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Abstract

One’s native musical idiom is of great importance for the growth and development of a
child. However, despite the frequent mention of this concept in the methodological
literature, we cannot find it clearly defined anywhere. Therefore, in this study, we first
defined the native musical idiom through a multidisciplinary approach, then we pointed out
its role in the development of the ability to perceive (the melody, harmony and rhythm), the
acquisition of songs, rhythmic abilities and music memory, and then emphasized its role in
the acquisition of new music material. The ultimate goal of this study is to indicate the
necessity of establishing beginner music education classes in elementary schools (first and
second grade) on material which represents the native musical idiom of the environment in
which a child is growing up.

Key words: native musical idiom, musical abilities, music material.

YJOI'A MY3UUYKOI' MATEPIHET JE3UKA
Y PA3BOJY MY3NUYKUX CIIOCOBHOCTH
N YCBAJAIBY HOBUX CAIPKAJA

Arncrpakr

My3HuKH MaTepU je3WK MMa OrpOMaH 3Hauaj 3a pa3Boj W casHame nerera. Meby-
THM, ¥ TIOpe]] YeCTOT IOMHEbara OBOT MI0jMa Y METOANYKO] uTeparypu y CpOuju, HUrIe
HE HaWJIa3UMO Ha FhEroBY jacHy hopMynanujy. Y pay je 3aTo MpBO MYJITHIHCIMILTHHAD-
HHM HPHCTYNIOM Je(pUHUCAH MY3HYKH MaTepH-H je3UK, 3aTHM je MCTaKHyTa HBerosa yjora
Y pa3Bojy CIOCOOHOCTH OMaXkarha (MeJIo/IHje, XapMOHH]jE, PUTMA), YCBajama recama, puT-
MHYKE CIOCOOHOCTH U My3HWYKE MEMOpH]E, a IOTOM H HarJallleHa Heropa yJora y ycBaja-
Y HOBHX MY3MYKUX canpkaja. Kpajsu mnb pana je ykasuBame Ha HEOTIXOJHOCTH 3aCHH-
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INTRODUCTION

The concept of the native musical idiom was first used by the
Hungarian musical pedagogue, ethnomusicologist and composer Kodaly
who, during the 1940’s, designed a concept of music education based on
Hungarian folk music. One of his standpoints was that children will be-
come masters of their native musical idiom only after they acquire their
native tongue (Dobszay, 1992). Kodaly’s students and followers intro-
duced their principles into the teaching process in elementary and music
schools in Hungary after World War Il in the form of Kodaly’s method,
which along with “certain (minimal) transformations” in the sense of us-
ing various native musical idioms, which could be realized everywhere
around the world (Drobni, 2008: 46).

Numerous musical psychologists and pedagogues have discussed
the importance of the native musical idiom on the development of indi-
viduals. Bjerkvol points out that it plays an important role in the social-
emotional development and marking of the identity of an individual, since
children’s social life, just like its “embedding” into culture and society,
begin from the “inspired primary dialogue between infants and mothers”
which is realized through song (Bjerkvol, 2005:107). One time when he
was addressing an audience, Vasiljevi¢ stated the following:

If your mothers sang lullabies to you while you were in your cribs,
then you, my dear sweet children, attended the best conservato-
ry... All the other conservatories and music schools are not able to
make up for what you mother had not passed on to you in her song
and her speech (Vasiljevi¢, M. 1941: 8, author’s translation).

Kodaly points out that a child, just like it first learns to speak and
then to read and write letters, also first has to learn its native musical idi-
om, and only then learn notes (Kodaly, according to: Kodaly Educators of
Southern New England, www.kesne.org).

However, by analyzing the methodological literature we can note
that there is no definition of the native musical idiom, as well as that the
syntagm of a folk song, native idiomatic singing (Vasiljevi¢, M., 1941,
Nastasijevi¢, 1972) and native idiomatic songs (Drobni, 2008) are often
used as synonyms for this concept. Therefore, its role in the development
of musical abilities is presented in very restricted terms. This is why a
more comprehensive view of the native musical idiom (the definition and
presentation of the forms which it consists of), as well as the emphasis on
its role in the development of a composite musical ability?, otherwise a

1 The concept of a musical ability/musical abilities is one of the “most sensitive”
(Teplov, 1966: 41) and “most controversial” (Révész, 1954: 131) concepts in the
psychology of music. There are numerous views on the nature of musical abilities,
and we have in this paper opted for the structuralist understanding according to which
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key assumption in the successful realization of music education classes
among younger school age children, is of exceptional importance for mu-
sic pedagogy and teaching. The topic of this study is the native musical
idiom and its role in the development of the ability to perceive, to acquire
songs, rhythmic abilities and memory?, as well as to acquire new content,
all viewed through the prism of knowledge of the field of music peda-
gogy, psychology of music, musico-linguistics and neuromusicology. The
goal of the paper is to indicate the necessity of founding beginning level
music education classes in elementary school (grades one and two),
which would include material from the native musical idiom of the envi-
ronment in which the children are being raised.

DEFINING THE NATIVE MUSICAL IDIOM

The native musical idiom is a form of “sounding line... from the
deepest recesses of the spirit” (Nastasijevi¢, 1972: 236) which includes
music material from the childhood of one’s parents, grandparents, great-
grandparents, maybe even great-great-grandparents (Bjerkvol, 2005). It is
assumed that a child begins to acquire it very early on, in the mother’s
womb? (Trevarthen, 1988). When learning the native tongue, a child first
hears the speech of adults, and then spontaneously acquires the complete
linguistic ideas and communicates with its environment. The analogy is
that when learning a native musical idiom it first listens to the singing and
playing of adults*, and then acquires musical ideas (poetic-melodious-
harmonious-rhythmic patterns) and through singing with adults in the
form of mimicry and the study of sound sources musically communicates

musical ability is the sum of relatively independent abilities expressed to various
extents (the ability to perceive and reproduce pitch, intensity, duration and color,
rhythmic and other abilities). For more on defining musical ability, see Niksi¢, N.
(2005). Muzicke sposobnosti dece pred polazak u I razred osnovne Skole [Musical
abilities of children prior to enrolment in the first grade]. Unpublished MA thesis
defended at the Teachers College in Uzice.

2 The native musical idiom, that is the musical experience of children, also influences
the development of other abilities, such as preferences, taste in music (Kodela &
Nikoli¢, 2016), and harmonic hearing (Nikoli¢ & Kodela, 2020).

3 Based on the results of psychological research, it was determined that from early
vocalization, babies have the metric and harmonious features which are characteristic of
adult performances, and so it is assumed that as early as the foetal stage, certain
biochemical imprints take shape which the child receives by listening to its mother’s
singing. (Trevarthen, 1988).

4 After birth, children through their mothers’ singing, tapping or swaying acquire
various counting rhymes, cradle songs and clapping songs, and while paying daily
with other children, they unconsciously take part in the performance of simple
melodic-rhythmic motifs of counting rhymes, counting out rhymes, tongue twisters,
riddles, etc. (Stojanovic, 1996).
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with its environment (Stojanovi¢, 2001). Bjerkvol points out that the na-
tive musical idiom is formulated within the framework which is set up by
the linguistic and musical codes of the culture the child is growing up in
(Bjerkvol, 2005). Neuro-musicological studies show that our brain
“learns some Kind of musical grammar which is characteristics of the mu-
sic of our culture, just like we learn the language of our culture” (Levitin,
2011: 126). The musico-linguistics Jackendoff and Lerdahl, following
the ideas of Chomsky, founded the Generative theory of tonal music®.
According to this theory, an individual “possess the perfect internalized
knowledge of his native musical idiom”® (Antovi¢, 2004: 91, author’s
translation) which is unconsciously, and to a great extent, innate, and
which is “in part dependent on early experience, that is, the native musi-
cal idiom to which the hearer has been exposed during childhood”” (Ibid,
90, author’s translation). Kodele & Nikoli¢ (2016) hypothesized the ex-
istence of a “genetic code” thanks to which certain types of music are
“suitable” and more “understandable” to a particular nation.

Thus, the native musical idiom can be defined as the organized
system of the linguistic-musical sounds which emerged in the patterns of
a certain culture which the individual acquires from his earliest child-
hood, and which represents a fundamental element of communication, so-
cialization, but also of the cultural identity and deepest feelings of the in-
dividual. It consists of the melodious-rhythmic content of an environment
which the child acquires from early childhood, including: folk songs, folk

5 During the 1950s, Chomsky, the founder of cognitive linguistics, proposed the
hypothesis that there is a strong genetic predisposition for the use of language, which
during childhood is shaped to suit the structure of the individual language that a child
is exposed to. He proposed that there is a universal and mental grammar. Universal
grammar, as he pointed out, is nothing more than an innate ability (a genetic
predisposition transferred from the parents to the child which does not depend on any
external factors ) of a healthy child who is constantly exposed to a language, to over a
short period of time (several years), with very little conscious effort, acquire this
language as its native tongue, while mental grammar represents a specialized form of
universal grammar, which means that a child that possesses universal grammar, and is
exposed to a certain language during its childhood, after a period of time masters the
mental grammar of that tongue and solely uses the grammatical principles specialized
for that language. From 1978 to 1983, one of Chomsky’s most prominent students,
the famous linguist, and also talented violin and clarinet player Jackendoff along with
the composer and music theorist Lerdahl established the Generative theory of tonal
music (Antovié, 2004: 12-13).

6 A musical idiom represents a musical expression, and the key feature of a native
musical idiom is the basic musical scale of a particular area (Antovi¢, 2004).

" Antovi¢ points out that “the musical grammar in GTTM focuses on the ‘native
listener’s® ability to perceive a musical piece as conformant (or not) to his or her
native ‘musical idiom’, based on a series of deep, perhaps partly inborn intuitions.*
(Antovi¢, 2015: 79).
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dances, rhymes/counting rhymes, counting-out rhymes, cradle songs,
clapping songs, finger games, etc.

A composite musical ability® is the key assumption of successful
realization of music education classes at the beginning of elementary
school, and thus in the remainder of the paper we will through our exist-
ing knowledge from the field of musical pedagogy, music psychology,
musico-linguistics and neuro-music view the role of the native musical
idiom in the development of the abilities to perceive sound and acquire
songs, rhythmic abilities and memory. At the same time, what is of ex-
ceptional significance is the understanding of the role of the native musi-
cal idiom in the acquisition of new material, and so we will consider this
role as well.

THE DEVELOPMENT OF ABILITY TO PERCEIVE SOUND

In order for a child to be able to reproduce any sound, it needs to
have a well-developed ability to perceive it. Psychological studies indi-
cate that the ability to perceive sound begins at birth, and maybe even
sooner, and then takes place in accordance with a child’s general devel-
opment. A child’s experience with the music material of his native musi-
cal idiom significantly influences the formation of this ability. Namely, in
the opinion of the neuromusicologist Levitin, the perception of sound is
conditioned by sounds which are already contained in our memory. Audi-
tory sensations which precede perception begin with the ear drums, where
they are immediately classified, and “the musical apparatus begins to di-
vide the signal into constituent parts and especially analyse the height and
colour of a tone, pitch contour and rhythm” (Levitin, 2011: 149). The
neurons which perform these tasks send output information to the regions
in the frontal lobe, which bring them together and attempt to find a struc-
ture or order in the pattern of this entire occurrence. At the moment when
the frontal lobe begins to connect with the hippocampus and the regions
of the interior of the temporal lobe, where it is determined “whether in
our memory bank there are any data which could be used to help under-
stand the signal”, the processing of the basic elements at a lower level has

8 The concept of musical ability is one of the “finest” (Teplov, 1966: 41) and “most
controversial” (Révész, 1954: 131) concepts in the psychology of music. There are
numerous approaches to the nature of music abilities, and in this paper we have opted
only for the structuralist one, which indicates that musical ability is the sum of
relatively independent abilities expressed in various degrees (the ability to perceive
and reproduce the height, strength, duration, timbre, rhythmic and other abilities). For
more information on the definition of musical ability see Niksi¢, N. (2005). Muzicke
sposobnosti dece pred polazak u | razred osnovne skole [Musical abilities of children
prior to enrolment in the first grade]. (MA thesis). Uzice: Ugiteljski fakultet.
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begun, that is, the perception/registering of elementary or composite at-
tributes of the sensory stimuli (individual tones - strength, duration, height
and timbre; musical sequences — the melodic contour, intervals and
rhythmic structures) (Levitin 2011: 149). The most recent neuromusical
research by McAdams indicates that the mechanism of expectancy is key
in the perception of the musical flow, while it is genetically based and
culturally formed. “One part of the musical flow limits our mental pro-
cessing and thus even prior to the continuation of that flow [...] our sub-
conscious has already built a sequence of several possibilities which the
flow could further take” (according to: Antovié, 2004: 56, author’s trans-
lation). Dowling and Harwood spoke of music-related expectations and
melodic patterns, which, as they point out, are cognitive patterns which
develop in a certain culture (according to: Rados, 1996: 107) and reflect
the melodic contour, intervals and the tonality of the songs of this culture.

The results of the neuro-musical research of Krumhansl indicate
that the ability to perceive tones is conditioned by culture, since there are
“built-in ideas on tonal hierarchy” in the brain which are acquired by pas-
sive exposure to music and cultural norms (according to: Levitin, 2011:
51). Psychologists also point out that the ability to perceive melody, har-
mony and rhythm is conditioned by culture. Rado$ points out that for the
perception of the melody “experience with tonal sequences in the same or
similar style” is necessary (Rado§, 1996: 106). Levitin points out that
most children up to the age of five acquire rules on which harmonious
patterns are regular, or typical for the music of their culture, and in ac-
cordance to that “quickly recognize any deviations from the standard
flows, just like we easily note if a sentence is incorrectly structured”
(Levitin, 2011: 52). Sloboda points out that children “perceive and group
patterns [the reference here is to rhythmic patterns] into certain categories
in accordance with their previous experience and perception in rhythmic
groups” (according to: Rados, 1996: 123).

THE DEVELOPMENT OF ABILITY TO ACQUIRE SONGS

In order for a child to be able to sing it has to be able to master the
ability to acquire song which is formed under the influence of the folk
song culture in which it is growing up. There are many opinions on the
development of the ability of acquiring songs. We will focus on the re-
sults of Davidson et al. and Bjerkvold’s research on spontaneous chil-
dren’s songs.

Davidson et al. determined that during the first three years of life, a
child first passes through a phase of undifferentiated musical bab-
bling/vocal games, followed by spontaneous songs, in order for, at the
age of two and a half years, the development of songs begins to develop
in the direction of a general framework or simple rhythmic songs. In this



The Role of one’s Native Musical Idiom in the Development of Music Abilities... 517

phase the child, through processes of assimilation and accommodation,
transforms the elementary rhythmic patterns which it has heard within its
home by including them in the schema which it already possesses, into a
so-called “general framework™ of songs, which leads to a further change
in schemas. When a child completely comes to terms with the framework
or simple rhythm (sometime around the age of three), it begins to use its
own schema “which are broad enough and flexible enough to produce a
recognizable presentation of the external reality in any symbolic field”
(according to: Rados, 1996: 216). Davidson et al., by studying the ability
to acquire songs through folk songs which are not familiar to children,
songs which follow the general rules of traditional music, determined that
children aged four and five go through a series of phases®, and that only at
the age of five does a song receive the basic features of “a real culturally
determined vocal product”. This kind of song is the first version of the
song and is known as the song-draft'® (according to: Rados, 1996: 217).
Bjerkvold, based on the results of a study carried out in Norway,
the USA and the Soviet Union, also determined that spontaneous song
can occur among children. He points out that ‘every culture possesses
spontaneous children’s songs’, and so that the musical culture of various
nations is still characterized by national music material (folk songs),
which is a natural source of a child’s completed song pattern (Bjerkvol,
2005: 83). Bjarkvold pointed out that spontaneous song is a child’s “na-
tive musical idiom” and which occurs in three forms, such as: 1) “amor-
phous” song (the first dance with song and sound is characterized by a
glissando, micro-intervals and free rhythms, which is far from what is
traditionally considered a song), 2) “formulae” (short and established
twists of clear intervals and rhythms which become an active part of the

9 Based on the research results provided by Davidson, McKernon and Gardner, at the
ages of four and five children pass through the following phases: 1) the monologue
phase (a phase when all the lyrics of a song appear, or the most characteristic phrases,
as well as the basic rhythmic pulse); 2) the rhythm acquisition phase (when a child
synchronizes the surface rhythm of a song with the baseline rhythmic pulse and is
approximately correct when singing the contours of the most typical phrases, but there
is still no stable tonality between the phrases or precision when singing intervals);
3) acquiring contours of the target melody (during this phase the child attempts to
shape the contour of each phase, but there is still no stability in the tonality between
phrases and precision when singing the interval); 4) acquiring a stable tonality (during this
phase stable tonality is achieved, as is the ability to perform expressive transformations,
and during this phase the child can separate baselines beats from surface rhythms, but the
singing of the interval is still not correct) (according to: Rados, 1996).

10 Here we need to mention that starting from the age of two, a child develops both
“spontaneous songs and those shaped by the influence of the surrounding culture” at
the same time, and that a clear distinction between them is made only around the age
of five (Rados, 1996: 217).
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children’s native musical idiom) and 3) “completed” songs (songs in
which children freely use material which is based on finished song pat-
terns) (Bjerkvol, 2005: 87-90).

THE DEVELOPMENT OF RHYTHMIC ABILITIES

In addition to the ability to perceive sound and ability to acquiring
songs, a precondition for overcoming music problems in younger elemen-
tary school age children is to a certain extent a product of development of
rhythmic abilities. Rhythmic abilities are to a great extent determined by
genetics (Vasiljevi¢, Z., 2006), and an important factor of their develop-
ment are their motor skills (Zimmerman, 1971). The most important abil-
ity is the ability to maintain a rhythmic pulse which makes up the baseline
of music education classes (Vasiljevi¢, Z., 2006). This ability begins to
develop starting from the fifth (possibly eighth) month when the child be-
gins to move to the music (to sway left and right, forwards and back-
wards, up and down), while its development continues with the develop-
ment of movement (children tap their feet, lift themselves up, lower their
bodies and turn their bodies and arms around — they perceive the rhythm
and create the first movements to the music). Between its second and
third year of life, a child begins to follow the melody with somewhat
more precise rhythmic movements of its hands, legs, head, and sometimes
entire body, and as early as its third year relatively successfully coordi-
nates his movements to the music (Purkovié¢-Panteli¢, 1997). According
to the findings of Davidson et al., the ability to maintain a rhythmic pulse
is greater among four-year-olds, in the topological phase of acquiring new
songs (according to: Rados, 1996). However, children between the ages
of 4 and 5 can only for a shorter period of time maintain a rhythmic pulse
to the same tempo. At the ages of 5 and 6, there is still the absence of
harmony between movement and music. At this age, children are better at
maintaining a stable rhythmic beat to slower rather than quicker tempo
(Rados, 1996). At the ages of 6 and 7, children can “equally well” adapt
to quick and slow tempo (according to: Zimmerman 1971: 25) and are
able to govern their basic locomotor movements and so skillfully coordi-
nate their movements to music (Rados, 1996). The results of the psycho-
logical studies of Williams, Sievers & Huttwick indicate that the ability to
maintain a rhythmic beat improves with age. Moreover, Petzold indicated
that the plateau in the development of this ability is achieved at the age of
nine, after which it does not change significantly (according to: Zimmer-
man, 1971).

Daily, spontaneous singing to a child and with a child within the
family (clapping songs, counting rhymes, finger games, counting-out
rhymes, folk songs, etc.), are almost always accompanied by movement
of the body (clapping, rocking, moving up and down on one’s lap, etc.),
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and thus adults allow their children to spontaneously equally develop a
rhythmic pulse/beat to a certain tempo. This unconscious and spontaneous
development in the home is transferred and continues when the child is at
play with other children its own age (when choosing who will hide or seek by
means of a counting-out rhymes, playing hopscotch, playing jump rope, etc.),
dancing at everyday festivities (children can usually be found at the end of
each kolo) and organized educational work done in preschools (through
improvised movement in tune to the music that is being listened to, the
performance of traditional and folk games to music). The rhythm to clapping
songs, counting rhymes, finger games and songs is built upon the rhythm of
spoken language'?, and so children, with its performance, unconsciously
acquire the accents and rhythmic patterns/clichés based on which we can note
rhythmic types, and later the meter.

THE DEVELOPMENT OF MUSIC MEMORY

In the opinion of music psychologists, the contours of a melody
represent the baseline for remembering entire music wholes (especially
long ones), since a contour enables the recognition of repetition, varia-
tions or transpositions of parts. In addition to the contours of the melody,
in order to memorize a melody, it is very important to note the tone by
perceiving the presence of intervals typical for that tonality (Rados,
1996). That is where folk songs originated from, since the contour of the
melody with frequent repetitions of motives and phrases, as well as char-
acteristics intervals based on which we can note the tone in it, enables the
individual to memorize songs more easily, or, as Vasiljevi¢ points out:

The more of them we learned and the more frequently so [in this
case he is referring to folk songs, comment added by N. N.], the
easier it was to remember and sing songs, and we can no longer
remember: how many songs we know how to sing and which of
them was the first one we learned (Vasiljevi¢, M., 1941: VI, au-
thor’s translation).

THE ROLE OF NATIVE MUSICAL IDIOM
IN ACQUIRING NEW MUSIC MATERIAL

Research in the field of musico-linguistics indicates that the musi-
cal experience which a child possesses when it starts school is “very
trustworthy”, is preserved in our system of long-term memory, and is of
special importance when it comes to learning new music material

11 Speech rhythm is a natural rhythm of various kinds of spoken languages and language
groups, of various dialects, and rhythmic idiosyncrasies of individuals (Vasiljevi¢, Z.,
1985: 46).
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(Levitin, 2011: 184). When learning new material, the tonal, harmonious,
melodic relations in it are evaluated'? and compared to the “models which
the hearer has as a part of his experience, and which originate from his
culture, that is, musical idiom” (Antovi¢, 2004: 57, author’s translation)
and so we, in accordance with our existing musical experience, tend to
contextualize new material and create memory links (Levitin, 2011). The
native musical idiom is an important musical experience because chil-
dren, as Gané points out, learn in a cumulative manner, which means that
previous knowledge is a precondition for acquiring new, more complex
knowledge (according to: Vilotijevi¢, 2000). Furthermore, findings in the
field of didactics indicate that in education, new material should be intro-
duced in accordance with the following principles: starting with the fa-
miliar and moving towards the unfamiliar, and from what is close to what
is more distant, which means that the selection of material at the very be-
ginning of one’s music education should necessarily consist of material
from the child’s native musical idiom, with the gradual introduction of
other material.

CONCLUSION

By expressing the attitudes of music psychologists, neuro-musicians
and musico-linguists we can note that the abilities to perceive tones, mel-
odies, harmonies and rhythm develop under the influence of unconsciously
internalized sounds of a culture, and a genetically-based and culturally-
shaped mechanism of expectation. The assimilation of sound patterns of
folk songs into the existing mental structures leads to incessant changes to
these structures and the development of the ability to acquire new songs
as a predisposition for learning new ones. The ability to maintain bal-
anced rhythmic pulse, without which it would not even be possible to
consider any discussions of the issues of rhythm as they pertain to music
literacy, is developed by performing clapping songs, counting rhymes,
finger games, counting-out rhymes, playing traditional child games and
the folk dance kolo within the family, peer group and during everyday
festivities, while the characteristic intervals, as well as the frequent repeti-
tion of motives and phrases in folk songs enable easier memorization of
songs. We also pointed out that when acquiring new music material, to-
nal, harmonious, melodious and rhythmic relations within it are recali-
brated and are compared to the melodic-harmonious movement within a
certain culture (Vasiljevi¢, Z., 2006; Farnsworth, 1969; Lundin, 1967,

12 Cogpnitivists assume that during the acquisition of new musical material, a computation
of the perceptual attributes takes place, that is, a recalibration of the attributes of individual
tones — the strength, height and timbre, as well as of the attributes of musical flows — the
melodic contour, intervals and rhythmic structures (Antovié, 2004).
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Rados, 1996), the speech rhythm and accent (Vasiljevi¢, Z., 1999,
Dobszay, 1992), as well as in the structure of music thinking (Miletic,
2011). In other words, the musical behavior of children within the family,
and outside of it, is to a great extent determined by cultural factors, that
is, “all the aspects of musical behavior can be linked to the features of the
culture to which an individual belongs” (Nesi¢, Mili¢evi¢, Todorovic,
2006: 138-139, author’s translation). We can therefore conclude that mu-
sic education for younger elementary school children should include ma-
terial that is a part of the native musical idiom of the environment in
which the child is being raised, which is only methodically justifiable and
in accordance with the didactic principle of procedure and systematicity,
that is, the rules of moving from the familiar to the unknown and from
what is closer to what is more distant'®. Therefore, over the past few years
there has been an increase in the number of studies on folk songs of vari-
ous parts of Serbia from the aspect of their methodological function in
music education (Kodela & Nikoli¢, 2016; Niksi¢, 2018). The enrichment
of classwork with material from the environment in which the child is be-
ing raised should be accompanied by the constant improvement and
strengthening of the competencies of the teacher, but also the preschool
teacher, since they are the first individuals who work in a planned manner
to develop a child’s musical abilities.
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YJIOI'A MY3UYKOI' MATEPILEI' JESUKA
Y PA3BOJY MY3NUYKHUX CIIOCOBHOCTH
N YCBAJABY HOBUX CAJIPKAJA

Haxa Huxkmuh
Yuusepsurer y beorpany, Yuuresscku daxynrer, beorpan, Pemy6mika Cpouja

Pe3ume

JenHO 01 OCHOBHHMX METOJMYKHX TOJIA3UIITA HCTAKHYTOT MY3WYKOT IIe[jarora
Konama (Kodaly) jecte na y HactaBu My3uuke Kyatype Tpeba mohu of My3WYKOT Ma-
Tepmer jesuka nene. OBaj MPUHIKI paja, Koju ¢y KoaabeBr yUeHHIM U CIIeTOCHUITH
YBEJI Y HACTaBHHU IPOIIEC OCHOBHHMX M MY3MYKHX IIKojia y Mahapckoj jomr mpe Buiie
Of1 1Ie3/IECET FOJIMHA, OJJAKIIC CE BeOMa OP30 NPEHEO Ha 3eMJbE €BPOIICKOT, aMEPUUKOT U
ayCTPAaJIHjCKOT KOHTHHEHTA, ¥ JaHAC jé OCHOBHO IIOJIA3HINTE OPOjHUX apUPMHUCAHHUX Me-
TOJ/ia ¥ LIKOJIA Y CBETY.

O 3Hayajy My3HUYKOT MaTepH-Er je3rKa 32 My3WYKH Pa3BOj U Ca3HAbE JIETETa YeCTO
je mucaHo y nomahoj U CTpaHoj METOANYKO] TuTeparypr. MelhyTum, HATIC He HAMIa3H-
MO Ha jacHO ojipeljerse OBOT T0jMa, Ka0 HU Ha MYJITHIUCIUITINHAPHH ITPUCTYII cariiesia-
Bamy HETOBE YJIOTe y Pa3Bojy My3HUKUX CIIOCOOHOCTH ¥ YCBajalby HOBHX My3HUKHUX Ca-
npkaja. OTyza cMO y OBOM pajy, TEOPH]jCKOM aHaIM30M JOCTYITHE JIUTepaType, MPBO
neduHMICaIM TI0jaM ,,My3W9IKH MaTeprbu je3uk”. [IoToM ¢MO, Kpo3 M3HOIICHE CTaBOBa
MICHXO0JIOTa MY3HKE, HEypOMy3Huapa M My3UKOJIMHIBHCTA, HCTaKIM Jia Ce CIOCOOHOCT
omakara TOHOBA, MEJIO/IHje, XapMOHHje ¥ PUTMa pa3BHjajy O] yTUIIajeM HECBECHO HH-
TEpPHAIM30BaHHUX 3BYKOBA KYJITYpE W '€HETCKH 3aCHOBAHOM M KYJITYpPOM OOJHKOBAHOM
MEeXaHM3My MIIYEKHBama. Y pay CMO HArJacHiIM Jia aCHMHJIOBAE 3ByYHHX oOpasana
HapOJHUX IecaMa y mocTtojehie MeHTalHe CTPYKType BOJIM HEMpPECTaHOM MeHamy THX
CTPYKTypa U pa3BHjamy CIOCOOHOCTH yCBajama MecMe Kao MPeIUCHo3UIHje 32 yUeHhe
HOBHX IlecaMa. YKa3aJld CMO U Ha TO Jia c€ CIIOCOOHOCT OfIpyKaBama PaBHOMEPHE PUT-
MHYKe MyJicanuje, 0e3 Koje je He3aMHCIMBa IOCTaBKa PUTMHYKE MPOOIEMaTHKE My-
3HYKE MMCMEHOCTH, Pa3BHja M3BOEHEM TallIalNIa, [yIKaIMIA, Urapa mpcruma, 6po-
jarmnia, UrpameM TPaAULHMOHATHUX JeUHjUX Urapa i HapOJHUX KOJa y OKBUPY MOPOIH-
1ie, BPIIHa4YKHX TPYIIa U ClIaBJba U3 CBAKOHEBHOT KHBOTA, T€ Ja KAPAKTEPUCTHYHN MH-
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TepBaJIH, Ka0 U YeCTO IIOHABJhAe MOTHBA U (hpa3a y HapOJHUM IlecMaMa, oMoryhasa-
Jjy nmakme mamheme necama. Takohe CMO MCTakiIM M Ja ce IMPH YUeHy HOBOT MY3WYKOT
cazpikaja TOHAJIHY, XapMOHCKH, MEJIOAN]CKH ¥ PUTMUYKH OJTHOCH M3 Hera IpepadyHa-
Bajy W IOpe/ie ca MeEJOJIMjCKO-XapMOHCKIM KpeTambuMa y OKBHPY oxpehene kynrype,
TOBOPHHMM PUTMOM M aKLIEHTHMa, Ka0 H CTPYKTYPOM MY3HYKOT MULIbEHA.

3aTo cMo cTaBa ja ce HactaBa Mysuuke KyiaType y miuahuM paspenuma OCHOBHE
IIKOJIE MOpa U3BOAUTH Ha Cafp)KajiMa My3HUYKOT MaTepHEr je3nKa CpeluHe Y K0joj Ae-
TE 0J]pacTa, ILITO j€ jeAMHO METOANYKH OIPABIAHO U y CKIady ca AUJAKTUYKUM NPHH-
IIUTIOM TTOCTYITHOCTH W CHCTEMAaTHYHOCTH, OJJHOCHO IPaBIJIMMA OJ] TIO3HATOT Ka HeIo-
3HATOM U O] OJVDKET Ka TaJbeM.



