim stoletjem. Kuret je
ob zgo$¢eni predstavitvi Skerjanceve Zivljenjske in izobraZevalne poti izpostavil
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njegovo hitro uveljavitev na pedagoskem, skladateljskem, dirigentskem in pia-
nisticnem podro¢ju. Nastel je njegova najpomembnej$a skladateljska in pub-
licisti¢na dela ter opisal Skerjanéeve dejavnosti med drugo svetovno vojno in
po njej. Skerjanc je znal svojo izvrstno strokovno in $iroko splono izobrazbo
uporabiti tako v lastni ustvarjalni in poustvarjalni praksi kot tudi pri pisanju
in objavljanju prispevkov v razli¢nih revijah, v radijskih oddajah, pri snovanju
in publiciranju monografij, u¢benikov in skript ter pri kritiskem delu. S svojo
vsestransko glasbeno in organizacijsko aktivnostjo ter estetsko naravnanostjo
je dvigal celotno slovensko umetnisko, kulturno in izobrazbeno raven. Hkra-
ti je s stalno vpetostjo v mednarodne glasbene tokove in s kontinuiranim last-
nim $tudijem ter z raziskovanjem zagotavljal prepoznavnost in vpetost sloven-
ske glasbene umetnosti in kulture v evropski prostor. Primoz Kuret ugotavlja,
da delo tega vsestranskega glasbenika v slovenskem prostoru ni dozivelo us-
treznega priznanja in obelezitve, kot so je bili npr. delezni Skerjanéevi sodobni-
ki, slovenski knjizevniki in likovni umetniki. O njem $e ni bilo izdane nobene
biografije, prav tako nima spomenika ali pa po sebi imenovane ulice. O vzrok-
ih za tak$no stanje ne najde enozna¢nega odgovora, vsekakor pa ob simpozi-
ju podaja pobudo za postavitev spomenika Lucijanu Mariji Skerjancu. Kuret
je sklepne misli namenil Fundaciji Lucijana Marije S/eerjanm, ustanovljeni na
pobudo Skerjanéeve ne¢akinje, operne pevke Tatjane Kralj, in njene héerke, so-
pranistke Irene Baar.

Sir$i kontekst, v katerem je Zivel in deloval Lucijan Marija Skerjanc, je
predstavil Ale§ Gabri¢ (Institut za novej$o zgodovino). V prispevku »Glasbene
ustanove v kulturni politiki obeh Jugoslavij« je predstavil izsledke preucevan-
ja in primerjave kulturnih politik Kraljevine Srbov, Hrvatov in Slovencev
ter Socialisti¢ne federativne republike Jugoslavije. V obeh drzavah se je od-
vil pomemben proces ustanavljanja glasbenih ustanov, ki pa so ga vec¢krat ovi-
rala slovensko-jugoslovanska nesoglasja. Tudi na slovenskem obmodju so raz-
vojne procese kulturnih ustanov ovirali razli¢ni pogledi na umetnost in njen
druzbeni pomen. Razvidne so bile tudi razli¢ne interesne sfere, povezane z
ustanavljanjem, s podrzavljanjem in z delovanjem umetniskih ustanov. Gabri¢
je prispevek zaklju¢il s trditvijo, da je na glasbenem podro¢ju najintenzivnejsa
institucionalizacija potekala ravno v ¢asu, v katerem je Zivel in deloval Lucijan
Marija Skerjanc.

>>Skrjanéevi samospevi« so bili tema, s katero se je raziskovalno ukvarjal
Matjaz Barbo (Univerza v Ljubljani, Filozofska fakulteta). Gre za eno od osred-
njih podrotij Skerjanéevega ustvarjanja, na katerem je pokazal svojstveno in-
vencijo in izdelan kompozicijski izraz. Samospeve je skladal predvsem v zgodn-
jem in zrelem obdobju umetniskega ustvarjanja. S pevskega vidika so nekateri
izvajalsko in interpretacijsko zelo zahtevni. Skerjanc, ki je bil izvrsten pianist,
je v klavirskem stavku znal biti slikovit, v ravno pravi meri podpirajo¢ pevski
glas in hkrati tudi enakopraven partner v glasbenem dialogu s pevcem. Besedi-
la, ki jih je izbiral za samospeve, kazejo skladateljev pretanjen obcutek za umet-
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nigko besedo in estetiko. Posegal je po delih slovenskih pesnikov (Pre3eren,
Gradnik, Zupanti¢, Karlin), po prevodih tujih del (Baudelaire, Heine, japon-
ska in kitajska lirika) in po slovenski ljudski pesmi. Glasbeni jezik samospevov
se kaze tako v zvoénih impresijah kot tudi v romanti¢ni govorici in se izrazno
najtesneje povezuje z besedno vsebino.

Jernej Weiss (Univerza v Mariboru, Pedagoska fakulteta; Univerza v Lju-
bljani, Akademija za glasbo) je preuc¢eval »Klavirske skladbe Lucijana Mari-
je Skerjanca.« Skladatelj jih je ustvarjal od zgodnje mladosti do konca Zivljen-
jske poti tako za izobrazevalne namene (klavirske skladbe za mladino) kot tudi
za koncertne odre. Weiss Skrjantevo zatetno obdobje ustvarjanja klavirskih
skladb opredeli kot »obdobje iskanja«, drugo, daljse obdobje pa kot obdobje
oblikovanja individualnega jezika. V njem razvija lastno izrazno govorico in
dodobra izkoristi tehni¢ne ter izvajalske zmoznosti in$trumenta. V klavir-
skih skladbah v ospredje postavlja »melodicno svojstvo<, s katerim opredeljuje
»glasbeno idejo v smislu osnovne celice v procesu ustvarjanja«. Melodiko postav-
lja v soodvisnost z vecplastno harmonsko govorico, s katero gradi napetost in jo
razre$uje. V primerjavi z melodiko in harmonskim oblikovanjem je vloga rit-
mic¢nih in agogi¢nih komponent nekoliko v ozadju. Izjema je cikel Pro memo-
ria, v katerem uporablja tudi poliritmijo. Karakterne smernice daje z uporabo
oznak, kot npr. energico, con sentimento. V Skerjanéevih klavirskih skladbah
sta forma in vsebina nelo¢ljivo povezani, pri ¢emer vsebina narekuje formo in
ne obratno. Kot oblikotvorno nacelo je uporabljal razli¢ne oblike ponavljanja.
Skerjanéev klavirski opus je zelo raznolik, saj v njem zasledimo vplive poznoro-
manti¢ne in impresionisti¢ne glasbene govorice, zgledovanje pri Skrjabinu kot
tudi pribliZevanje ekspresionisti¢ni glasbeni govorici.

Gregor Pompe (Univerza v Ljubljani, Filozofska fakulteta) je preuceval
komorna dela Lucijana Marije Skerjanca. Ze v naslovu svojega prispevka je z
besedami »preskoki, iskanja, vmesnosti« nakazal skladateljevo slogovno am-
bivalentnost, izrazeno skozi »romanticni impresionizem<, neoklasicisti¢na,
neobaroé¢na in ekspresionisti¢na izrazila. Skerjanc je v komornih delih izkazal
tako zvestobo tradicionalisti¢nim kompozicijskim in estetskim pristopom kot
tudi nenehno iskanje, raziskovanje in eksperimentiranje. Pompe je iz obsezne-
ga opusa Skerjanéevih komornih del obravnaval Godalni kvartet st. 3, Sonati-
no da camera, Sonato za violoncelo in Pet liri¢nih melodij. Pozornost je namenil
emocijam in skladateljevemu notranjemu dozivljanju. Meni, da so Skerjanéeva
komornadela »prikladna za vebujanje predstav o obéutjih« in kazejo »funkcijo
notranjega zanosa, ki je preveval umetnika ob delu<.

Zoran Krstulovi¢ (Narodna in univerzitetna knjiznica) se je v prispev-
ku z naslovom »Bibliografija ¢lankov Lucijana Marije Skerjanca« usmeril v
iskanje in pregled digitalnih zapisov Skerjanéevih objavljenih pisnih prispevk-
ov v Digitalni knjiznici Slovenije (dLib). Objavljal jih je v dnevnem ¢asopisju,
strokovnih in znanstvenih revijah, v koncertnih in opernih listih. Najpopol-
nejsi popis Skerjanéevih pisnih objav je narejen v listkovnih katalogih Slovern-
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ske bibliografije v Narodni in univerzitetni knjiznici. V procesu digitalizacije
revij in drugih starejsih informacijskih virov je postalo kar 93 % Skerjancevih
prispevkov dostopnih v elektronski obliki. Skladatelj jih je objavljal v tedanjih
najpomembnejsih ¢asopisih, in sicer strokovne in znanstvene ¢lanke, kritike
oziroma ocene raznih koncertov, razprave, polemike in komentarje. Krstu-
lovi¢eva analiza objavljenih kritik in ocen koncertov je pokazala Skrjance-
vo sistematiko ter natan¢nost pri opisu koncertnega dogodka. Uvod je vedno
vseboval podatke o kraju in ¢asu koncertnega dogodka, podatke o izvajalcih
in druge spremljajo¢e informacije. V jedru je ve¢jo pozornost namenil oceni
skladbe kot pa njeni izvedbi. V sklepu je Skerjanc zapisal pohvale izvajalcem in
dodal $e kontekstualne opombe h koncertnemu dogodku.

Iskanje digitaliziranih Skerjancevih pisnih prispevkov je zaradi nekaterih
sistemskih pomanjkljivosti $e vedno oteZeno. S prvim iskanjem lahko prosto
dostopamo do 3s. Skerjanéevih ¢lankov, ob primernem izboru in kombinaciji
klju¢nih besed pa raziskovalec lahko najde 749 naslovov objavljenih skladatel-
jevih pisnih prispevkov.

V nadaljevanju simpozija se je Darja Koter (Univerza v Ljubljani, Akadem-
ija za glasbo) s prispevkom »Kritiski in drugi zapisi Lucijana Marije Skerjanca
med svetovnima vojnama« poglobila v obravnavo Skerjanéevih publiciranih
del. Kritike je objavljal v revijah Dom in svet, Ljubljanski zvon in v ¢asopisu
Jutro. Bil je eden od najdejavnejsih glasbenih piscev v ¢asu med obema vojna-
ma. Poleg kritik je pisal tudi recenzije glasbenih publikacij in komentiral kon-
certne sezone. Pogostokrat se je izrazal pikro in mladostna neizku$enost ga je
vodila k ostrim komentarjem, ki jih je npr. namenjal tudi Lisztovim in Debus-
sijevim skladbam. Nasproti temu je Chopinovi glasbi namenjal romanti¢ne,
veckrat tudi lepore¢ne zapise. Svojo neposrednost je kazal z zapisi, ali je kon-
certni dogodek publiko zanimal ali ne. Skerjanceve zgodnje kritike so poleg
prostodusnega izrazanja kazale tudi to, da tankocutno spremlja delo drugih
kritikov. Cutil se je poklicanega, da svoja opazanja deli $irsi skupnosti. V zrele-
jsih letih je postal v svojih kritikah manj napadalen in ni ve¢ z ostrino zavracal
druga¢na mnenja ter ocene glasbenih dogodkov.

Branka Rotar Pance (Univerza v Ljubljani, Akademija za glasbo) se je po-
globila v »Pedagoski lik Lucijana Marije Skerjanca«. Izpostavila je njegovo
zgodnje naravno glasbeno u¢enje v druzinskem krogu, predstavila slovenske in
tuje ustanove, na katerih se je izobrazeval, ter ustanove, na katerih je pedagosko
deloval. Za razli¢ne glasbene predmete, ki jih je pouleval, je pisal u¢beniska
gradiva, skripte, monografije in ¢lanke. Objavljal jih je pri razli¢nih zalozbah,
nekaj del je bilo ve¢krat ponatisnjenih. Veliko Skerjanéevih pisnih gradiv je os-
talo v tipkopisih in v obliki skript ter jih je treba raziskati. Njegov osebnost-
ni in pedagoski lik je bil predstavljen skozi prizmo memoarskih zapisov njego-
vih $tudentov kompozicije Zvonimirja Cigli¢a in Daneta Skerla ter spominov,
ki sta jih v intervjujih za namen simpozija obudila Skerjan¢eva zadnja §tuden-
ta kompozicije Janez Osredkar in Peter Kopad. Vsi so poudarili, da je bil Lu-
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cijan Marija Skerjanc kot osebnost zelo zapleten. Bil je izjemno glasbeno izo-
braZen, vendar je svoja glasbena znanja v najve¢ji meri delil le s $tudenti, ki so
mu znali zastaviti ustrezna vpra$anja. Zvonimir Cigli¢ je v pogovoru s Fran-
cetom KriZnarjem leta 2006 to opisal z naslednjimi besedami: »Sam je rekel:
,Kaj bom govoril, ¢e nikogar ni¢ ne zanima? Vi [Z. Cigli¢] me vprasate, vas
torej zanima, in zato vam bom odgovoril. Zakaj bi govoril nekomu, ki ga ni¢ ne
zanima. Tisti, ki ga stvar zanima, vprasa.'.«

Ivan Florjanc (Univerza v Ljubljani, Akademija za glasbo) je raziskov-
al Skerjan¢eva simfoni¢na dela. Na osnovi poglobljene analize je predstavil
izsledke o skladateljevih petih simfonijah. Naredil je komparacijo s pretekli-
mi analizami in z vrednotenjem petih simfonij, ki so jih naredili drugi avtorji.
Vsi avtorji so izpostavljali, da simfonije predstavljajo jedro Skerjanéeve ustvar-
jalnosti. Razlikujejo pa se v slogovnem opredeljevanju skladateljevih simfo-
nij, v mnenjih o kompozicijskih in estetski vrednosti posamezne simfonije ter
o njeni izrazni mo¢i. Florjanc Zeli s svojimi novimi raziskovalnimi ugotovit-
vami spodbuditi nadaljnjo poglobljeno razpravo in uvideti detajle Skerjanéeve-
ga simfoni¢nega opusa.

Zadnji simpozijski prispevek je bil usmerjen v predstavitev ovrednoten-
je vokalno-instrumentalnih del Lucijana Marije Skerjanca. Andrej Misson je
v ospredje svojega prispevka postavil Skrjanéevi uglasbitvi Sonetnega venca dr.
Franceta PreSerna. Ob multimedijski predstavitvi je analiziral in komentiral
odseke iz druge Skerjanéeve uglasbitve Sonetnega venca. Gre za monumen-
talno kantato v treh delih za soliste, zbor in orkester, za katero je skladatel
tudi prejel Presernovo nagrado. Ob analizi kompozicijskih prijemov in upora-
bljenih tehnik smo prepoznavali izjemnost in vrhunskost tega Skerjan¢evega
dela ter si zazeleli, da bi ga tudi Akademija za glasbo v kratkem umestila v svoj
koncertni program.

Rezultati umetniskega raziskovanja skladateljevih del so bili predstavl-
jeni na vecernem koncertu.' Izbrana dela iz izjemnega skladateljevega opusa
so poustvarili Studenti Akademije za glasbo. Harfistka Lara Hrastnik (men-
torica Mojca Zlobko Vajgl) je ob klavirski spremljavi Sae Lee izvedla Lento
— Allegro piacevole s Skerjanéevega Koncerta za harfo in komorni orkester. Sle-
dil je sklop sedmih samospevov, ki so jih ob klavirski spremljavi Tanje Ster-
man poustvarili trije Studenti iz pevskega razreda Pije Brodnik. Sopranistka
Katarina Zorec je zapela Lampijoncke (besedilo: Pavel Karlin) in prvi samo-
spev iz cikla Pisma (besedilo: Alojz Gradnik). S petim samospevom iz cikla
Pisma se je predstavil baritonist Marko Ferjanéi¢, ki je zapel Se samospev Vi-
zija (besedilo: Pavel Karlin). Sopranistka Nadia Ternifi je poustvarila samo-
speve Beli bezeg (besedilo: Li-Taipo, B. von Miinchhausen, P. Karlin), Aleja
sniva (besedilo: France Zbasnik) in Pomladne noci (besedilo: Su-tung-po, O.

1 Posnetck Koncerta skladb Lucijana Marije Skerjancajc dostopen na povezavi heeps://www.
youtube.com/watch?v=cPxzwk2Ssll&t=2916s.
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Hauser, P. Karlin). Predstavitev izbranih del iz Skerjanéevega klavirskega opu-
sa je za¢el pianist Luka Taradi (mentor Vladimir Mlinari¢) z izvedbo preludi-
jev $t. 1, 4 in 7 iz skladateljevega cikla 12 preludijev za klavir. Nokturno st. 1 iz
Skerjanéevega cikla Sedem nokturnov za klavir je izvedla pianistka Eva Zagar
(mentorica Tatjana Ognjanovi¢). Drugi izvedeni Nokzurno je poustvarila pianist-
ka Meta Kokosinek (mentor Tomaz Petrad). Koncertni veéer je zakljuéila violi-
nistka Ana Rupar (mentor Gorjan Kosuta), ki je ob klavirski spremljavi Beate Ilo-
ne Barcza izvedla Skerjanéev Intermezzo romantique.

Akademija za glasbo je simpozijski in koncertni program predstavila na
spletni strani v zavihku Raziskovalna dejavnost. Simpoziji. Na dnu spletne st-
rani’ sta ume$ceni povezavi na arhivska posnetka, ki ju je pripravil vodja sim-
pozija Andrej Misson. Na prvi povezavi® lahko prisluhnemo Skerjan¢evemu
samospevu Pred ogledalom (zbitka Sedem samospevov) v izvedbi sopranist-
ke Irene Baar in pianistke Alenke S¢ek-Lorenz. Skladbo sta izvedli leta 1995
v Slovenski filharmoniji na koncertu Veler samospevov, posnel in uredil jo je
Dominik Krt. Na drugi povezavi' je posnetek drugega stavka Adagio cantabi-
le iz Skerjantevega Godalnega kvarteta st. 5 v fis-molu. Naredili so ga $tuden-
ti Akademije za glasbo Univerze v Ljubljani, ¢lani godalnega kvarteta Emzo-
na (mentorja Janez Podlesek in Emile Cantor): Tim Skalar Demsar (violina),
Neza Capuder (violina), Tilen Udovi¢ (viola) in Katarina Kozjek (violonéelo).
Skladba je bila posneta na koncertu Oder Waldorfske sole februarja leta 2020,
ki je sodil v sklop priprav kvarteta na tekmovanje TEMSIG. Kvartet Emona je
kasneje na tem tekmovanju dosegel prvo nagrado in prejel posebno pohvalo za
izvedbo Skerjantevega Godalnega kvarteta st. s v fis-molu.

2 https://www.ag.uni—lj.si/raziskovalna-dejavnost/vabila—na-konference/mcdnarod11i~znan—
stvcni-simpozij-zozo-zozl

3 heeps://video.arnes.si/watch/J1\W luUrdmVLX
4 heeps://wwwyoutube.com/watch?v=sfwtEY1zCCA
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