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boggobdm bodyggdo: @ogsmygdgdo ghmo shggebom, drag and drop, 5080 amo8ogny, §96dstrdgdomo @o3sangdgdo

Jgbobgd.

Fgmb 93 6336rm3Bols v3hmEs Jgo-
2 O 2 4838030 gogmmo bFsgmagdol ob-
bHO3gbho - dbogsmyto gme-

dob gndbo dgbogomyo bimangdabmgol. bFsgmagdal
0bbHG396ho Bgoddbs mspzool ghmzbymo 3gmd-
Grnmo 396hMl ©o339m0m, bomm bobfegmm Jndlo
39978030 3m330bos Datorzintbu centrs-mob 0obod-
3 m3mmdom. gb m6Fmosbo gndbo IBscro bobhoy-
mob dobygom dmogdgl gzgmo Jemsbogn® gm®adsb,
3960mE0db Mmbom-bmbsdedwg, sbggy 3obdstrihg-
090, 8393806 dml Igbogol SbsmoBobs s Fob-
6900b BmgoE 3¢0bEndgdmeb. gnélols Bgdndoggdobol
39600myM0 (Hgdbhgdo, sbgzg bk dnom S 30-
©gmdsbagns, 6o dnmosbmdsdo odbs dmgdgs.!

03 3udbol gotamgodo sdbgogmo dmsgato dgbod-

mgdEmdgdo:

1 Jaunslaviete, Mizikas formas maciba.
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2024 Fganb 03 bodemdol sghm®ds Bgodndogs gogdymo bFsgmgool 0bbhtndgbho ©s dbogma Jmbhabho
bodnbogm bammgdol Igbogemnéo gmedol Fndlobomgolb. bFsgmgdel obbhéndgbho Bgoddbs msdzoals
96m3b7mo gnmdatol gobhtol 8339000, bmgmm bobFogmm gndbo 8gdydagws 3md3sbos Datorzinibu centrs-
080 0683dOmImmd0m. 93 Lol d0Bsbos, Focrdmshobml blgbgdgmo 3adbob ghmo sbdgdho, 3gédmo 3o
- 30bdo dmEgdgmo s30mydgd0. hggh gobgobomogm 83 83dmMydgdal d7dmddggdomo ©ogzgtlboggogsgol
bbgowobbgs gbsdmgdmmosl, dsm Bméol godnsmoeBagool 0bbhm3gbhgdl, ondmeol gamgdgbhgdl, d838390Ls
b 3mBohgdl Jmemols dmdgmotnmo 0s3ddgo0l 3m33mbgbhgol, sbgzg sblbs-gsbdobhgdem ©ogemgdgdl,
Omdmgdog Fosbomabgdgh bFmea 3slybgdol 3mgbob, Gemes abobo sbmgosgnom Een3e380MEbIL ©Idshydom
30b3s6rh9090L s BgwgaeE dmo@sbmb Jutm pm3ds gmebs Fgbogol bhomaco s FebbmdMago 3mbhgdbhob

1) 30370moBsgool bbgowolbgs 0blgEndgbhol asedm-
99690 q3m®3ol adEbmdoghgdol bhodymohgdol
308b00m;

2) ©33m130090mo dmdBsgoaby ©d mz0mdgaely-
30l 36083bgammgsbo dgbodmgdemmdgdo, Grsg doom-
F938 bLFmE0 3sbybgdom, 3m3gbhotgdols msbbeng-
dom;

3) 0bhgtoghon® gmedyedy Faomas, hmdmgdog do-
1730m3gmos 0936 bobfegmm Gglnélbgddo.
mgbEmymdom mshzogm gbsdy 86 sélgdmadl -

Bogogmnéo gm®dol 3gabfegmgmo mbmsnb gnélgdo.

3ohmdmod, 0gol ©mbgBy Lbgs gbgddy sge-od gofy-

9000 BFogmagdol 306 339mm 0bbdM3906¢H g0, dsgtod

(bgam dgotyg, Legstrme bgmdobsfaomd mbmenb Gg-

Lelbgddo) hggb 396 dmgndogo dhbogomyo gmddol

396bo Bgdmblgbgdnmo dgbodmgdmmdgdoo.
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dgmbg dbtog, o3 Hodol gmadhembymo 3ndbol
139303037960 bolodsmasb godmdwabstrg, Aol godmf-
3939003 dbgmagl. dgbogomydo gmmdol sbsmobo gy-
obbdmdl dzopt boBybpgl Gmgmey Gogbmdcogo
(963l BaFomgdols dtrm3mergogdol sbowggbs),
obg Ho®dobmmmzogto (dsgsmoms, sbmomo gsdm-
bobgs dnbogsmato gm®dgdobs: mGbsfomosba, bod-
boFomosbo gmM3dgdo, Mmbom, goMosgogdo s ©.3.)
030mbobe0boo.

3OMEd 830bs, 83 JPhbol gebdegmmdsdo sngomg-
dgmos 3608369mmzeb0 MomEgbmadals sbagmo dytado-
ol Bgbfegme. n3gmgl dgdmbggzsdn, dmbfsgmggdn
83 (hy30bgdol dbmmme dgotyg bsfoml oy 0gbmdgb
Fobs gn®lbgdowsb (B3ggosmodgdnmo 0bbhéndgbdhol
3mobo, bommagzom, dnbogsgmydo modgbopnts ©o
0.3.).

338bm0b, Fgbogsand 36regHo3odo sGlgdmol 693t
3ogomomo, GmEd 3m33mBohmdydo 0boogomdmYH
bobgls 9damg3gb Fgbogomnd gmedsl, Jmtrgdosh 6o
LobFogmm tgln®byodo dmggdnm bhsboompgdl. 5356
30 8godmgds osdbomb gsdmysgamo dmbisgmggdo:
byorm, 30m33mBodmgdds o6 0gosh gmédal Fabgdoa,
6m3mgdbsg H3ggb gogzgmomdy gbfogmmdm? dstrms-
™09, 83 dgbadmgommdsbsg 39 gedmatogbsegm, dog-
603 0z 3g3;mbgy39030 3ma3mBodmergol sdmdmeggom
0300353mbsp30l bdzomo bhsbosbhobasb gssbzg-
30b gBom. 93 (hdol gosbggzs Lobatggdmms 3maddm-
Bodmerol bhommeb gogbmdol 3gmbom, Mg bgdabdag-
60 Ibogol 9bdmoBol sérlbgdom doBobl Fomdmswagbl.

blgbgdmmo dmbeBegdgdosb gedmdwabotyg, doto-
000 30dmf393s dgmdatrgmdls sbamo hghdobgdals
dogmo sbmd@edgbhob binwgbhobmaol g53gdhosbso
Fo6r0039680. ghrm-gthrmo 3msz060 bagbmby dogmds-
6gmdl 03580, ™3 dmbFagmygdo v303806gdg6 Ibo-
3016 Bmedgol Gorgan dsmgdadogn®d BmGOIPmyo-
006 b Eoydmgzgm 3hodsfognm Jmbbhndgogdmsb,
mdmgdbog momgdol vbeggho dsgzm boghomm dgbo-
30bmeb.

Kaimara, Deliyannis, Why, 2019, p. 129.
Abercrombie, Longhurst, Audiences, 1998, p. 87.
Salen, Zimmerman, Rules, 2004.

Kaimara, Deliyannis, Why, 2019.

De Freitas, Learning, 2017.
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83 6336mdols 30Bob0s obgmo dogmdol Bgmogsedy-
39, mdgmog dagbodsgmndew 0ggbgdl gmagdp®mbnmo
306bol Fgbedmgdmmdgdl o bdmgsl asdmiizgzgdl
96m0 3mbimyghamo sbdgdhoo - 3adbdo dghebogmo
835 gdgd0b gobbogngol gBoo.

306bol dgdndoggoolols gomgsmobfobydymo oym
6)060 dmboBdergdgdn bedggboghm mahghogynéowsb:
00393900 8 dmBsbrgde dg-20 o 21-9 Loygnby-
9080 bdotom 0m3zmydndh ,E0aGnm $dmE0zgbg-
0“2 dmmoglgbo 350300l 8 0msbol gmos-
bobol mobsbdsg, ,LobFogamm 3tmpgbobasb dobo
[30gérnmo dgod] dmFyzghom Gmambg bogmobm
mmdb3o, obgy dob gobhgm, asbsmmygds, bym dgotg,
8609953990060 o dmbefygbos?
goamymo LabFogmm 0bbhdndgbhgdol bdggogoe-
3960 gubgdaogdol  sefgtobol  asbbognmbgdom
7608 900b03bml gobmsmyo bhodgmohgds. 930l
doBgBos 30B70muéo dgeool gogmgbs, Gmdgmag
Mgl domosh 36033bgmmgsb Gmal sbérnmgdl
308308b0b Logdndbmdsdn. bogmmals 889 3ermaddobes
© 0615086 Mmba3ghlpol dmbodegds, ™3 msbs-
dghmgy Lobmgsmgds sGob ,308nsmndo 61bg-
o0l boBmgomgds®, 21-g bangnbgdog dogmedo Ghg-
oot
73nem,  dobsdobo s 0bhyhodhondo
1303380600 Fotrdmoagbl 30gGmo
hagdbmmmangdol ghm-g6o yzgmoedy dmdbodgmgm
ahG0dMb,” Mol bogndzgmBy o0dstw ©s ©gmo-
3bobo,S sbggg dggto bbgs 333emg3960,” o Y-
6oMYdsl Jmdmdl 08388908 oxgndbgdnmo b
»30000383901m0" goggtymo bFogmgdol ogob.
3bggg dobebodbogns mobos sbogmasl tygamdgb-
8308, (M3 Fogtrnmo Hhgbobao, dvc Jmeol s-
30mg0900L Lobhgds, 3obgbmdogl Gddwgbody o-
©3dHo3at 360hghogds, Hmdmodog PBOILz M-
4ol ,bo3nmot mo3dy dodobornan bFogmslb® ©o

Barlow, A Declaration, 1996; Prensky, Digital, 2001; Kaimara, Deliyannis, Why, 2019.
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»,bgemb 1Fymol bfsgmol gobgomatgdsl®®

©035mMgd3md dohomso (hodgdo
909d06Ombym 39¢bdo ogamgdgde dmpgdyemos
™Mo 3mbhgdbpoo:

1) Bmgopo My3mdgbosgngdo 0bogomgsen®o Jmad-
3mBogogdols sbagmoBobmgol - bdggogogndo gme-
dgdol dogomomydo;

2) b3gEox303n60 8gz0mbzgdo 3mbityghnmo 3mad3mBo-
30900l dgbobgod.

306390 (3ol ©ogamgds o6 sbsbagl mbgme-
0b gn®bol P306ohgbmdgol, sbn gydmgdgmos 0dol
00390, 01 M3dgbdm 306 ge0msg0by dmbiog-
93 mgmM0s. 83 (Hodol ©ogdmgdgo0 Fo€dmOl dgboge-
o gmmdgool dgbifogmol sGbgdnm dgdwoné Gg-
bydbgddo, obgmo dghmMadghamo gedmegdydel hoo-
3mom, OMgm®OEss No0sd odmobol ,3mebognto
gm&3ol 865¢m0d0. Fogmads bogmobm mmsebde® (2013).°
3ohmdmod, gl ©ogsmgdgde gembobow sbogbgb o8-
6m3bg00l bhodnmotrgdsl ImbFogmggddo, dogérsd 3ot
8300mgdgb 300 130000296 gdMMISL, ©83mMgdal
Bgbergamgdobsl bFmeo 3obgbol Bogbgdobsb. 83 (Hodob
©830mgdd 0mbmgl odshgdom dPdomdsl bagmobm
mmdbdo, dsbFogzmgdmols msebeobfthgdem, Gmdgmog
83mbAHMMmMgol s sbFmegol dmbfegmgms dogéh dg-
083589010 33mblbsb.

h3gbl gmgdhembymm 3néldo dgmerg dodols ©ogs-
mgd900 0bgs Fgagbomo, ™3 godmygbgdnmo oyml
mbgsob 3gMlools M3odohgbmogdo, GeEagsb JmbFog-
g9l g3, bodomgds, Hdom gessdmFamb mog0sb-
o0 3abybgdo,” dogbgosgzom 0dobs, 60l oy 96 dm-
3999 3m3dgbd3o dsbFogmgdgmo bgmdobsfzomado.
890080, dmbfagmggdl Bgadeasm Esdmysn@powew
378030 ©d 360336gmmzebo mBom mzgomgsbsmag-
00. 33MmOMO, 3 83309030 dmEgdmos Jgidomb-
3900 56wmMIBOM3560 dobybgdoom, dogced o3 gdeyo-

8 Daniela, Smart, 2019, p. 17.
9 Caplin, Analyzing, 2013.

30b gomazsobfobgdomog bogdsme d6rwgsmagtmgsbo
030 70900b Jgmegebgdes dgbedmgdgamo.

939883 dotrhog0 @d3smgdgd0 - gérmo dSGhgzboom,
1389 BOOMMEOS 3ddmygbgdnmao. gl 860l Hbhgdo ©o-
byérgmo Joombzgdom, bwog dmbfegmygdds Pbos sot-
homb ghmo 3060bh0 Gdgbodg bagatenom dsbgbo-
06 (0b. ogmbhGogos 1).

dobgoogo ddobs, dbagmasbhs syoodmdonbo-
30b ©s30mgdg00l Bgbtrmgds dbmmme ghmoa 3¢b-
3030b (gémo 3slmbol) bagydzgmby got33gnmo Mm-
ol 893ga dmbsfygbo bogds. bobyhggmos, onbosg
dohymegbo gammoggds, bbgs bpgbsghonto dgmm-
0l godmygbgdom. dsgdomoms, ,d0nmomg s 880~
69" dgmmeo 3godangds hogebsggmmo drag-and-drop
360b0300y, ,,dbdGMNLbydAL dgHogmoal® godmygbgdom
(0b. ognyb®Ogos 2).

609096037 35908 Fgogsglh bbgowsbbgs mdogd-
hol 30B70moBagosl. sgog gsdmoygbgds drag-and-drop
360bg030. mbmsnb Mybycbgddo sGLgdnmo 0wggdel
Bmgzgt 0mdmeols gamgdgbhgdom (dsgsmomsw, Tone
Deaf Comics)," aobgomstgdals abom, Hggbl gmadd-
Gmbym 39hbdo ghobomos Fgbodsdobo gmobols 3ob-
dbabrahgmo Habdo (ob. ogrgbhtsgos 3). gedmgombgs
HobEgds Ombmbgdndo gm®dgdol dgbfsgmol dgd-
©93-

Gmgmbryg  Fobo, dmbFegmggdl sbgzg  s0bigg-
bgom 305bolihobs s dhmaggbmeols - 2mbmob bgogg-
6ol ondmbobhnmo ,bmbsgyn®o gmddol bodmyms®.”
dg 9b Lodmgs gsdmagoygby dotrhngo ogsagdol be-
B9d3mee: dmbfegmgods gbes 3yatmb gomymb oo
(0bgamolyn®o gbols gmEbols gddmyggbgdom) ©ofgtmb
mod30mo Hoédobgdo, Gmdmgdog Fggbodsedgds bod-
mghodo boblgbgdo Lmbspyndo gm®dol bofFomagdl
(Lol hogatgosdg dmbifogmggde  mgmMonmas
960md00b  bmbsd®  gm®3sk). gbsos, ™ gbsdy
(0bgamolm®o s msd30h60) (Hgédobgdols Bgsetgds
Fotrdmoagbl gm®3dol gbFogmol 360d3bgmmasb ob-

10 Bofommdtng, dbgoglo doamds 3ggbgogds, dogemoms, gmadhtmbnm Fogbdo 3100l mgmmos: 31bogsanmo badnddahgdol

33myas” (Prodigy Books, 2003).

11" Tone Deaf Comics was created and continues to be run by John Bogenschutz.

12 Swigger, Sonata, 2014.
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3990, 3obboggmegdom 0dol gomzgsmabobydom, (rmd
dnbogoggo bmmol dg36 dmbfegmagl, oo sgds-
0Md0m, go(hMydnmo odsl god33gnmo M ybm-
9030 gbdsmmgdals dobomgds. Fgbodsdabo, 3nébol
a0b3s3mmdddn b3otsw 0bdol gl o bbgs 0bamoabyto
6306900, 73 83 8gdmbggzedo Jgbodmgdgamo aob-
©d 350 3003 PR 30dBoggmmo bsbom godmygbgos
8300l ggatgmgddo. Lmbodyho gmédol - tm-
ambg gbhom-ghmo Gogmo gmddol 3mbhydbhdo, gb
079mmobihnmo s JobH0Z0 ©dg0mds bodsmo bobs-
mobmo godmogydgdd. (ob. ogngbhtsgos 4).

b, G5 dggbgdd sGrvm®BOMZeb 3obhbgdl, Grmad-
mgdog gsbbaggm®gdem dmbobgbgdgmos mbmsnb
do0bgmdols dgdmbgggedn. o ds0bg, Mhgds oob-
30: dgbodmgogmos oy 96 bofocdmgool gmddsbs
@5 bomobhogsl dmeols 38380600l gobmdaghgdols
BHodymotrgos ogsgmgdgdol d9dzgmoom? s dglbsd-
mgdgmos 0y 86 0bgmo 3m33mBogngdol gesbegmoBy-
09, (mImgddog Bm™3s 03YbsE 0b0ZNENOMNMO,
™3 0dgnggd bbgswslbzsagstn nbphgédtghotgdols bs-
370mgdols?

Gmgmtrg Bgdmom n339 903b608bgm, 93 Hodob ogs-
70900 Nt 3080639Fmbomos ©sbfthgdoma bog-
mgdobmgol, omdgs mbmeob ggélbosy 330e303mdl
3063399 Jgbadmgdmmdgdl o3 mgsgmobabhoboo.
9maddembymo  3ndlbol getamgddo dg dogzdstrog
03590900 23193, mdgmbeg dgodmgds gnfmome
»300306(Hgd0m0". ghm-ghmo Jsmagsbo gytrbmds gbol
(ngbm gbgdol homgmom) bFsgmgdobsl gedmygbgdnmm
36md0m dmEgmb: dmggdnmos mbmmds, bogmm byn-
©9b(hgdds 1brs 3gogbmb gotogmo Logbhpggde yzg-
By Jgbogzghobom, FgomegzeBgdnmo  bodhyggoowsb.
6o mgds Nbs, 83 Jgdmbggzedo séhggebo Nbos og-
7dbmb 9Md gtvdahngsl, 9todge dhbogdmyn gme-
dols hy@Bobmamgosl. 3530d6Omd, hgdo dmaBagdnmo
obbOmds dbobogl 360d3bgmmzeb db3gddhgol, Mmdmg-
30 gbgdd 3m33mBogool bhomné s FebbOMdMg 3mb-
Hadbpb 8 Bmgom 3mbagneosl. gedmgmdzsd 0dgwb,
™3 Jbogmal dobo Godwgbody gpHomo dsnby s-
830bbmghgds, Gomsg dgogddbgds sbmpodgngdo s
393900700 dmEgdnm ©O38mYdsbmsb. vdal ghm-ghom
3ogomoml Fobdmopggbl sgomyds ,dnbogsgmnto

13 Jaunslaviete, Sonates.

706600l dmbogzgmowb (ob. ogmnbhtsgos 5). ogo
9bgds bbgomolbgs 786Gl gogmgbsl, hmdgmoag bbgs-
olbgoa30Mom 3mobogds gkgogcng dmdgbol bmg-
Honébols (0bBymgds 48 #1, m dobmrn) Lsd boffoemBo.
(3903960am0 bedboFomosbo g3m®ds).

Sbodhgzo H®dobgdols bos dmggdnmos domzzbog
(abobo Fgodmgds ghmBg dghzg® agmb dmggdgana,
abggg oMvs vEemgdgmo, Gm3 gedmygbgdnmo ogmb
939 Hgh30bo): B®Isb@08dn, bhogmo, 7066980l @s-
d060bdotgds, goambo, 7066930l bobmy8o, ghonwob
dbgogbo boboooma, gmtromol dbgogbo bsbosoo, bsdz-
mmz006m ds3o.

obdym 30mbggody 3obybol goggdom dmbFogmy-
9oL 9ddbgdsm dgbadmgdmmads, Foedmshobmb megosb-
00 gmEbs 868 FbmmmE BmM3gdmsb, stvdgr bbgs-
dlbgs 7966 s dnbogemaéo gbol 366987(Htgdmsb
©03039069000).

aobdsbrhgdomo  ogemgdol  3owgs  ghmo  (Hodo
©8303806909mod  (mdghy 3ndobol  Lodpg®obmseb
Waldgesprdch (,(hgob @odmmgn®). gl bsFotdmgdo dg-
0dmgds gobgobommm, Gmgmby bmbohnto gm®dol
0030bm038am0 0b(HgM3EOHOE0S ©Y, 83839 O™, dmpo-
30g06gd7mo bhtmaggmo gm®ds. Gowgsd bidadhn-
6o dd m3007MgbsE 0bmogomsmoddnmos, Nbodet-
omm 0gdbgds, ™30 dmbFogmggol d03gdm Po3madsl,
08350 3o87Y30(Hmb, 93 M0 BmEOToELb Mmdgmos
07060 ©d Gm3gmos ,o0sbFmmo®. boggmaow 930y,
dy 300358m0 dom mb0gy Bgbadmm 0bhgedmyhagosl
0 36383 300bggdl MMz Bgbgoymydnsb godmadpo-
Bbotryg, ol Bggasem 0ddbgds mb0 EsgdMYds §hmo 8-
hg3ebom. ogsmgdol dgdbiol metadsbo:

0d b0dmyBob gm®ds G®Isbhognmoo mG8GBMg-
boo. g0 3btog, 0go Jgodemgds smofgBmb, Gmgmeg
Jgggboamo G manmo gm®ds, bmenem dgmerg dbtog
- Bmgme bmbsdnto gm®ddob megzobygsmo obhyhs-
G9d0g0d. bGmgamo gmedob mgsmasbywzgon, Ged-
©gbo bdmaolbzsb dgoagds gb bodmyo? 3obybgdo: 1,
2,3,4"

bmbopnto gm®dol 0gombodmoboon, hsdmog-
mommgob Hmdgam me30b98769898 3bgsg0 98 bod-
9690? 30bmbol got0sb@hgdo: dgmeg myds, Bmgmeg
dodggamo mgdob dmbmogdodato ggtbos; [Lerbsdol

291



bICM3bJaMNbd BY ddNNb 43Ca3daNb badhdaaMANbM shdsdCh « 2025 #5 (15)

am®3s] 0837838900l go6989; [bmbsdolb gm®ds] bot-
30693960 930800

Bmgoghmo 3obdsbrhgdomo ogomgds MG mo-
6907mod 0d Jombggdols Lsbom, 8bm dmbFegmggdl
86 979300 ™ Fgbodamm 3obgbl dmeols sGhggs. bog-
gamo dobs, 0bobo godmbopeggb bognmat dmbodég-
090b 8 3g3mga v86dgb dsm 3Gl vghmE0l dog
3900308907 30bdob(hgdgdb. 83 dgdmbzggzedo, mOgo©
39300b3gg80b ™8O M3b9060006 3odmdobotyg, sdlm-
mahn60 0sbbggds 8gndmgdgmos, ondgs dmbFog-
g0l oggm bognmomo dmbodegdgdolbs @ Jndlbol
330mM0b 0ggdol dbgogbgdol oy gobbbgsggdgmmanls
©dbobgol dgbadmgdmmds. 830l ogogmomos sgsmg-
00, Gmdgmog gbgds dbogeanéro boffotdmgdols babo-
domb, Gmgmtg 79bOmdG030 Hodmmmaool ghm-gého
36006073 (0b. ogmgbh®egos 6)."

b3gEoomnéo docemyoal 3g339m00 dmbfegmygdl
8g30 bodnomgods, 8geEatmb bognmato dmbsdhgdgdo
3n6bob 930mG0b 00ggdl (0b. ognybi®egos 7).

Fbogomyto gmedgdol mbmaenb bfsgmagdol damo-
960 3bdtrggdo magl 0hgbl ogemgdgddo sbrwgthmags-
6mgsbo 3obgbgdom, mdmgdog dodomssw 3mbagb-
BE0Mgdnmos sbdmoBol Igmmuols Mogombsgmnéo ob-
399Ha00b (bFmE0 Hmbsgmmdol s gm®3dol boFomgdal
dboFyobol owggbs, sbgzg LFmGMO Hghdobmanmgoal
30dmygbgde) aobgomatrgdedy. dgmbryg dbérog, bobygg-
0o, ™I 30O m dydmddgogdomo gdgonm od
0350980l 0g9Gboggsgoal dgbsdmydmmaogody,
6o Poo3mE PR 30d3Boggmb gobool dsmo ©o-
396b0530303000 dgbodmm gmEdgdl:

303MYa63dIL0N LNOIHOIOIGO:

6030 0bhyOdgHom0 dgmmEgde: Jogemoms, 8-
30¢09090d0 bOHmo J0mbzgo0m (aggbhdogogdn
1-2). 98 gemgddérmbymo gnélbol gdndoggded ©og-
30bsbs, 6md drag-and-drop dgmmeo odmggs dgg
Ir30mngMhm3z0b  3Moghognmm  8gbedmgdmmadsl,
60gob goomhgzoly s Bgzghgool bbgswsbbgs
aBs gbdotrgde dmbogmgl, gog®3zgl dnbogomydo
gm©dgdol Hodmmmangdbs s Jghodmmmgngddo.
0bhgobgodmobstrgmo doamads, Gy godmo-
boggde 30B70mycn dsbremgmgdol gedmygbgdom
(ogrmbp®ogos 3), 86 Fgbogomydo bmemols bbgs
BogbgdmOb 3038060l bedaoldsdo: dogsmmoms, 0b-
3molndgbmgabo gndbgdo (ogrbhtsg-os 4).
09mGmo  (oamgbhtogos 4) - aotzzgnmo mBom
073m6b dgndmos dmbFegmols 0bhgtgbols gemgo-
3900.

306386 (h9d0m0 ©838Mydg00. gl OgsTgdgde gdbe-
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TASKS AS PART OF A DIGITAL TEACHING
TOOL FOR A COURSE IN MUSICAL FORM:
OPPORTUNITIES, CHALLENGES AND SOLUTIONS

Baiba Jaunslaviete

Keywords: single-choice tasks,drag and drop, visualisation, explanatory tasks

In 2024, the author of the paper developed a digital teaching tool and new content for a course in musical form for
music secondary schools. The teaching tool was commissioned by the Latvian National Cultural Centre, and the
course was created in cooperation with the Datorzintbu centrs company. The purpose of the paper is to introduce
one aspect of this course, namely, the tasks included in it. Various opportunities for the creative diversification of the
tasks are discussed, including toals for visualisation, elements of humour, game elements popular amang children/
youth, and explanatory tasks, which encourage the search for the correct answer to be associatively linked with the

Introduction
n 2024, the author of the paper developed a digital
teaching tool —a course in musical form for music sec-
ondary schools. The course was commissioned by the

Latvian National Cultural Centre, and it was created in

cooperation with the Datorzinibu centrs company. The

two-year course covers all the main classical forms in
increasing difficulty, from the period to the sonata rondo,
as well as descriptions related to the general principles
of music analysis and musical genres. Verbal texts, as
well as audio and visual aids, were combined in the de-
velopment of the materials.!

The main opportunities provided by this course are:

1) use of various visualisation tools that stimulate the un-
derstanding of the form,

2) great possibilities for self-training and self-evaluation
through tasks whose correct answers are supple-
mented with comments,

3) access to forms of interactivity that are not available
in printed teaching tools.

For the time being, there are no other such online
courses on musical form in Latvian. Some ideas can be
found in teaching tools in other languages, however, at
least in publicly available online resources, it was not

1 Jaunslaviete, M0zikas for mas maciba.
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added explanation and are aimed at learning more about the stylistic and genre context of the music.

possible to find a systematic offering of a course on mu-
sical form in which all the above-mentioned possibilities
are realised.

Meanwhile, challenges arise from the specific nature
of this e-course. The analysis of musical form includes
the need to be very precise both numerically (determin-
ing the propartions of formal sections) and terminolog-
ically (for example, explaining letter designations that
indicate a certain form, such as hinary form, ternary form,
rondo, variations, etc.).

In addition, much new terminology must be learned
throughout this course, which students have likely only
partially encountered in various previous courses (spe-
cial instrument class, ear training, music literature, etc.).

At the same time, there are many examples in the
musical praxis in which composers individualise a mu-
sical form, departing from the standards defined in the
teaching tools. This can confuse inexperienced students:
do the composers themselves not know the rules of
form, which we must learn in this class? We cannot rule
this out; however, in many cases, the composer merely
wished to express his or her individuality with a devia-
tion from the standard. This deviation can be helpful for
understanding the composer’s style, which is an essen-
tial goal of any music analysis.
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The main challenge that stems from these consider-
ations is how to most effectively introduce the student to
the wide range of new terms. One of the main dangers is
that students will associate musical forms with complex
mathematical formulas or difficult-to-understand gram-
matical constructions far removed from the music itself.

The purpose of this paper is to introduce an approach
that makes use of most of the opportunities and over-
comes the challenges of the e-course by discussing one
particular aspect — the tasks included in the course.

In creating the course, several insights from the sci-
entific literature were taken into account:

Children and young people in the late 20" century
and the 21 century are often considered ‘digital na-
tives’ As Polyxeni Kaimara and loannis Deliyannis
aptly state, “by preventing them [digital media] from
the learning process, inside and outside the class-
room, all we can do is to make the education of stu-
dents ineffective and boring™.

When describing specific functions of digital learn-
ing tools, visual stimulation should be highlighted
in particular. It results from the influence of visual
media, which nowadays plays a very important role
in human activity. The statement by Nicholas Aber-
crombie and Brian Longhurst that the contemporary
society is a “society of visuality” can also be applied
to the 21t century®.

Based on the recognition that direct and interactive
feedback are among the most attractive features of
digital technology®, Kaimara and Deliyannis® as well
as many other researchers’ have devoted much at-
tention to the idea of digital game-based learning,
or gamification.

Linda Daniela’s recommendation to organise digital
training, including the task system, in such a way

that it meets several didactic criteria, including “en-
sures self-directed learning” and “helps to develop
learning”, is worth considering®.

Main types of tasks

In the developed e-course, tasks are used in two con-
texts:

1) general recommendations for the analysis of individual
compositions —examples of specific forms;
2) specific questions about certain compaositions.

The first type of task does not reflect the advantages
of the online course, that is, it is not possible to check
how well the student has understood the theory. Such
tasks dominate in the existing printed tools for learning
musical form, including authoritative editions such as
Analyzing Classical Form. An Approach for the Class-
room by William Caplin® (2013). Undoubtedly, they stimu-
late the thinking of students, but not the confidence that
they have found the correct answer in solving a task. This
kind of task requires additional work in the classroom
and the presence of a teacher who controls and corrects
the solutions proposed by the students.

The second type of task in this e-course is designed
in such a way that the advantage of the online version
can be used, namely, it allows students to check their
answers immediately,” regardless of the presence of a
teacher; as a result, they can work more independently
and to a large extent self-educate. However, these tasks
require questions with unambiguous answers. Never-
theless, even within these limits, a fairly large variety of
tasks is possible.

The simplest of them are the already widely used sin-
gle-choice tasks — tests with closed questions in which
students must choose one of several offered answers
(see Fig. 1):

Barlow, A Declaration, 1996; Prensky, Digital Natives, 2001; Kaimara and Deliyannis, Why Should | Play this Game?, 2019.
Kaimara and Deliyannis, Why Should | Play this Game?, 2019, p. 129.

Abercrombie, Longhurst, Audiences, 1998, p. 87.

Kaimara and Deliyannis, Why Should | Play this Game?, 2019.

De Freitas, Learning in Immersive Worlds, 2006; Balducci and Grana, Affective Classification, 2017; etc.

Daniela, Smart Pedagogy, 2019, p. 17.

2
3
4
5 Salen and Zimmerman, Rules of Play, 2004.
6
7
8
9 Caplin, Analyzing Classical Form, 2013.

10 A partially similar approach is used, for example, in the e-book Music Theory: Exploring Musical Structure (Prodigy Books, 2023)
offers a wide range of this type of tasks (quizzes) as well as the correct solutions at the end of the book. However, it focuses only on
the theoretical description of the learned terminology; musical examples of various forms are not reflected in the tasks.
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However, for a young audience, solving tasks based
on one principle (single choice) for a long time could be-
come boring. A desirable, albeit small, change is to use
another interactive technique; for example, the point-
and-click technique can be replaced with the drag-and-
drop principle, using sorting activity (see Fig. 2).

Several tasks include the visualisation of various ob-
jects, and the drag-and-drop principle is also used here.
By developing ideas already found in online sources,
sometimes with elements of humour (such as Tone Deaf
Comics)", the following matching knowledge test is in-
cluded in the e-course (see Fig. 3). It should be complet-
ed after learning about rondo-like forms.

Usually students are also interested in the humor-
ous Sonata Form Song created by pianist and professor
Jocelyn Swigger™ | used this song as the basis for a
simple task: students must watch the video and, using
their knowledge of English, write the Latvian terms cor-
responding to the sections of the sonata form mentioned
in the song (before this task, the students have been the-
oretically introduced to the sonata form). Comparing the
terminology in the two languages, English and Latvian,
is undoubtedly an important aspect of learning the form,
especially considering that a large number of current
music school students will probably spend at least some
time abroad during their studies. Therefore, the parallel
names of these and other terms in English are mentioned
often during the course, but in this case it was also pos-
sible to include them in an attractive way in a task. In the
context of the sonata form as one of the most complex
forms, this humorous and easy task seems even relaxing
(see Fig. 4).

So much for the tasks with unequivocal answers,
which are especially suitable for online training. And
yet the question remains: is it possible to stimulate with
tasks the understanding of ties between the musical
form and the stylistics of a piece, and to analyse compo-
sitions in which the form is so individualised that it can
be interpreted in many ways?

As already noted above, such tasks are preferred for
classes in which students meet their teacher in person.
However, the online version also opens certain possibili-

ties in this regard. In my e-course, | have offered a group
of tasks that could be labelled as explanatory. One of
them is based on a well-known model used in language
training (including foreign languages): a narrative is giv-
en, and students must fill in the empty fields with the
most suitable words from the selection that is offered.
In this case, of course, the choice should be based not
on grammar but on the terminology of the musical form.
The narrative | have prepared reflects, in my view, im-
portant aspects related to the stylistic and genre context
and overall concept of a composition. Hopefully, at least
some of its details will remain in the student’s memo-
ry, creating associative ties with the task being solved.
One example is a task in the “Music genres” section (see
Figure 5); it deals with influences from various genres,
which manifest themselves differently in the three parts
(a compound ternary form) of the Nocturne in C minor op.
48 no. 1 by Frédéric Chopin.

By answering the proposed questions, students have
the opportunity to show not only their knowledge of
form, but also their familiarity with various genres and
parameters of musical language.

Another type of explanatory tasks is related to the
song Waldgesprdch (A Forest Dialogue) by Robert
Schumann. This work could be viewed both as a free in-
terpretation of sonata form and as a modified strophic
form. Since the structure is highly individualised, it would
not be fair to make the students decide for themselves
which of the two forms is in the foreground by marking
the answer as simply “correct” or “incorrect”. Instead, in
the explanatory task, | present both possible interpreta-
tions and also ask questions from both possible points of
view; thus, a combination of two single-choice tasks is
formed. The translation of the text of the task:

The form of this song is romantically ambiguous.

On the one hand, it can be described as a compound
strophic form, on the other hand, as a free interpretation
of sonata form. From the perspective of the strophic
form, how many strophes does the song have? An-
swers: 1,2, 3,47

From the perspective of the sonata form, which of
these peculiarities does this song have? Answers to

11" Tone Deaf Comics was created and continues to be run by John Bogenschutz.

12 Swigger, Sonata Form Song, 2014.
13 Jaunslaviete, Sonates forma.
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choose from: a second subject as a monothematic ver-
sion of the first subject; [sonata form] without develop-
ment; [sonata form] with a mirror recapitulation.

Some of the explanatory tasks are designed as open
questions, i.e., students do not have to choose between
possible answers but must instead express their own
thoughts and then compare them with the explanations
offered by the author of the course. In this case, due to
the ambiguity of the questions, a complete match is not
possible, however, students can check whether they and
the author of the course are thinking in approximately
the same direction. An example is a task that deals with
the character of the music as one of the criteria in the
typology of genres (see Fig. 6").

The answer that students can compare with their ver-
sion is shown using flashcards (see Fig. 7).

Conclusions

The strengths of the online teaching of musical form
are most convincingly revealed in tasks with unequivocal
answers. These are focused mainly on developing the ra-
tional aspects of the analysis technique (determining the
correct tonalities, beginnings of formal sections, choos-
ing the correct terminology). However, it is desirable to
think about the

possibilities of creatively diversifying these tasks,
which will certainly make them more attractive from the
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1. Kura takti beidzas $aja pieméra redzamais periods? Izvélies un atzZimé pareizo takts

numuru.

Tempo di Menuetto
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= = EEdEE=issSsiSiESSSESissStE=issciis

4. takti

) 6. taktl

8. takti

10. takti

1. Q80339 ,30MNMPROL“ BOBNTNPYE, 30MH3IWN BLOL 3IGLO (I3HIBOL BMOM). 3ombgd: mIgm Hoghdo
300360900 3ghoma? somhogm bFmeo dobybo. 3ebgbgdoe: 3g-4 hodpoe, 39-6 hogdo, dg-8 pogdho’

A TASK FROM THE “PERIOD” SECTION IN THE FIRST-YEAR COURSE (A SCREENSHOT). Question: In which bar does the period
conclude? Choose and mark the correct bar number. Answers: bar 4, bar 6, bar 8

1 Jaunslaviete, Periods.
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Izvélies, kurus no zemak minétajiem jédzieniem var attiecinat uz $o periodu?

Vienotas (neatkartotas)
tematiskas uzbuves

Var attiecinat Nevar attiecinat

2. 0330 JdY ,,3IGHNMPOL dMEI33INNLIG (A3MOBNL BMOM). Jombzs: g3g30m dmpsbogmo 3bgdgd0©8b GMIgmoas
03038069070 83 3960mm0b? godndgdagmo hadbdo: 3gMomeo bodo Fobswawgdom. 3sbybgdo Pbws ogmb
»3503mHobomo o hogogdymo (drag and dropp) ggomdo Focefgbom: 0030880650 m0s" 86 8680 8303806793 Mmoo
dsb 89993, Mog dmbFegmyg goberpmgdl egomgosl, dgmezeBgdgmos bbgs ombggdo. dsgemomas, ,o60l mn st
9L 3g0m@o Hmbommnmo?’, brgds mn sGs dmEnmepos 83 3g6homeol gokhzmgddo?” s .3.

A TASK FROM THE “PERIOD” SECTION (A SCREENSHOQT). Question: Which concepts appearing below are related to this
period? Text in bold: Period with three sentences. Answers are dragged and dropped into boxes labelled “related”

or “not related”. After the student has completed this task, other questions are offered, for example, “Is this period
tonal?”, “Does this period modulate?”, and so on.

1 Jaunslaviete, Periods.
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; Trijdalu forma ar Diviarea trijdaju
Para rondo Ritornelforma Meregulars rondo ol P g, Regulars rondo

SUBMIT v

3. Q335053 ,HMERMB* FMESIZINNLE (I3GHSBNL BMOM). FmbFogamggdds F6ws Bombo@ogmb godmbabymgdgdals
6030 GMbEML 86 HmMbEmbydn® gm®dgdl: Mganmethgmo ©s shetgagmsmymoe Gmbom, gathgofmogdgmo Fyge-
o Gmbom (A B C B D B..), m»3sg0 LodbsFomosbo gm&ds (A B A1B1A2), Go@ahbgmol gméds (3mgsemnéo bsdhm-
3900 0bbdgbhgmo Gopnebymom), bedbsFomoasbo gm®ads tyahgboom (AR B R A R).1

A TASK FROM THE “RONDO” SECTION (A SCREENSHOT). Students are asked to match the series of images with several
rondo or rondo-like forms: regular and irregular rondo, the so-called pair rondo (A B C B D B...), double ternary form (A
B A1B1A2), ritornello form (vocal works with an instrumental ritornello), ternary form with a refrain (A R B R A R).

1 Jaunslaviete, Rondo.
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Liec lieta anglu valodas zinasanas un savieno katru dziesmina minéto terminu ar

atbilstosu latviesu nosaukumu.

= exposition ' ) ievads
= second ;rne ) . ekspozicija
= first theme ) galvena partija
= introduction ' saistijuma partija
= coda blakus partija
_E_ _trans@ - ) — nosléguma partija |
= development izstradajums
= recapitulation reprize
= closing [theme] kada

4. Q8351030 ,LMBIOIGHN BMEBNL 3MBO3INNLSE (I3GBNL BMOM). 3mbamob bgogghol ,bmbspnco gm®dol

bodmg&ob“ dmbdgbol dgdwga dmbFogmggdds Pbes hadmFahmb mohgogdo bohyzgdn, Gm3mgdog dggbodedyds

0bgmolin®o Hg®3obgdl gm®ddgdol géhgnmo boFomgdooeb!

A TASK FROM THE “SONATA FORM” SECTION (A SCREENSHQT). After the listening the Sonata Form Song by Jocelyn
Swigger, students are asked to write in the Latvian words corresponding to the English names for certain form

sections.

1 Jaunslaviete, Sonates.
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Friderika Sopéna Noktirné op. 48 nr. 1 izpauzas daudzas noktirném

kopuma raksturigas iezimes (klusinats sakums, pavadijuma akordu fomaniiss
figurativs izklasts, kas atgadina kadu strinkskinamo instrumentu). Tacu to Sis
ietekmé&jis ari cits zanrs - [ I : Tpasi spilgti uz to SSuEesEeIe
norada 3. takts ritma un melodijas formula. 57 ir [ J,

jo abu Zanru iezimes paradas vienlaikus, radot skumiju un reizé viriskigu zanru sintéze

télu, etidiskums

Vidusdalas sakuma (no 25. t.) atklajas vél kads Zanru mijiedarbes veids - koraliskums

[
[
I
[ valsis
[
|
l
l

e L L e e

],jo paradas [ J par ko

séru marss

liecina mazikas materiala izklasts akordu faktara. Turpmakaja attistibas

gaita notiek vél vairakas zanra un rakstura transformacijas, lidz beidzot

dinamizétaja reprizé (no 49. t.}l ] izpauZas jauna

versija: [idzas noktirnes iezimém maziku cauraui[ ;

uz ko norada viena tipa klavierspéles tehnikas izmantojums visa reprizes

gaita.

5. O30 J00 ,3LN30LIGN JS6EIdNL* BMB33IMNRSE'

09dbhoe dobbbog: 8m3gbol Beghogdbo (mbBnmgos 48 #1, @m 3obmo) Bgogagl Bmaswow, bmdhopébgdobmgals
©035bdbosmgdgm megolydncgogol (0Fygde 38308, bmmm 83m330by3gbdol v3mbEgdo gogghsgogmo bobomos
dmEgdgmo s 03o¢hocrgdl Aodmbogmog bogtegl). dgmérg 3btog, ngo gobogoal bbgs Fobmab... gegmgbobyg.

9L gebbegnmdgdom mgsmdobsggdas 3g-3 haghob Moddym ©s dgmmeoy® gmmdgmadoa. gb gobmogom ..., 867
6037 79600l dobobosmgdmydol ghmobmymo asdmhgboo bygosbo s, 03837 O™, 33353037600 babasmoals
3gbegddbgmac.

370 BoFogmol obefyoldo (25-g hoghowsb) 3bgoogm 7ebtgdal ghmoghmddgrgdol sbom Hodl. 396 dme, ... g
e GOamOE 030b 3boygmal dgmm3-83mm 7300 godmeydymo Inbosmnéa dobome. gt 8dabs, bebgbdge
70660bd & bobosmol 30gs PRt® 3dogho HHebbgm®Idgns. Esdmmmb, absdngn® tgdtedsdo (49-g hodhowob)
... bbgo Lvboo ggg3mabgds: bmghog®bol dobobosmgdmydmeb ghrme ... m38mBaboggdos, Mg godmabshgds dmgmao
69360080l gobdogmmadsdo gmbhgdoobml 3stposdo ghmagzotmzgsbo ¢ggbogol gedmygbgydsdo.

abodhggo hgcBobgdol bos dmggdgmos detzzbog (obobo Jgodmgos gbhmBy 3ghzg® ngmb dmggdymo, sbggy s6rss
3E0mgogmo, (M3 gedmygbgdymo ogmb yggmes dhghdobo): Gm3sbwHddo, bhnmo, FebMgdol odamaldotgos, gembo,
7ob6gd0l LobmgBa, ghogool dbgsgbo babosma, gmGemal 3bgogbo bsbosmo, Ladgmmgaostrm dsédo.

A TASK FROM THE “MUSIC GENRES” SECTION (A SCREENSHOT).

The text on the left: Nocturne op. 48 no. 1 by Chopin reflects many features that characterise nocturnes generally

(it begins quietly, and the chords in the accompaniment are figurated, imitating a plucked instrument). However, it
has also been influenced by another genre — ... This is especially noticeable in the rhythmic and melodic formula of
bar 3. This is a .., because the features of both genres appear simultaneously, creating a sad and at the same time
masculine character.

The beginning of the middle part (from bar 25), shows another kind of interaction between genres, namely, ..., because
.. appears, as evidenced by the musical material being is presented in a block chord style. Further, there are more
transformations of genre and character, and finally, in the dynamised recapitulation (from bar 49), the ... is manifested
in another version: alongside the features of a nocturne, a ... is noticeable, which is indicated by the use of a single
type of piano technique throughout the whole recapitulation.

The terms to choose from, on the right (terms may appear more than once, and not all of the terms must be used):
romanticism, style, contraposition of genres, waltz, synthesis of genres, étude-like character, chorale-like character,
funeral march.

1 Jaunslaviete, Mizikas Zanri.
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Videopieméri: salidzini tris noktirnes! Ko vari secinat par §im Zanram atbilstoso mizikas

raksturu?
® Frideriks Sopéns (Frédéric Chopin), Noktirne op. 9 nr. 1 b moll
@ Dzons Filds (John Field), Noktirne nr. 5 B dur
® Mihails Glinka (Mikhail Glinka), noktirne “Skir§anas"” (La separation)

6. ©030%3d0 ,835030L IJSEMIdNL* BMESIZINNRE (I3GSBENL BMOM). FcmbFogzmygdds B6ws BgeEstmb dmdgbal,
gomol ©d gmobgisl bmgdhog®bgdo s 393wga, 93 BgEocgdol bogydzgmBy, hedmoysmadmb bognmato
dmbebeydgoo 83 79b6obmgol Godgéo 3bogol bsbosmol Jgbebgd.’

A TASK FROM THE “MUSIC GENRES” SECTION (A SCREENSHQT). Students are asked to compare three nocturnes by
Chopin, Field and Glinka and then, on the basis of comparison, to formulate their thoughts about the character of
music that is typical to this genre.

Vards nocturne tulkojuma no francu
valodas nozimé “naksnigs’, un gan $o, gan
daudzu citu noktirnu autori centusies
muzika atspogujot naksnigi klusu, nedaudz
noslépumainu, sapnaini ramu noskanu —
dazkart gaisu, bet citreiz art melanholijas
cauraustu.

Klikskini, lai redzétu kursa
autores skaidrojumu

7. 088033 ,8ILN3OWIGN JS6MHIdNL* BMBIF3IMNVIB6 (33BN BMOM)?

099800 30639 dotremBg: osFoty s gogEobo 3ol sghmmal gebdothgdsb.

094b00 3gmbrg 8068mBg: Lodyze ,bmdhog®be” g&sbggm gbsBg 60dbsgl ,msedob™. 3 s dg3to bbgs bmghon®bal
03hm®gd0 3ommdEbyb, Igbogom godmgbsdem msdol dggdm, mebdg nndsma, boBdstngom Fdgzown shdmbgghm,
G m3gmog dgodmgds agmb Gmgmtg 680 o doghmgsbo, aby Igmebdmmaonéo.

A TASK FROM THE “MUSIC GENRES” SECTION (SCREENSHOTS).

The text on the first flashcard: Click here to see the explanation given by the author of the course.

The text on the second flashcard: In French, the word nocturne means ‘nocturnal’. The composers of these and many
other nocturnes have strived to reflect in music the quiet, slightly mysterious, dreamily calm atmosphere of night-
time, which may be gentle and light, but can also be melancholic.

1 Jaunslaviete, Mizikas zanri.
2 Ibid.
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