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DIDAKTICKI ASPEKTI
INTERKULTURALNOG PRISTUPA
U NASTAVI GLAZBE

Amir Begi¢ / Jasna Sulenti¢ Begi¢

Abstrakt: Nastava glazbe u op¢eobrazovnim skolama pruza ve-
like mogu¢nosti za interkulturalni odgoj i obrazovanje jer je glaz-
ba sama po sebi interkulturalna umjetnost. S obzirom na usku
povezanost glazbe i kulture, poticanje kulturnog razumijevanja
moze biti u¢inkovitishod nastave glazbe, a upoznavanje razlic¢itih
glazba svijeta put ka razvijanju interkulturalne kompetencije uce-
nika. Ovaj rad predstavlja pregled razli¢itih istrazivanja u kojima
se brojni stru€njaciiznanstvenici bave didakti¢kim aspektima, tj.
mogucénostima, strategijama i metodama interkulturalnog pristu-
pa odgoju i obrazovanju u nastavi glazbe opc¢eobrazovnih skola
istodobno nastojediukazatina postojece probleme koji se javljaju

u procesu interkulturalnog odgojaiobrazovanja u nastavi glazbe.

Kljuéne rijeci: nastava glazbe; interkulturalni odgoj i obrazova-
nje; glazbe svijeta; nastavne strategije i metode; interkulturalna

kompetencija.

Uvod

Didaktika je predmetom proucavanja i istrazivanja otkad je i
skole. Od samog nastanka pojma didaktika, koji jo$ u 17. sto-
lie¢u uvode Wolfgang Ratke (1571-1635) i Jan Amos Komensky
(1592-1670), preko Jean-Jacquesa Rousseaua (1712-1778), Jo-
hanna Heinrich Pestalozzija (1746-1827), Johanna Friedricha
Herbarta (1776-1841) i Wilhelma von Humboldta (1767-1835),
pa sve do znamenitih didaktic¢ara 20. stoljeca, ona (didaktika)
ne prestaje biti aktualnom temom. Tako Gudjons (1994) istice
daje didaktika planiranje i analiza procesa poucavanja i ucenja
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u nastavi, ali istodobno tvrdi da je didaktika samo teorija koja

kritizira praksu. Pri tom naglasava da je nastava preslozen pro-
ces da bi ju mogla u potpunosti objasniti samo jedna teorija i u

tom kontekstu navodi pet razlicitih teorija: 1) didaktika je teorija

obrazovanja (prema Klafkom) u okviru kriti¢ko-konstruktivne

znanosti o odgoju; prema ovoj teoriji nastava mora pomoci uce-
nicima da razviju svoje sposobnosti i treba povezati poucavanje

iucenje; nastava se mora odvijati u suplaniranju s ucenicima, a

ucenici trebaju uciti isklju¢ivo putem otkrivanja, 2) didaktika je

teorija poucavanja (prema Schultzu) i ona trazi od nastave da

intencionalno djeluje u svrhu predinterpretacije svijeta u okviru

znanosti i umjetnosti; glavno je obiljeZje ove teorije da trazivrlo

sustavno i pazljivo planiranje odgojno-obrazovnog procesa, 3)

didaktika je kiberneticko-informacijska teorija (prema von Cu-
beu) koja zagovara stajaliste da je odgoj proces tijekom kojeg su

ucenici, uz odredenu korekciju, vodeni prema odgojnom cilju,
4) didaktika je teorija kurikuluma (prema Moller), ¢iji je prioritet

jasno odrediti ciljeve, instrumente i vrednovanje ostvarenih is-
hoda, 5) didaktika je kriticka teorija nastavne komunikacije (pre-
ma Winkelu) koja naglasava ¢injenicu da je nastava prije svega

komunikacijski proces koji se ne smije prepustiti proizvoljnosti.
Autor naglasava da je svim ovim teorijama zajednicki ciljno

usmjeren pristup koji podrazumijeva organiziranje nastavnog

procesa na osnovu postavljenih ciljeva uéenja.

Bognar i Matijevi¢ (2002) didaktiku smatraju granom pedagogije
koja istrazuje teoriju odgojno-obrazovnog procesa. Shodno
tomu, njena pozornost usmjerena je na sam nastavni proces.
Prema Lenzenu (2002), nastava je ciljano planiranje, izvodenje
i provjera procesa poucavanja i ucenja. Meyer (2005) istice de-
set obiljezja koja karakteriziraju svaku dobru nastavu. To su:
jasno strukturiranje nastave, visoki udio stvarnog vremena
ucenja, poticajno ozracje za ucenje, jasnoca sadrzaja, uspostav-
ljanje smisla komunikacijom, raznolikost metoda, individualno
poticanje, inteligentno vjezbanje, transparentnost o¢ekivanih
postignuca i pripremljena okolina. Nastavu buduénosti odlikuje
timski rad nastavnika uz kolegijalno savjetovanje temeljeno na
refleksiji (Vasilj, 2015). Takoder, suvremena nastava vise nije
orijentirana na enciklopedijsko znanje i pamcenje ¢injenica vec¢
na razvijanje sposobnosti razumijevanja, rjeSavanje problema
i prakti¢nu primjenu znanja (Palekci¢, 2000).
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Interkulturalna nastava glazbe

Kulturna raznolikost razrednog odjela predstavlja za nastav-
nika dodatni pedagoski izazov i poticaj za organiziranje in-
terkulturalne nastave.

“Interkulturalno obrazovanje nalazi svoje oslonce u suvremenoj
didaktici te razli¢itim varijantama ucenja putem razlika u ko-
jem osim aktivnog dijaloga znac¢ajno mjesto zauzima upozna-
vanje drugih kultura, stjecanje povijesnih znanja, upoznavanje

drustvenih odnosa i socijalnih stanja.” (Previsi¢, 2009, 26)

“Pitanje razlicitosti u srediste pozornosti dovodi promisljanje
mogucénosti poticanja jednakog i ravnomjernog razvoja sva-
kog pojedinog ucenika kao pristupa koji ucitelju omoguéava
stvaralacko osmisljavanje odgojno-obrazovnog procesa ¢ija
kompleksnost proizlazi iz raznovrsnosti ciljeva, sadrzaja, pri-
stupa, metoda, socijalnih oblika rada, postignuéa i evaluacij-

skih postupaka.” (Zrili¢, 2012, 455)

Na temelju istrazivanja o u¢inkovitoj interkulturalnoj komu-
nikaciji, interkulturalno kompetentna osoba: 1) uspjesno se
nosi sa psiholoskim i emocionalnim stresom pri suoc¢avanju
s ne¢im nepoznatim, 2) brzo uspostavlja odnos s drugima, 3)
razumije tude osjecaje, 4) uspje$no komunicira s ljudima iz
razlic¢itih kulturnih sredina, 5) adekvatno reagira na moguce
probleme u komunikaciji i nerazumijevanje (Giles et al, 1991,
prema Chisholm, 1994). Uloga je nastavnika u razvoju uce-
nikove interkulturalne kompetencije visestruka. Nastavnik
“Ce vise uciniti ako stvori povoljno ozraéje za snosljivost u
misljenju i posredovanje medu razlikama. Pritom se ne misli
samo na etnicke i kulturoloske posebnosti, nego uopce slo-
bodno i kreativno iznosenje misljenja jednako o prirodnim,
kao i drustvenim pojavama” (Previsic, 1999, 82).

U Nastavnom planu i programu za osnovnu Skolu (MZOS, 2006)
Republike Hrvatske navodi se kako je program nastave glazbe
otvoren, tj. da ostavlja moguc¢nost nastavniku da, uz predvi-
dene obvezne sadrzaje, sam osmisljava nastavu uvazavajuci
zelje i interese uc¢enika. Pod obveznim dijelom nastavnih sa-
drzaja podrazumijeva se sluSanje i upoznavanje glazbe, dok su
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ostali sadrzaji i aktivnosti, poput pjevanja, sviranja, glazbenog
opismenjivanja, upoznavanja folklorne glazbe i dr, prepusteni
slobodnom izboru nastavnika. Primjena otvorenog modela
u nastavi glazbe ne sputava, veé pruza brojne moguénosti
za interkulturalne doticaje u¢enika s najrazlicitijim vrstama
glazba. U odredenoj situaciji nastavnik ¢e smatrati priklad-
nijim da se glazba neke kulture upozna iskljucivo slusanjem.
Medutim, nerijetko ¢e se necija glazbena kultura upoznati i
pjevanjem, sviranjem ili nekom drugom aktivnosc¢u. Odluka
¢e mozda ovisiti i 0 tome ima li u razrednom odjelu ucenika
koji pripadaju odredenoj kulturi ili pak onih koji su ve¢ otprije
zainteresirani za glazbu druge kulture, imaju instrument koji
je karakteristican za odredenu kulturu i sli¢no.

U Nastavnom programu Glazbene umjetnosti (MKP, 1994) za
nastavu glazbe u hrvatskim gimnazijama predvida se slusno
upoznavanje glazbenih djela (iskljucivo zapadnoeuropske ili
zapadne tradicije) i to kronoloskim redoslijedom. Pri tomu
valja imati na umu da se cjelokupna povijest razvoja glazbe
treba upoznati sa samo jednim satom tjedno Glazbene um-
jetnosti. Stoga ovaj dijakronijski model nastave ostavlja vrlo
malo slobode nastavniku u izboru sadrzaja, tj. implementacije
interkulturalnih sadrzaja i provedbe interkulturalne nastave
glazbe, ako misli realizirati sve $to je predvideno programom.

U sije¢nju 2019. godine objavljen je Kurikulum nastavnog pred-
meta Glazbena kultura za osnovne skole i Glazbena umjetnost
za gimnazije (MZO, 2019), u okviru kurikularne reforme koja
se u Republici Hrvatskoj provodi od 2015. godine te se tim do-
kumentom pokriva nastava Glazbene kulture i nastava Glaz-
bene umjetnosti. Kurikulum ¢e se postepeno implementirati
usve razrede osnovne $kole i gimnazije u $kolskim godinama
2019/20.12020/21. te ¢e u Skolskoj godini 2021/22. zazivjeti u ci-
jeloj opéeobrazovnoj vertikali. Tim dokumentom dogodile su
se manje promjene u nastavi Glazbene kulture (jer je “hnosov-
ski”™ osnovnoskolski program nastave glazbe bio postavljen
na dobrim temeljima), no velike promjene nastale su u nastavi
Glazbene umjetnosti. Naime, otvoreni model koji je bio prisu-

.
Hrvatski nacionalni obrazovni standard (HNOS)
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tan u osnovnoskolskoj nastavi glazbe zazivio je kao otvoreni
kurikulum i u gimnazijskoj nastavi glazbe. Na taj nac¢in dana
je sloboda nastavnicima da se nastava prilagodava interesima
i sposobnostima ucenika te sklonostima ucitelja/nastavnika.
Osim toga, gimnazijska nastava glazbe sada se moze organi-
zirati prema dijakronijskom ili sinkronijskom modelu nastave
glazbe. Prema sinkronijskom modelu u sredistu interesa nasta-
ve je glazba koja se promatra sa svih aspekata, a ne iskljucivo
povijesnog kao $to je to slucaj u dijakronijskom modelu. Ta-
koder, velika novost je interkulturalno nacelo, na kojem se, uz
psihologko, kulturno-estetsko i nacelo sinkroni¢nosti, temelji
nastava Glazbene kulture i Glazbene umjetnosti. Ono kaze da
¢e uCenici upoznavanjem glazbe vlastite kulture i glazba svijeta
razvijati svijest o razli¢itim, ali jednako vrijednim pojedinci-
ma, narodima, kulturama, religijama i obicajima. U skladu s
interkulturalnim nacelom ucenici ¢e pjevati pjesme razlicitih
kultura, na razli¢itim jezicima i narje¢jima, uz odgovarajuci
etnomuzikolo§ki pristup te slusati i upoznati tradicijsku glazbu
geografski udaljenijih podruéja. Ovako postavljena nastava
glazbe zasigurno bi trebala razviti kulturno razumijevanje
i interkulturalne kompetencije u¢enika putem izgradivanja
odnosa prema vlastitoj kulturi i otvorenog pristupa prema
drugim (glazbenim) kulturama. U¢enici upoznavajuéi razli-
¢ite glazbe svijeta posredno uce uvazavati i prihvacati druge
kulture i pojedince koji njima pripadaju.

“Stoga se nastavnik glazbe ne moze orijentirati samo na slu-
$anje, pjevanje ili sviranje glazba koje pripadaju drugim kul-
turama. Za potpuno razumijevanje i dozivljavanje kulturno
drugacije glazbe vazno je poznavati i sveukupnu kulturu i
tradiciju odredenog naroda. To je preduvjet da se s u¢enicima
kriticki razgovara o ‘nepoznatoj’ glazbi.” (Begic¢ i Sulenti¢
Begi¢, 2018a, 162)

“Ukljucivanjem raznih glazba svijeta u proces odgoja i obra-
zovanja razmjenjuju se kulturna i estetska bogatstva opleme-
njujuéi i produbljujuci glazbene kontakte, modelirajuci tako
globalni nac¢in razmisljanja.” (Dobrota i Blaskovi¢, 2014, 313)

Interkulturalna nastava glazbe mora biti koncentrirana na
sljedeca cetiri problema: 1) nastavnici moraju znati procijeniti
vaznost interkulturalnog pristupa nastavi, 2) moraju, koliko
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je to moguce, precizno odrediti kako implementirati interkul-
turalne sadrZaje u nastavu, 3) moraju identificirati inherentne
probleme koji se mogu pojaviti u nastavi, 4) moraju istraziti
moguca rjeSenja za probleme (Weidknecht, 2009). Da bi to
postigli nastavnici se moraju osloboditi etnickih predrasuda.
Nadalje, nedostatak vremena za poducavanje glazbe drugih
kultura se moze rijesiti tako da se interkulturalni nastavni
sadrzaj ne ostavi za kraj Skolske godine, kako to obi¢no biva.
Takoder, (ne)poznavanje stranog jezika moze se pojaviti kao
problem pri upoznavanju odredene pjesme. U tom slucaju je
pomoc¢ kolega koji poznaju strane jezike jedno od rjesenja.
Problem, koji je prije mozda i mogao biti opravdanje za nedo-
statno interkulturalno poducavanje, je bio nedostatak izvornih
audio i video primjera za sluSanje i gledanje. Danas, s obzi-
rom na dostupnost raznih medija, to vise nije i ne moze biti
problem. I kona¢no, manjak kompetencija za interkulturalno
poducavanje moze biti prepreka pojedinom nastavniku. No, u
okviru cjelozivotnog ucenja nastavnici bi se trebali usavrsa-
vatiiutom podruéju. Nadalje, interkulturalna nastava glazbe
treba sadrzavati: izvodenje glazbe drugih kultura, razgovor o
glazbi drugih kultura, organiziranje koncerata na kojima go-
stujuci izvodaci izvode glazbu drugih kultura, organiziranje
predstava s glazbom drugih kultura, uklju¢ujuéiikostime, ples,
scenografiju, prezentaciju kulturne raznolikosti putem talen-
ta i bogatstva ucenika, nastavnika i roditelja koji pripadaju
razli¢itim kulturama, skupno muziciranje koje daje osjecaj
zajednistva, suradnje i tolerancije, zajednicki odabir pjesama
koje pripadaju razli¢itim kulturama, raspravu o znacaju glaz-
be pojedine kulture, istrazivanje glazbe koja se bavi temama
sukoba i mira te oslobodenja od diskriminacije (NCCA, 2006).
Naravno da sve navedeno predstavlja veliki izazov za nastav-
nika u organizacijskom i financijskom pogledu osobito ako
jerije¢ o $kolama u manjim sredinama gdje nije jednostavno
organizirati takve dogadaje i aktivnosti, no sli¢cna se iskustva
mogu dozivjeti i uz pomo¢ interneta.

Nastava glazbe u opéeobrazovnim skolama pruza velike mo-
guénosti za interkulturalni odgoj i obrazovanje jer je glazba
sama po sebi interkulturalna. S obzirom na usku povezanost
glazbe i kulture, poticanje kulturnog razumijevanja moze biti
uc¢inkovit ishod nastave glazbe. Tri nastavna podrucja (izvo-
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denje glazbe, skladanje, slusanje) nude brojne moguénosti za
uvazavanje interkulturalizma i razlic¢itosti. Razvijanje uce-
nikove osjetljivosti i uvazavanja spram drugih kultura moze
se postici kvalitetnim pouc¢avanjem usmjerenim na ucenika.
Ucenikov osjecaj pripadnosti vlastitom kulturnom identitetu
moze se poduprijeti kreativnim aktivnostima i skupnim muzi-
ciranjem (Ilari, Chen-Hafteck i Crawford, 2013). Abril (2006) na
temelju svog istrazivanja tvrdi da izvodenje ili slusanje glazbe
u ucionici, aliirazgovor o tim iskustvima pomaze u¢enicima u
upoznavanju i afektivnom reagiranju na glazbu drugih kultura.
Naime, neki istrazivaci tvrde da je glazbeno znanje nepotpu-
no i neucinkovito bez poznavanja i razumijevanja odredene
kulture kojoj ta glazba pripada (Anderson i Campbell, 1996,
Quesada, 2002, Robinson, 2002, prema Abril, 2003). Tucker
(1992, prema Abril, 2003) isti¢e niz kriterija kojima bi se trebali
voditi nastavnici pri odabiru interkulturalne glazbe u nastavi.
Jednaje od navedenih preporuka da svaki glazbeni primjer za
slusanje, pjevanje ili sviranje trebaju pratiti detaljni podatci
o kulturi kojoj primjer pripada, kao i povijesne i zemljopisne
podatke. Osim toga, rad na odredenom primjeru treba biti na
izvornom jeziku uz vodic za pravilan izgovor.

Ilari, Chen-Hafteck i Crawford (2013) predlazu prakti¢ne ideje
kojima bi nastavnici osnazili interkulturalnu kompetenciju
svojih u¢enika. Konkretno predlazu, osim upoznavanja glazbe
drugih kultura putem interneta ili audio i videozapisa, kon-
takte s roditeljima ili prijateljima ucenika razlic¢itih kultura,
¢ime bi se ostali ucenici upoznali ne samo s glazbom, ve¢isa
sveukupnom tradicijom odredene kulturne skupine. Autori
takoder smatraju da glazbu drugih kultura treba upoznavati
kroz prizmu njene uloge u drustveno-kulturnom kontekstu,
odnosno kroz drustveno-kulturni pristup. Kao primjer navo-
de pjevanje kao nastavno podrudje koje je redovito prisutno
u nacionalnim i $kolskim kurikulumima. Ono (pjevanje) se
prakticira i u okviru redovite nastave, ali ¢esto i u izvanna-
stavnim aktivnostima kao $to je pjevacki zbor. Pjevanjem
kulturno razli¢itih pjesama ucenici uce o vlastitoj kulturi, ali
i o drugim kulturama. Moguce koristi od pjevanja interkultu-
ralnih pjesama u glazbenom odgoju i obrazovanju visestruke
su. Pjevanje pjesama razlic¢itih kultura pomaze uc¢enicima: 1)
produbiti svoje znanje o glazbi, jeziku i kulturi nekog naroda,
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2) razviti vokalne sposobnosti pjevanja i govorenja, 3) razviti
socijalne kompetencije za zivot u interkulturalnom i global-
nom drustvu, istodobno razvijajuéi snazan osjecaj vlastitog
identiteta i razumijevanje identiteta kulturno drugacijih osoba,
4) poboljsati svoj emocionalni izraz. Prednosti interkultura-
lizma u nastavi glazbe su i

“istrazivanje glazba svijeta, poticanje interkulturalnog i inte-
rakcijskog razumijevanja, upoznavanje glazba svijeta, sirenje
slusalackog iskustva, osvjestavanje postojanja raznolikosti,
otkrivanje novih glazbenih konstrukcija kojima se prepoznaju
specificnosti i logika svake glazbe, razvija se veéa glazbena
fleksibilnost prema drugim glazbama, tzv. polimuzikalnost.
Glazbena fleksibilnost ukljucuje lakse razumijevanje novih
glazbainjihovih elemenata, §to se reflektira na lakse poimanje
vlastite glazbe” (Anderson i Campbell, 2011, prema Dobrota
i Blaskovi¢, 2014, 303).

Misljenja nastavnika glazbe o
interkulturalnoj nastavi

Iskustva iz prakse svakako su relevantan ¢imbenik u znan-
stvenim istrazivanjima koja su usmjerena na unapredivanje
interkulturalne glazbene nastave. Tako je Legette (2003) pro-
veo istrazivanje kojemu je bila svrha ispitati stavove, uvjere-
nja i prakti¢na iskustva osnovnoskolskih i srednjoskolskih
nastavnika glazbe u americkim javnim $kolama s obzirom
na interkulturalizam u nastavi glazbe. Neka od istrazivackih
pitanja bila su sljedeca: koji su zajednicki stavovi, uvjerenja i
prakti¢na iskustva nastavnika s obzirom na interkulturalizam
u nastavi glazbe, kojim se interkulturalnim izvorima najce-
$¢e koriste, koje interkulturalne aktivnosti najcesée koriste u
nastavi, koliko se procjenjuju interkulturalno kompetentnima,
gdje se najcesce interkulturalno obrazuju, postoji li znacajnija
razlika u koristenju interkulturalne glazbe izmedu nastavnika
koji rade u ruralnim, urbanim i prigradskim javnim skolama?
Rezultati istrazivanja pokazali su da ispitanici (N=394) dekla-
rativno podrzavaju interkulturalne sadrzaje u nastavi glazbe
(99%). Medutim, istodobno je njih 65% izjavilo da te sadrzaje
ne prakticira u nastavi. Razlozi su razli¢iti, poput manjka
znanja o interkulturalnom obrazovanju, manjka motivacije ili
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nedostatku vremena jer se prije svega mora poducavati ame-
ricka glazba. Iz navedenog se vidi da su interkulturalni sadrzaji
kurikuluma koji zivi u praksi uglavnom marginalizirani. Veli-
ka vecina ispitanika procjenjuje se interkulturalno kompeten-
tnima, ali ono §to zabrinjava su tvrdnje da kompetenciju nisu
stekli obrazujuéi se za nastavnike glazbe, ve¢ radionicama i
tecajevima. Medu aktivnostima interkulturalnog sadrzaja koje
koriste na nastavi najzastupljeniji su slusanje glazbe, pjevanje
pjesama, razgovor o glazbi, sviranje, igranje i gledanje video-
zapisa. Rezultati su pokazali da nema statistic¢ki znacajnije
razlike u kori$tenju interkulturalne glazbe izmedu nastavnika
koji rade u ruralnim, urbanim i prigradskim javnim skolama.

Rezultati istrazivanja (Young, 1996, prema Abril, 2003) kojim
se htjelo ispitati stavove nastavnika glazbe prema interkul-
turalnom odgoju i obrazovanju u osnovnoskolskoj nastavi
glazbe govore da je, prema njihovu misljenju, interkulturalni
odgoj koristan za ucenike, iako se njihove definicije inter-
kulturalnog odgoja razlikuju. Ujedno, nastavnici su iskazali
osjecaj nesigurnosti pri implementaciji interkulturalnih sa-
drzaja u nastavu glazbe. Robinson (2002, prema Abril, 2003)
na temelju rezultata svog istrazivanja tvrdi da se nastavnici
glazbe upustaju u izazove koje sa sobom nosi interkulturalna
nastava, ali da imaju poteskoc¢a u pronalazenju kvalitetnih
materijala koji bi zainteresirali u¢enike. Osim toga, navodi
da su nastavnici suoceni s problemima u izgovoru tekstova
na stranim jezicima i prijevodu.

Wong, Pan i Shah (2014) proveli su istrazivanje sa svrhom
ispitivanja razine interkulturalizma u smislu zivotnog isku-
stva, osobnih stavova i ponasanja i profesionalnog ponasanja
medu malezijskim nastavnicima glazbe u opéeobrazovnim
osnovnim $kolama. Rezultati su pokazali da su nastavnici
poceli sumnjati u neke svoje negativne stereotipe i poceli
prihvacati etni¢ku raznolikost. Postajuci svjesni sloZzenosti
kulturnih razlika, poceli su preispitivati svoje poglede prema
interkulturalizmu u nastavi.

Rezultati istrazivanja (Brown, 2004, Capella-Santana, 2003,
Keim et al, 2001, Locke, 2005, Milner et al, 2003, Mysore et al,

2006, Brown, 2009, prema Begi¢ i Sulentié¢ Begi¢, 2018b) “po-
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kazuju da se interkulturalno obrazovanje budu¢ih nastavnika
moze mijenjati u pozitivhom smjeru osmi$ljavanjem novih
interkulturalnih kolegija, ali i implementacijom interkultu-
ralnih sadrzaja u ve¢ postojecée kolegije, terensku nastavu,
pedagosku praksu itd.” (Begi¢ i Sulenti¢ Begi¢, 2018b, 42). Kao
primjer dobre prakse su sveucilista u Sjedinjenim Americkim
Drzavama koja studentima nude 250 razli¢itih kolegija na ko-
jim se studenti na razli¢ite nacine upoznaju s interkulturalnim
sadrzajima. Nazivi nekih kolegija su Svjetska glazba, Uvod u
svjetsku glazbu, Glazba u kulturi, Glazba, politika i identitet,
Glazba, mediji i popularna kultura, Poucavanje glazba svijeta
urazredu, Interkulturalni principi i glazbeno obrazovanje, Ra-
zli¢itost u odgoju i obrazovanju, Poucavanje u pluralistickom
drustvu (Begic¢ i Sulentié¢ Begi¢, 2018b).

Rezultati spomenutih istrazivanja ukazuju na moguénosti
provodenja interkulturalnog odgoja i obrazovanja u nastavi
glazbe, na spremnost nastavnika da interkulturalno odga-
jaju i na pomake u nacionalnim i $kolskim kurikulumima u
razli¢itim drzavama s obzirom na interkulturalni karakter.
Takoder je razvidno da se brojni struc¢njaci i znanstvenici
bave mogué¢nostima, na¢inima, strategijama i metodama in-
terkulturalnog pristupa odgoju i obrazovanju u nastavi glaz-
be opéeobrazovnih skola. No, istodobno nastoje ukazati na
postojece probleme koji se javljaju u procesu interkulturalnog
odgoja i obrazovanja u nastavi glazbe.

Neki modeli (faze) interkulturalne
nastave glazbe

Kako bi, dakle, trebala izgledati interkulturalna nastava glazbe u
opc¢eobrazovnim skolama? Stroh (2002) predlaze i analizira deset
modela interkulturalnog odgoja i obrazovanja u nastavi glazbe:

1. Izvaneuropska glazba u nastavi glazbe

Pod ovim pristupom autor podrazumijeva samo autenti¢nu
narodnu glazbu kao nastavni sadrzaj. Dakle, suvremena
umjetnicka glazba odredene kulture kao i njena popularna
glazba nisu obuhvaéene ovim modelom. Najvedéi je nedosta-
tak ovoga pristupa $to je velika ve¢ina snimljenih materijala
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s takvom autenti¢nom glazbom djelo etnomuzikologa koji
¢esto nemaju pedagoskog iskustva i pedagoskih kompetencija.

2. Ucenje iz nastave glazbe u drugim kulturama

Autor se pita moze li se nastava glazbe u jednoj drzavi oboga-
titi iskustvima nastave glazbe drugih kultura. Kao pozitivan
primjer utjecaja njemacke glazbenopedagoske tradicije navodi
djelomi¢nu implementaciju rada s Orffovim instrumentarijem
u $kolskim sustavima razlic¢itih zemalja (Turska, Kina, Gam-
bija, Indonezija).

3. Pjesme i plesovi iz cijelog svijeta

Pjesme i plesovi razli¢itih kultura, naglasava Stroh, uvijek su
bili u sredistu interkulturalne nastave glazbe. U takvom pri-
stupu naglaSene su dvije dimenzije interkulturalizma u nastavi.
Prvo, ovakav pristup olaksava integraciju djece razlicitih kul-
tura u nekom razredu i ujedno promice razumijevanje izmedu
ucenika dominantne kulture i u¢enika koji pripadaju ostalim
kulturama. Drugo, ovaj model moze doprinijeti i opéem in-
terkulturalnom razumijevanju i razvijanju interkulturalnih
kompetencija uenika. U ovom modelu, kao i u prvom, nisu
predvidene pjesme koje pripadaju suvremenoj, popularnoj
glazbi neke kulture, ve¢ samo tradicijskoj glazbi.

4. Model “suceljavanja” Irmgard Merkt

Navode¢i Merkt kao jednu od najistaknutijih zagovornica
interkulturalne pedagogije u njemackoj nastavi glazbe, Stroh
isti¢e njenu tvrdnju da je polazisna toc¢ka svake dobre inter-
kulturalne nastave glazbe - glazbena praksa. Dakle, pravi put
k stjecanju uceni¢kih interkulturalnih kompetencija aktivno
je suceljavanje s glazbom, odnosno muziciranje koje, narav-
no, ukljucuje pjevanje i sviranje pjesama razli¢itih kultura
cijeloga svijeta.

5. Modeli glazbene prakse iz cijelog svijeta

Stroh se pita zaSto u visim razredima ne nastaviti s instrumen-
talnim muziciranjem razli¢itih pjesama sa svih kontinenata
kada u nizim razredima djeca pjevaju i slusaju glazbe iz cije-
loga svijeta. Istodobno upozorava da nastavnici ne smiju ¢initi
pogreske kao npr. dati u¢enicima da izvode brazilsku sambu
na africkim bubnjevima ili gamelan glazbu na Orffovom in-

859



Didakticki aspektiinterkulturalnog pristupa u nastavi glazbe
Amir Begié / Jasna Sulenti¢ Begié

strumentariju. Kao i u prvom i tre¢em modelu, ni ovdje nije
predvideno izvodenje aktualne popularne glazbe odredene
kulture, ve¢ samo tradicijskih pjesama i plesova. Autor to vidi
kao nedostatak ovog modela.

6. ZnatiZeljom i tolerancijom protiv straha od nepoznatog
i drugacijeg

Autor podsjeca na empirijska istrazivanja, ¢iji rezultati poka-
zuju da su ucenici netolerantni prema svakoj vrsti glazbe koja
im je nepoznata i drugacija. Predlaze dva komplementarna
pristupa, a to su: upoznavanje s umjetnickom glazbom koja
svoje korijene ima u izvaneuropskim kulturama i upoznavanje
zapadnoumjetnicke glazbe s povijesnog aspekta.

7. Popularna glazba kao interkulturalni fenomen ili uvod
u interkulturalnu nastavu glazbe

Stroh istice da su jazz i popularna glazba danas interkulturalno
obojeni jer se izvode i slusaju diljem svijeta. Upravo zahvalju-
ju¢i njima razumijevanje izvaneuropske glazbe posljednjih je
godina naglo poraslo. Autor izdvaja tri relevantna smjera s glaz-
benopedagoskog stajalista: 1) popularna glazba promovirana
putem medija Cesto je temeljena na izvaneuropskim elementima
poput npr. africkih ritmova, 2) izvaneuropska tradicijska glaz-
ba preobli¢ena u popularno ruho, koju izvode razni europski
glazbeni sastavi, dobar je glazbenopedagoski model za nastavu,
3) upoznavanje izvaneuropske popularne glazbe ne smije biti
samo dodatak upoznavanju tradicijske glazbe drugih kultura,
vec bi, kao nesto $to je blisko ucenicima, trebalo posluziti kao
uvod u upoznavanje s razli¢itim glazbenim kulturama.

8. Svjetska glazba kao tema nastave glazbe

Svjetska glazba, pojasnjava Stroh, smatra se univerzalnim
oblikom glazbene komunikacije medu glazbenicima koji pri-
padaju razli¢itim kulturnim tradicijama. Autor naglasava da
svjetska glazba moze posluziti kao primjer za interkulturalnu
komunikaciju i kao model za nastavu glazbe.

9. Interkulturalni odgoj i obrazovanje u nastavi glazbe
trebali bi biti odgoj i obrazovanje protiv rasizma

Autor navodi da se u Engleskoj interkulturalni odgoj i obrazo-

vanje prije svega vide kroz prizmu antirasistickog odgoja i pita
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se postojiliiunjemackom odgojno-obrazovnom sustavu ista
tendencija i kakva i kolika bi mogla biti korist takvog koncepta
u nastavi glazbe. Stroh ujedno zakljucuje da ova tema jos nije
dovoljno razradena u njemackoj literaturi.

10. Glazbena kultura imigranata kao polaziste

Stroh ovo isti¢e kao vrlo aktualnu temu, naglagavaju¢i da
nije jo§ dovoljno ni teorijski ni empirijski razradena. Postoje
misljenja da u interkulturalnoj nastavi glazbe ne treba staviti
naglasak na tradicijsku glazbu pripadnika drugih kultura (u
ovom sluc¢aju imigranata), ve¢ na suvremenu, aktualnu glazbu
koja Zivi s njima u njihovoj zajednici (primjerice turska glazba
u Njemackoj ili orijentalni rap).

Svih deset navedenih modela podjednako je vrijedno i u
funkciji stjecanja interkulturalne kompetentnosti ucenika.
U pojasdnjenju svakoga modela ne spominje se izric¢ito da je
nuzan i razgovor o drugim kulturama i njihovoj glazbi, ali se
to podrazumijeva. Ako se nastavnik odluci za samo jedan ili
pak vise spomenutih modela, tada mora biti svjestan da to
trazi od njega jedan novi, drugaciji pristup i nastavi i glazbi.
Takoder, nastavnik ¢e u tom slu¢aju morati uloziti vise truda
kako bi se uspjesno pripremio za interkulturalnu nastavu i
uc¢inkovito djelovao u odgojno-obrazovnom procesu. Na tom
putu mogu se pojaviti razlicite prepreke, bilo subjektivne, bilo
objektivne prirode.

Elliot (1989, 1995, prema Abril, 2003) daje koncept interkul-
turalnog odgoja i obrazovanja u nastavi glazbe koji se sastoji
od sest mogué¢ih modela: 1) asimilacija — ovaj model gleda na
zapadnoumjetnicku glazbu kao jedini uzor i pretpostavlja po-
ucavanje usredotoceno isklju¢ivo na ovaj glazbeni stil, 2) spa-
janje — ovaj model fokusiran je na zapadnoumjetnicku glazbu,
ali takoder zagovara i proucavanje glazba drugih kultura, no
samo kao manifestaciju te glazbe u glazbi zapadnih klasi¢nih
skladatelja, 3) otvoreno drustvo - ovaj model stavlja naglasak
na proucavanje i izvodenje popularne glazbe istodobno pru-
zajué¢i moguénosti za samoizrazavanje; u ovom slucaju ipak
je obuhvacena glazba isklju¢ivo dominantne kulturne skupine,
4) ograniceni interkulturalizam - kao dodatak tradicionalnom
kurikulumu, ovaj model fokusiran je na glazbu i glazbenu
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praksu koje su u svezi s kulturama kojima ucenici pripadaju,
5) modificirani interkulturalizam - ovaj model koristi kompa-
rativni pristup proucavanju elemenata glazbe ili kulturnim
znacenjima glazbe; glazba se pouc¢ava pomoc¢u metoda bliskih
pojedinim kulturama, 6) dinamicki interkulturalizam - ovaj
model omogucuje globalni pristup razli¢itim vrstama glazba,
istodobno izbjegavajuéi “zapadnjacki” pristup; ucenici bivaju
vodeni kistrazivanju poznatih i nepoznatih glazbenih sustava,
uvjerenja i metoda.

Ovi modeli, ili bolje re¢eno faze interkulturalnog pristupa
nastavi glazbe, slikovito prikazuju dug i nimalo lagan put od
tradicionalnog (neinterkulturalnog) pouc¢avanja do interkul-
turalne nastave vodene od interkulturalno kompetentnog
nastavnika. Na tom putu (ili transformaciji) Cesto se nailazi
na brojne prepreke.

Moguéi problemi u provedbi
interkulturalizma u nastavi glazbe

Koji se to problemi mogu javiti u interkulturalnoj nastavi glaz-
be? Covjekova se ljubav prema glazbi formira u ranoj dobi u
interakciji s jednom odredenom vrstom glazbe koja je vazan
dio necijeg djetinjstva u procesu izgradnje identiteta. U adoles-
centsko doba mozda ¢e do¢i do odredene vrste bunta i odabira
neke drugacije glazbe (npr. rock glazbe) koja moze takoder
postati dio necijeg identiteta. Kao rezultat tih procesa, osoba
zna §to joj se svida i to se ogleda u glazbi koju slusa, u glazbe-
nicima s kojima muzicira, u glazbi koju slusa s prijateljima, a i
uizboru glazbenih dogadanja koje posjecuje. To su, naravno,
odredene predrasude prema glazbi i pretpostavljaju neku vrstu
subjektivnog pristupa. Cesto takav pristup sprje¢ava objektiv-
no sagledavanje drugih vrsta glazba i glazbenika koji se njima
bave. Cain (2005, prema Drummond, 2010) naglasava da su
obrazovni ciljevi i ishodi uc¢enja mnogih nastavnika glazbe
“filtrirani” zivotnim iskustvima i time nenamjerno obojeni
predrasudama, stereotipima, a ponekad i zabludama. Jedan od
problema moze proizlaziti i iz odredenih predrasuda, poput
one da je zapadnoeuropska umjetnicka glazba superiorna osta-
lim vrstama glazba. Medu brojnim argumentima koji govore
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o zabludama na kojima se temelje takva shvacanja nabrojimo
samo neke: 1) nekoliko opera Giacoma Puccinija (1858-1924),
koje su danas medu najpopularnijim operama uopce, temelji
se i u glazbenom i kulturoloskom smislu na dalekoisto¢noj
tradiciji (Japan i Kina), 2) dio repertoara Claudea Debussyja
(1862-1918) pod utjecajem je indonezijske glazbe (gamelan
orkestri) i glazba drugih kultura, 3) Antonin Dvotak (1841-1904)
svoju je najpopularniju simfoniju (Simfonija br. 9 u e-molu,
op. 95 poznata i kao Simfonija iz Novoga svijeta) skladao na-
kon boravka u Sjedinjenim Americkim Drzavama i doticaja s
indijanskom i crnackom glazbom, 4) jo$ je u doba Wolfganga
Amadeusa Mozarta (1756-1791) Be¢ bio o¢aran Orijentom i
Turskom, tako da je Mozart skladao svoj poznati Turski mars
(Sonata za glasovir br. 11 u A-duru, KV 331, I stavak, Alla turca)
i operu Otmica iz Saraja pod utjecajem turske melodike. Skla-
datelje zapadnoeuropske kulture 20. stolje¢a koji su skladali
nadahnuti glazbom kultura s drugih kontinenata i njihova djela
tesko bi bilo nabrojati. Razlozi zasto je takvih medukulturalnih
umjetnickih djela u prijasnjim razdobljima ipak bilo manje leze
u tada$njoj medusobnoj prometnoj i komunikacijskoj izolira-
nosti kontinenata. No, prvi kontakti s glazbenom tradicijom
drugih kultura ve¢ su se snazno ocitovali u djelima skladate-
lja. Tako su G. Puccini i C. Debussy nazocili Svjetskoj izlozbi
u Parizu 1889. godine, gdje su se prvi puta susreli s glazbom
Dalekog istoka. Nedugo zatim ti utjecaji postali su zamjetni u
njihovim skladbama.

Drugi problem mogao bi biti nedostatak volje, nespremnost
ili jednostavno nezainteresiranost samih nastavnika da se
podrobnije bave interkulturalnim aspektom nastave glazbe.
Razlozi se mogu nalaziti u nedostatku vremena za pripremu
interkulturalnih nastavnih sadrzaja i njihovu implementaciju u
kurikulum ili pak u jezi¢nim barijerama koje se mogu pojaviti
kod upoznavanja ili pjevanja pjesama na stranim jezicima.

Trec¢i problem moze biti negativna reakcija ucenika kada se
prvi puta susretnu s glazbom kultura s drugih kontinenata.
DemorestiSchultz (2004, prema Weidknecht, 2009) isti¢u da
percepcija “nepoznate” glazbe Cesto ovisi o spolu i uzrastu
ucenika. Navode da ucenici mladeg uzrasta spremnije pri-
hvacaju glazbu drugih kultura, $to sugerira da bi s interkul-
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turalnom nastavom glazbe trebalo zapoceti u najranijoj dobi.
Takoder isti¢u da je spremnost prihvacanja “drugacije” glazbe
medu starijim uc¢enicima izrazenija kod djevoj¢ica nego kod
djecaka. Ovi rezultati upozoravaju nastavnike da bi trebali
obratiti pozornost i na uzrast i na spol ucenika pri implemen-
taciji interkulturalizma u nastavu glazbe.

Cetvrti problem, a to je nedostatak originalnih (autenti¢nih)
audio i videozapisa s primjerima glazbe razli¢itih kultura i
tradicija, u danasnje se vrijeme uz malo truda moze rijesiti.
Osim dostupnih nosaca zvuka i slike, danasnja internetska
umrezenost cijelog svijeta omogucava “putovanje” i zvukom
i slikom u gotovo svaki dio svijeta.

Nastava glazbe u op¢eobrazovnim skolama moze doprinijeti
interkulturalnom odgoju i obrazovanju, tj. stjecanju ucenic-
kih interkulturalnih kompetencija, no neizostavni su uvjeti
interkulturalni pristup nastavi glazbe i interkulturalna kom-
petencija nastavnika glazbe. Nastavnici bi interkulturalnu
kompetenciju trebali ste¢i prije svega tijekom studija, a na
razli¢itim teCajevima ili radionicama istu dalje razvijati i
osnazivati. U ovom podrucdju su, dakle, potrebne promjene u
smjeru konkretnijeg i organiziranijeg obrazovanja buduc¢ih
nastavnika glazbe s interkulturalnog aspekta.
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Zaklju¢ak

Ovim radom Zeljelo se ukazati na rezultate razlicitih istrazi-
vanja u kojima se brojni stru¢njaci i znanstvenici bave didak-
tickim aspektima, tj. moguénostima, strategijama i metoda-
ma interkulturalnog pristupa odgoju i obrazovanju u nastavi
glazbe opéeobrazovnih skola, istodobno nastoje¢i ukazati na
postojece probleme koji se javljaju u procesu interkulturalnog
odgoja i obrazovanja u nastavi glazbe. Navedena su iskustva
i istrazivanja iz razlicitih drzava, ponudeni su i objasnjeni
odredeni modeli interkulturalne nastave glazbe, ali i ukazano
na moguce prepreke pred kojima se mogu naci nastavnici
pri provedbi interkulturalne nastave. Interkulturalizam im-
plementiran u sadrzaje poducavanja nece se ozivotvoriti u
odgojno-obrazovnom procesu ako taj proces nije didakticki i
metodicki osmisljen. Bez kvalitetne komunikacije, interakcije,
razlic¢itih nastavnih strategija, pozitivnog socijalnog i inter-
kulturalnog ozracja koje ¢e omoguditi kreativan nastavnik,
interkulturalni odgoj i obrazovanje u nastavi nisu ostvarivi.
Stoga je vazno buduce nastavnike osposobiti i u didaktickom
i metodickom smislu jer ¢e jedino tako mo¢i nastavu osnaziti
i interkulturalnim sadrzajima.
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DIDACTIC ASPECTS OF AN
INTERCULTURAL APPROACHTO
TEACHING MUSIC

Amir Begi¢ / Jasna Sulenti¢ Begi¢

Abstract: Music in general education schools provides great
opportunities for intercultural education because music itself
is an intercultural art. Given the close link between music and
culture, fostering a cultural understanding can be an effective
outcome of teaching music, and getting to know different music
styles from around the world can develop the intercultural com-
petence of students. This paper presents anresearch overview in
which many experts and scientists deal with the didactic aspects,
i.e. the possibilities, strategies, and methods of an intercultural
music education in general education schools, while attempting
to point out the existing problems that arise in the process of

intercultural education when teaching music.

Keywords: music teaching; intercultural education; world music;

teaching strategies and methods; intercultural competence.

Introduction

The art of teaching has been a subject of study and research
since the beginning of education. From the very beginning of
the didactics concept, which in the 17" century introduced:
Wolfgang Ratke (1571-1635), Jan Amos Komensky (1592-1670),
Jean-Jacques Rousseau (1712-1778), Johann Heinrich Pesta-
lozzi (1746-1827), Johann Friedrich Herbart (1776-1841) and
Wilhelm von Humboldt (1767-1835), through to the renowned
didacticists of the 20" century, didactics have not ceased to be
a current topic. Thus, Gudjons (1994) points out that didactics
refers to planning and analyzing the process of teaching, but at
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the same time, claims that didactics is only a theory that criticizes

practice. It emphasizes that teaching is an overlapping process so

it can only be fully explained by one theory. In that context, five

different theories are listed: 1) didactics is a theory of education

(cited in Klafki) within the framework of critical-constructive

science of upbringing; according to this theory, the process of
teaching must help students develop their abilities and connect

teaching and learning; the lessons must be planned with students,
and the students should learn through discovery, 2) didacticsis a

teaching theory (cited in Schultz) and it requires teaching to inten-
tionally pre-interpret the world through art and science; the main

feature of this theory is to seek systematic and careful planning

of the educational process, 3) didactics is a cybernetic-information

theory (cited in von Cube), which advocates that it is during their
upbringing that students, with some corrections, are guided to

the educational goal, 4) didactics is a theory of curriculum (cited in

Moller), whose priority is to clearly define the goals, instruments

and evaluation methods of the achieved outcomes, 5) didactics

is the critical theory of teaching communication (cited in Winkel),
emphasizing the fact that teaching is primarily a communication

process. The author stresses that all these theories share a com-
mon goal-oriented approach that involves organizing the teaching

process based on set learning goals.

Bognar and Matijevi¢ (2002) say that didactics is a part of
pedagogy that explores the theory of educational process.
Accordingly, its attention is focused on the teaching process
itself. According to Lenzen (2002), teaching involves the
targeted planning, implementation and verification of the
teaching and learning process. Meyer (2005) points out
ten characteristics that characterize every good teaching
approach. These are: a clear teaching structure, high levels of
real learning time, a stimulating learning atmosphere, clarity
of content, establishing a method of communication, diversity
of methods, individual encouragement, intelligent exercises,
transparency of expected achievements, and a prepared
environment. Future teaching styles are characterized by
teamwork amongst teachers, with peer reflection based
counseling (Vasilj, 2015). Also, contemporary teaching should
no longer be oriented towards encyclopedic knowledge and
memorising facts, but rather to the development of one’s ability

870



11t International Symposium Music in Society. The Collection of Papers
Music - Nation - Identity

to understand, solve problems, and the practical application
of knowledge (Palek¢i¢, 2009).

Intercultural Music Education

The cultural diversity of the classroom provides an additional
pedagogical challenge for teachers, and an incentive to orga-
nize intercultural lessons.

“Intercultural education finds its support in contemporary
didactic and different learning variants by means of a differ-
ence in which, in addition to active dialogue, it takes a signifi-
cant place to introduce other cultures, to acquire historical

)

knowledge, to familiarize social relations and social states.’

(Previsi¢, 2009, 26)

“The issue of diversity being at the center of attention leads
to the reflection of possibilities for promoting the equal
development of each individual student, as an approach
that enables teacher to make a creative educational process
whose complexity derives from the diversity of goals, contents,
approaches, methods, social forms of work, achievements and
evaluation procedures.” (Zrili¢, 2012, 455)

Based on the research on effective intercultural communi-
cation, an interculturally competence person: 1) successfully

handles psychological and emotional stress when dealing with

the unknown, 2) quickly establishes relationships with others,
3) understands the other person’s feelings, 4) communicates

successfully with people from a different cultural environ-
ment, 5) adequately responds to communication issues and

misunderstandings (Giles et al, 1991, cited in Chisholm, 1994).
The role of the teacher in developing a student’s intercultural

competence is multifaceted. The teacher “will do more if he

creates a favourable atmosphere for tolerance and mediation

between differences, not only on ethnic and cultural particula-
rities, but also on the free and creative expression of opinions

on both natural and social phenomena” (Previsi¢, 1999, 82).

The Curriculum for Elementary School [Nastavni Plan i Pro-
gram za Osnovnu Skolu, MZOS, 2006] of the Republic of Croa-
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tia states that the music teaching curriculum is open, i.e. that
allows the teacher to, in addition to any compulsory content,
design their class in accordance with the wishes and interests
of the students. The compulsory part of the curriculum in-
cludes listening to and learning about music, while other con-
tent and activities, such as singing, playing, literacy, folk music,
etc., are left to the discretion of the teachers. The application of
this open teaching model for music classes provides numerous
opportunities for the intercultural contact between students
and all kinds of music. In a particular situation, the teacher
may find it more appropriate to learn a specific cultural music
only by listening, however, it is not uncommon to inroduce
one’s music culture through singing, playing, or other another
activity. The decision may also depend on whether students in
the classroom belong to a particular culture, or have previous-
ly expressed an interest in music from another culture, have
an instrument that is characteristic of a particular culture, etc.

In The Study of Classical Music [Nastavni Program Glazbene
Umjetnosti, MKP, 1994] there is an area that involves listening
to music (exclusively Western European or from the Western
tradition) in chronological order. It should be kept in mind that
the entire history of music development needs to be introduced
with only one hour of classical music per week. Therefore, this
diachronic model of teaching leaves the teacher with little free-
dom regarding content, i.e. the implementation of intercultural
content and music, if he or she intends to realize everything
that has been envisaged by the program.

In January 2019, The Music Culture and Classical Music Cur-
riculum for Elementary and Grammar Schools [Kurikulum
Nastavnog Predmeta Glazbena Kultura za Osnovne Skole i
Glazbena Umjetnost za Gimnazije, MZQO, 2019] was published
as part of the 2015 curricular reform that was implemented in
the Republic of Croatia, and this document covers the teach-
ing of music culture and classical music. The curriculum will
be gradually implemented to every grade in elementary and
grammar schools in the years 2019/20 and 2020/21. By the
2021/22 school year it will be school wide. This document has
not made many changes to the way music culture is taught
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(because the “HNOS™ elementary school music education
program was set on good foundations), but major changes
were made to the way classical music is taught. The open mod-
el, which was present in elementary school music, has now
been implemented in grammar schools. This gives teachers
the freedom to adapt their teaching to the students’ interests
and abilities, as well as to their own personal preferences. In
addition, music in grammar schools can now be organized ac-
cording to the diachronic or synchronic music teaching model.

According to the synchronic model, the focus is to teach music
from multiple positions, not exclusively historical, as is the case
with the diachronic model. There is also the intercultural prin-
ciple, which, in addition to the psychological, cultural-aesthetic,
and synchronic principles, is based on teaching music culture
and classical music. The principle states that students will learn
about different cultures, religions, and customs by learning the
music of their own culture, and the music of the world. In this
way, they will develop an awareness of different but equally
valuable individuals, peoples, cultures, religions and customs.
In accordance with the intercultural principle, students will
sing the songs of different cultures, in different languages and
dialects, with an appropriate ethnomusicological approach, and
listen to and learn about traditional music from geographically
distant areas. This method of teaching music should develop the
students’ cultural understanding and intercultural awareness by
building their relationship to their own culture and opening ac-
cess to other (musical) cultures. By learning about the different
music of the world, students indirectly learn to appreciate and
accept other cultures and the individuals who belong to them.

“Therefore, a music teacher cannot focus only on listening,
singing or playing music from other cultures. To fully
understand and experience culturally different music, it is
important to know the overall culture and traditions of a
particular people. This is a prerequisite for critically discussing
‘unknown’ music with students.” (Begi¢ and Sulenti¢ Begi¢,
20184, 162)

1
Croatian national educational standard [Hrvatski nacionalni obrazovni standard,
HNOS]
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“By incorporating various music of the world into the process of
education, cultural and aesthetic riches are exchanged, which
enhances and deepens musical contacts, thus modeling a global
way of thinking.” (Dobrota and Blaskovi¢, 2014, 313)

Teaching intercultural music must be focused on the following
four problems: 1) teachers need to know how to evaluate the
importance of intercultural access to their teaching, 2) they
must, as much as possible, determine precisely how to imple-
ment intercultural content in their teaching, 3) they have to
identify any inherent problems that may arise when teaching,
4) and they must explore possible solutions to these problems
(Weidknecht, 2009). To achieve this, teachers must be free
from ethnic prejudice. Furthermore, the lack of time to teach
music from other cultures should be addressed by not leaving
intercultural teaching content to the end of the school year, as
is usually the case. A lack of knowledge of a foreign language
can appear as a problem when learning a particular song. In
this case, the help of colleagues who know foreign languages
is one possible solution. A previous problem, which may have
justified the lack of intercultural teaching before, was the lack
of original audio and video examples for students to listen to
and watch. Today, given the wide availability of various media,
this is no longer, and cannot be considered, a problem. Finally,
the lack of awareness on how to teach intercultural music can
be an obstacle for some teachers. However, in the context of
lifelong learning, teachers should also strive to improve in
this area. Furthermore, teaching intercultural music should in-
clude: performing the music of other cultures; talking about mu-
sic from other cultures; organizing concerts where guest per-
formers perform the music of other cultures; organizing plays
using the music of other cultures, and including appropriate
costumes, dance, and scenography; the presentation of cultural
diversity through the talent of students, teachers and parents
belonging to different cultures; group music that gives a sense
of communion, cooperation and tolerance; a group selection of
songs belonging to different cultures; discussions of the impor-
tance of music in a particular culture; music related research on
topics of conflict, peace, and liberation from discrimination
(NCCA, 2006). It is acknowledged that all of the above may
be a great organizational and financial challenge for teachers,
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especially at schools in smaller environments where it is not
easy to organize such events and activities, but similar expe-
riences can be experienced through the internet.

Music education in general education schools provides great
opportunities for intercultural education because music itself is
an intercultural art. Given the close connection between music
and culture, fostering cultural understanding can be an effective
outcome of teaching music. Three curriculum areas (performing
music, composing, listening) offer many opportunities to
appreciate interculturalism and diversity. Developing student
sensitivity and appreciation for other cultures can be achieved
through quality student-centered teaching. The student’s sense
of their own cultural identity and belonging can be supported
by creative activities and group music (Ilari, Chen-Hafteck
and Crawford, 2013). Abril (2006) argues that performing or
listening to music in the classroom, as well as talking about those
experiences, helps students learn about and respond affectively
to music from other cultures. Namely, some researchers argue
that music knowledge is incomplete and ineffective without the
knowledge and understanding of the particular culture to which
that music belongs (Anderson and Campbell, 1996, Quesada,
2002, Robinson 2002, cited in Abril, 2003). Tucker (1992, cited
in Abril, 2003) highlights a number of criteria that should guide
teachers in choosing which intercultural music to teach. One
of these recommendations is that every musical example (used
for listening, singing or playing) should be followed by detailed
information about the culture, history, and geography that that
example belongs to. In addition, lyrics of a particular example
should be provided in the original language with a guide for a
correct pronunciation.

Ilari, Chen-Hafteck and Crawford (2013) propose practical
ideas for teachers to empower the intercultural awareness of
their students. In addition to getting to know the music of other
cultures through the internet or audio and visual aids, they
should specifically contact parents or friends from different
cultures so that other students can get acquainted not only with
music, but with the overall traditions, of a particular cultural
group. The authors also believe that music from other cultures
should be introduced through the prism of its role in the socio-
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cultural context, i.e. using a socio-cultural approach. As an
example, singing is a regularly present vocation in national
and school curricula. That (singing) is also practiced within
regular classes, but often also in extracurricular activities such
as a choir. By singing culturally different songs, students learn
about their own culture, as well as about other cultures, while
expressing their deepest emotions. There are many possible
benefits to singing intercultural songs in one’s music education.
Singing songs from different cultures helps students: 1) deepen
their knowledge of a nation’s music, language and culture,
2) develop their vocal ability to sing and speak, 3) develop a
social awareness for life in an intercultural and global society,
simultaneously developing a strong sense of their own identity
and understanding the identity of culturally different persons,
4) improving their emotional expression. The benefits of
interculturalism in music classes are also:

“exploring music from around the world, fostering intercultural
and interactive understanding, learning about world music,
expanding the listening experience, realizing the existence of
diversity, discovering new musical constructs that recognize
the specifics and logic of each music style, developing greater
musical flexibility towards others (...) Musical flexibility in-
volves an easier understanding of new music and it’s elements,
which is reflected in an easier understanding of their own
music” (Anderson and Campbell, 2011, cited in Dobrota and
Blaskovi¢, 2014, 303).

Opinions of Music Teachers about
Intercultural Teaching

Practical experience is certainly a relevant factor in academic
research aimed at improving intercultural music lessons.
Legette (2003) therefore conducted a research study aimed
at examining attitudes, beliefs and practical experiences of
primary and secondary school music teachers in American
public schools, with regard to interculturalism when teaching
music. Some of the research questions were the following: what
are the common attitudes, beliefs and practical experiences
of teachers with regard to teaching interculturalism in music?
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Which are the most commonly used intercultural sources?
Which intercultural activities are most often used when
teaching? How often is intercultural awareness assessed?
Where did they receive their intercultural education? Is
there a significant difference in teaching intercultural music
between teachers working in rural, urban and suburban
public schools? The research results showed that respondents
(N=394) declaratively support intercultural content in music
lessons (999%). However, at the same time, 65% stated that
intercultural content was not taught in the classroom. The
reasons differed, from a lack of knowledge of intercultural
education, to lack of motivation, or lack of time because
first and foremost, they must teach American music. It can
be seen that the curriculum’s intercultural content is mostly
marginalized. The vast majority of respondents are estimated
to be interculturally competent, but what is concerning are the
claims that they have not gained competency by educating
themselves, but through workshops and courses. Among the
activities used to teach intercultural content, the most popular
are listening to music, singing songs, talking about music,
and playing and watching videos. The results showed that
there are no statistically significant differences in the use of
intercultural music among teachers working in rural, urban
and suburban public schools.

The research results (Young, 1996, cited in Abril, 2003), which
sought to examine the attitudes of music teachers towards
intercultural music education, suggest that intercultural educa-
tion is beneficial to general education students, although their
definitions of intercultural education differ. At the same time,
teachers expressed a sense of insecurity in implementing inter-
cultural content when teaching music. According to Robinson
(2002, cited in Abril, 2003), music teachers are embarking on
the challenges of intercultural learning, but they have difficul-
ties finding quality materials that would interest students. In
addition, he states that teachers are faced with the problem of
pronouncing texts in foreign languages and translations.

Wong, Pan and Shah (2014) conducted a research study to

examine the level of interculturalism as it relates to life expe-
rience, personal attitudes and behaviours, and professional
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behaviour among Malaysian elementary music teachers. The
results showed that teachers began to doubt some of their
negative stereotypes and began to accept ethnic diversity. By
becoming aware of the complexity of cultural differences,
they began to re-examine their views of interculturalism in
teaching practices.

Research results (Brown, 2004, Capella-Santana, 2003, Keim
et al, 2001, Locke, 2005, Milner et al, 2003 Mysore et al, 2006,
Brown, 2009, cited in Begi¢ and Sulenti¢ Begi¢, 2018b) “show that
the intercultural education of future teachers can be turned into
a positive direction by designing new intercultural courses, as
well as by implementing intercultural content in existing courses,
fieldwork, pedagogical practice, etc.” (Begi¢ and Sulenti¢ Begi¢,
2018b, 42). As an example of good practices, some universities in
the United States offer students 250 different courses in which
students are introduced to intercultural content. Some of the
courses include: World Music, Introduction to World Music,
Music in Culture, Music, Politics and Identity, Music, Media
and Popular Culture, Teaching World Music in Class, Intercul-
tural Principles and Music Education, Diversity in Education,
Pluralistic Teaching Society (Begi¢ and Sulenti¢ Begi¢, 2018b).

The results of these studies point to the great possibilities
of intercultural education in teaching music, due to the in-
creasing willingness of teachers to interculturally promote
positive intercultural shifts in national and school curricula
in different countries. It is also clear that many experts and
academics are concerned with the possibilities, ways, strate-
gies and methods, of increasing intercultural music education
in general education schools. But, at the same time, they are
trying to find the existing problems that have arisen in the
process of teaching intercultural music education.
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Some Models (Phases) of Teaching
Intercultural Music

So how should teaching intercultural music be considered in ge-
neral education curriculums? Stroh (2002) proposes and analy-
zes ten models of intercultural education when teaching music:

1. Non-European Music when Teaching Music

Under this approach, the author suggests only authentic folk
music as teaching content. Thus, contemporary art music of
any particular culture, as well as its popular music, are not
covered by this model. The biggest disadvantage of this ap-
proach is that the vast majority of recorded material with such
authentic music is the work of ethnomusicologists who often
lack pedagogical experience and pedagogic competencies.

2. Learning from Music Classes in Other Cultures

The author asks whether music education in one country can
be enriched by the experiences of teaching music of other
cultures. As a positive example of the influence of the German
music-folk tradition, the partial implementation of work with
Orffinstrumentation in different international school systems
(Turkey, China, Gambia, Indonesia) is mentioned.

3. Songs and Dances from Around the World

The songs and dances of different cultures, Stroh emphasizes,
have always been at the center of intercultural music lessons.
In this approach, two dimensions of interculturalism in teach-
ing practices are emphasized. First, this approach facilitates
the integration of children from different cultures in one class,
and at the same time promotes an understanding between
students of the dominant culture and students belonging to
other cultures. Secondly, this model can contribute to the
overall intercultural understanding and development of the
students’ intercultural competence. In this model, as in the
first one, there is no contemporary popular music used, only
traditional music.

4. Model of “Confrontation” by Irmgard Merkt

Citing Merkt as one of the most prominent advocates of in-
tercultural pedagogy in German practices for teaching music,
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Stroh emphasizes her claim that music practice is the starting
point for every good intercultural music teaching method.
So, the real path to acquiring intercultural competences is
an active confrontation with music, singing, and playing the
songs of different cultures around the world.

5. Models of Music Practice from Around the World
Stroh wonders why, in the higher grades, teachers do not con-
tinue using instruments to play from every continent when,
in the lower grades, children sing and listen to music from
around the world. At the same time, he warns that teachers
should not make mistakes such as giving students the ability
to play Brazilian beats on African drums or gamelan music on
Orff’s instruments. As with the first and third model, there is
no way to perform the current popular music of a particular
culture, only traditional songs and dances. The author sees
this as a drawback to this model.

6. Employing Curiosity and Tolerance against the Fear of
the Different and Unknown

The author recalls empirical research whose results show
that students are intolerant towards any type of music that
is unknown to them. He suggests two complementary ap-
proaches: becoming acquainted with music that has its roots
in non-European cultures, and introducing Western music
from a historical point of view.

7. Popular Music as an Intercultural Phenomenon or an
Introduction to Teaching Intercultural Music
Stroh points out that jazz and popular music are intercul-
turally coloured because they are performed and listened
to around the world. Thanks to them, the understanding of
non-European music has grown steadily in recent years. The
author distinguishes three relevant directions from a musical
education standpoint: 1) popular music promoted through me-
dia is often based on non-European elements such as African
rhythms, 2) non-European traditional music transformed into
popular style performed by various European compositions is
a good music pedagogical model of teaching music, 3) getting
to know non-European popular music should not only be a
supplement to the traditional music of other cultures, but as
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something familiar to students, it should serve as an introduc-
tion to getting to know different music cultures.

8. World Music as a Topic when Teaching Music

World music, explains Stroh, is considered a universal form
of musical communication among musicians belonging to
different cultural traditions. The author emphasizes that world
music can be an example for intercultural communication and
as a model for teaching music.

9. Intercultural Education and Teaching Music Education

Should include Educating about Racism
The author states that intercultural education in England is
foremost seen through the prism of anti-racist education, and
asks whether there is the same tendency in the German edu-
cational system as well as how it might be useful to adopt such
a concept when teaching music. Stroh also concludes that
this topic has not yet been sufficiently elaborated in German
literature.

10. Using Immigrant Music Culture as a Starting Point
Stroh brings this up as a very topical issue, pointing out that
theoretically and empirically speaking, it has not been suf-
ficiently elaborated upon. There is an opinion that, when
teaching intercultural music, it is not necessary to emphasize
the traditional music of members of other cultures (in this case
the immigrants), but to focus instead on the contemporary
music that lives with them in their community (e.g. Turkish
music in Germany or oriental rap).

All ten of these models are equally valuable in teaching inter-
culturalism to students. In clarifying each model, it was not
explicitly mentioned that it is necessary to talk about other
cultures and their music, but it is implied. If a teacher chooses
only one or more of the models mentioned above, the teacher
must be made aware that she/he is asking for a new approach
to teaching music. The teacher will also have to invest more
effort into successfully investing in intercultural learning and
effectively engaging in the educational process. This may lead
to different obstacles of a subjective or objective nature.

881



Didactic Aspects of an Intercultural Approach to Teaching Music
Amir Begié / Jasna Sulenti¢ Begié

Elliot (1989, 1995, cited in Abril, 2003) gives six possible models
for an intercultural musical education: 1) assimilation - this
model sees Western music as the only model and assumes that
the teaching curriculum is focused solely on this musical style,
2) merging — this model focuses on Western music, as well as
advocates for, and studies the music of other cultures, but only
as they manifests in the music of Western classical composers,
3) open society - this model places an emphasis on studying and
performing popular music, while providing self-expression
opportunities; in this case, only the music of the dominant
cultural group is involved, 4) limited interculturalism - in ad-
dition to the traditional curriculum, this model focuses on
music and music practices related to the cultures to which the
students belong, 5) modified interculturalism — this model uses
comparative access to the study of music elements or cultural
meanings of music; music is taught using methods that are
close to certain cultures, 6) dynamic interculturalism - this
model allows global access to different types of music, while
avoiding the “western” approach; students research known
and unknown musical systems, beliefs and methods.

These models, or rather, the phases of an intercultural ap-
proach to teaching music, are a picturesque depiction of
the long and easy path from traditional (non-intercultural)
teaching styles, to intercultural teaching methods conducted
by an interculturally competent teacher. This path (or
transformation) often faces numerous obstacles.

Possible Problems in the
Implementation of Interculturalism
when Teaching Music

What problems can occur in an intercultural music curriculum?
Our love for music is formed at an early age. As we interact
with certain types of music, they become an important part
of our childhood in the process of identity building. In ado-
lescence, there may be some type of revolt and music choices
may change (e.g. to rock music), which can then become part
of that peron’s identity. As a result of these processes, the per-
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son will learn what they like and that will be reflected in the

music they listen to, in the musicians they play with, in the

music they listen to with friends, and in the music events they
attend. There are, of course, certain musical prejudices which

presuppose some sort of subjective approach. Often, such an

approach avoids an objective view of other types of music and

the musicians involved. Cain (2005, cited in Drummond, 2010)

emphasizes that the educational goals and learning outcomes

of many music teachers are “filtered” through life experiences,
and are thus unintentionally coloured by prejudices, stereo-
types, and sometimes delusions. One of problems that may ari-
se from certain prejudices, is that Western European classical

music is superior to other types of music. The following are but

a few of the misconceptions that have led to the perpetuation of
such notions: 1) several operas by Giacomo Puccini (1858-1924),
which are among the most popular operas in the world, are

musically and culturally based on far-east traditions (Japan and

China), 2) part of the repertoire of Claude Debussy (1862-1918)

was influenced by Indonesian music (gamelan orchestra) and

the music of other cultures, 3) Antonin Dvoiak (1841-1904)

composed his most popular symphony (Symphony No. 9 in E

minor, op. 95, also known as the Symphony of the New World)

while listening to music of Indian and African American origin,
4) Wolfgang Amadeus Mozart (1756-1791) composed his famous

Turkish March (Piano Sonata No. 11 in A major, KV 331, 3rd

movement, Alla Turca) as a result of his fascination by Turkey
and the Orient, and the opera Abduction from the Seraglio

was influenced by Turkish melodies. 20" century composers

from Western Europe who were inspired by music from other
continents would hardly be listed. One reason as to earlier
intercultural works were not recognized as such, could be the

relative isolation of the continent. However, the first contacts

with the musical tradition of other cultures had a strong impact
on composers. When G. Puccini and C. Debussy attended the

World Exposition in Paris in 1889, they, for the first time, came

into contact with music from the Far East. Soon after, these

influences became noticeable in their compositions.

A second problem could be the lack of willingness, or simply

disinterest, on behalf of the teachers themselves to deal more
closely with the intercultural aspect of music. This may be due
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to the lack of time to prepare intercultural teaching content,
obstacles to their implementation in the curriculum, or the
language barriers that may arise when introducing or singing
songs in foreign languages.

The third problem may be the negative reaction from students
when they first encounter music from other continents.
Demorest and Schultz (2004, cited in Weidknecht, 2009)
point out that the perception of “unknown” music often
depends on the gender and age of the students. They argue
that younger students are more willing to accept the music of
other cultures, suggesting that intercultural music education
should begin at the earliest age. They also point out that the
willingness to accept “different” music among older students
is more pronounced in girls than in boys. These findings warn
teachers that attention should be paid to the age and gender
of students in the implementation of interculturalism when
teaching music.

The fourth problem, which is the lack of original (authentic)
audio and video examples of music from different cultures
and traditions, can be solved with very little effort today. In
addition to audio files and videos, the internet and global
networking today enables classes to “travel” with sounds and
pictures to almost every part of the world.

We can conclude that teaching music in general education
schools can contribute to intercultural education, i.e. the
acquisition of intercultural competency among students,
but to reach this goal, the intercultural approach to teaching
music and the intercultural competence of music teachers are
indispensable features. Teachers should acquire intercultural
competence first and foremost during their own study, and
they should continue to develop it in various courses or work-
shops. In this area, therefore, there is a need for change in
the direction of a more concrete and organized intercultural
education for future music teachers.
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Conclusion

In this paper we wanted to point out the results of various
studies in which numerous experts and scholars deal with
didactic aspects, i.e. opportunities, strategies and methods
of an intercultural approach to music education in general
education schools, while at the same time trying to point out the
existing problems that arise in the process of an intercultural
music education. Experiences and research from different
countries have been provided, some models of intercultural
music teaching have been offered and explained, as well as
the problems that teachers may find in the implementation
of intercultural teaching. Interculturalism implemented in
teaching content will not be realized in educational processes
if it is not didactically and methodically planned. Without
quality communication or interactions, different teaching
strategies, and a positive social and intercultural atmosphere
made by a creative teacher, intercultural education is not
achievable. It is therefore important for future teachers to be
didactically and methodically educated as it is the only way to
strengthen their teaching with intercultural content.
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