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MOTI'YhHOCT IIOBE3UBAIbA MY3NYKHUX
AKTUBHOCTH CA IPYT'YM OBJIACTUMA YYEHBA Y
OKBHUPY IIPOJEKTHOTI IIPUCTYIIA U IIPOI'PAMA
~TOAUHE Y3JIETA“

Caxxcemak: Ilonazehu 00 npemnocmaske o0 OuHaMuyHocmu U
KOHMUHYUPAHOM YCazAauagary memoduke MYy3u4koz eachumarea ca
dpyaum obsaacmuma yyera y npedwkoACKUM yCmaHosamd, pad ucmpaxicyje
UHmMezpamueHe nomeHyujase Mysuykux akmueHocmu y npedwKo/CKUM
ycmaHosama y Cpé6uju. Lusm pada je da udenmugpukyje u avaausupa
Memoduyke acnekme mehycob6HO2 nose3usarba My3udKux aKmueHoOCmu ca
dpyaum domeHuMa yderba, ykasdyjyhu Ha mo da ce ruUx08 UHMe2pamueHu
Kanayumem 3aCcHU8Aa KAKO HA nNedazowKOM UCKYCm8y, mako U Ha
caspeMeHOoj meopujckoj U Ky/aAmypoJ/owkoj npakcu. Y ucmpaxcueary cy
npumerseHe KoMNApamueHa U JecKpunmueHO-aHaAUMu4yka mMemooa.
AHanuszom enemeHama u $asa My3udkux akmueHocmu ca KOopeaamueHuUM
nomeHyujasoM, yoyeHe cy HenocpedHe U nocpedHe ee3e ca OpyauM
obsacmuma 3HAara, KA0 U €A pee8aHMHUM MEOopUjcKUM KOHYenmuMma,
yKmywyjyhu  omeoperHocm, uHmepducyunAauHapHocm u  XxubpudHocm.
Pezyamam  ucmpadxcugara  mozyhux — uHmezpayuja - pasauduUmMux
Memoduykux nodpy4ja ykasyje Ha Koju Ha4uH Uy Kojoj Mepu je npumMeHbuU8a
Hamypaauzayuja okpyxcyjyhux mekcmoea y KOHMeEKCmM My3uyvykoe
sacnumarea deye Koju ce npumerbyje y Cpbuju no modesay npojekmHoz
npucmyna yuery. Hcmpadcugarbe nokasyje da Mmy3uuke akmugHocmu y
npedwKoACKUM YCMaHosama hpeocmasseajy eg@ukacaH UHCMpYyMeHm
UHMe2pamusHo2 yderba, Koju UCMOBpPeMEeHO nodcmude KO2HUMUBHU,
eMOYUOHA/IHU U COYUjaHU pas3soj demema.

KmyuHe peyu: memoduka my3uukoz eacnumared, KOHYenm omeopeHocmu,
npojekKmHu npucmyn ydery, UHMepOUCYUNAUHAPHOCM, UHMezpayuja
pasauvumux Memoouykux noopyyja.
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YBO/J,

HuBuau3alUUjcKu  Opeobpaxkaj  yCJAOB/HEH  TEXHOJOIIKUM
pasBojeM W ¢QeHOMeHMMa TeONOJUTHYKE U  KYJTYPOJIOIIKe
HHTepHa/M3anuje, pedeKTyje ce Ha CBe MOJeJie YIeha U BaCIUTamba.
Y HacTojamy [Aa 0JIrOBOPU Ha TaKBe U3a30Be, YHUIleD je, Y OKBUPY
nporpama ,Kanengockon“, npoMoBHUcao MoJiesl MPOjEKTHOT y4ea,
3aCHOBAH Ha HaTypa/iu3al{ju CaBpeEMEHUX KOHOTAaTUBHUX CaZpaja y
BAaCIMTHO-00pa30BHe mporpaMe. Kao meparoumku mMozesi, IpojeKTHO
y4yere MOoYMBa HAa KOHCTPYKTUBUCTUYKOM CTAaHOBHUILUTY IpeMa KOMe
ce 3Hawe HajepuKacHUje KOHCTpyHllle OHJA KaJla je MOBE3aHO ca
NpPeTXOJAHUM UCKYCTBUMA U OKPYXemeM, OJHOCHO KaJia Jiela ,IyTeM
COllMja/lHUX MHTepaKlMja ca [JpyrdM (3HawkuMma) Hajorpabyjy
nocrojehe 60raTcTBO 3HaWka U MCKYCTBAa Kako OU ce CTBOpUJIA HOBA
pasymeBama“ (Levin et al.,, 2022, str. 15).

Y Cp6uju, Mojies1 MPOjeKTHOT MPHUCTYIA yueky, M0/l Ha3UBOM
»,[0JlMHe y3JieTa", moJipa3yMeBa OTBOPEHY U AUHAMUYHY CTPYKTYpY:
NO/JIOXKAH je peBUAMpPAY, JONYHU (UeCTO HAa WUHUIIUjAaTUBY Aelle) U
KPUTHUYKOM IPEUCIIUTHUBAKY KPO3 JJOKYMEHTOBAHO nMpahewe pa3Boja
Jlelie TOKOM cBe Tpu ¢ase pajia - 0TBapama, pa3Byjarmba U 3aTBapama
npojekTa. Ha Taj HauuH, npoliec yyema ce He NocMaTpa Kao JIMHeapaH
M yHampeJ, 3aTBOpeH cucteM, Beh Kkao ¢Jekcubulan u
KOHTEKCTYaJIHO YCJIOB/bEH BACIUTHO-06PAa30BHHU MPOIEC.

OBa JuWHaMM4YHa M OTBOpPeHa CTPYKTypa HeNocpejHO je
yckjJaheHa ca  KOHILENTYaJHUM OCHOBaMa IHporpama, Koju
napaJiurMaTCKU MOBe3Yjy COIMOKYATYPHE U MOCTCTPYKTYPATUCTUUKE
Teopuje. KOHUenT OTBOPEHOCTH3, 3ajefHO ca JUCKypCHUMa
HaTypaau3anujet, xubpuausanujes, AMCcrno3uTHUBa, TeppoOpMaTUBHOCTU
Y UHTEPTEKCTYASTHOCTH, peBa3uia3u TPaJUIIMOHAIHO cxBaheH mojaM
M [pakCcy HHTePAMCUUIIJIMHAPHOCTU. 3a  pas3jJuKy of
VHTEPAUCLUMIIMHAPHOCTH, KOja ce Kao MPUCTYI 0CJakha Ha pa3MeHy
HMCKycTaBa u3MeDy CpoAHUX HaydyHUX o006J1acTM T[OBe3aHUX ca
opeheHOM ayTOHOMHOM [AUCLUMIJIMHOM, KOHIENT OTBOPEHOCTU
nozipasdyMeBa (GJIyHJHOCT TPaHUIA U JUHAMHYKO KOHCTUTYHUCAHE

3 CaM TEepMUH KOHYyenma omseopeHocmu noTekao je of Mopuca Bajua (Morris Weitz) mesgecetux
roAvHa JBa/leCeTOr BeKa W IpejCTaB/ba O3HAKy 3a MPOMEHJbHUBOCT, PEKOHCTPYKTUBHOCT,
cerMeHTalujy u koHienrtyanHoct (Weitz, 1987, str 143-154).

4 ObjalubaBambe cybjekTa yyewa nomohy Beh yCBOjeHUX 3Hakba NMOTOJHHUX 33 KOHLENTYaJHO
noBe3uBamy. (Wittgenstein, 1980, str. 56)

5 [lojaM Koj1 He mo/ipXKaBa AMCKypC rocnozapa Beh HOBo Manupame y MUHTepIpeTaLuju cy6jeKTa,
ca yYMHKOM HM3BaH MaTHYHe AUCLUILIMHE.
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3Hayewa YHyTap LIMPUX MpeXka 3Hamwa. MHTepTeKCTyasJHOCT, Kao

jeflaH o/ KJbyYHUX eJleMeHaTa KOHIleN'Ta 0TBOPEeHOCTH, oMoryhasa Jia
ce y MeTOAMIM MYy3UYKOT BaclHTama Ipelo3Ha CJOXKeHa Mpexa
3HAYEHCKUX OJIHOCA KOja INpeBasw/a3u TpaHUIle IojeJUHAuYHE
aucuuniarHe. OHa ,yka3syje Jia ce y CBaKOM TeKCTy HaJjase Jpyru
TeKCToBH, OyayhM Jga uX OH ynuja, MpeMellTa, HYAU HOBY
MHTepIpeTaLyjy, CaXkuMa, pa3BHja u mpeobaukyje” (Suvakovié, 2011,
str. 55). [lepdopmaTrBHaA npoueaypa yuewat (koja He pedepupa Ha
Cy0jeKT yyerma Hero ce peajusyje y 0JHOCY Ha CUTYallHjy, TPEHYTaK
Jleuwje nauctpakiuje), kao u Pykoor (Michel Foucault) koHmenTt
JIMCIIO3UTHBA — Y OKBUPY KOT'a My3U4YKO BacllUTame He GYHKIHOHHUILIEe
Kao MojeJMHAaYHU JHUCIIO3UTHUB, Beh Kao eJleMeHT IIHUper XeTeporeHor
CKyna 3Hama’ — J0AaTHO yYBplIhyjy CTaHOBULITE O IPOMEH/bUBOCTH
Y KOHTEKCTYa/IHOj YCJOB/bEHOCTH O0Opa30BHUX I0OjMOBa, Te Ja Cce
o6pa3oBHe npakce GpopMHUpajy yHyTap AUHAMHUUKHX MpeXa 0JHOCa, a
He Kao 3aTBOPEHM M CTAOUJIHU CUCTEMU. YNIPABO y TOM TEOPHjCKOM
XOPU30HTY OTBapa Ce NPOCTOP 3a NPeHUCHUTUBAWEe UHTEerpaTUBHUX
NOTeHLHjasla MeTOJUKe MYy3UYKOT BaclUTalkba Yy CaBpeMEHOM
NpeJIIKOJICKOM KOHTeKCTy. Morsio 6u ce pehu fga je To u npesMeT
oBOr paja. lup uctpaxuBama je yodaBame M YKa3uMBame Ha
VMHTEerpaTUBHU KanalUTeT KOJaOOpaTUBHOI ydyera 3aCHOBAHOT Ha
CaBpeMeHOj KYJITYPOJIOIIKOj MPaKCcH. Y paZly Cy NpUMereHe MeTo/e
TeopUjCKe aHa/IM3e, KOMIIapaTUBHA METO/A U JIeCKPUIITUBHA MeTo/ia
(npuMepu U3 TMpakce), Kao M MeTOoJa aHajau3e cajpxaja y3
WHTEPAUCHUIIMHADHU NPUCTYN W KPUTHUYKY HHTepHpeTaunujy
peJieBaHTHe Hay4He JIUTepaType U Baxkehux NporpaMcKUX OCHOBA.

KOJIABOPATUBHHW KOHLEIIT YYEIA

MeTogUYKH BOAWY MYy3WYKHUX AKTUBHOCTH Y MPOjEKTHOM
NPUCTYIly y4Yelwy ycMepaBa BacldTaya Ja pasuduTe My3udykKe
3aJlaTKe HWHTEerpuille y TeMaTCKy IeJUHYy IMpojekTa. MeToauYKu
MOCTyJIaTH  TNPUJIUKOM  ydewa TIecMe, Opojaiuile, o6paje
KOMIIO3UTOPA, HHCTPYMEHTA, U3Bohema My3UUKHUX Urapa U 3ByYHHUX
npuyYa, CAyliaka My3uKe U Jieddjer cTBapaJallTBa, He pa3Bujajy camo

6 Kajy 3Hauewe YMETHUUYKOT Jesa/fnorabaja He 3aBUcH ofi pedepeHUMjasHOr 3HauYew Beh of
KOHTEKCTa (§uvakovié, 2011, str. 533).

7 “My3HKa Kao Noje{HHAYHU AUCIO3UTHUB MOXe GUIyPHUCATH jeJHOM Kao IporpaM HHCTUTYLHje, a
Jpyry myT (Kao Jleo XeTeporeHor CKymna) Kao CpeAcTBO mpocyhuBama WM MacKupamwa Npakce
KOja caMa OCTaje HeuyjHa M HEBU//bMBA, WIM Kao CeKyHAAapHa peHMHTeNpeTalyja oBe Hpakce,
OTBOpPEHO 3a HOBO MoJbe panuoHanHocti” (Suvakovié, 2016, str. 300-301).
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MY3HW4YKe CIIOCOOHOCTH HET0 yCIOCTaB/bajy MPUPOAHE Be3e ca JPYyTrUM

ob6siacTiMa 06pa30BHO-BACIIUTHOT pajia. Y CKJIajAy ca THM, JeHCeH
(Eric Jensen) cmaTpa Aa 6u My3uKy Tpebasio YK/bYUYUTH y CaApKaje
je3uka, uctopuje, reorpaduje, ApymTea u Mmatematuke (Jensen, 2003,
str. 99-116), jep ,MHTePAUCIUIIMHAPHO y4Yele IOToAyje JbYACKOM
MO3TY KOjU TaK0 Ha NPUPOJAaH HAYMH y4Uu U3 MHOTO yryoBa“ (Levin et
al, 2022, str. 69).

BehuHa caBpeMeHUX mejlarora U ICHUX0JIOTa 3ajaxe ce 3a
KOJIabOpaTUBHU KOHLENT y4yewa, jep OH omoryhaBa [Jy6J/be
pasyMeBambe NojeJUHAaYHUX 006/1aCTH, UHTErpalyjy 3Hamwa, pa3Byjambe
ACEepTUBHOCTH U KOMYHHUKalHje ca BpLIHkhallMMa U OKOJMHOM, Kao U
yHanpeheme MOTOPUIKUX CIOCOOHOCTH y3 ocehaj mpocTtopa. Kao mro
uctuuy JleBuH (Sara Levin), Knapk (Amanda Clark) u Ctapku (Erin
Starkey), ,u3ydaBame jeiHe TeMe Yy KOHTEKCTY Jpyror mnpeameTta
npya NPUJIMKY Ja Ce CBaka JUCLUMIJIMHA H3y4daBa AYOUHCKHA U
uHTerpasHo“ (Levin et al, 2022, str. 69). OBaj TeopHjcKH OKBHUP
yKa3syje Ha TO Jia Ce yyeme My3UKe He CBOJM CaMO Ha yCBajaibe ecMe
WM UHCTPyMeHTa, Beh mojJpasymMeBa CHUHXPOHY aKTHUBHOCT
KOTHUTUBHHUX, MOTOPHUYKHX U €MOIIMOHAJHUX IMpolieca. Y TOM
koHTeKcTy, PobepT Byau (Robert Woody) rosopu o Tpu cragujyma
CTHUI[AFkha MY3WYKUX BeIITHHA: KOTHUTHUBHHU (mepLemnuyja u
anepiieniiyja), acolujaTUBHU (M3pakeH KpoO3 IMOKPET, LpPTamke U
€MOI[MOHAJIHE OJIpeiHUIle) U ayTOHOMHH, KOjU Ce OC/iakha Ha CTEYEHO
3Hame (Woody, 2022, str. 74-75). Y oBOM mpoliecy, 3Hakbe MpeCcTaB/ba
MCXO/], y4erba KOju MOXKe /1a ce 0/[BHja U 6e3 CII0/ballllbHUX MOACTPEKHUBaYa
Y CIIPEMHO je Jla ce CKJIAJUIITH Y yroTpajHo namhemwe, Koje caZipKu U
NPBOGUTHO, CEH30PHO UCKYCTBO Y4Yeka MeCMe.

My3uyku €KBHUBaJIEHTH [TujaxxeoBUM (Jean Piaget)
CTa[ilMjyMUMa KOTHUTHUBHOT pa3Boja Hajlpe ce MOry MNpPaTUTH Y
CEH30MOTOpPHO] $a3u KOH3epBallyje, Kajia Jiella CTU4y CIIoCOGHOCT Jia
oceTe oApeheHO CBOjCTBO M cauyBajy ra 6e3 0063Mpa HAa OKOJIHE
npomeHe. My3uuku ncuxosor [Jejsug Xaprpusc (David Hargreeves)
aHasu3upa oBe ¢ase Kpo3 ,IPUPOJHU TOK pasBoja“, KOjU MOUYUHE
pobemeM (,Zien1a cy nporpaMupana Jja 6yay My3ukajHa“) U HacTaB/ba
Cce Kpo3 IMOCTeNEeHH pPa3BOj MY3WYKHX CHOCOOHOCTH, 06yxBaTajyhu
MpOrpecujy MU acuMWJIalLMjy, KOje ce HCIO0J/baBajy y MY3UUYKHAM
aKTUBHOCTHUMA M yCMepaBajy Ka CIOCOOHOCTH 32 MY3UUYKY
ekcrneptusy (Hargreaves, 2017, str. 245-277).

Y My3WYKMM aKTHBHOCTMMA /Jelle BpPTHOKOr y3pacTa
npuMemwyje ce JelleHTpaju3alyja CTPOTUX  HJEHTUTETCKHUX
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eJleMeHaTa KoOjU ce CJHAyllajy, ydye WJIM U3BOJEe Kpo3/y3 Wurpy.

HajedukacHuje yMmperkaBame ca APYyruM 00J1aCTHMa 3Hakba OCTBapyje
ce Kp0O3 MomueayuoHe npuye U Mmomusayuje 3a noHass/barbe. OBe eTane
y4emwa Cy TeMaTCKU I0Be3aHe ca IMpPOjeKTOM, Kao U ca CaMHUM
AKTUBHOCTHUMaA Koje ce obpalyjy, ¥ peACcTaB/bajy KOMyHUKALHjCKE U
noMpyHKLIMOHANHE MOTeHIMjajie yMpe)kaBawa ca CTparTerdjaMa,
3HambHUMa U MaTpuliaMa CPICKOT je3WKa, MaTeMaTHUKe, PYLITBEHe U
npupoJHe cpeAuHe, (QU3UYKOT U JIMKOBHOT  00pasoBama.
BuiieguMeH3MOHaMHA IPUPO/AA MOTHUBaIMje oMoryhaBa y4eme 4ak U
y $a3u kajja gela jom HUCY ciocobGHA 32 METAKOTHUIIHU}Y, Kajila Kpo3
PUTMUYKHA YU MEJIOAUJCKUA CaLpiKaj LOKUBJbABAjy NPUjaTHOCT 3BYKa
KpO3 CIIOHTAHO IeBambe, CKaKamwbe, UTPy U Talllamkbe, a jauuHy, 60jy u
HW3paXKajHOCT 3BYyKa YCBajajy yrJIaBHOM BU3yeJHUM CpeAcTBUMaA. Tek
Kajia Aella u3ahy U3 cCEH30pHOT MOAYCa, y Y3PacTy O/ YUETHUPU /10 LIeCT
FOJIUHA, yYewe IecMe IpeAcTaB/ba KOTHUTUBHY U IMCUXOMOTOPHY
[IPOMEHY y 3Hay Y BellTHHaMa.

Mysuka yBeK IpejcCTaB/ba HCKYCTBO 33J0BOJbCTBA, ajJu Y
MpeJLIKOJICKOM Y3pacTy CMUCJEHa YHYTpalllkba MOTUBALMja 32 HEKOM
My3W4YKOM aKTUBHOIIhy rOTOBO He mocToju. [lella pearyjy npe cBera
Ha CIIOJbHE IMOACTHULAje Kao LITO CYy MOTHBALMOHE IIpUYe, Urpe,
JlpaMaTu3aluje, LpTame, Opojare, Bajame, MpaB/beme MoJesa U
dusnuke akTUBHOCTU. OBU MOCTYNUM MpPeACTaB/bajy NPUPOJAAH
KOHTEKCT y KOjeM ce CIIOHTAaHO yCBajajy My3W4Ka HUCKYCTBa, jep ce
3Hama U3 je3uKa, MMCMa, MaTeMaTHUKe, IPUPOJe, APYIITBA, GU3IUIKOT
BaCllMTawka M BU3YEJHHUX YMETHOCTH MHHTEIrpUIly y UIpPy Koja
NpeJiCTaB/ba HAJIPUPOAHUJU KOHTEKCT €eMOTHMBHOI KOJUpama
MYy3UKe, Ka0 ’beHOT CYIUTUHCKOT, TeHepaTUBHOI CBOjCTBA.

[loacTunamwe adeKTUBHUX peakiyja Jelle Ha HJAOMATCKe
TOHa/IHE U PUTMUYKE KapaKTepUCTHKE My3HUKe OCTBapyje ce Kpos3
peneTUTHBHE MOTOpPWYKe 33JlaTKe UM BHU3yeJHO-acolHjaTUBHE
npezcTtaBe. CBaka pajjiba, UaKo Ha NPBU NOTJ/Ie] UTpa, IpUXBaTa ce Ha
HECBECHOM HHBOY KpO3 CHCTEM CEH30pHOI KojAupawa. Y3 momoh
WHJUKATOpa Kao WITO CYy 3BYK, 60ja, mMpeJMeTH, MOKPETH U U3pa3u
JMLa, Jela [0KHWBJ/baBajy MY3UYKH CajJip:Kaj Kao pajoCTaH, TYXaH,
60opbeH WM HexaH, ITo oMoryhaBa pa3Boj NPpBUX €eMOLMOHAIHUX U
NepUenTUBHUX KaTeropuja My3udkor uckycrtsa. [losa [loyk Jlunapg
(Paula Polk Lillard) ykasyje Ha mul/bete Mapuje MoHTecopy, Koja je
WCTUIlAJIa Ja Ce MOKpeTH TeJsa, NMOCeOHO pPyKy, UHTerpuuly ca
MEHTAJHMM [polecMMa y INOTIYHOj HWHTerpayuju JIM4HOCTHU
dopmMupajyhu AeTeToB HHTEJEKT, 0K 3a YyJIHY eAyKalujy BU3yeJHO
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npejcTaB/ba MyT pa3yMeBamba y CBaKoj o6JiacTu o6pa3oBatsa (Lillard,

2014, str. 39 - 51).

[Ipema nocTMoilepHUM TeopHujaMa perenuuje [Jona ®ucka (John
Fisk), CtjyapTta Xona (Stuart Hall) u XKana [Tujaxkea, 10KHBJbaj My3HKe
y AeTUICTBY NPBO Ce jaB/ba KPO3 MUMIYJICMBHM ocehaj 3a/l0BOJbCTBA,
KOjU KacCHMje IpeJsiasy y npolec KOHLENTYya/lHOT pasyMeBalba My3UKe
(Alexander, 2007, str. 18-19). OBaj npeJsia3 0J, eMOLMOHAJHOT Ka
KOTHUTHUBHOM [I0)kKMBJbajy oMoryhaBa ¢opMHUpame CJI0XKEeHUjUX
neprenTUBHUX U CMUCAOHUX OJIHOCA IpeMa My3UYKOM MaTepujaJy.

CTUMYJIAHCH UHTEPAKTHUBHOI' IIOBE3UBAIbA

Y nmnejaroiuikoj mnpakcd KOpUCTe ce OpOjHM MOTHUBAIMOHU
CTUMYyJIaHCHU KOjuU NOJACTUYY UHTEpPecoBame Jlelle 3a MY3UuKe
aKTUBHOCTU. To MOry GUTH HapaTHUBHE CTPYKType Koje He MOpajy
eKCIUIMLIUTHO Aa OyAy IoBe3aHe ca caJipKajeM TeKCTa IecMe, Kao ITO
Cy YBOJIHE MomueayuoHe npuye WJIA Momueayuje 3a NOHAB/bARE,
KOje MpPUMEYjy XOJUCTUYKU NPHUCTYI, OJJHOCHO ,CKYIl UHTEepaKIHja
MoCpeIOBAaHUM CUMOOJIMMA KOju ce oJiHoce Ha cBeT uckyctBa“ (Ellul,
2015, str. 27). Pedy u ciavka MNpOXHMajy ce ca MY3HUKOM Kao
»APALUOHATTHUM UMITyJICOM" U J1ajy jOoj JOJATHU CMUCAO: ,0HA je YBEK
MeTadopa HeKe CTPYKType Yy KOjoj Cy OJHOCH YBEK BaXKHUjU OF,
o06jekTa mocTtaB/beHUX y oaHoC (Adorno, 1968, str. 53). Ako je, Ha
npuMmep, TeMma npojekta ,XpaHa“, mecma ,llekapuuh“ Moxe ce
006paJIUTU Kpo3 BHIle NMOBE3aHUX aKTUBHOCTH. [locsie yBogHOT JAesa
KOjU yK/bydyje MOTHBALMOHy MNpPHU4YYy, Bexbe Jucamka U MOCTABKY
My3WYKOI' 33J]aTKa, Jela CAyllajy necMy y LeJ0CTH, YI03Hajy ce ca
TEKCTOM U 3HAaUeHEM HENO3HATUX peuH (HIp. neh ce xkapu”), ITO ce
JUPEKTHO MOXe IOoBe3aTu ca paseojem zosopa. HakoH Tora morao
6u Jla ce BOJM pa3rOBOp O 3aHMMamwHUMa U BpcTaMa xpaHe (Cgem oko
Hac), fa 6u NpUJIMKOM MOTHBAllMje 3a IOHAaB/bake (0Ba eTana CayKu
M Kao OOJIMK aKTHUBHOI 0JiMOpa) Jella MecuJia TeCTO U MpaBuJa
pasMyuTe reoMeTpUjcKe 00JiMKe (KpyT - MULA, TPOYrao - MauiTeTa,
JIONITAa - KHeJJla) WAM Bajapcke ¢Qurype, 4MMe ce HWHTErpUILy
eJIeMEHTH Mamemamuke u AukosHoz. Takohe, y oBoj eTamu, Moryhe
je KOpPUCTUTH U MOJIMIOH: ckauyhu Kpo3 ob6pyye U 3ao6usnazehu
npenpeke y3 MY3WKYy, Jlella JloJla3e [0 IiW/ba -— MeKape (YMMe ce
OCTBapyje Be3a ca (ou3UYKUM 8ACNUMAILEM).

CnvyaH npyuMep UWHTEPAaKTUBHOI I[OBe3WBawka Ca JAPYTUM
ob6J1acTMMa y4yera Moxe Jla ce Hahe y roOTOBO CBUM IecMaMa Koje Jena
y4e. Ha npumep, necma ,bimcraj, 6/11cTaj 3Be310 Masa“ TeMaTCKU ce
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yKjJana y mnpojekaT ,CBeMUP“ M MoOBe3yje JMKOBHY (IpaB/beme

nJlaHeTa OJ IJIAaCTeJIMHA), MaTeMaTH4yKy (IocTynak cepujanuje
MJlaHeTa MO0 BeJWYHUHHU), je3udKy (TeKCT mecMe) U (UIUUKY
(ckakyTame ,acTpoHayTa“ Mo NOBPIIMHU Mecelja) aKTHUBHOCT.
UcToBpeMeHo, Jena yBexb6aBajy My3WYKHU eJleMEeHT MeJIOJHUjCKOr
CKoKa (Z0, ;0 — COJI, COJ), KOjU Cce MOXe NpeACTaBUTH Kao CKOK
acTpoHayTa IIpU yJIacKy y CBEMUPCKHU 6POJ.

CBe OBe cTpaTervje MUHTEPAaKTUBHOT I10Be3HMBakba KOPUCTE Y
IPOjeKTHOj HAaCTaBX UCTH CKyIl MEeTOAWYKHUX CpeJiCTaBa: HapalLHjy,
BHU3yeJIN3allHjy, acolyjalyjy, CEH3UOUIN3aLUjy U TeaTpaJUu3aln]jy
My3W4KOI cajpxaja. Kpos erane odunujeHUX MeTOACKUX
NOCTyNaKa - yBOJHY MOTHUBALMjy, MOTHBAlYjy 3a IIOHABJ/balbe,
BU3YeJIHO NIpe/iCTaB/bakbe U 0/roBapajyhe TesnecHe nokpete, BehuHa
MY3WYKUX eJleMeHaTa — TeMIIO, IUHaMHUKa U MeJIOJUjCKH TOK — MOXe
ce MOBe3aTH Ca KOMILJIEMEHTAapHUM CHUMOOJMMa MaTeMaTUYKHUX,
je3NYKUX, TMKOBHUX, APYIITBEHUX U QU3UUKHUX NIPe/CcTaBa.

AWUPEKTHE WJIN UHAUPEKTHE BE3E CA APYT'UM
OBJIACTUMA YYEIbA

Y KOHTEKCTy MY3WYKOI BacCNUTawka, KOHIENT OTBOPEHOCTHU
Mo/[pa3yMeBa /a My3W4YKe aKTHBHOCTH HHUCY 3aTBOPEHH CHUCTeM, Beh ce
pasBHjajy y MHTEPAKIIHjH ca APYTHMM MI0jMOBUMA M IOMEHHUMa, NPYKajyhu
MPOCTOP 33 eKCllepUMEHTH A€, TIoCMaTpame 06paszalla, ynopehusame U
CTBapame CMUCJeHUX Be3a u3Mehy pa3/iMuuTUX 06J1aCTH Yieka.

Ha ocHOBy KoOHUeNTa OTBOPEHOCTH, Be3a My3UKe ca
MaTeMaTHUKOM, IOCPe,ICTBOM MaTeEMaTUIKHUX Cpe/iCTaBa U3paXkaBama,
orjela ce y ONAKaky U NpPUKA3WBaky PA3IMYUTUX TOHCKHUX
KapaKTEpPUCTHKA: KPAaTKUX M JYTUX, HIKUX U BHUIIUX, THIIUX U
riacHujux. [paduyku mpuka3 TakBUX ofHOca Moryhe je W3pasuTH
pa3/IMYUTUM JAyKHWHaMa, JeO/bMHaMa, KpeTamkeM U ycMepeHolihy
sunHuja. Kako HaBogu MioguHoB (Leonard Mlodinow): ,MaTemaTuka (y
HayoM) Kao W My3uKa (y YMETHOCTH) HpeAcTaB/ba alCTPAKTHY
JUCLHUIINHY. ['pLin cy 3ac/IyKHU 3a 3aMHUCao Koja je y MaTeMaTHKY YHeJsa
POMaHTUKY U MeTadopy: NOHEKAJ, je Ay caMo AyXK. AJIM UCTa oYK MOXKe
Jla mpe/icTaB/ba UBUILY NUpaMuze, Mehy nosba WK NyTawy JieTa BpaHe.
3Hame 0 jeZJHOM MO>Ke ce IpeHeTH Ha apyro“ (Mlodinow, 2005, str. 28).8

8 [luTaropejuy, Koju cy TBPAWJIM Ja je 6poj CBe, cMaTpasv cy Ja je HazaxHyhe mHULMja/THU
[oKpeTay Hay4YHHUX OTKpuha M yMETHHYKUX TBOpDeBHHA Kao IITO Cy TO MaTeMaTHKa U My3HKa.
[IpBU cy u3y4yaBa/iu MaTaMaTH4YKa U €CTETCKa CBOjCTBa My3UUKHX 3BYKOBa.
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MaTeMaTH4YKK NPUCTYN oMOoryhaBa U MpPeIy3HO Pa3IMKOBammbe
My3WYKHUX ejieMeHaTa. Tako, apTUKyJalydjy W OUKIUjy Moryhe je
rpaduyuKMu MpUKa3aTU KpPo3 MaTeMaTHyKe cUM6oJie — CTAaKaTo Kao
TayKy, a JieraTo Kao TajacacTy JHWHUjy — 4YUMe ce HarJjauiaBajy
pasJMYUTH O06JIUIM 3ByYHOT U3Bohema. Takohe, KopecrnoHieHIHja ca
MaTeMaTUKOM IIperno3Haje ce WU y JieJoBUMa IecamMa KoOju ce
MOHAaBJ/bajy UM U3BOJIe HA UCTU HAauMuH. TakaB MeTOJICKU MOCTYNAK Y
CAyX6HU je onakamwa obpasaya nonyT ABA unu ABAB dopwme, Temna,
JUHAMHKe, apTUKyaandje. OBU ob6paciy MOry ce NpPBO NpeJCTaBUTH
cuMbosimyku (Ha npumep, ABA dpopma npezcTaB/beHa Kao CEHABUY:
xne6-¢oua-xneb), Ja 6U 3aTUM Npelld Y aKIMOHM (Jena pearyjy
NOKPETOM KOjU je yBeK HMCTH 3a NOHOBJ/bEHU OJZiCEK IecMe WU
oapeheHU My3UUYKH eJIEMEHT).

Ilojam cumempuje je moBe3aH ca cuMboJjioM o6pasana, J0K
MaTeMaTUYKU hojaM cKyna Takohe Moxe OUTH NOPUMEHJBUB Y
MEeTOAMUMA MY3WYKOr BaclyTawma Ha JBa HayMHA: HemocpeAHo (Ha
NpUMeED, pa3BpPCTaBakbe CPeCTaBa y CKIaJy ca TEMOM IPOjeKTa), Uau
nocpeaHo (mpema omaxkajHUM 3BYYHUM CTUMyJycuMa (HIp. Kaj ce
TeMa NIpojeKTa OJHOCHU Ha >KUBOTHHbE, Jlella MpaBe CKYyNoBe MpeMma
OpP3WHHM ELUXOBOT KpeTama. Ha Taj HAYMH 3ampaBo OMNaXkajy CIOPHUjU
WM Opkyd Temno). [lo CAMYHOM MNPUHIMIY, OHO IITO CJIYXOBHO
nepuUUNUpajy, fAelia Mory Jia IpuKasyjy u mabesaapHo (pe/loBY, KOJIOHE).

Cepujayujy, ka0 MaTeMaTU4YKH u3pa3 (Mopedak o] Mamer Ka
BeheM wWiu 00pHYTO), Moryhe je mNpHUMeHUTH W Ha OIAKaAIbE
MeJIoUjKOT HH3a (Ha mnpumep, necma YWk mnoroau“ cagpKu
HU30Be 0J1 d0 10 €O/ U OJ1, cO1 [0 00), ajli U Ha IUHAMUYKe eJIeMEHTe,
Kao ILITO Cy KpelleHJ0 W JeKpelleHJ0. ['paduyko npukasuBambe
HM3amka TOHOBA MpeMa BUCUHU (Meperse, N03UuyuoHUpar-e) Ha JINHUjU
KpeTama MeJiojivje oJiroBapa MaTeMaTUYKUM rpapuKOHHMA KOju ce
MOTry NpeCTaBUTU JUHUjOM KOja, 1aI0OM UJU JHU3akeM, CUM6OJIN3Yje
He CaMo BUCHHY, Beh U IUHaMUYKe BPeJHOCTH TOHOBA.

[Ipunpema Jelle 3a KacHUje (LIKOJICKO) y4yele JAyKUHEe HOTa
(HoTaluja) MOXKe ce OJ]BUjaTH KPO3 MaTEMATHUKHU nojaMm desberba 1eJior,
Tj. 00Hoca deo-yesauHa ( HA MPHUMEDP, Ae/belbe NUIE HA MOJOBUHE HJIH
YeTBPTHHE, WM CHUIAlke BOJie y Teryy [0 MoJia WIM YeTBPTHHE
3anpeMuHe). Besa ca nojmom 6poja Moxke ce ocTBapuTh mnomohy
rM3Bohewa 6pojanuna (Ha npumep, 6pojanune llem npcmuha wu JeH, dsa,
mpu, uszpamo ce Mu) KoOje, y MareMaTUYKOM CMHCJIY, MOTy Ja
Hpe/CTaB/bajy HU3, T€ HA Taj HAYMH HUCTOBPEMEHO IOJICTUYY YCBajambe
OpOjeBHUX KOHIlENAaTa U pa3BHjalbe PUTMHUUYKUX CIOCOGHOCTH, YUME Ce
HPUPOJIHO UHTErPHUIY MaTeMaTU4YKa U My3HUYKa 3Haba.



O6paszosarse u eacnumarse, XXI (25)
.
[IpojeKTHHM NpUCTYN yuyery oMoryhaBa U MHAUPEKTHO yCBajame

MaTeMaTUYKUX 3Hamwa. Tako, IPUIMKOM oZpeheHHX eTana My3uIKUX
aKTUBHOCTHU (Ha NpHUMep: OPraHHU30Bambe Jielle Y NPoCcTopy), /ena yue
Jla opMupajy Kpyr, KBaJparT, Jia CToje y IUHUjU, BPCTH, ¥ KOJIOHU UJIU
y napajieJHUM pefoBuMa. Ha Taj HauMH Jela CAyIIHO MepLUNINpajy
MaTeMaTU4Ke u3pa3e, a 3aTUM UX M0Be3yjy ca NPaKTUYHOM IPUMEHOM
y IPOCTOPY, YMMe Ce OCTBapyje lbUX0BO Ay0Jbe CXBaTakbe U NaMhembe.

Bese ca MeTOJJUKOM MaTepm-€erT je3uKa, HAKOH CJylllama MecMe,
HajIpe Cce OCTBapyjy Kpo3 IoOjallilbaBalkbe CMHUCAA TeKCTa U
o6jalimbaBalbe 3HA4YEHha HENMO3HATHX pedd. Taj BepOaJHU METO/CKH
MOCTYNaK MoJipa3yMeBa YWTame, pa3yMeBambe U TyMauyekme TeKCTa.’
OBUM KopalyMa NOCTaBJ/bajy Ce TeMe/bU 33 U3paKajHO YUTame U
WHTEPAKTUBHY JAUCKycHjy. H3paxajHO dYUTame Y3 XOpU3OHM
ouekusara oJiBHja ce Kpo3 METOACKU MPUHIUI NOCTYMHOCTU. ToOKOM
YyhTaka 3BY4YHE INpHYe, YBOJHO Ce KOPUCTU IJIaCOBHA M 3BYy4YHaA
MO/IPIIKa, a NOCTaBJ/bajy Ce U MUTamwka Koja NOACTUYY pa3MUIL/bakbe O
paszsio3uMa Jorabaja y mpuyd M MOTHUBUMA JHKoBa. HakoH Tora,
pasroBop ce MpeycMepaBa Ha JIMYHU IJIaH (CEKYHAAPHU HWHTEPB]Y)
nuTawkbuMa Koja omoryhaBajy pgenu Ja ce UJAeHTUPUKY]y ca
CUTyallMjOM M OCeTe JIMYHY MOBe3aHOCT ca cajpxkajeM. EMonuja je,
npema BojaHuHy, mapaMeTrap 3a cBe omakeHo W ymnamheHo: ,CBako
0/lBajarbe OMaXKamba U Cca3HaBama 0/ (..) BaCMUTama, CacBUM je 6e3
cmucaa“ (Bojanin, 2022, str. 65).

OTKpHUBAuYKOM METOJOM Jiella ce MOACTHUYY JAa cama mpoHaby
MOeHTy TNpHYe WIM TNecMe, 3ak/by4yak M 1NoyKy. OBakBOM
KOHTEKCTyaJu3alMjoM IpHye, OCUM IITO Ce MPOILIUPYje BOKabyJap
(objamibaBakeM HeNMo3HATHUX peun), oMmoryhaBa ce u o0deojeHa
cumyayuja yverod. Ped je 0 NmOCTYNIKY KOjU pasroBop yJa/baBa O[
I[eHTpaJiHe TeMe, a/ld CAYKM Kao KOPHCHa JloJlaTHa UHdopMaliyja,
noJicTuyyhu Jedjy paZio3HAJIOCT W AHAJUTUYKO pPa3MUIL/baHbE.
OpBojeHa cuTyalMja yyema yKa3yje Ha JAeJUKAaTHOCT MeTO0JIOLUIKUX
MOCTyTaKa Koju He 6U Tpebasio [ja 3aHeMapyjy Ae4njy HAUBHOCT paju
(uu/baHe) enucTeMoOJIONIKEe pajio3HasocTH, Oyayhu pga  ,Hema
pasyMeBawma Koje Huje kKomyHukaunuja“ (Freire, 2017, str. 26).
OcuM TOra, BacmuTay yBakaBa JeTe Kao Cyb0jeKT casHama KOju
Tpeba Ja cadyyBa CBOjy ayTOHOMHjy IIOje/lUHIIa U CBOje MPaBO Ha
yyJHe W eMOIlMOHaJ/IHe JUCTpakiuje. HaMepHO ckpeTamwe naxkmwe ca
$OKyCHpPaHOCTU Ha Wb (Yuele NeBama MecMe) MOCTIKE Ce He CaMOo

9 Wy je3MYKOM U Y My3HUYKOM CMUCJy TaKaB IOCTYIaK ce JedHHUIIe Kao HOTAllKja, leHOTaluja v
KOHOTalMja UK JIOKyLiMja U WJIOKYLMja, Tj. pelieNlikja, NepLueniuja v anepuenuyuja.
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MOTHMBALMOHOM IIpUYOM, Beh M BH3ye/M3aLUjoM, TecTOBUMA U

NOKpeTHMa TeJsa, Kao MCUXOJIOLIKUM MoMarajivMa MeTaKOTHUTHBHeE
cTpaTerdje yuerwa My3uke (Goleman, 2015, str. 156). OBe ,,u3/ieTe BaH
My3HKe" UHUIMPAjy Jella He caMO JUCIEepP3UjoM Maxkme (,0/JyTalie
Mucad“), Beh U mUTamkUMa Koja CIIOHTAHO CJe/ie JIOTUKY Je4yujer
ypobeHor HoMaau3Ma.

JlupekTHa Be3a My3HKe U je3MKa 0CTBapyje ce U Kpo3 U3Boheme
6pojasuna kKao crnenuduUyHOr 06JIMKA TOBOPHO-PUTMUYKOT
r3pakaBamwa. OHe ce M3BOJie MPBO IJIACOBHO, a IOTOM U Y3 MOKpeTe
(mpecak, xoamwe WM KOMOWHAIMja MOKpPeTa), YUMe Ce yCIOCTaB/ba
HMHTerpaiuja Bep6ajHOT U MOTOPHUYKOT u3pasa. Jlella ce npuUTOM yue
jacHOM pa3/iBajamy pedM Ha CJIOrOBe, IPHU YEMY Ce CJIOTOBHA Jy:KHMHA
JOBOJM y Be3y cCa TpajakbeM TOHA. McTOBpeMeHO ce pasBHjajy
npaBUJHA apTUKYyJalldja, JUKIMja U akleHTyauuja. lllto ce Tuue
MOKpeTa KOju TMpaTe TIJacOBHO U3BOhewe, OHU MOry OUTHU
OpPraHM30BaHM y MyJICY, pUTMY WJH KpO3 rpynucame yJapa, YuMe ce
ycrnoctaB/ba QYHKI[MOHATHA TOBE3aHOCT METPUKE TEKCTA, MY3UYKOT
puTMa U MOTOpUKe mokpeta. C/aWYaH MNPUHLUI UHTerpaiuje
npuMemnyje ce IPUIMKOM M3BOhema 3By4YHe npuye. TokoM ciyliama,
Jlella MOTY aKTHBHO Ja y4ecTByjy mnpousBojehu oarosapajyhe
3BYKOBE WJIM IIyMOBE - TJIaCOM, NMOKpPeTHMa Tejla WM yHoTpebom
OpdoBux uHcTpyMeHata. TakBa aKTUBHOCT UCTOBPEMEHO IMOJICTHUYE
pasyMeBalme TeKCTa U  pasBHUja  CIOCOOHOCT  ayAUTHBHE
JUCKpHMHHaLMje ¥ 3By4YHe acollyjalyje, jep ce BepOaJHU CaAp:Kaj
HenocCpeiHO M0Be3yje ca 3ByYHUM U3Pa30M.

Jeanuku U MY3UYKH €JIEMEHTH Ce [JI0JIaTHO MPOXKUMAjy
NPUJIMKOM My3WYKHX Urapa Kpo3 MeplLenTUBHY peaklujy Jele Ha
K/by4He pedd Koje OOJIMKYjy KOHILENT 3ajilaTe Urpe. YKOJHUKO je, Ha
npumep, TeMa npojekra ,3uMa“, Moxke ce MPUMEHUTH urpa ,JleieHu
yuKa“ y Kojoj ce Aena ,3ajnejie“ Ha pey Koja MMa Be3e ca 3UMOM, a
3aTUM HacTaBe KpeTame y3 My3uKy. Ha Taj HauuH ce, mopep
PUTMUUYKO-MOTOPUYKE KOOPJUHALM]je, TPOIIUPYje U BOKabyJsap (HIp.
JleieHuna’, ,cMmet”, ,60pAa“), yuMe ce OCTBapyje CUHTe3a je3UYKOT,
KOTHUTUBHOT U MY3UUYKOT yYeha.

MoTHBaLMOHE MpUyYe YecTO ce peaausyjy y dopmu
JpaMaTu3alyje Koja CJIy:K1 Kao YBOJ, Y CaJip»Kaj My3UiKe akKTUBHOCTH.
Kpo3 wu3spaxajHo KasuBame TeKCTa Jlella pa3Bujajy ocehaj 3a
MHTOHALWjy, AUHAMUKy W €MOIIMOHAaJ/Hy 0060jeHOCT roBOpa, ILITO
npeAcTaB/ba MNpPUIPEMY 3a pa3yMeBalkbe HWCTHUX KaTeropuja y
MY3UYKOM H3BOhemy.
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Kao mTo cy pasinuuTa 3Hawa MebhycoOHO ycC/lO0B/beHAa U

HecBeCHO mnpuxBaheHa Kao ocHOBa OyayhMx  ayTOHOMHMX
JUCLHUIIMHA, TAKO je U MeTOAUKA YII03HaBakha OKOJIMHE UHTErpaHu
Jle0 My3W4KOI' BaCllUTamwa. YyeweM IlecMe, U3paZloM UHCTPYMeHaTa,
ylno3HaBalkheM Ca >KUBOTOM M pPaJOM HEKOT KOMIIO3UTOpa WJIH
ydyemheM y 3BY4YHOj NpHYM, Jelja CTUYy Ca3Hama O I[0jaBaMa U
II0jMOBHMaA U3 CBeTa KOjU UX OKpYKyje. UcToBpeMeHO, lelja CIOHTAHO
yCBajajy MojMOBe KOjU ce OJHOCE HAa Mopa/iHa Hauesa, reorpadcke
TOIIOHUMeE, UCTOPUjCKE YUH-eHULe, KAa0 U CBECT U O MPUNALHOCTH
nopoguuyM W Hauuju. OBO ,y3rpefiHO” WM MUMIUVIMLUUTHO Yy4eme
nocejyje MoTeHIWjas AyOUHCKOT Mamhema, jep ce HOBU cajpiKaju
yCBajajy y KOHTEKCTY eMOLIMOHA/IHO 060jeHor UcKycTBa. Kaza ce fena
KaCHUje CyCpeTHy ca CPOJHMM TeMaMa y OKBHUDPY APYrux 06J1acTH,
TakBa HCKYCTBEHAa OCHOBAa MOXe OJIaKIIaTU pasyMeBame U
VHTerpanujy HOBUX 3Hawa. (Tora My3H4YKO o06pa3oBambe, Mopef,
KOTHUTHBHe QYHKIMje, UMa U U3pa3UT BaCIUTHU NOTEHLIHjal.

Kao HesaMeH/bMB  MHTeJIeKTyaJIHH, aCOLUjaTUBHU U
CEeH3UTHUBHU IOJCTPEKUBAY CBEYKYIHOI pa3Boja JIMYHOCTH, My3UKa
CBOjy UHTEPAUCLUIJIMHAPHOCT jaCHO MCII0J/baBa U KPO3 I0OBE3aHOCT Ca
JIMKOBHUM BacnudTameM. TOKOM cCiyllamka My3uWKe BacluTay
ycMepaBa Jielly Jia [J0’KMBJbaj MeJIoAUje u3pase NoMohy pasMuUTHX
JIMKOBHUX cpefcTBa. [lokpeTu oJioBKe WM 4YeTKHULe, U3bop 60ja,
JIMHWja Y TNOBpUIMHA MOIY IIOCTaTH BHU3yeJHU eKBUBAJEHTH
MY3U4YKHUX eJleMeHaTa Kao WITO Cy TOHCKa BUCHHA, JUHAMUKA, TEMIIO,
KpeTakbe MeJoAuje WIM HauuH u3Bohema (serato, crakaTto). Ha Taj
HaYMH Ce acolujaTMBHA [pUpOJAa  MY3UYKOT  J0KMBJbaja
TpaHcpopMHUIlle Yy JMUKOBHHU HU3pas, NPU YeMy BacnuTay JUCKPETHO
ycMepaBa NaKiby Ha KapakTep Kommnosunuje. OBakBO NpeBoheme
3BYYHOT y BU3yeJIHU U3pa3 He OCTaje caMO Ha HUBOY Nepleniyje, Beh
ce MpoIIMpyje U Ha NMpaKTU4YHe aKTUBHOCTH KOje JOJATHO NOBe3yjy
YYJIHO UCKYCTBO W CTBapa/jaliTBO. Y TOM KOHTEKCTY, y NpaKCU ce
INpUMenyje U U3paja UHCTpyYMeHaTa OJ, pa3/MYUTUX MaTepHujana,
mTo yyBplihyje MpeAcTaBe O HUXOBOM H3rJlelly U HadMHHUMa
Jlobujarba 3Byka. CBe OBe aKTHMBHOCTH He caMO Ja NpoAybJbyjy
pasyMeBalme My3HYKUX II0jaBa, Beh JgonpuHoce pa3Bojy ¢uHe
MOTOpHKe, KOOpJHHalMje IOKpeTa U IPpOCTOPHe opujeHTanuje. Ctora
ce JIMKOBHO BacCIUTamke, Y OKBUPY MYy3UYKUX aKTUBHOCTH, IPUPOJHO
HazZoBe3yje U Ha (QU3UYKO BacCOUTalke Kao 3HayajaH CerMeHT
LeJIOKYITHOT pa3Boja JeTeTa Y IPeALIKOJCKOM y3pacTy.
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Besa wu3Bohewa My3MYKUMX aKTHUBHOCTM ca (QU3HYKUM

BaCIIMTalkeM OCTBapyje ce Ilpe CBera Kpo3 IOKpeT Kao NoCpeJHHUKa
MY3UYKOT [J0KUBJ/baja. [lokpeTH KoOju mpaTe MY3UKY CTUMYJMILY
pa3Boj ocehaja 3a puTaM, TaKT U Mepy, 0K afanTalyja npeMa TeMIy
U Kopeorpaduja y3 My3UKy U My3HU4YKe UIpe, NPeJCTaB/bajy BakKHe
CerMeHTe MOTOPHYKOT pasBoja. Y TOM CMHUCJy, NOKPeTH H3a3BaHHU
MY3UKOM MOIYy ce I[OCMaTpaTd Kao TeJleCHe apTHUKyJauuje Koje
npecjrKaBajy 3By4He o6sivke. Kako uctude Byny, ,My3nka U OKpeT
ce 4YecTo ONUCYjy Kao npupodaH cnoj, BepoBaTHO 360T Tora IITO ce 06a
deHOMeHa JellaBajy y BpeMeHy, Kao U JbYyACKM TOBOp U Apyre
Bokasuzanuje” (Woody, 2024, str. 123). U3Boheme aKTUBHUX 8exC6U
ducarsba, npaheHUX NOKPeTUMa, NOAjeIHAKO Ce KOPUCTH Y METOAULU
My3W4YKOT M QU3MYKOI BaCnUTamwa y paAy ca HajMaahuM yspacTom
Jene. TakBe akKTHBHOCTHU JONPHUHOCE NPABUJIHOM Pa3BOjy BOKaJIHOT
amapaTta, ajJd M OIWTOj MNCUXOPU3UYKO]j perynauuju JeTeTa,
noBe3yjyhu KOHTpoOJIy AUCama, [pKambe TeJla U PUTMUYKO KpeTame.
BehnHa pUTMHUYKUX CIOCOGHOCTHM pas3BHja ce Kpo3 YyHoTpedy
6pojanuya, Koje ce U3BOJe Y CKJIAJy Ca NOCTaB/bEHUM 3aJaTKOM —
61JI0 Ja je pey 0 OJprKaBaby NyJica, U3BOhewy pUTMUUYKUX obpasana
WJIHA Tpynucawky yjapa. TeMIo, Kao HeOJBOjUBM [Jle0 PUTMa, Jela
yCcBajajy u3BojiehM IOKpeTe KOju OJroBapajy Op3WHU MeJojuje.
[TokpeTu ce npusarobaBajy TeMIly, ajlu U HAa4YMHY Ha KoOju ce (Kpo3
NoKpeTe WU Kopeorpadujy) Mys3uKa [A0XKHUBJ/baBa U omaxa (6ps3o0,
CIIOPO KpeTame, CKaKyTame, TpylKamwe, X0[alkhe Ha NIPCTUMa WU
INyHUM CTONAJMMa, CaBUjaleM W rubamweM). Ha Taj HauMH TesieCHO
HCKYCTBO IIOCTaje CpeJCTBO UHTEpPHa/NIU3aLUje My3UuKe CTPYKType. ¥
IIPaKCH Ce 32 OBY BPCTY aKTMBHOCTH KODHUCTe pa3JIMYUTe MYy3U4Ke
urpe (HIp. Jlum60 neHc, Mysuuke crosuile, JleseHy 4rKa, Me mana
0KoO Tebe, Jex), Kao U jeAHOCTaBHe Kopeorpaduje y3 Jiedje necMe, Koje
cayxe yTBphuBawy pUTMHUUYKOr nysca. OBakBe aKTUBHOCTH
UCTOBPEMEHO IOACTHUYY TIpYNHY KOODAMWHALMjy, IPOCTOPHY
OpUjeHTalMjy ¥ COLMja/IHy UHTEPaKLHU]Jy.

KoHnayHo, yyewe mseca — 6u/I0 Ja je ped O Bajlepy WIU
HapoJHOM KOJ1y — NIpe/iCTaB/ba CUHTE3Y My3UUKUX Mepa, MOTOPUYKUX
BelITUHA U KYJTYpOJIOIIKUX BpeAHOCTH. [lopes dusnuke U puTMHUUKe
KOMIIOHEHTe, OBAaKBe aKTHMBHOCTHM HeTyjy OJHOC IpeMa TpaJULHjH,
KyJTYpU U HaLMOHA/JHOM HJeHTUTeTy. Ha Taj HauuH My3UUYKO
obpa3oBame y INpeJUIKOJCKOM y3pacTy 3ajobdja U H3paKeH
BACIUTHU KapaKTep, MHTErpuIlyNu ecTeTCKO, TeJleCHO U KYyJTYpPHO
HCKYCTBO y jeJUHCTBEH IIpOIiec pa3Boja JeTeTa.
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3AK/bYYAK

Mogen mpojeKTHOr MNPUCTYNa y4yewa, Kao nepdpopMaTUBHA
npakca XUOPUJHOT YKpIITakha U UHTErpalnuja cajipxkaja pa3jiMuuTUx
3Hama, NMpUMeEyje ce y cprnckuM BptuhuMma on 2018. roauHe.
MMnyieMeHTalMjoM KOHIeNITA OTBOPEHOCTH, OTBapajyhu cBoje
rpaHUlle, MeTOJYMKa MY3WYKOT BaclMTawka yBeJa je Yy CBoje
WJIEHTUTETCKE CNelquPUIHOCTH M NpHUYe, NPeJCTaBe W3 >KUBOTHE
OKOJINHE, MaTeMaTH4YKe M0jMOBe, BHU3YyeJHE YMETHOCTH, (PUIHUUYKY
akTUBHOCT. OTBOpEeHOCT MeToAuKe oMoryhaBa Ja MY3UUKe
AKTUBHOCTU IOCTaHy CpPeACTBO MOBe3HWBamka Pa3/JUUYUTHUX 006J1acTH
06pa3oBama - 0/ MaTeMAaTHUKE U je3UKa, IPEKO JTUKOBHOT U PU3UIKOT
BaClUTamwa, [0 EeTUYKOr U COLMjaJHOT ydewa. Kpo3 Temartcke
[IpOjeKTe, [Jella Ha HajpaHUjeM y3pacTy CIOHTAHO YCBajajy HOBe
MOjMOBE, pa3BHjajy MOTOPHUYKE U KOTHHTHUBHE BeLITHHE, yye Ja
[IpUMEBYJy JIOTUYKO pa3MUIL/bAke U HUCTPAXKY]y COICTBEHY
KpeaTUBHOCT. TakKBUM  XOJUCTUYKUM  NPUCTYIIOM, MY3HUYKO
BaCllUTalke IMOCTaje CPEeACTBO 3a Clajalkbe Pas/IUuYUTUX 006J1acTU
00pasoBama Y BaClUTama Yy jeJUHCTBEH, UHTErpaTHBaH U CMUCJIEH
06pa3oBHM mporiec. [laypasHa kKoxabuTanuja ca JpyruM 06/1acTUMa,
He JlecTabun3yje UAEeHTUTET MeTOJIUKE MY3UYKOr BaClUTama, Beh
ra ob6orahyje Kpo3 MYJTHCEH30pHY NepLENujy, eMOIMOHATHO
ydermihe U akKTHUBHY HHTEpaKLHjy ca oKpyxkemweM. [lepdopmaTrBHA
[pakca MoJeJsia IIPOjeKTHOT IPUCTyNa y4yewa I[peLCcTaB/ba
CAUHXPOHUjCKU M JUHAMUYaH KOHIENT, YCJOB/bEH CaBpeMeHUM
WHTepecMMa ¥ OJHOCUMa Y [JpYIITBY, MeJarollkMM Teopujama
06HOBJ/bUBE/U3MEH/bUBE pA3BOjHE IMCUXOJIOTHje U OTBOPEHHX
WJEeHTUTEeTCKUX JUCUUIIIMHAPHUX IPaHULA.

WHTerpaTuBHU NOTEHLHUjAJIM My3UUKUX aKTUBHOCTU Y LIEJIUHU
00pa30BHO-BAaCMUTHOT pPajia Ca NPEAIIKOJICKOM Jel0oM NPaKTUYHO
HeMajy orpaHuderba. My3uka gesyje Kao XMOPUJAHU MeOHjyM KOjU
CUHXPOHHU3Yje adeKTHBHU, KOTHUTUBHU U MOTOPHUYKH Pa3Boj JleTeTa.
OHa omoryhaBa fa ce Jiedja paZj03HaJIOCT, EMOLMOHATIHA peaKlija U
MOTOpPHUYKE aKTUBHOCTU UCKOpPUCTe V GYHKIIUjU Ay6J/bEeT pa3yMeBamba
cBeTa OKO HUX. OBaj XOJMCTHUYKUA NPHUCTYMN, KapaKTEpUCTHYaH 3a
CpIICKe MpeAIIKOJICKE YCTaHOBe KOje NMpuMemyjy nporpam ,l'ogvnHe
y3JeTa“, mokasyje Aa My3W4YKO BaclUTakbe UMa MYJTUIJIMKATUBHU
edpekaT: OHO He caMO Jla pasBUja MY3W4YKe CIOCOOGHOCTH, Beh u
MHTErpuille HOBAa 3HAaWa, yHamnpehyje conujajHe BeLITUHE U
oMoryhaBa [ed4jy caMOCTaJHOCT W KpeaTUBHOCT. Y KOHTEKCTY
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CaBpeMeHUX O00pa30oBHUX H3a30Ba, My3M4YKe aAKTHUBHOCTH Y

NpeAIlKOJICKMM ycTaHoBaMa y Cpbuju npejcTaB/bajy CHaXaH
MHTErpaTUBHU PeCcypc KOjH MOJCTUYE CBe0OYXBAaTHHU pa3Boj leTeTa.
Teopujcku JUCKYpPCH U HOBU MO/JIeJIM Y BaCIUTHO-06pa30BHOM
CUCTeMy yKa3yjy Ja je jelaH O IVIaBHUX KOHCTpyKaTa cafallbulie —
KOMYHHUKalMjCKU NOTeHIMjas — IIaTGopMa 3a FTOTOBO CBe MeTOJUYKe
nocTynke ydera. CHHTE30M TeOpPUjCKMX YBHUAQ U TEOPUjCKOj U
JleCKDUIITUBHO-aHAJIMTUYKO] aHa/JIU3U JIUTepaType, AOLLIO Ce [0
3aK/by4yKa Jia je KOHLENT OTBOPEHOCTH, Kao JJOMHUHAHTHU CaZApXKaj
NOCTMOJIEPHUCTUYKUYX, COLMOJIOIIKMX M YMETHHUYKUX [paKCH,
06pa30BHU CUCTEM apTHUKYJHCAO Kao cucmem y nokpemy. OTBOpeHHU
KOHLIENT  y4yea, HACynpoT 3aTBOPEHUM  AUCLUIJIMHAPHUM
CUCTEMHMa, [103ajMJ/byje, KOPUCTH, MHTEpPHA/IN3Yyje 3Hala U ajaTe U3
pa3/IMYUTUX 006JaCTH y4Yewa U MOJJI0XKAH je  KPUTHUYKO]
IPOBEP/bMBOCTU U peBU3MWjaMa, 6e3 pasaparba HHCTUTYLHOHAIHE
CTPyKType. 3Hayaj HCTpaXMBalka OBe TeMe je Yy carjejaBamby
peJieBaHTHUX METOACKHX MOCTyNaka Koju OM MOTIJU Aa WHTEerpully
3Haka M3 JPYrux 006JIaCTH Y4ema, CeJEeKTUBHO KOHTpOJMIIyhu
IPONyCT/bUBOCT CBOjUX TIpaHULA. YKasuBame Ha MOTeHIUjal
N0Be3MBama 3Haka, a/lM U Ha CTaJlHa NpUjarohaBama TPEHYTKY U
KOHTEKCTY O0TBapa NpoCTOP 3a Jla/ba UCTPAKUBAHA Y 0BOj 06/1aCTH.
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POSSIBILITIES OF CONNECTING MUSICAL
ACTIVITIES WITH OTHER LEARNING AREAS WITHIN
THE PROJECT-BASED APPROACH AND THE “YEARS
OF ASCENT” PROGRAMME

Summary: Proceeding from the assumption of the dynamic character and
continuous alignment of music education methodology with other areas of
learning in preschool institutions, this paper examines the integrative
potential of musical activities in preschool settings in Serbia. The aim of the
study is to identify and analyse the methodological aspects of interconnecting
musical activities with other learning domains, emphasizing that their
integrative capacity is grounded both in pedagogical experience and in
contemporary theoretical and cultural practice. The research applies
comparative and descriptive-analytical methods. Through an analysis of the
elements and phases of musical activities possessing correlational potential,
direct and indirect links with other fields of knowledge were identified, as
well as connections with relevant theoretical concepts, including openness,
interdisciplinarity, and hybridity.The research results concerning possible
integrations of different methodological areas indicate the ways and the
extent to which the naturalization of surrounding texts can be applied within
the context of children’s music education in Serbia, implemented according to
the project-based learning approach. The study demonstrates that musical
activities in preschool institutions constitute an effective instrument of
integrative learning, simultaneously fostering children’s cognitive, emotional,
and social development.

Key words: music education methodology, concept of openness, project-
based learning approach, interdisciplinarity, integration of different
methodological areas.
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INTRODUCTION

The civilizational transformation conditioned by technological
development, as well as by phenomena of geopolitical and cultural
internalization, reflects on all models of learning and upbringing. In an
effort to respond to such challenges, UNICEF, within the framework of
the ‘Kaleidoscope’ program, promoted a model of project-based
learning, founded on the naturalization of contemporary connotative
content into educational programs. As a pedagogical model, project-
based learning rests on a constructivist position according to which
knowledge is most effectively constructed when linked with prior
experiences and environment—when children ‘through social
interactions with other (knowledge) build upon the existing wealth of
knowledge and experience in order to create new understandings’
(Levin etal., 2022, p. 15).

In Serbia the model of project-based learning, under the name ‘Years
of Ascent, has been verified by legal documents and has been in
implementation since 2018. Although conceived as thematically
organized, such an approach implies an open and dynamic structure: it
is subject to revision, supplementation (often at the initiative of
children), and critical re-examination through documented
monitoring of children’s development during all three phases of
work—opening, developing, and closing the project. In this way, the
learning process is not viewed as a linear and predetermined closed
system, but as a flexible and contextually conditioned educational
process.

This dynamic and open structure is directly aligned with the
conceptual foundations of the program, which paradigmatically
connect sociocultural and poststructuralist theories. The concept of
openness?,  together with discourses of naturalization!s,
hybridization!4, dispositif, performativity, and intertextuality,
transcends the traditionally understood notion and practice of
interdisciplinarity. Unlike interdisciplinarity, being the approach that
relies on the exchange of experiences between related scientific fields
connected to a certain autonomous discipline, the concept of openness

12 The very term concept of openness originated with Morris Weitz in the 1960s and denotes
variability, reconstructiveness, segmentation, and conceptuality (Weitz, 1987, pp. 143-154).

13 Explaining the subject of learning through already acquired knowledge suitable for conceptual
connection (Wittgenstein, 1980, p. 56).

14 A notion that does not support the discourse of mastery but rather a new mapping in the
interpretation of the subject, with effects beyond the parent discipline.
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implies fluidity of boundaries and the dynamic constitution of
meaning within broader networks of knowledge.Intertextuality, as one
of the key elements of the concept of openness, enables the
recognition of a complex network of semantic relations in the music
education methodology, which surpasses the boundaries of an
individual discipline. It ‘indicates that within every text there are other
texts, since it absorbs them, relocates them, offers new interpretation,
condenses, develops, and reshapes them’ (Suvakovi¢, 2011, p. 55).

The performative procedure of learning!> (which does not refer to the
subject of learning but is realized in relation to the situation, the
moment of children’s distraction), as well as Foucault’s (Michel
Foucault) concept of the dispositif—in which music education does
not function as an individual dispositif but as an element of a broader
heterogeneous set of knowledgels—further reinforce the standpoint
on the variability and contextual conditionality of educational
concepts. Educational practices are formed within dynamic networks
of relations, rather than as closed and stable systems. Precisely within
this theoretical horizon, space is opened for re-examining the
integrative potentials of the music education methodology in the
contemporary preschool context.It could be said that this also
represents the subject matter of the present paper. The aim of the
research is to identify and emphasize the integrative capacity of
collaborative learning grounded in contemporary cultural practice.
The paper employs methods of theoretical analysis, the comparative
method, and the descriptive method (examples from practice), as well
as content analysis, supported by an interdisciplinary approach and a
critical interpretation of relevant scientific literature and current
curricular foundations.

COLLABORATIVE CONCEPT OF LEARNING

The methodological guide for musical activities within the project-
based approach to learning directs educators to integrate various
musical tasks into the thematic whole of the project. Methodological
postulates in learning songs, counting rhymes, studying composers,

15 When the meaning of an artwork/event does not depend on referential meaning but on
context (Suvakovi¢, 2011, p. 533).

16 Music as an individual dispositif may appear once as the program of an institution, and another
time (as part of a heterogeneous set) as a means of judging or masking a practice that itself
remains unheard and invisible, or as a secondary reinterpretation of this practice, open to a new
field of rationality. (Suvakovié, 2016, pp. 300-301)
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instruments, performing musical games and sound stories, listening to

music, and children’s creativity do not only develop musical abilities
but also establish natural connections with other areas of educational
work. In accordance with this, Jensen (Eric Jensen) argues that music
should be included in the content of language, history, geography,
society, and mathematics (Jensen, 2003, pp. 99-116), since
‘interdisciplinary learning benefits the human brain, which in this way
naturally learns from many angles’ (Levin, Clark,& Starkey, 2022, p. 69).
Most contemporary pedagogues and psychologists advocate for a
collaborative concept of learning, as it enables deeper understanding
of individual fields, integration of knowledge, development of
assertiveness and communication with peers and the environment, as
well as improvement of motor skills with a sense of space. As Levin
(Sara Levin), Clark (Amanda Clark), and Starkey (Erin Starkey)
emphasize, ‘studying one topic in the context of another subject
provides the opportunity for each discipline to be studied deeply and
integrally’ (Levin et al, 2022, p. 69). This theoretical framework
indicates that learning music is not reduced merely to learning a song
or learningto play an instrument, but entails the synchronous activity
of cognitive, motor, and emotional processes. In this context, Robert
Woody speaks of three stages of acquiring musical skills: the cognitive
(perception and apperception), the associative (expressed through
movement, drawing, and emotional determinants), and the
autonomous, which relies on acquired knowledge (Woody, 2022, pp.
74-75). In this process, knowledge represents the outcome of learning
that can occur even without external stimuli and is ready to be stored
in long-term memory, which also contains the initial sensory
experience of learning a song.

Musical equivalents to Piaget’s (Jean Piaget) stages of cognitive
development can first be observed in the sensorimotor phase of
conservation, when children acquire the ability to perceive a certain
property and retain it regardless of surrounding changes. Music
psychologist David Hargreaves analyses these stages through the ‘natural
course of development,” which begins at birth (‘children are programmed
to be musical’) and continues through the gradual development of
musical abilities, encompassing progression and assimilation, which
manifest in musical activities and are directed toward the capacity for
musical expertise (Hargreaves, 2017, pp. 245-277).

In the musical activities of preschool children, decentralization of
strict identity elements is applied—those that are listened to, learned,
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or performed through/with play. The most effective networking with
other areas of knowledge is achieved through motivational stories and
repetition motivators. These stages of learning are thematically
connected with the project and represent communicative and
multifunctional potentials for networking with strategies, knowledge,
and matrices of the Serbian language, mathematics, social and natural
environment, physical and art education.The multidimensional nature
of motivation enables learning even at a stage when children are not
yet capable of metacognition, when they experience the pleasantness
of sound through rhythmic and melodic content via spontaneous
singing, jumping, playing, and clapping, while loudness, timbre, and
expressiveness of sound are acquired mainly through visual means.
Only when children move beyond the sensory mode, at the age of four
to six, does song learning represent a cognitive and psychomotor
change in knowledge and skills. And precisely in this manipulative
mode of development, children acquire the ability to reproduce
children’s songs, repeat rhythms, and handle instruments.

Music always represents an experience of pleasure, but in preschool
age meaningful intrinsic motivation for a musical activity almost does
not exist. Children respond primarily to external stimuli such as
motivational stories, games, dramatizations, drawing, counting,
sculpting, model-making, and physical activities. These processes
represent the natural context in which musical experiences are
spontaneously acquired, since knowledge from language, literacy,
mathematics, nature, society, physical education, and visual arts is
integrated into play, which constitutes the most natural context for the
emotional encoding of music as its essential, generative property.
Encouraging children’s affective reactions to idiomatic tonal and
rhythmic characteristics of music is achieved through repetitive motor
tasks and visual-associative representations. Each action - although
just a play at first glance - is received at an unconscious level through a
system of sensory encoding. With the help of indicators such as sound,
colour, objects, movements, and facial expressions, children
experience musical content as joyful, sad, combative, or gentle, which
enables the development of the first emotional and perceptual
categories of musical experience. Paula Polk Lillard refers to Maria
Montessori’s view, emphasizing that bodily movements—especially
those of the hands—are integrated with mental processes in the
complete integration of personality, thereby forming the child’s
intellect. For sensory education, she highlights that visual
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representation provides the path to understanding in every field of

education (Lillard, 2014, pp. 39-51)..”

According to postmodern theories of reception by John Fiske, Stuart
Hall, and Jean Piaget, the experience of music in childhood first
appears through an impulsive sense of pleasure, which later
transitions into a process of conceptual understanding of music
(Alexander, 2007, pp. 18-19). This shift from emotional to cognitive
experience enables the formation of more complex perceptual and
meaningful relations toward musical material.

STIMULI OF INTERACTIVE CONNECTION

In pedagogical practice, numerous motivational stimuli are used to
encourage children’s interest in musical activities. These may be
narrative structures that do not necessarily have to be explicitly
connected with the content of the song text, such as introductory
motivational stories orrepetition motivators, which apply a holistic
approach, that is, ‘a set of interactions mediated by symbols related to
the world of experience’ (Ellul, 2015, p. 27). Word and image
intertwine with music as an ‘irrational impulse’ and give it additional
meaning: ‘it is always a metaphor of a structure in which relations are
always more important than the objects placed in relation’ (Adorno,
1968, p. 53).

If, for example, the project theme is ‘Food,” the song Pekarci¢ (Little
Baker)can be treated through several interconnected activities. After
the introductory part, which includes a motivational story, breathing
exercises, and setting the musical task, children listen to the song in its
entirety, become familiar with the text and the meaning of unfamiliar
words (e.g., ‘the oven glows’), which can be directly linked to speech
development. Afterwards, a discussion could be held about
occupations and types of food (The World Around Us), while during the
motivation for repetition (this stage also serves as a form of active
rest), children knead dough and create different geometric shapes
(circle - pizza, triangle - paté, ball - dumpling) or sculptural figures,
thereby integrating elements of mathematics and art. Additionally, in
this stage, a polygon can be used: by jumping through hoops and
overcoming obstacles to music, children reach the goal—the bakery
(thus establishing a connection with physical education).

A similar example of interactive connection with other areas of
learning can be found in almost all songs children learn. For instance,
the song Twinkle, Twinkle, Little Star thematically fits into the project
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‘Space’ and connects arts (making planets out of modelling clay),
mathematics (ordering planets by size), language (song text), and
physical activity (children hopping as ‘astronauts’ on the surface of the
Moon). At the same time, children practice the musical element of
melodic leap (do, do — sol, sol), which can be represented as the
astronaut’s jump when entering the spaceship.

All these strategies of interactive connection use the same set of
methodological tools in project-based teaching: narration,
visualization, association, sensitization, and dramatization of musical
content. Through the stages of official methodological procedures—
introductory  motivation, motivation for repetition, visual
representation, and corresponding bodily movements—most musical
elements (tempo, dynamics, and melodic flow) can be connected with
complementary symbols of mathematical, linguistic, artistic, social,
and physical representations.

DIRECT OR INDIRECT LINKS WITH OTHER AREAS OF LEARNING

In the context of music education, the concept of openness implies that
musical activities are not a closed system but develop in interaction
with other concepts and domains, providing space for
experimentation, pattern observation, comparison, and the creation of
meaningful connections between different areas of learning.

Based on concept of openness, the connection of music with
mathematics, through mathematical means of expression, is reflected
in the perception and representation of different tonal
characteristics—short and long, lower and higher, softer and louder.
Graphical representation of such relations can be expressed through
different lengths, thicknesses, movements, and directions of lines. As
Mlodinow (Leonard Mlodinow) notes: ‘Mathematics (in science), as
well as music (in art), represents an abstract discipline. The Greeks
are credited with the idea that brought romance and metaphor into
mathematics: sometimes a line segment is just a line segment. But the
same line segment can represent the edge of a pyramid, a boundary
field, or the flight path of a crow. Knowledge of one can be transferred
to another’ (Mlodinow, 2005, p. 28)17.

17 The Pythagoreans, who claimed that number is everything, believed that inspiration is the
initial driving force behind scientific discoveries and artistic creations such as mathematics and
music. They were the first to study the mathematical and aesthetic properties of musical sounds.
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The mathematical approach also enables precise differentiation of
musical elements. Thus, articulation and diction can be graphically
represented through mathematical symbols—staccato as a dot, and
legato as a wavy line—emphasizing different forms of sound
performance. Furthermore, correspondence with mathematics is
recognized in parts of songs that are repeated or performed in the
same way. Such methodological procedures serve the perception of
patterns such as ABA or ABAB form, tempo, dynamics, articulation.
These patterns can first be presented symbolically (for example, ABA
form represented as a sandwich: bread-filling-bread), and then move
into action (children respond with a movement that is always the same
for the repeated section of the song or a specific musical element).

The concept of symmetry is connected with the symbol of patterns,
while the mathematical concept of sets can also be applied in the music
education methodology in two ways: directly (for example, sorting
materials according to the project theme), or indirectly (according to
perceptual sound stimuli—for instance, when the project theme
relates to animals, children create sets according to the speed of their
movement. In this way, they actually perceive slower or faster tempo).
By a similar principle, what they perceive aurally, children can also
represent in tabular form (rows, columns).

Seriation, as a mathematical expression (ordering from smaller to
larger or vice versa), can also be applied to the perception of melodic
sequences (for example, the song Cikpogodi - Guess what contains
sequences from do to sol and from sol to do), as well as to dynamic
elements such as crescendo and decrescendo. Graphical
representation of the sequencing of tones according to pitch
(measurement, positioning) along the line of melodic movement
corresponds to mathematical graphs, which can be represented by a
line that, by falling or rising, symbolizes not only pitch but also the
dynamic values of tones.

Preparing children for later (school) learning of note lengths
(notation) can be carried out through the mathematical concept of
dividing a whole, i.e. the part-whole relationship (for example,
dividing a pizza into halves or quarters, or pouring water into a jar to
half or quarter of its volume). The connection with the concept of
number can be achieved through the performance of counting rhymes
(for example, Five Little Fingers and One, Two, Three, We Play), which,
in the mathematical sense, can represent a sequence, thereby
simultaneously encouraging the adoption of numerical concepts and
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the development of rhythmic abilities, naturally integrating
mathematical and musical knowledge.

The project-based approach to learning also enables indirect
acquisition of mathematical knowledge. Thus, during certain stages of
musical activities (for example: organizing children in space), children
learn to form a circle, a square, to stand in a line, a row, in a column, or
in parallel rows. In this way, children aurally perceive mathematical
expressions and then connect them with practical application in space,
achieving deeper understanding and memory.

Connections with the methodology of the mother tongue, after
listening to a song, are first achieved through clarifying the meaning of
the text and explaining the meaning of unfamiliar words. This verbal
methodological procedure involves reading, understanding, and
interpreting the text!8. These steps lay the foundation for expressive
reading and interactive discussion. Expressive reading with a horizon
of expectations unfolds through the methodological principle of
gradualness. During the reading of a sound story, vocal and auditory
support is initially used, and questions are posed that encourage
reflection on the reasons for events in the story and the motives of the
characters. Afterwards, the conversation is redirected to the personal
level (secondary interview) with questions that allow children to identify
with the situation and feel personal connection with the content.Emotion,
according to Bojanin, is a parameter for everything perceived and
remembered: ‘Any separation of perception and cognition from (...
upbringing is entirely meaningless’ (Bojanin, 2022, p. 65)

Through the discovery method, children are encouraged to find the
point of the story or song, its conclusion, and its moral on their own.
Such contextualization of the story, besides expanding vocabulary (by
explaining unfamiliar words), also enables a separate learning
situation. This is a procedure that distances the conversation from the
central theme but serves as useful additional information, stimulating
children’s curiosity and analytical thinking. The separate learning
situation points to the delicacy of methodological procedures, which
should not neglect children’s naivety for the sake of (targeted)
epistemological curiosity, since ‘there is no understanding that is not a
communication’ (Freire, 2017, p. 26). Furthermore, the educator
respects the child as a subject of knowledge who should preserve their
autonomy as an individual and their right to sensory and emotional

18 In both linguistic and musical terms, such a procedure is defined as notation, denotation, and
connotation, or locution and illocution, that is, reception, perception, and apperception.
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distractions. Intentional diversion of attention from goal-focused

concentration is achieved (learning to sing the song) not only through
the motivational story but also through visualization, gestures, and
body movements, as psychological aids of metacognitive strategies for
learning music (Goleman, 2015, p. 156). These ‘excursions outside of
music’ are initiated by children not only through dispersion of
attention (‘wandering thoughts’) but also through questions that
spontaneously follow the logic of innate nomadism.

The direct connection between music and language is also realized
through the performance of counting rhymes as a specific form of
speech-rhythmic expression. They are performed first vocally, and
then with movements (clapping, walking, or combinations of
movements), thereby establishing integration of verbal and motor
expression. Children thereby learn clear separation of words into
syllables, with syllable length being connected to tone duration. At the
same time, proper articulation, diction, and accentuation are
developed. As regards the movements accompanying vocal
performance, they can be organized in pulse, rhythm, or through
grouping of beats, thus establishing functional connection between
text metrics, musical rhythm, and motor movement. A similar
principle of integration is applied in the performance of a sound story.
During listening, children may actively participate by producing
appropriate sounds or noises—through voice, body movements, or the
use of Orff instruments. Such activity simultaneously stimulates
understanding of the text and develops the ability of auditory
discrimination and sound association, since verbal content is directly
connected with sound expression.

Linguistic and musical elements additionally intertwine during
musical games through children’s perceptual reactions to key words
that shape the concept of the given game. If, for example, the project
theme is ‘Winter,’ the game Icy Man can be applied, in which children
‘freeze’ at a word related to winter and then continue moving to
music. In this way, besides rhythmic-motor coordination, vocabulary
is expanded (e.g., ‘icicle,/ ‘snowdrift, ‘snowboard’), achieving a
synthesis of linguistic, cognitive, and musical learning.

Motivational stories are often realized in the form of dramatization,
serving as an introduction to the content of musical activity. Through
expressive narration of the text, children develop a sense of intonation,
dynamics, and emotional colouring of speech, which prepares them for
understanding the same categories in musical performance.
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Just as in the earliest stages different types of knowledge are mutually
conditioned and unconsciously accepted as the basis of future
autonomous disciplines, so too is the methodology of exploring the
environment an integral part of music education. By learning songs,
making instruments, becoming familiar with the life and work of a
composer, or participating in a sound story, children acquire
knowledge about phenomena and concepts from the world around
them. Children spontaneously adopt concepts related to moral
principles, geographical toponyms, historical facts, as well as
awareness of belonging to family and nation. This ‘incidental’ or
implicit learning possesses the potential for deep memory, since new
content is acquired in the context of emotionally coloured experience.
When children later encounter related topics in other fields, such an
experiential basis can facilitate understanding and integration of new
knowledge. Therefore, music education, in addition to its cognitive
function, has a pronounced educational potential.

Music, as an irreplaceable intellectual, associative, and sensitive
stimulus of overall personality development, clearly demonstrates its
interdisciplinarity through its connection with art education. During
music listening, the educator directs children to express their
experience of melody using various artistic means. The movements of
a pencil or brush, the choice of colours, lines, and surfaces can become
visual equivalents of musical elements such as pitch, dynamics, tempo,
melodic movement, or performance style (legato, staccato). In this
way, the associative nature of musical experience is transformed into
artistic expression, with the educator discreetly guiding attention to
the character of the composition. Such translation of sound into visual
expression does not remain only at the level of perception but extends
to practical activities that further connect sensory experience and
creativity. In this context, practice also includes making instruments
from different materials, reinforcing ideas about their appearance and
ways of producing sound. All these activities not only deepen the
understanding of musical phenomena but also contribute to the
development of fine motor skills, movement coordination, and spatial
orientation. Thus, art education, within musical activities, naturally
extends to physical education as a significant segment of the overall
development of the child in preschool age.

The connection between musical activities and physical education is
primarily realized through movement as a mediator of musical
experience. Movements accompanying music stimulate the
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development of a sense of rhythm, beat, and measure, while

adaptation to tempo, coordination of movements, choreography with
music, and musical games represent important segments of motor
development. In this sense, movements induced by music can be
viewed as bodily articulations that mirror sound forms. As Woody
emphasizes, ‘music and movement are often described as a natural
union, probably because both phenomena occur in time, as do human
speech and other vocalizations’ (Woody, 2024, p. 123

The performance of active breathing exercises accompanied by
movements is equally used in the music and physical education
methodology when working with the youngest children. Such
activities contribute to the proper development of the vocal apparatus
as well as to the general psychophysical regulation of the child, linking
breath control, body posture, and rhythmic movement. Most rhythmic
abilities are developed through the use of counting rhymes, which are
performed according to the set task—whether it is maintaining pulse,
performing rhythmic patterns, or grouping beats. In this way, bodily
experience becomes a means of internalizing musical structure. In
practice, various musical games are used for this type of activity (e.g.,
Limbo Dance, Musical Chairs, Icy Man, Cat Game, Hedgehog), as well as
simple choreographies to children’s songs, which serve to reinforce
rhythmic pulse. Such activities simultaneously encourage group
coordination, spatial orientation, and social interaction.

Finally, learning dance—whether it be the waltz or traditional folk
circle dance—represents a synthesis of musical measures, motor
skills, and cultural values. In addition to the physical and rhythmic
component, such activities cultivate an attitude toward tradition,
culture, and national identity. In this way, music education in
preschool age acquires a pronounced educational character,
integrating aesthetic, bodily, and cultural experience into a unified
process of child development.

CONCLUSION

The project-based learning model, as a performative practice of hybrid
crossovers and integration of content from different domains of
knowledge, has been applied in Serbian kindergartens since 2018. By
implementing the concept of openness and expanding its boundaries,
the methodology of music education has incorporated into its identity-
specific features stories and representations from everyday life,
mathematical concepts, visual arts, and physical activity. The openness
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of the methodology enables musical activities to become a means of
connecting different fields of education—from mathematics and
language, through visual and physical education, to ethical and social
learning. Through thematic projects, children at the earliest age
spontaneously adopt new concepts, develop motor and cognitive
skills, learn to apply logical reasoning, and explore their own
creativity. With such a holistic approach, music education becomes a
tool for merging different areas of education and upbringing into a
unified, integrative, and meaningful educational process. Plural
cohabitation with other fields, does not destabilize the identity of
music education methodology; rather, it enriches it through
multisensory perception, emotional participation, and active
interaction with the environment. The performative practice of the
project-based learning model represents a synchronic and dynamic
concept, conditioned by contemporary interests and social relations,
pedagogical theories of renewable/adaptable developmental
psychology, and open disciplinary identity boundaries.

The integrative potentials of musical activities within the overall
educational work with preschool children are practically limitless.
Music functions as a hybrid medium that synchronizes the child’s
affective, cognitive, and motor development. It enables children’s
curiosity, emotional response, and motor activities to be harnessed in
the service of deeper understanding of the world around them. This
holistic approach, characteristic of Serbian preschool institutions
implementing the program ‘Years of Ascent’, demonstrates that music
education has a multiplicative effect: it not only develops musical
abilities but also integrates new knowledge, enhances social skills, and
fosters children’s independence and creativity.In the context of
contemporary educational challenges, musical activities in Serbian
preschools represent a powerful integrative resource that stimulates
comprehensive child development.

Theoretical discourses and new models within the educational system
indicate that one of the principal constructs of contemporary society -
communicative potential - represents a platform for almost all
methodological approaches to learning. Through the synthesis of
theoretical insights and the theoretical as well as descriptive-
analytical analysis of the literature, it has been concluded that the
concept of openness, as a dominant feature of postmodern,
sociological, and artistic practices, has been articulated within the
educational system as a system in motion. In contrast to closed
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disciplinary systems, the open concept of learning borrows, utilizes,

and internalizes knowledge and tools from various fields of learning,
while remaining subject to critical verification and revision without
undermining the institutional structure itself. The significance of
researching this topic lies in identifying relevant methodological
procedures capable of integrating knowledge from other fields of
learning while selectively regulating the permeability of their own
boundaries. Highlighting both the potential for connecting knowledge
and the necessity of continuous adaptation to moment and context
opens space for further research in this field.
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YuuBep3uret y beorpazny, ®akynTeT 3a 06pa3oBame yUYUTe/ba U BaCIUTAYA,
Beorpapg, Cp6uja

['abpujena B. TPYJU'h

YHuBep3ureT y beorpany, ®akysnreT 3a 06pa3oBarbe yYUTe/ba U BaCIIUTAYA,
Beorpag, Cp6uja

MOTI'Y'RHOCT IIOBE3UBAIbA MY3UYKUX AKTUBHOCTH CA
APYTI'UM OBJIACTUMA YYEIA Y OKBUPY ITPOJEKTHOT
IMMPUCTYIIA U IIPOTPAMA ,TOAUHE Y3JIETA“

Caxxcemak: [lonasehu 00 npemnocmaske o0 OuHAMUu4HOCMU U
KOHMUHYUPAHOM ycaz2aawasarky Mmemoduke My3udkoz eachumared ca
dpyaum o6aacmuma yyersa y npedwKo/ACKUM yCmaHosama, pad ucmpasicyje
UHmMezpamueHe nomeHyujase My3uyKuxX aKmueHoOCmMu y npeduwKo/CKUM
ycmaHosama y Cpé6uju. Luam pada je da udenmudukyje u auaausupa
Memoduyke acnekme Mehyco6HO2 noees3usarba My3udkux aKkmueHocmu ca
dpyaum domeHuMa yueroa, ykasyjyhu Ha mo da ce HUX08 UHMe2pamusHu
Kanayumem 3aCHU8A KAKO HA NnedazowKoM UCKYyCmgy, mako U Ha
caspemeHoj mMeopujckoj u KyAmypo/owkoj npakcu. Y ucmpaxcusary cy
npumerseHe KomnapamueHa U 0eCKpUnmueHo-aHaAuUmu4ka memood.
AHanusoMm esnemeHama u $asza My3uvKux dKmueHoOCmu ca KOpeaamusHuUM
nomexyujasnom, yodeHe cy HenocpedHe U nocpedHe 6ese ca Opy2um
obsacmuma 3HareA, Kao U €4 peae8aHMHUM MEOPUjCKUM KOHYenmumd,
YKmYyUyjyhu  omeopeHocm, UuHmMepouCyunAuUHapHocm U  XubpudHocm.
Pezynmam  ucmpasxcusarsa  moz2yhux — uHmezpayuja  pasauvumux
Memoduykux nodpy4ja yKalyje Ha Koju HA4UH U Yy Kojoj mepu je
npumeHs/bUBA HamypaJausayuja oxpyxcyjyhux mekcmosa y KoHmekcm
My3U4Koz2 eacnumarea deye koju ce npumewyje y Cpébuju no modeay
npojekmHoz npucmyna yuery. Hcmpascugarbe nokasyje da My3uuke
akmusHocmu y npedwKo/CKUM ycmaHosama npedcmassbajy edukacaH
UHCMpPYMEHm UHMe2pamueHo2 y4erba, KOoju UCMos8peMeHO nodcmuye
KOZHUMUBHU, eMOYUOHA/IHU U COYUjaIHU pa3eoj demema.

KmyuHe peuu: memoduka My3uukoz eacnumarea, KOHYenm omeopeHocmu,
npojeKmHU npucmyn y4ery, UHMepOUCYUNAUHAPHOCM, UHMez2payuja
pasauvumux Memoouykux noopyja.
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