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Introductions. Perception of music is one of the main types of musical activity
of students. Acquaintance with the best examples of domestic and foreign musical
culture contributes to the development of general culture of students, the education of
their artistic taste, the ability to appreciate works of art. Teaching children to listen to
music is one of the most difficult pedagogical tasks. The teacher must not only teach
children the correct perception of musical works, but also the ability to analyze or
interpret what is heard — to create a conditional model of cognition of musical works.

Aim. The aim of the work is to present the process of perception of music as a
conditional model of clear reading or cognition of a musical work.

Materials and methods. Perception of music is carried out in the classroom
according to the generally accepted method: introductory conversation, stages of
listening with discussion. In the course of the lesson, attention should be paid to such
concepts as musical genre, musical language, musical image, musical instruments
that sound in the works, as well as to what the music tells and the feelings it conveys.

It is useful to use illustrative material for the appropriate perception of a piece
of music. The teacher must select illustrations taking into account their proximity to

the content of the musical work. These can be drawings, photographs, reproductions,
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etc. Successfully selected illustrative material helps students better understand the
musical image of the work, understand its content, memorize, and then remember the
music listened to. Illustrations can be deciphered both before listening to music and
after it.

The process of music perception is most often built according to the following
scheme: introductory word of the teacher; initial hearing; analysis of the work;
secondary hearing; summary.

Such stages of work are quite conditional and most suitable in the case of
acquainting students with a piece of music that they do not know.

The introductory word of the teacher can be in the form of a story,
conversation, composing short stories on the content of works, memories of some
phenomena and pictures that students observed in life. The main task of the
introductory word is to interest children, to adjust to the emotional perception of a
work.

The introductory word may be different in content, but it should cover a
specific information line, such as: information about the life and work of the
composer; history of creation of a musical work; characteristic features of the work;
popularity of a musical work; materials from memoirs; reading fragments of literary
works; recitation of poems; performance information, etc.

The teacher's story should be multifaceted. In one case it is a conversation
about the work itself, about its content, in the other - about the history of its creation
or about the composer or performer. Particular care should be taken to ensure that
children do not have simplistic ideas about music as an art whose task is only to
«describey and illustrate.

It is necessary to carefully choose numbers, facts, names, to report only those
that students will be able to remember; do not use unknown terminology, because it
will only distract them from direct impressions and experiences.

Students' attention should not be directed to the search for some program

content in a non-program work: children, admiring the pictures painted by their
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imagination, do not listen to music well. In addition, they begin to think in subject
Images that are not inherent in music.

The emergence of attention, the desire to listen to music contributes not only to
what the teacher says, but also how he says. If his word is exciting and emotional,
music finds a more passionate response than when it is sluggish, dry, formal.

Students are happy to listen to stories about music, especially when the teacher
speaks expressive and emotional language. But these stories should not impose
stereotypes on the perception of a piece of music. Sometimes teachers so concretize
the content of the work that it loses touch with the direct emotional and figurative
content. Of course, such an explanation of the work will not bring students closer to
understanding its content.

In some cases, the story of the work may not precede the sound of music. One
or two laconic but figurative phrases uttered by the teacher in connection with the
sounding musical work will evoke thoughts and feelings incomparably deeper than
any other pre-prepared «general words» on the subject. The teacher's language should
not have external instructiveness and rhetoric, empty phrases, general words, devoid
of specific meaning and emotion.

After the initial hearing, students share their impressions of the work they have
heard.

The next stage is the analysis of the work, its creative cognition. According to
O. Rostovsky, this section of the process of perception can be characterized as artistic
and pedagogical analysis.

During the analysis with students of the listened musical work, according to
O. Rostovsky, it is necessary to be guided by the following methodical instructions:

— the teacher needs to have a clear idea of the ultimate goal of the analysis — to
help students to perceive the work closer and deeper, to experience and evaluate it
aesthetically. The process of observation, listening to music can slightly reduce the
emotional perception, but when re-listening, past analysis will contribute to the

aesthetic comprehension of the content of the work;
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— it is advisable to begin the analysis of the work immediately after listening,
while its sound is still fresh in the memory of students;

— before analyzing a piece of music, it is necessary for children to get a general
impression of it. If music is not heard, it should not be analyzed. It is necessary to
pass to the analysis only after children freely expressed about the impressions from
music;

— children’s thinking should be aimed at finding out what kind of music it is,
what feelings and experiences it expresses, by what means it achieves this;

— the path of analysis of the work goes from the disclosure of its content,
design, from the general characteristics of music - to the details and individual means
of musical expression. In vocal works, this analysis is largely associated with the
poetic text;

— at the first stage of perception the teacher should direct children's attention
not to separate qualities of the work, but to the process of movement, its organization
and dynamics. At repeated perceptions the word of the teacher should lead to
disclosure of expressive means which especially brightly characterize an art image.
The main attention is paid to those means which in this work are leading;

— the analysis of the work can be more or less deep, but necessarily correct.
The teacher should remember the danger of simplification, the substitution of actual
musical information with everyday, everyday examples, sometimes far from music;

— should not direct the attention of children, their imagination to search in a
non-program work of identical music program content. First, it distracts the listeners
from the main content: children are fascinated by the pictures that their imagination
paints, and do not listen well to music. Second, they begin to think in subject images
that are uncharacteristic of music;

— it is necessary to avoid non-musical associations, especially under the guise
of "programmatic interpretations", attributing to the composer such plans and
intentions, which are not confirmed by the music or documents;

— when explaining works, care should be taken that children do not have

simplistic ideas about music as an art, the task of which is only to "describe" and

318



illustrate the events of life. The task of explanations is to deepen, consolidate and
make more meaningful children's musical impressions. The explanatory word should
be short, specific, figurative and fully confirmed by the musical text;

— it is necessary to teach children to be aware of what they have heard, to
understand how, by what means the content is expressed in music, how the thoughts
and feelings that excited the listener are embodied, how the composer achieved such
a force of influence on listeners. In order to make students more active, the teacher
should not give ready-made own assessments of music;

— the analysis of the work should awaken the imagination of children, their
musical and auditory ideas, to evoke the right, but each listener has their own
associations. It is advisable to constantly draw parallels with other arts, to use a
variety of figurative expressions. However, music should not be turned into an
illustration into a picture or a literary plot;

— the conversation about the work must always be connected with the living
sound, explain it. The analysis will not achieve the set goal with a formal approach,
when certain elements of a musical work are considered without revealing their
connection with others, their role in creating an artistic image;

— the success and quality of music observation depends on how clear the
students are of the task at hand.

Properly posed questions develop the ability to hear music, develop musical
thinking.

Students' thinking should be about finding out what kind of music it is, what
feelings and experiences it expresses, and how it achieves it. The path of analysis of
the work goes from the disclosure of its content, design, from the general
characteristics of music to the details and individual means of musical expression.

At the first stage of perception, the teacher must direct students' attention not to
individual qualities of the work, but to the process of movement, its organization,
dynamics. At repeated perception the word of the teacher should bring pupils to
disclosure of expressive means which especially brightly characterize a musical

image.
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The analysis of the work can be more or less deep, but it is necessarily correct,
it should arouse the interest of students, their musical and auditory perceptions, to
evoke appropriate, but each has its own associations.

Results and discussion. Perception of music is not limited to and is not
determined by a direct emotional impression - it is possible only in the context of
other means of cognition that go beyond music. One feeling evokes another, one
thought generates another, sometimes directing consciousness to a sphere only
remotely connected with what is heard.

Images and associations are constantly emerging in the process of perceiving
music. Full perception of a musical work requires from the listener active work of
imagination, which is expressed, in particular, in attempts to figuratively comprehend
musical impressions.

Conclusions. Acquaintance with the work should be accompanied by a
personal demonstration (game) of the teacher, on the artistic content of which directly
depends the correct perception or cognition. Therefore, interpretation is perhaps the
most important factor or guarantee of the formation of an appropriate model of

cognition of a musical work.

320



METOJOJIOTTYHA KYJbTYPA B IPO®ECIAHIN MIITOTOBLII
®AXIBLIB ®I3MYHOTO BUXOBAHHS

I'anaTiok Muxaiio FOpiiioBnu

K. II. H, JIOUEHT

PiBHeHCBHKMIT IepKaBHUN TYMaHITapHUN YHIBEPCUTET
M. PiBHe, Ykpaina

Beryn. [lokazHukoM 1 BaXJIMBOIO pYHIIHHOIO CHJIOIO, sika 3a0e3mneuye
PO3BUTOK KpaiHM, SK BiZIOMO, € BHUCOKHH pPIBEHb XHUTTEMISUIBHOCTI, AYXOBHE Ta
(di13uuHe 310pOB’sl, PIBEHb OCBIYEHOCTI rpoMajsiH. HasBHICTb 1HTENEKTYyalabHOTrO
NOTEHIIally B KpaiHi, a TakoXX CTBOPEHI MOXJIMBOCTI JJig HOro peanizaiii, €
3aMOpPYyKOI0 YCHIIIHOCTI MIAPOCTAIOYOrO TMOKOJIHHSA Ta MPOUBITaHHS YyCix cdep
rocrojiaproBanHs. Bij3HaueHa gyMKa OKpeciIroe MpiOPUTETHI IiJ1i Cy4acHOI OCBITU B
KOHTEKCTI MiATOTOBKH MailOyTHIX (axiBIiB (PI3UYHOTO BUXOBAHHSI.

CygacHuii ¢axiBenp (i3UYHOTO BHUXOBAHHSI — OCOOHCTICTH TBOpYA, SKa
BIJIPI3HAETHCS TOTOBHICTIO BIJIIYKOBYBAaTH HETPAIAUIIMHI IUISXA BHUPIIICHHS
npoOJeM peanizallli HaB4aJIbHO-TpEeHYyBaJIbHOTO Tiporiecy. [1[o6 ycminHo BUKOHYBaTH
3aB/IaHHS OCBITH, CY4YaCHOMY BUYHUTENIO MOTPIOHO MOCTIMHO CaMOBJOCKOHAIIOBATUCH
HE JIMIIE Ha PIBHI yMUIOro pealizaTopa HaBUaJbHUX IMPOTpPaM, ajie¢ ¥ B KOHTEKCTI
BUUTENIS-OCIIIIHAKA, METOJI0JIOTa J1aJEeKTUYHOTO B3aEMO3B’ 3Ky Cy0’ €KT-00’€KTHOT
B3aemonii. ToMy,  aKTyajdpHOIO  JIMIIAETHCA  TpoOsieMa  BIOCKOHAJICHHS
METOAOJIOTTYHOI KYJIBTYpH CydacHUX (haxiBIliB (pi3MUHOT0 BUXOBAHHSI.

Ha mamy nymKy, HEMOXJIMBO BHUPINIYBATH BaXKJIWBI MpoOiIeMu Teopii i
MPAKTUKH (HI3UYHOTO BUXOBAHHS IMIIPOCTAIOYOr0 MOKOJIIHHS 0€3 3HaHb 1 JOCBIAY 3
METOMIOJOTIi HAyKOBUX JOCHIKEHb Yy Tamy3i ¢GiduyHoi KyneTypu. Ilig wac
MATOTOBKHA B 3aKJIaJax BHINOi OCBITH, cydacHWU (axiBemb (Hi3MYHOTO BUXOBAHHS
MOBUHEH OBOJIOJITY HA BHCOKOMY HAayKOBOMY pIBHI TEOpI€I0 Ta METOJHKOIO
BUKJIAJJaHHA KOHKPETHHUX BHUJIIB CIOPTY, a TaKOX JUIAKTHKOI (PI3MIHOTO

BHUXOBaHHAI.
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