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Abstract: The responsibility of the musical instrument

teash® their students is manifold. It includes timéial

assessment of the abilities of the child, the dguakent of the professional qualities, skills angtdity of the student, the
building of a stock of knowledge (basic note coignit the fundamentals of the musical theoreticalvidedge, general
musical and stylistic culture), the responsibititybuild up a strong motivation for playing a masimstrument, to develop
determination and precise control over one’s owrfgpmance and to promote a level of self-confideramequate to the
abilities of the student. Whereas you may come sacemme publications about the first enumerategoresbilities, the

topic about the needed self-confidence of the pewo is usually neglected by the authors of mettaldstudies. The
self-confidence of the musician - interpreter sbdoubt be either excessive or unduly low, becausg both could be an

obstacle as to the successful performance befstenérs,
instrumentalist.

so to the professional and even the lifdnfient of the
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1. Introduction

My position as a high school lecturer in arts eaalvhe to
work for the development of the necessary profesdio
qualities of the music performers, as well as teevte the
accomplishments of a great number of young musscian
instrumentalists, who are just beginning to “figgfar the
attention of the audience. My own experience asrfopmer
is as useful as that, because | have passed thallge
stages of education and have witnessed the pedajogi

musician, or he/she should rather be tutored ¢tofne an
educated connoisseur of the tonal art. The inateura
evaluation of the student’s qualities could leath® child’s
futile attempts to cope with requirements, too hé&od
him/her because the particular student does nog¢ hiae
necessary capabilities, or to the refusal to takdéegsional
care of a talent which is yet to start developifide
assessment of the teacher includes:

2.1. The musical Capabilities

successes and mistakes while | was being educatedWhereas some of the remaining qualities could wgalar

alongside other students of my age, who today grielow
music performers. The observing of the developroétiie
musician-interpreter from their first steps to theature age,
as well as the results of the work of many teacimensusical
instrument prompted me to write this article.

2. The Assessment of Pupil’'s Qualities

From the very first contact with the little pupilthe
teacher carries a responsibility to them and thisxpressed
in the evaluation of their qualities. This evaloaticoncerns
not only the musical qualities of the child — it@nsiderably
more general and represents the clear opinion d®wo
much this student is capable of developing as tegsmnal

considerable positive change under proper education
existence of musical abilities is necessary beydoabt at
the very start of the musical classes of the futuodessional.
The musical qualities are the mode sense, methytbnrtic
sense, musical auditory notions and their derieasiense of
polyphony. While the last two enumerated abilitieselop
more during the education, the availability of fivet two,
although they will be further developed, too, is
determinative factor for the overall success of hgsical
classes.

a

2.2. The Artistic Quality

Without the capability to re-create a given musinage,
without stage presence, i.e. without the abilitativact and
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hold the attention of the audience, the musiciaifishet be

able to cope with the responsibility to preserthlisteners
the work that has been assigned to them; they nwitl

manage to convey the feelings which the compossipha
in the work. Nor will they be able to cope with theeat
rivalry of capable and artistic performers whichaiglobal
issue. And naturally, these capabilities develofhécourse
of education but their definite existence is neagsas early
as the very start. Here, very valuable is the tgbdf the

teacher to foresee and discern the future developaidhe

possible artistic qualities in the students.

2.3. The Child’s Motivation to Study Music

The willingness to be occupied with musical artésy
important for the student. If the child at an easlye has
shown interest in another field of human activiggardless
of the degree of musical abilities, he/she shouid Ime
forced to study music professionally. A succesafiproach
is to still have the initial classes, but less sigely. The
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2.5. Specific Properties of the Locomotor System

Its assessment is not of crucial importance taltwsion
of the teacher because it naturally will undergeedigpment.
With the initial estimation, the fact that the mosmpparatus
should be able to endure a great number of spdmifidens
has to be taken into account.

3. The Responsibility of the Teacher
during the Studies
Alongside with the development of musical thinking,

learning the musical expressive means, achieviegéeded
technical skills, developing a broad stylistic ageneral

musical culture, as well as building on the musical

capabilities and artistic qualities, the presenéewhich

should be noticeable at the very start of the nalisitudies,
during the work with the given student, the resjduitises

of the teacher include as well:

capable student could show wish to study a musical

instrument subsequently and, at that, the perspumalities

3.1. Building up the Strong Motivation of the Stude

will create the necessary conditions for the chilfliture The teacher should raise the curtain on the huge
accelerated development. While working with such e, esentational and expressive opportunitiesefdhal art
student, it IS gppr’opnate to emphasize a bit mwethe  potore the child. This, however, is just one ofapgroaches
influencing “might” of the tonal art; the freedom tlepict ¢ pedagogical influence. The creative teacheresitid

and express everything through music even thingdg th

cannot be expressed though words;
meaningful performance has on the people expengnti
and the power of music to captivate the senseshef
audience and even to heal. Realizing the huge tymties
of musical art could be the necessary motive ferstudent
to achieve the so important irreversible interastthis
human activity and it could help to “see” himséiérself as
a professional performer.
something he/she is not interested in, on the anel lcould
prevent the student from excelling in a differeield for
which he/she is even more capable and more motivAted
so the student, studying a musical instrument Bitety,
could waste precious time for the development dfeot
needed qualities. On the other hand, by disrespgdhie
inclinations of the children, you may push thendévelop
in a field, undesired by them. Even if such a stiddecomes
a professional musician, he/she frequently wouftkeeence
crisis in the motivation for work and often wouldnge to
the impasse “burnout”, this student would seek
opportunity to “evade” the frequent performancegsdtions.
A more favourable option of this is to direct hewlefforts to
“rescue” marginal fields related to music like nuadi
criticism and journalism, musical psychology, masic
therapy and sound engineering.

2.4. The Dexterity

When the child is too young, this quality is hacdhte
defined but the presence of dexterity is extrenmajyortant
for the successful career of the performer.

relationship is also very important because thelesit

the effect that @pecially at an early age, is prone to transihér attitude

towards the teacher on the very subject itselthis case —
on the musical instrument, being studied. The etuca
should treat the students in such a way as todiephrsonal
example, a favourite teacher, not the type whighytbung
artists would strive to forget as soon as theircation with
that person comes to an end. The teacher shouleimbsr

t

Forcing the child to gtud 4 without exaggeration, thousands of hoursxefa@ses

lie ahead of the child, for which he/she shouldrephe
needed time every day and should do it with readine
Another thing the teacher must not forget is thatthe
course of studying, there will also be some faduaad the
teacher should be especially tactful in these cafhs
reminder is important because, for that momentte¢haeher
is the main “authority” who can express his/herfgssional
opinion and whose estimation is carefully listenedand,
being not yet firmly rooted, the young student étaly
sensitive to the remarks on his/her own accomplésitm

a3nd to “attacks” and repression on the artistic #gthe
course of the studies.

3.2. Cultivating the Volitional Qualities, Self-Dapline
and Self-Control

The thousands of hours of work, | mentioned abwui,
not be carried out if the student, with the helphaf teacher,
does not train the needed qualities, like selfigiste.
Stoicism is also necessary; it is needed to detflemathoice
of a musical profession against the demonstratekl ¢d
understanding coming from other children;
organization, because, besides the school subgtcidied

strict
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by everyone, the musician has to find extra timeaataily
basis — to study for some musical disciplines thet
compulsory for him/her, to practice playing a greamber
of tonal pieces, to master instrumental skills. Savh the
musical plays that are in the curriculum are not¢igjeyable
and liked by the students as others. In the cafrstudying,
a large amount of instructive literature has tddsned; a
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conditions are extremely important, because the &da
forgetting the notation, the fear of technical dedls, of
insufficient preparation, as well as the fear ofamvincing
interpretation are the main stressors in the stigessful
situation, i.e. the basic reasons for the performaebe
uncertain before the audience. In the specificestigiation
(for students, the basic types of stage situatieraaconcert

considerable part of it does not possess the aistheor an exam — class meetings and productions chey t
qualities and the emotional impact of a work of. artcharacteristics of a concert situation, competgtiaith their

Notwithstanding that, etudes and technical exescibmuld
be played out thoroughly, because the subsequegtgss
in learning the instrumental skills depends cornsidly on
this. When the students practice on their own,hihieit of
focusing on the material, being studied, is of @luc
importance, no matter if the subject is instructivartistic,
liked or disliked, read for the first time, i.e.kmown or has
been practised repeatedly or even “had grown bgrif
this activities are to have effect. Having contreér his/her

conditions are similar to the exams) the condunipises a
truthful interpretation of the emotional world dfet given
work, calmness, limiting the unfavourable maniféstss of

stage stress, emotional effect over the listetaigling their
attention and interest. The stage behaviour ofthdent is
to a considerable degree the responsibility ofeaeher, but
this responsibility is sometimes neglected. Durithgir

stage appearances,
usually have the support of the accompanist (reiliy not

own performance is also of great importance for theery significant, but it is there, nevertheless)ridg a solo

effectiveness of the self-reliant studying becaudbe

inability to listen critically to one’s own playingnd to find

the different kinds of faults leads to repeatingtatkes of the
same kind and to them becoming a common practice.

3.3. Building up the Performer’s Conception for go8cific
Work

The student should be trained to be precise imhsical
text, this including not only the correct readirfgle notes,
but also accuracy to the author’s prescriptionsafmplying
the performer's means of expression -
articulation, agogics, tempo as well as performameans,
specific for the particular musical instrument. Torénging
up of correct attitude towards the music performesd
another responsibility of the teacher.
interpretation of a work presupposes also the peEsef
rich stylistic culture of the student, accumulatiamd
assimilation of information about the studied woidksd
their authors, about the historical period duringicl the
studied opus has been created, about the perfosthitegof
the composer in case he was a performer as welf #mete
exists information about that. The teacher needé ¢zt the
student to authentic sources of the necessarynaion but

dynamic®

performance, however, the piano player is alonereethe
audience which brings additional stress to him/learder
the stage anxiety to be overcome, it is of gregtarance
that the teacher does not allow a student, whonbaget
learned the repertoire reliably, to perform befatglience,
because there is a great possibility that thersdilproficient
artist will not be able to manage and each failitehave a
very unfavourable effect on the future performanaiethat
student.
“audition” of the repertoire, being rehearsed toe tfficial

auditions before a limited circle of listeners sldolbe

conducted. In case this moment of the preparat®on i

overlooked, it is very likely that the not yet podént

The truthfujnstrumentalist will not be able to endure the @#ased

requirements to him/her and to perform convincingglythe
last days before the performance, for which thdesttiand
the teacher have worked hard, it is necessary ngesti
conditions to be provided for the student — hetmuld not
be overburdened with prolonged exercises, whichnaite
only useless, but could also be harmful — a conahile part
of the adaptation energy may be exhausted in tlag w
resulting in the deficiency of that energy durir tvery

at the same time teach the student to look for sudderformance. | myself had two cases of failure iy m

information conscientiously about each work thatshe
would prepare.

3.4. Teaching Stage Behaviour

practice as a performer (they occurred in two ssgige
days during my education) and were the result éréous
overwork, not in conformity with my age at the tinddter a
successful
stimulated and in case of failure they should battrd most

Indeed, such behaviour has as its “prehistory” th?actfully.

rehearsing of the specific works performed befdne t

audience, as well as the overall preparation of thg.5. Self-Confidence

instrumentalist who is also an interpreter of ththar’s idea
and a mediator between the composer and the listeime
the works, that will be presented,
difficulties must be mastered and the student bdwetsure
about the truthfulness of his/her interpreter'sonsabout
the works, to have learned them by heart. Thesee

An especially important responsibility when builgiop

the instrumentdin€ image of the future instrumentalist concerescteation

of conditions of self-confidence, adequate to thgabilities

and the real accomplishments of the performer. The
thrnecessity of inciting strong student's motivatioor f

attending piano lessons and cultivating their walwer is

the orchestra instrument mmsicia

Before a serious appearance, a preliminary

erformance, should be staged or even several such

performance the young artists should be
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mentioned in several publications. Unlike thesdd®pthe
guestion of the much-needed performers confidendelze
trust in their own abilities usually stay aside nfrathe
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are at a very high level, partly because he isimatuch a
good form anymore, as he used to be in his youdft)yp
because “the bullet-proof” wall of people, consant

attention of the authors of papers with a methddicaadmiring him, does not allow him to objectively ess the

orientation.
cultivated carefully and to a certain degree, @t neither
be excessive, nor unjustifiably low — both factaeuld
hinder not only the successful representations rbetoe
audience, but also the overall professional retidinaand
the success in the personal life of the performerthe
introduction | mentioned that in the course of mydges and
later on as a piano pedagogue and a professiorfatper |

This kind of self-confidence should bematerial which he chooses for his appearances ddfar

audience, nor the very quality of the performarselfi and
naturally he is not able to find the reasons fos hi
“imperfections” and also to avoid future failureAnd
another case, contrary to the mentioned above, wéra
talented but emotionally hurt pianist, trained irtlass of
laureates of international competitions, havingoests in
the country and abroad, constantly compared wigmthy

have had the opportunity to observe carefully thdis teacher (a very successful teacher but cleaoly so

professional development of many musicians. | rebgm
clearly a lady, a performer of a stringed instrumermose
teacher and parents “carefully” and steadily buntr
impression that she was a genius. Indeed, she \shifa
instrumentalist but not a genius. The audiencandichccept

successful in teaching all of his students). Thestless
comparisons and naggings that the performancesisf t
student were not so exceptional and perfect, asetbb his
classmates, that he allowed himself some faults nwhe
performing before an audience ruined his self-amfce.

her the way she had expected. After many concert€raving for recognition, for a creative attitudehis talent

successful in their essence, but not in the leasstduting
the world-wide career for which she had preparaddieso
diligently and dedicatedly and for which she hagareed
herself as predestined, the performer gradually hes
desire to play, lost her everyday contacts witheegjues, as
well as her friends, her motivation and belief ierdelf.
Having sacrificed all her life in the name of thdareer,
having remained without life experience, withoutcs of
resistance against the vicissitudes of fortune hading

but with more delicate psyche, for support but footthe
impatience, demonstrated every single day, he wabla to
realize the huge potential he possesses. And antake of
a lady instrumentalist — she was constantly requite
deliver performance achievements without hearisgrgple
word of praise, though she played really well abamots.
She has found the stoicism to become a successifsitah
pedagogue but her performance appearances befere th
audience are very rare, though they are influeneimg) of

missed all chances of an adequate to her abilitigggh quality.

professional realization and even of starting hven éamily
which could have given a meaning to her hours frem
work, she was overcome by a heavy depression atitbat
moment is being treated with medicines and is ureyeag.
Another example is an instrumentalist also “exdltbg
parents and teachers with a prestigious work armilso
status, who has formed a steady family of her omch lzas
achieved a successful professional realizatiothimi
Bulgaria but... only that. For many performers, tt@ild be
enough but not for “the child kissed by God”, aslase
family friend would put it. And now being in her as
before pension, incapable of accepting and apphegia
anything which is not her own performance achieveme
having lived from an early age with the self-coefide that
she was not even “the first one” but “the one anly"p she

had become acerbated against everyone who had been

successful, even if less than her, and in the ecafrEme she
got more and more isolated, her acquaintances Hefhg
with bad memories of her. And yet another charéstter
case of ‘“overestimated” self-confidence of
instrumentalist praised by teachers and protected a
zealously defended by parents, having received @d go
professional realization for his capabilities. Aftgaduating
from university and embarking on a respectful psefen, he
carefully started building up “a wall” of subordiea and
subservient toadies who praise him assiduouslysapgort
his high self-confidence. So, gradually he stalite@dg “in

his own world”. At present, not all of his stagefpemances

an

4. Results

1. The teacher of musical instrument is a very impurta
figure not only in establishing the instrumentaillsk
general musical culture and in the developmenhef t
musical capabilities of the student, but also irdiug
his self-esteem.

.Due to the importance of the teacher as the

authoritative person in the relationship teacher -

student, the latter usually has an uncritical @t to

the assessment his/her abilities and development,

which the pedagogue prompts during the classes.

Infatuated by the striving to achieve the highest

pedagogical outcomes, the teacher often ignores the

self-assessment of the pupil with the result tinat t

pedagogue not always succeeds in building an

adequate to the learner’s abilities self-confidence

If the pedagogue neglects this important elemettief

relationship teacher - student, often the selfsmsent

of the learner is deformed.

As a result the confidence of both the professignal

unstable learners and the mature interpreters does

always correspond to their abilities.

. The inadequate self-esteem has unfavorable effects
the behavior, in some cases - on the professional
realization, and may even affect the realizatiofifen
and the health of the performer.

3.

4.

5.
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5. Discussion

The displayed results are valuable by the following

1. Observations on the impact of the behavior of th

£

pedagogue on the professional and life path of many
students and mature music interpreters are made al¥li

summarized.

2. The professional and the life realization of many
instrumentalists has been followed in development -

from the early relationships with their teacheitsthie
adulthood.

(6]

3. Each of the examples, adduced in connection wih th

confidence of the professional music performethés

(7]

most obvious example of each of the different

directions of change in the behavior of instrumkstsa
due to their inadequately built self-esteem.

(8]

4. Through the examples is proven that the pedagogue

bears a far vaster responsibility for the developnodé
the student than usually is realized.
5.The issue about the responsibility
self-confidence of
despite its importance, is not the subject of netem

for

the
the performer-instrumentalist,

E]

[10]

the literature on the methodic of teaching a musica

instrument, although exactly that kind of literattis
used by the teachers of musical instrument.

6. Conclusion

(11]

Drawing the attention of the educators, preparin@lz]

professional music performers, to the serious mbbf
their responsibility for
self-confidence of their students can prevent tiéggsional
and life failures of many musicians.

The duty of the teacher to the student also inclutie
personal example. The teacher in a musical instntitrees to
be hard-working, equitable, affable, patient, disand
original. He/she needs to explain the material
captivatingly and convincingly but should also timisuch a
way that all the students would understand, thehigrashould
possess rich musical and general culture. The pgdaglso
has to be a skilful interpreter, tactful and behenbtowards

all the students, and the teacher’s criticism, veenneeded,

should be invariably constructive.
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