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THE ROLE OF ASSOCIATIVE THINKING IN THE PROCESS OF
LEARNING TO PLAY THE PIANO

Abstract. The article is devoted to the problem of education of associative and
figurative thinking as the most important factor in improving the quality of professional
training of a musician-performer, teacher-musician. The peculiarities of the
functioning of associative thinking in the performance process of a pianist are
determined. Methodical principles for activating associative thinking in the process of
piano training have been developed.
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POJIb ACOIIATUBHOI'O MUCJIEHHA B ITPOLECI
HABYAHHSA I'PI HA ®OPTEIIAHO

Anomayia. Cmamms npucesuena npooiemi UX08AHHI ACOYIAMUBHO-00PA3ZHO20
MUCTIeHHSL  SIK  HAUBAJICIUBIULO020 HUHHUKA NIOBUWEHHSA sAKocmi  npogecilinoi
ni020MOBKU MY3UKAHMA-8UKOHABYS, nedazo2a-my3ukaunma. Busnaueno ocobausocmi
(DYHKYIOHYBAHHA ACOYIAMUBHO20 MUCIEHHA V BUKOHABCLKOMY npoyeci niamicma.
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Po3pobneno memoouuni 3acaou no akmusizayii acoyiamueno2o MUCieHHs 8 Npoyeci
GopmenianHoi ni02omosKu.

Knrwouoei cnoea: mucnenns, acoyiamuene Mucienus, popmeniaHua nio2comosKa,
nianicm.

The language of music differs from the language of other types of art in a high
degree of generalization and abstraction. The specific intonation basis of music
involves «the organization of sounds in such a way that they evoke certain associations
and ideas in performers and listeners» (Kartashova, 2010).

Associative-figurative thinking in the context of musical pedagogy is considered
as «genetically conditioned, universal mechanism of holistic perception and display of
objects of knowledge with the help of artistic images, connected to each other
according to the principle of association (correlation, comparison, simile), which carry
a certain semantic load in the compositional structure of the work» (Zgurska, 2019,
p. 70).

It is quite natural for scientists to say that the education of associative and
figurative thinking is the most important factor in improving the quality of professional
training of a musician-performer, teacher-musician. The establishment of associative
connections contributes to the expansion of the visual palette of the work, activation of
creative imagination and enrichment of students' imagination, more complete
disclosure of the content of music.

The functioning of musical thinking, in particular in the performer, begins with
an emotional reaction to intonation. According to scientists, this process is possible due
to the activity of the internal auditory sphere, which forms a representation. The unity
of «imagination, images, associative connections, knowledge and practical skills
contribute to the formation of a full-fledged performance image» (Kozyr, 2008).

Associations activate imaginative thinking, emotions, creative attitude to
performance. Musical performance is a living story. Its content is drawn from life
experiences, impressions, nature, art, and historical surroundings. In each work there
is something that connects the performer with real life It is impossible to imagine music
for music's sake, without human experiences.

Active creative imagination, associative thinking is always the independent
creation of new, original images. In a creative performance act, figurative
interpretation, technical implementation and perception of a musical work are
combined. The problem of music perception is one of the most complex problems, due
to the subjectivity of this process. At the early stages of learning, the individual should
be involved in the exciting process of visual decoding of the work, related to the
perception of works of art.
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To develop musical perception means to be affected by the feelings and moods
embodied by the composer with the help of specially organized sounds, to include the
listener in the process of active co-creation and empathy of ideas and images expressed
in the language of non-verbal communication. In addition, this is an understanding of
the means of musical expressiveness, with the help of which (composer, performer)
achieves an aesthetic effect of influence on the personality.

The best artistic traditions in the matter of education of associativeness and
imagery of musical thinking were laid by the luminary of piano art, Henrikh
Gustavovich Neuhaus. The outstanding teacher possessed considerable erudition in the
field of artistic phenomena, perfectly knew poetry, painting, and architecture. Heinrich
Neuhaus skillfully used poetic and artistic images, possessed a bright and imaginative
language. Appropriate associations and comparisons stimulated the students'
imagination and contributed to meaningful creative interpretation.

The combination of two types of thinking — figurative and associative in the
context of musical pedagogy is clearly visible in practical activities. For the
development of associative thinking, the following stages of work on a work can be
distinguished: determining its artistic content, the nature of musical images, outlining
the circle of associations and analogies with the involvement of material from other
musical works, other types of art, historical events, etc.

In practical work on a musical piece, parallels can be both generalized and more
local, detailed. In particular, a sharp change in tonality in music is close in its artistic
content to a change in the angle of shooting in cinematography (a combination of large
and general plans) or a sudden change of scenery on a theater stage.

It is known that when training a performer, a lot depends on the ability of the
teacher to evoke the necessary playing sensations in the student, to explain, to convey
his own sensory impressions, penetrating into the deep «mechanism» of sound
production. Therefore, numerous «verbal adaptations», original comparisons and
figurative analogies appeared, for insightful awareness of every moment of touching
the instrument.

Executive skill, technical perfection was closely combined with imaginative
associative thinking, breadth of life outlook. Setting students up for active contact with
the instrument, well-known teachers (G. Neuhaus, Ya. Zak) directed attention to
finding the «heart» of the key, its soul. They endowed the sound matter with various
metaphors and comparisons, such as: «breathing basses», «pearl passages», «flowering
soundy, «hairy soundy, «epic sound», «sound laboratory», «legato of feelings».

The use of associative juxtapositions with the sound of orchestral instruments is
quite an effective tool that penetrates the sphere of education of students' musical
imagination. So, in Beethoven's sonatas, we constantly find touches, presentation
techniques, textured figurations characteristic of certain orchestral instruments.
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Massity, the fullness of the chords is associated with the presentation of an orchestral
tutti, the quarto-fifth intonations in the high register resemble the calls of trumpets, we
recognize the cello by the characteristic timbre of the small octave, the timpani — by
the deaf tremolo in the bass.

Playing the piano is an important form of personal cultural growth and self-
improvement. It is in the process of piano performance that optimal conditions are
created for the development of musical thinking. Comprehension of the logic of the
construction of the work, work on genre features, auditory self-control — all this
expands the individual experience of the performer.

Systematic involvement of students in performing activities in the piano class
promotes self-development, self-improvement, and forms musical culture.
Interpretation and its actualization in performance helps to develop student, awareness
of difficulties and their overcoming contribute to self-improvement, technical mastery,
performing artistry.
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