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Abstract: One of the areas of art, where specific abilitiess@mbined and their maximal and balanced devetopiis
required, is the activity of piano performance. Bus reason, at the first place among the resptmsasks of the piano
pedagogue (who teaches the future interpretetipisevelopment of the musical abilities of thedstit — the mode sense,
methro-rhythmic sense and musical auditory notitbhssical auditory notions allow for sound impress@f varied musical
sequences to be stored in the individual's memaoigl.pThe musical auditory experience, containing glathered musical
auditory notions, facilitates each tonal percepttoough identification and differentiation of tfamiliar, common (already
stored in the memory), from the new, different, ebhis to be imprinted in the mind and on its tusedi as a basis for future
perception. The richer, more detailed, well comprehand easily activated the musical auditory matiof the student, the
more facilitated and of more quality will be thepess of comprehension, learning and artistic pexdace of the tonal art.
The professional training in piano is aimed maiatyimproving the instrumental skills, developmehtaaepertoire and
building a style and general musical culture. Amaémg reasons for the insufficient attention of pigmedagogues on the
balanced development of the musical abilities efrtktudents, is the limited time frame of the pid@sson, as well as the
requirements for the pedagogue to sent the lapgssible number of prominent students to as mapypssible competitions
for pianists, auditions, youth festivals and cotgefhe pianist being held continuously in theiegday activities on the
same and only concert or competition program fasoas of assuring the maximal quality of its peri@ance on a specific
forum, leads to the creations of a relatively spgrsol of musical auditory notions. From the suppatary activities in
piano training, related to the process of creatind actualization of musical auditory notions ar@imy the following:
reading at first glance, playing by ear, recreafimm memory of works that have not been performeckently. More
connected to the accumulation of a pool of musiealitory notions is the schematic learning; to pheticularization and
comprehension of the musical memory image, intreduin the pool of musical auditory notions throutg multiple
actualizations, is related the analysis of the malsivork of art with the purpose of memorizatiord atharification of the
interpreter’s conception.
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responsible tasks of the piano pedagogue (whoaishieg
the future interpreters) is the development of thain
For the successful performance of any activitié t Musical abilities of the student — mode sense,
relevant abilities are required to be present. Tisis Methro-rhythmic sense and musical auditory notidrie
especially valid in arts, where without the necessa CaPability of the pupil to recreate faithfully a snal
qualities of the person the creative act wouldrimeinplete  thought, shows that they have perceived it namsiyaa
or would not be achieved at all. One of the areast, where Me€aningful and logical musical sequence, with the
the particular abilities are combined and their imeat and emotional and semantic meaning it is carrying.roreofor it

balanced development is required is the activitthefpiano to be comprehended in S_UCh a way, the musicaltiab_iki)f
performance. For that reason, first place among tH€ Studenthave been activated —mode sensegthwehich
the moments of intensification and of decreasingthef

1. Introduction
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pressure in the melody are identified and
methro-rhythmic sense, with the help of which thdse,
temperament of the musical character is
comprehended; musical auditory notions, througtctvitihe
perceived music is being compared with the alrdadhliar,
in order to find the style it belongs to, the natibspecifics,
the musical symbolism, embedded in it.

2. Subject, Aim and Tasks of the Sudy

Musical auditory notions are an ability, which iftem
neglected in the piano methodology literature. Tikisot
justified, since musical auditory notions, apamnfr the
possibility of mentally “listening” to sheet musimclude
also the musical memory,
essential activity of the pianist-interpreter isfpamed — the
recreation of the tonal work before an audience. Misical
auditory pool contains to a great degree also thsical
style culture of the performer.

For this reason, the aim of the present study risthe
basis of knowledge of the essence of musical aydito
notions, to present effective approaches of workimgheir
enhancement and the improvement of their qualities.

The tasks, deriving from this aim, are to:

realizedyorking on clavier pieces, are significantly motaberate

and complex, compared to those, acquired when itearn

beingieces for a monophonic instrument. This imposes #ie

greater requirements for the development of musical
auditory notions in pianists, for this musical #@pito be
fully developed and used in the piano performeracpice.

4. Characteristics of the Musical
Auditory Notions
Musical auditory notions are gathered during thecpss

of musical education of the person, but apart floewealth
of the acquired musical notion pool (which, althbwgnnot

with the help of which thd’€ measured in the separate individual, because th&o

option of registering all the musical auditory o,
received through involuntary memorization, can be
considered a quantitative characteristic), thisitghias also
qualitative features. Those are:

4.1. Speed of Memorization

Aside from the personal specifics of the one penfog
the mnemonic activity, the speed depends on howraad
what types of memory are engaged in the memorizatio

1. Unveil the characteristics of the musical auditorythe conditions, in which the memorization itselfhising

notions,
influence.
. Clarify the reasons of the insufficient attentidmp@mno

which are susceptible

to pedagogicgberformed; on the position of the object of the moaic

activity (if the musical play is the goal of the merization,
it will be remembered in more detail than the musihich

pedagogues on the enhancement of musical auditospunds as a background to another activity); on the

notions.
Offer methods for increasing the quality and enhanc
the musical auditory notions.

3.

4,
methods.
The subject, on which the present study is focuisetthe
musical auditory notions of the pianist-performer.

3. The Essence of Musical Auditory
Notions

Musical auditory notions are a musical ability, ofni

Present arguments for the efficiency of the progose

motivation of the performer.

4.2. The Reliability of Storing the Memorized Musikc
Works, Intonations, Rhythms, Assonances and their
Logical Sequences; the Possibility of Lastingly and
Efficiently Memorize the Learnt Piece

Naturally, this characteristic (as well as the diszussed
above) is related to personal traits, but alsch&®way of
memorization, i.e. the circumstances, on whichsieed of
memorization depends, are also valid for it).

4.3 The Level of Details of the Notion's Image

allows storing sound impressions from varied musica The quality of the musical auditory notions varaso in

(melodic and methro-rhythmic) sequences in the nmgmo
pool. The musical auditory experience, built on blasis of
musical auditory notions facilitates each tonalcpetion
through identification and differentiation of thantiliar,

terms of the detail of the memorization and thditgtof the
performer to mentally picture it with its particulfeatures.
The details allow us, for example, to mentally Yylack” to
a given melody with a specific timbre, in a stictlefined

common (already stored in the memory), from the ,newegister, with marked articulation, even with tipedfic for

different, which is to be imprinted in the cons@oass and
on its turn will be used as a reference point far hext
perception. The richer, more detailed, well comprehand
easily activated the musical auditory notions @&f student,
the more facilitated and of more quality will besthrocess
of apprehension, learning and artistic performaotehe

tonal work.

a given musical instrument effects (for example,ubage of
the right pedal of the piano). Regarding the pobtypb
music, details help also recreate mentally the utexkt
elements within the work with the articulation
characteristics (marks, timbre nuances), with wivehhave
perceived them. The same details allow us to ‘feteto
play in our head the piece, which we are prepafimga

The piano is a polyphonic musical instrument, whickconcert performance, verifying the reliability atdrability

means that the musical auditory notions, acquihedugh

of the formed memory image.
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4.4. Flexibility of Musical Auditory Notions

Flexibility is related to the ease of evoking themory
image. It provides also the possibility to mentalhyange the
characteristics of sounding of a specific musidairent, to
compare the characteristics and to select the mottble
ones, to picture the sound as a whole (even a fiareht
variants of sound), to remember the especially alzlki
“finds”.

4.5. The Speed and Depth of Comprehension of the
Meaning of the Music Heard

The state of these two properties depends on flig/ ab
opportunely compare what is being heard with thenory
pool of templates; on the variety and quality of gtored
memory images. The comprehension of the meanirheof
musical work relates to unveiling its structure anebtional
contents. This means that it is of extreme impaeato
clarify the musical auditory notions as regardthtoform of
the newly perceived piece, the dynamics of theirfgs|
which it incites, as well as the knowledge aboatstructure
and emotional characteristics of the works, whicmprise
the musical auditory pool.

5. Reasonsfor the Insufficient Work on
Piano Pedagogues on Enhancing the
Musical Auditory Notions

The professional education in piano is focused ain
learning the instrument playing skills, building up
repertoire and developing a stylistic and generakinal
culture. Thus, the development of the musical tdsliof the
student pianist usually remains the responsibitifythe
teacher in solfege. Among the reasons for the ficserfit
attention being paid by piano pedagogues on thanbat
development of the musical abilities of their papik the
limited timeframe of the piano lesson, which doetlaave
enough time for supplementary activities, as wsllthe

27

works for the piano, i.e. this is the richest siolstrumental
literature — such deprivation of the pianists sHombt be
allowed. The limited repertoire creates unvaried in
intonation and rhythm impressions, since each auibe a
specific language of rhythm and intonation, which
comprises their individual creative way of expressi

The pianist being held continuously in their everyd
activities on the same and only concert or competit
program for reasons of assuring the maximal qualitits
performance on a specific forum, leads to the @patof a
relatively sparse pool of musical auditory notions.
represses the development of the discussed mudiday.
One of the measures to prevent this negative nstatfen
of the aspiration for perfection in instrument pragyand to
provide the suitable opportunities for performamdethe
student will be to find a way to include among ¢higeria for
selecting educative material the one of the stglighriety.
This is feasible, for example, when deciding onceg
which are featured in the regalements of the coitiqes as
works by the choice of the candidate. The thoudlgtfu
selected, and according to the requirements fdistty
variety, works of the free program, which are al#fterent
in style in each subsequent competitions, for which
young piano player is preparing, are one of thesiptes
ways of providing conditions for the developmenttbé
musical auditory notions during piano classes.

6. Activities, Related to the
Enhancement of the Musical
Auditory Notions

The development of this musical ability in the eation
in piano is realized through three types of adésit

The first are directed towards activating the vemycess
of creation and evocation of the musical auditarans, i.e.
the object of training is the capability of quickiccurately
and in detail actualizing the mental image of a@jaevhich
is already familiar to the pianist, or the preliiip creation

requirements for the pedagogue to present the egteatof a notion for music, which is to be heard (nemknown at
possible number of prominent students at as many #% moment).

possible competitions for pianists, auditions, yofaistivals
and concerts. From this derives the need for divelg
small volume of, at the same time technically carpin
order for it to be presentable), material to beppred for a
long period of time and the type of music, whichh&ng
taught to be chosen according to the regulationshef
competitions, the stylistic criteria of the festivar the
concert and the presentability, “impressiveness” thod
pieces. All of this limits the choice of materialyposes a
certain degree of one-sidedness as regards touthers
way of expression and results in the student b&ngliar
with a modest in volume and unvaried in style repes.
Unfortunately, this approach is applied predomilyaon the
most gifted students. In view of the tremendousdlume
clavier musical treasure that has been createtb&iny into
account the fact that almost all composers havatede

The second type of activities address mainly thilimg
of the most extended possible memory pool, of arvesof
set images, with which the newly perceived musilt beé
compared and which is constantly enriched in thesm of
acquiring professional experience.

The third type of activities concerns the clarifioa,
systematization of the memorized information, firgdi
common traits, regularities.

All three of the discussed types of activities @alated to
the qualitative, as well as to the quantitativerabeeristic of
the musical auditory notions. Practiced on a lamgelume
piano material, the activities, focused on the ipldt
activation of the process of building the musicatlitory
notions, will result in a quantitative overlay, btihe
experience, which is acquired when applying thema oast
piano work literature has a relation also to thpriovement
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of the quality of the created notions, as for exinthe needed variety of this pool of notions, it is uséduseek for
capability to easily evoke and recombine them mitind  opportunities to learn not only pieces, which aagied in

(their flexibility). The constant enhancement of themory style and texture (an invariable requirement),disib pieces,
pool, which is a quantitative characteristic, cesad more with a modal structure, different from the claskio@jor

expanded base for comparison to the newly heardcmusand minor, i.e. where the relations between theadegare
This is manifested, however, also in the highelijuaf the  not based on the principle of stability/instability order to

memory image, since the enhanced base for comparisolarify this, | will apply the following examples:

implies the presence of more realized regularifesgical

sequences. When many and varied sound sequence ;.dvmgfleggm A i‘ J I Y
(melodies and polyphonic works) are lastingly rerherad, e e e e L IS
when the regularities, their shared traits are tifled, 4 - - - . £
discerned and arranged in the mind, working withirth (=EE——=t= —— —— ==
elements becomes faster and easier, it providestitigy to el el el = ¢
more quickly find and more deeply understand theciic * i A i A ‘-'ﬁ NN

=y
i
b

in the newly perceived music. ‘ At fererarerersterellertetrtetatere Pore Lot leratars
Among the main activities in piano training, espdgi

directly related to the musical auditory notions i ( - = E £ E £ E
memorization by heart, done by the student, whichuides R e S
also different approaches of verification of thenmogized 3 ? 3
information; and repertoire policy of the pedagague A b 2 é
Learning by heart of the musical work, which, ider to (n PRI LA E T

be more detailed, long-lasting and reliable, hasbto _

| led, lor ble, hash _ it it -
achieved consciously, is a process of forming &ifpd in ( ¥ —— —— ———
detail, full and long-lasting musical auditory rti This ¥ 3 ¥

CYNAn
S
CYRNN

notion is added to the pool of musical auditoryioms, ' ; ;
gradually enriched with the building of the professl  Figure 1. Dimitar Nenov “Gaida”, b. 1~ 10 (mixolydian modebloring)
experience of the pianist. From this follows that

Andante AA
memorization is connected in the first place to ¢heation et N um—, i
of musical auditory notions and the enhancementhef B B B S EEERaae A =
notion pool. With frequent practice, memorizati@tbmes ran \A simite .
more efficient, which means that this trains angdrioves the ( i e "3" '“ ‘r.“; e £ e =
very process of creation and evocation of the nalisic = ! 1 v

auditory notions. Through memorization, which iSFigure 2. V. Kazandjiev “Kambanen Zvan” (“Sound of Bells”), b — 4

conscious and achieved through the help of anabfsike (artificial modal structure)

form and texture, we create more clarified andesysttized o _ _ _

musical auditory notions; this in its turn helpseith ~ 1he beginning of the play is built over the aridiemodal

reliability and flexibility. structure:
The different forms of verifying the quality of

memorization consists in actualization, and theesfe

further consolidation of the specific musical aadjtnotion.

When verifying the accuracy, completeness and dlityabf

the musical auditory image, which is a necessatiormc Figqre 3. The artificial mod?l “structure used |n the firsbar__s of clavier

when we are dealing with a piece, being preparedtige miniature “Kambanen Zvan” (“Sound of Bells”) by Kazandjiev

performance, it is very useful to mentally play thiece. (Lento)

This mental playing, though, not only gives a fulbécture

of the state of the memorized image of the work tfad

elements, which have been memorized incompletely 0\'

C.#t::-
M
¢

—bw o
=3

molfo rubato a fempo

unconvincingly, become apparent), but it also hetgzove

the level of detail and the flexibility of the maal auditory

notions, i.e. has direct relation to improving tingality of

the process of creation and actualization of thesical (

auditory notions. =
Repertoire work has to be oriented not only towahds — -

selection of pieces, through which the instrumestdlls Figure 4. P. Vladigerov “Esenna Elegia” (Autumn Elegy), b. 3@1 (the

will be developed and through which the student Wé  specific excerpt — the moment of culmination oflag — has a whole-tone

presented in the best light, but also towards tieecement sound line.

of the pool of notions of the student. In ordeptovide the
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Of course, the last excerpt is too short, but itghtness,
unusual sound and its impact provide reason tdatusean
example and to form a distinct musical auditoryiomat

The diversification of the musical auditory notigrmol is

on the musical instrument. This way of creating asital
auditory notion, since during silent reading thisreo actual
music heard, is based on the re-combination of efesnof
notions, comprising the musical memory pool ofgshalent.

needed to be achieved also in relation to thén this approach of forming the notion’s image, ajes

methro-rhythmic organization. It is useful to seaksical
pieces with a more complex combination of rhythgricups
(Figure 5), as well as plays with varied genre abaristics,
since one of the signs, which we use to deterntieeggenre
of a certain play, is namely its methro-rhythmiganmization
— its characteristic meter, typical rhythmic groufesmpo.
Interesting in regard to their methro-rhythmic origation
are also the works with compound time signaturégu(e
6).
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Figure 5. V. Kazandjiev "The Cat 'Purr’, b. 3-8
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Figure 6. V. Kazandjiev "Rachenitza. Bulgarian Dance ", b. @

Apart from considering the repertoire, provisiotiedthe
main work during the classes in piano, relevantthte
improvement of the musical auditory notions is alke
practice of the so called “supplementary activitigerm by
A. Shtapov).

flexibility of the musical auditory notions is aelvied, which
is a needed quality for the piano performer. Regainfirst
glance affects to a certain degree the enrichmérthe
musical auditory pool. It is true that the playyfpemed a
prima vista, remains for a short period of timehwitthe
attention of the pianist, which at first glance sloet lead to
its memorization. The very reading, however, idized at a
great pressure, since it is performed in almodttie@ (one
of the criteria for successful reading at firstrgla is the
playing in a tempo, close to the actual one) anit ie
requirement for the best possible recreation otctieacter
of the work; the greater pressure on the attenti@ates
certain conditions for imprinting the playing ofetlpiece
(even though not in as much detail) in the memdrihe
instrumentalist.

In order to train clavier interpreters, who posseissd
and detailed musical auditory notions, accuratéereive
and lasting musical memory images, it has beenesigd in
Russian piano methodical literature to also practice
activity playing by ear even after the period of finitial
acquaintance with the piano instrument; but now ¢hiould
be done as a supplementary activity, concomitatt tiie
main ones in the class. Since enough time for supghtary
activities cannot be spared in every lesson, @pigropriate
for the student to acknowledge the gain from plgyog ear
for the creation of musical auditory notions anelxitble
easily re-combinable visual-auditory-motion conrt
between the tones and their places on the keybsarthey

Mainly, relevant to the process of creation andan perform this activity during their out-of-clasaining.

actualization of the musical auditory notions atee t

supplementary activities like reading at first glanplaying
by ear, recreating from memory pieces that havebeen
performed recently. More connected to the accunoulaif
a musical auditory notion pool is the schematiclgtwhile
the analysis of the musical work for memorizatiorw dor
clarification of the interpreter’s conception islated to

Memory retrieval of plays, which haven't been ptayi
soon (A. Shtapov), less frequently used in thegjamactice,
is a valuable means of achieving an easy reprotiticib
(flexibility) and reliability of the musical auditg notions,
i.e. it is closely related to the activation of thmcess of
their creation and animation.

Specification of the musical auditory notions isi@ved

specification and comprehension of the musical Mgmo \yhen the pedagogue explains to the student orhef t

image, being introduced in the pool of musical torgi
notions through its multiple actualizations. Of smy this
differentiation is a conditional one; each activishen it is
correctly performed is valuable for the improvemehthe
quality of all three processes, characterizing itmgsical
auditory notions.

Before performing a prima vista, the student goes the
sheet music, gets to know the key signature sitpestime
signature, the markings for tempo and for changethe

student has acquired theoretical knowledge — reduim
them to formulate conclusions for the specificshaf form
of the work, modal and methro-rhythmic organizatitire
sound vertical and the logic of the chord sequences
Developing a habit of using the correct terms hehpes
practical applicability of the assimilated theocati
information, trains the necessity to analyze thekwand
provide argumentation for the performer’s vision;
facilitates the building of orderly, correct andexible

tempo, mentally reads through some of the mMorge.compinable) musical auditory notions. Theomtic

complicated rhythmic groups, assonances, creates
imprint of the type of the texture. In order toitr¢he ability
of creating a musical auditory notion of the picoefore it
has been played on the piano, it is appropriafgdmpt for
a detailed mental reading of the sheet music, witptaying

RRowledge has to be used at the different stagesdt on
each specific piece, and its application is esplgcia
important at the time of initial acquaintance witie piece
(the initial, most general analysis) and at thegestaf
detailed work — when learning the separate elements



30 Krasimira Georgieva Fileva-Ruseva:

IncreasirgQhality and Enhancing Musical Auditory Notionsatigh

Professional Training in Piano

memorizing by heart and establishing
performer’s conception of the play. At the lastgsteof
work on mastering the piece — final, total inclusidt is

the pianisatmosphere of the author being studied, in the om®ps

specific emotional scale, inherent to his imagehis
rhythm and intonation language. The natural resuthis

expected that it has been already analyzed andgktiou activity is the rapid creation and accumulationnadsical

through in detail,

but during the final review, theauditory notions. This is of a great use for thangst,

theoretical knowledge can be used in the context daspecially if the following conditions have beeffified:

revision, further clarification, comparison with rber
learnt works or with the other works from the comam
competition program.

the impressions that have arisen are verbally esed i.e.
they have been consciously realized; the createwmo
are systemized under the skillful control of thelagogue;

Analyzing the work being learnt, with the goal ofconclusions have been formulated on their basisadinof

clarifying the performer’s vision and memorizaticonsists
of actualization of the musical auditory notionseit
comparison (for example, in order to find what éenanon
and what — different between the sections, for amspn of
the culminations, needed to determine the main} okl

culmination) and on this basis — further clarifioatof the
dramaturgy of the play. It is appropriate the as@alyo be
done through reviewing the sheet music, withouyipka it

for the moment, because during the process of paédoce
on the piano, the attention of the instrumentadistccupied
with the specific practical tasks, while the aniabt and
generalizing view on the work requires to have gaie
“distance” from the instrumental execution, frore timotor
realization of the piece. In this approach of adqui
musical auditory notions we count on the actuabredf the

notion of the previously heard music, supported an

facilitated by referencing the sheet music, inrt@mory of
the pianist, i.e. the analysis is in close relatioith
increasing the quality of the process of buildindg @voking
the musical image, but is at its core also a d¢tatifon of this
image.

Schematic study of the musical piece is a form oflwy
in which the play is not learnt in detail, sincasitusually
above the level of the instrumental skills of thadent.
The goal of this activity is to enrich the musicalture of
the young pianist through playing a great numberraore
complicated works of the author being studied;dquare
impressions of the works (or a separate creativegpeof
the composer, whose opuses are unfamiliar to thaest;

getting acquainted with some musical phenomena (for

example with depiction through music; a specifiorge an
approach with a characteristic emotional impactmplex

methro-rhythm and many others). Depending on the
specific educative tasks, it is required to ledmpiece in a

slower than the original tempo, or to play it oslgveral

times, discussing the particularities, for which thork has

this is used for the building of stable knowleddettoe
author’s style; this knowledge the pianist will ugetheir
future professional growth.

7. Options of Practicing Supplementary
Activitiesduring the Piano L esson

In the various stages of professional growth of the
instrumentalist, different options of enriching thaditory
experience can be sought. Obviously, the pianoalibee
dedicated to the youngest could not offer sucleatgrariety,
for example, of methro-rhythmic structures, as there
complex plays, being studied by older studentsidgssthe
child cannot be expected to assimilate complexrmétion,
gr to learn to play a large volume of material irsteort
period of time. So, it will be suitable to use tlodowing
distribution of the tasks:

* The repertoire, designated for detailed masterimi) a
performance is selected in such a way that leardt a
consolidated with it, in addition to the instrument
playing skills, will be the basic knowledge of note
values, their correlation, ways of encoding, therano
frequently used modal structures in the national an
Western European musical traditions, i.e. so alestab
basis of musical experience is being built. Theypla
which have been studied in detail, will stay in the
memory pool for a longer period of time, since
participating in their memorization are severakypf
information — visual, containing the note text bkt
sheet and the needed for the performance keys;rmoto
including the motions of producing the tones; and
auditory, representing the sound result. Since each
piece, even the simplest one, possesses its own
character, when it is discovered by the child didsa
certain emotional coloring, which brings also
emotional information into the memory pool. Thetfac

been chosen as a musical example. In some cases, th
practice can consist in performing only the themes,
individual vivid excerpts, while the whole work is
reviewed from the sheet music, from listening te@ th
teacher’s performance, or listening to recordirfigbowed

by discussing the form, texture, dramaturgy, stigis
specifics of the work, the performing approaches. O
special value is the schematic acquaintance witharaus
pieces by the composer, of whom there is a worlkrgf
which is to be performed before of an audienc¢himway,

the young pianist finds themselves in the auditory

that all types of memories are engaged in learaing
single piece makes its memorization (respectively —
also the musical auditory notion about it) moréatee
and lasting.

* During childhood, the musical auditory pool can be

enhanced also by singing songs or by listenindnéo t
performances of the pedagogue and recordings of mor
complex works. The aim of this activity is to
familiarize the child with the boundless world of
expressive capabilities of the musical art, which
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motivates them to engage in extensive, diligent antbr auditory-visual-motor self-control, some instrental
regular activities with music, as well as to famaniize  skills have been learnt, the ability of readingapdndently
them with the varied piano literature for maximalthrough a new note text is present, the stereofgpe
enhancement of the musical auditory pool of thé&dchi everyday out-of-class activities on the piano harb
The accumulation of musical auditory notions is @on established; so the work in the lesson, known ia&sriing”
as in the direction of consolidating the assimdate [5] (the student practices under the extensive ayjuieé of
information in detail through similar musical exdesg the teacher, who directs the goal and the apprsaocfie
as well as for the demonstration of musical phen@ane reaching it, until a positive result is achievedhin the
different from the studied ones, for diversificatiof very lesson) can be limited to the needed minimewen
the pool of musical impressions of works that thiddc  though it cannot and should not be completely abaad.
cannot yet master on the piano at this stage. @fsep This frees a certain amount of time, previousletaky the
most of the acquired in this way musical auditoryshared effort of overcoming the difficulties, teamh
notions for modal and methro-rhytmic phenomena arapproaches of overcoming them and learning thecbasi
not required to be explained by introducing theciffie habits of the pianist. Another way of finding tinfier
terms, which identify them. It is important thaethare  supplementary activities in the lesson is altengatihe
perceived as a musical fact, that their character musical works, which the pedagogue will hear being
discussed with the student, for the student tolbet® played from beginning to end. If in a single classsion

connect the auditory impression with the emotionagjoals have been posed for the performance of devera

content; for them to be included in the pool ofio$, pieces, knowing the capabilities, the specificidiffties
even if not as the brightest comprising elememishat and individual pace of work of the student and deleg
they are not found unfamiliar, incomprehensible anan the timeframes, in which each piece should kepaned
dismissed by the student, when the suitable momeastin the consequent lesson, the teacher shouldel@diich
comes for them to perform similar music. When playpiece should be listened to entirely, of which piemly
with musical phenomena, which the student haseparate fragments can be reviewed and the penfaerat
already encountered, are being listened to, thehega which piece can be postponed to the next lessothelf
has to ask for these phenomena to be identifiedtHeo tasks, on which the student has to work, are dtgathem
activation of the musical auditory notions, theand they have experience in overcoming similar |emis,
pedagogue must direct the pupil to seek for similabut their solution requires more time, than thecps& on
phenomena among the plays, which they have studiedhich the student needs to solve this tasks, catefbe
and to explain what is common between the new playithout being performed during the lesson, or only
being taught at the moment, and the one that hexs beseparate episodes can be heard in order for thaegpgde
played at an earlier moment. to get an impression of whether this task have lobearly

After their initial training has been completede young understood and at what stage of completion is the

pianist has gathered a certain reserve of knowledge preparation of this works at the moment. Neitheiisit
skills, which allow them a more organized, focusewl necessary to test the performance of the plays;iwdie at
efficient self-reliant work. They are usually aldyamore a stage of detailed work and to which tasks havenbe
motivated to study piano and to succeed in learthegy posed for the student, requiring work on specifagfments.
provisioned material and in performing it on stagyeg also According to the provisions of the pedagogue, thasal
in their own presence before the audience. Thef the quality, which the student has reached Iniisg the
performances in concerts and competitions, up ® thasks, can be limited to listening to those segmemhich
moment — episodic, almost exclusively in childrenuins have created the most problems for the pupil irvipres
— are now becoming more frequent. This brings teew lessons; fragments, which the teacher supposebani# to
level also the responsibilities of the pedagoguetie be worked on during the lesson, or on which the tesks
pupil's professional growth, and from there — ofe th needed to be set, additional clarification to beleyaew
development of their musical abilities. The imprdve approaches of work shown.

opportunities and motives for focused out-of-classk of All supplementary activities in the lesson, regasglthat
the student can be used by the piano teacher also fome of them are aimed also at learning a spegifie of
applying another efficient approach for diversifyithe skill, have one main aim, as well — to expand thesical
rhythm and intonation language, with which the sttds culture of the student (i.e. enhancement of theisioal
working — more frequent inclusion of supplementaryauditory pool). Depending on the specific taskdhalesson
activities like reading at first glance, playing kBar, and on what is most crucial to be used with theéviddal
schematic training, listening to recordings. Thes§an student, the pieces, selected for the supplemeatimyities,
piano pedagogue A. Shtapov [5] proposes severas ey can be by an author, who is being studied at th@amb, or a
freeing time for such activities in a piano less8imce a composer, belonging to a different style, natiosethool,
large portion of the skills for independent workvbha time.

already been formed in the student, a habit has bemted
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8. Conclusions

1. Musical auditory notions are a musical ability, wao REfErences
enhancement and perfection is extremely necessary f[1]

the piano performer.

2. Musical auditory notions can be improved in quantit

and quality through professional training in piano.

3. For the development, clarification and enhanceroént

(2]

musical auditory notions, the main, as well as the

supplementary activities in piano training can becu

The thoughtful distribution of tasks within the p@a

lesson affects positively the successfulness ofthéent in

specific forums, for which they are preparing, adlhas in

the long term — mastering their musical abilities]uding,
as well, the musical auditory notions.

(3]
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(5]

Golubovskaya, N. O. Of Musical Performance. L. 1985
(Tomy6oBckast, H. O. O My3bIKaIbHOM HUCIIOJIHUTENLCTRE. JI.
1985)

Kogan, G. At the Gates of Mastery. The Work of fhanist.
Moscow, 1961 Koran, I. V Bpar macrepcrBa. PaGora
nuanucra. Mocksa, 1961)

Kurteva, M. and J. Ganeva. Methodical Guide in Pi@ofia,

1984. Kypreea, M. wu J[[x. TaHesa. Meroanuecko
pBroBOzCcTBO 10 uaHo. Codust, 1984.
McKinnon, L. Playing by Heart. Leningrad, 1967

(MaxkkunsoH, JI. Urpa Hausycts. JI. 1967)

Shtapov, A. Piano Lesson in Musical Academy or $tho
Moscow, 2009 IflamoB, A. ®@oprenuaHHBIi YpPOK B
MY3bIKJIFHOH 1mKosie 1 yurmine. Mocksa, 2009



