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BUSIMUJU MUZIKOS
MOKYTOJU POZIURIS |
MUZIKINES IMPROVIZACIJOS
PANAUDOJIMO GALIMYBES
UGDANT(-IS) KURYBISKUMA

Anotacija

Straipsnyje atskleidZziama muzikos impro-
vizacijos samprata, analizuojamas busimuyjy
muzikos mokytoju poziliris | improvizavimo
teikiamas galimybes ugdant kirybisSkuma.
Empirinéje dalyje pristatomi bandomojo ty-
rimo rezultatai, atskleidziantys universitete
studijuojanciy muzikos pedagogikos baka-
lauro studenty improvizavimo, kiirybiskumo
isivertinimo lygi, ju poziliri { improvizacijos
taikymo galimybes pedagoginéje veikloje.

Pagrindiniai Zodziai: muzikos improvizaci-
Jja, kirybiskumo ugdymas.

Ivadas

Intensyvios $vietimo kaitos salygomis pe-
dagogams keliami vis aukstesni reikalavimai
— keisti, tobulinti mokykla, ugdyti asmeny-
bes, galinCias se¢kmingai veikti Siuolaikingje
visuomenéje. Neabejotinai svarbus kiirybingo
mokymo(si) ir kurybiSkumo lavinimo eduka-
ciniame procese rysys. Aktualu tirti ir plétoti
kiirybiskuma ir kiryba, tvir¢iau susieti me-
nines ir kiirybines disciplinas, skatinti inten-
syvesni, sistemingesnj ir ivairesni meno ins-
titucijy, aukstyju mokykly ir mokslo institu-
ciju bendradarbiavima (Zalioji knyga, 2010).
Kirybingumas kaip gebéjimas matyti idéjy
sasajas ir kurti naujas id¢jas, originaliai mas-

THE ATTITUDE OF
FUTURE MUSIC
TEACHERS TOWARDS THE
POSSIBILITIES TO USE
MUSICAL IMPROVISATION
IN (SELF-) DEVELOPMENT
OF CREATIVITY

Abstract

The article reveals the conception
of musical improvisation, analyses the
attitude of future music teachers towards
the possibilities provided by improvisation
in developing creativity. The empirical
part presents results of the pilot research
revealing the level of self-assessment in
the fields of improvisation, creativity of
university undergraduate students of music
pedagogy as well as their attitude towards
the possibilities to apply improvisation in
pedagogical activities.

Key words: musical
development of creativity.

improvisation,

Introduction

Under the conditions of intensive
changes, pedagogues face increasing high
requirements to change, perfect school,
to educate personalities who are able to
successfully act in contemporary society.
No doubt, the link between creative
teaching/learning and development of
creativity in the educational process
is highly important. It is relevant to
investigate and develop creativity and
creation, to more closely relate artistic and
creative disciplines, to encourage more
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tyti, gebéti pritaikyti patirti naujose situacijose
akcentuojamos Vidurinio ugdymo bendryjy
programose (2011).

Siuolaikiniy mokslininky studijose kiirybis-
kumas siejamas su mastymo laisve ir intuicija,
paremta patirtimi, kiirybiniais gebéjimais, vi-
dine motyvacija (Feldman, Sawyer, 2003). E.
P. Torrance (1965) kiirybiskuma vertino kaip
gebéjima izvelgti problemas, rasti savita ju
sprendima, T. A. Amabile (1983) kiirybiskuma
pateikia kaip sudétinga ivairiy asmenybés sa-
vybiy visuma, atsiskleidzian¢ia samoningomis
pastangomis. Pasak humanistinés pedagogikos
atstovy A. Maslow (2006) ir C. Rogers (1989),
kiirybiska asmenybé gali biiti ugdoma menu, o
poreikis bti kiirybiskam priklauso nuo jgimto
troskimo realizuoti savo poreikius kurti.

Mokslinése studijose (Jonyniené, 1987; Pe-
trulyte, 2001) isskiriamos kiirybiskumo tyri-
my kryptys — kiirybiskos asmenybés bruozai,
kiirybos rezultatas, kirybiskuma lemiantys
veiksniai, meninés ir mokslinés kiirybos pro-
ceso ypatumai. Nors meninéje (muzikinéje)
kiiryboje labai svarblis aspektai yra kiirybos
specifika, pobiidis, laiko ir vaizdiniy sasajos,
komponavimo ir atlikimo vienové, tac¢iau dau-
gumos autoriy (K. Orff 1975; C. Azzara, 2006
ir kt.) nuomone, vienas efektyvesniy kiirybiniy
gebéjimy skatinimo biidy yra ugdytinio itrau-
kimas i muzikos improvizacija kaip i ,,muzi-
kos kiirimo procesa atlikimo metu (Muzikos
enciklopedija 11, 2003, p. 15).

Lietuvos muzikos pedagogikoje démesys
kreipiamas { skirtingus muzikos improvizaci-
jos panaudojimo aspektus bendrojo lavinimo
mokykloje. Profesionalios improvizacinés mu-
zikos riiSies — dziazo improvizacijos — teorijos
ir metodikos klausimus analizavo S. Siau¢iulis
(1991), L. Rimsa (2000). V. Barkauskas (2007)
i8skyré asociatyvinés pantonacinés improviza-
cijos metodikos taikymo reik§me universitete.
Deja, muzikos improvizacija, jos svarba ren-
giant blisimuosius muzikos mokytojus, tyriné-
ta nepakankamai. Néra analizuotos muzikos
improvizacijos taikymo galimybés studenty
kirybiskumo ugdymo aspektu. Su minétais

active, systematic and diverse collaboration of
art institutions, higher education institutions
and research institutions (Zalioji knyga,
2010). Creativity as an ability to see the
interrelations of ideas and to create new
ideas, to think originally, to be able to apply
experience in new situations are among the
key competences being developed under the
provisions of Secondary Education General
Programmes (Vidurinio ugdymo bendrosios
programos, 2011).

In their studies, contemporary scholars
relate creativity to the freedom of thinking and
intuition based on experience, creative abilities,
inner motivation (Feldman, Sawyer, 2003).
E. P. Torrance (1965) evaluated creativity
as the ability to notice the problems, to find
a specific solution to them; T. A. Amabile
(1983) introduces creativity as a complex
unity of diverse features of a personality
being revealed through conscious endeavours.
According to representatives of the humanistic
pedagogy, such as A. Maslow (2006) and
C. Rogers (1989), a creative personality can
be educated through art, and the need to be
creative depends on the inborn striving to
implement one’s needs to create.

Scientific  studies  (Jonyniené, 1987,
Petrulyteé, 2001) single out the fields of research
on creativity: features of a creative personality,
result of creation, factors predetermining
creativity, peculiarities of the artistic and
scientific creativity process. Even though
in artistic (music) creativity such aspects as
specificity, character of creation, interrelations
of time and images, unity of composing and
performance are very important, nevertheless,
many authors (K. Orff 1975; C. Azzara, 2006
etc.) hold the opinion that the involvement
of a student into musical improvisation as
into “the process of music creation during
its performance” (Muzikos enciklopedija II,
2003, p. 15) is one of the most effective means
to stimulate creative abilities.

Music pedagogy in Lithuania focuses
attention on different aspects of musical
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veiksniais siejama tyrimo problema — kaip
muzikos improvizacijos panaudojimo galimy-
bes ugdant(-is) kiirybiskuma vertina universi-
tetiniy aukstyju mokykly studentai.

Tyrimo tikslas — istirti biisimyjy muzikos
mokytojy poziliri i muzikinés improviza-
cijos teikiamas galimybes juy kiirybiskumo
ugdymui(si).

Tyrimo uZdaviniai: teoriSkai pagristi mu-
zikos improvizacijos ugdomaja reikSme; at-
skleisti improvizavimo panaudojant dziazo
elementus prielaidas bisimyjy muzikos moky-
tojy ktirybiskumui ugdyti(-s); empiriskai istir-
ti muzikos pedagogikos specialybés studenty
poziiiri i improvizacijos pritaikymo galimybes
muzikinéje pedagoginéje veikloje.

Muzikos improvizacijos samprata

Improvizacijos terminas kilgs i$ lotyny kal-
bos zodzio improvisus (nenumatytas, netiké-
tas). Improvizacija biidinga liaudies kirybai
ir kai kurioms profesionaliojo meno Sakoms
(Muzikos enciklopedija, 11, 2003). Improviza-
vimas yra prasmingy muzikiniy idéjy israiska,
leidzianti iSreiksti savo vidini pasauli ir yra
savaime lavinanti muzikaluma visais muzikos
aspektais. Muzikalumo lavinimas improvi-
zuojant suteikia konteksta muzikos suprati-
mui ja skaitant ir kuriant. Improvizacija apima
muzikinio patyrimo jtraukima, kurio metu te-
orinés Zinios siejamos su anks¢iau iSmoktais
dalykais. Tarp muzikos klausymosi, impro-
vizavimo, skaitymo, raS§ymo ir analizavimo
yra glaudus rySys. Muzikinés improvizacijos
kontekste kiekvienas $iy komponenty poten-
cialiai veikia vienas kita (Azzara, 2006). Anot
A. Farber (1996), improvizavimas yra sponta-
nisko i§radimo menas, kuris moko klausytis ir
suvokti muzika, suteikia kita poziiiri { ja, rei-
kalauja tvarkos ir skonio, lygiai taip pat kaip ir
muzikos kiirimas, atlikimas. Improvizavimas
naudingas teorijai studijuoti, suteikia pagrin-
da mokytis kiiriniy. Improvizuojant, eksperi-
mentuojant iSbandomas ne tik kompozitoriaus
pateiktas biidas, bet ir kiti variantai, { originala
zvelgiama kritiSkiau. S. Malcevas (Maubles,
1991) akcentuoja akivaizdy muzikos improvi-

improvisation application in comprehensive
school. The issues of theory and methods of
professional improvisation music kind, i.e. jazz
improvisations, were dealt with by S. Siau¢iulis
(1991), L. Rimsa (2000). V. Barkauskas (2007)
singled out the significance of application of
associative panmodal improvisation methods
in university. However, musical improvisation
in training future music teachers has not
been sufficiently investigated. There are no
analysed possibilities of application of music
improvisation in the aspect of development
of students’ creativity. The factors mentioned
deal with the research problem which is how
musical improvisation possibilities applied in
(self-) development of creativity are assessed
by students of university-type institutions of
higher education.

The aim of the research is to investigate
the attitude of future music teachers towards
the possibilities provided by musical
improvisation for development of (self-)
development of creativity.

The objectives of the research: to
theoretically  ground the  educational
significance of musical improvisation; to
reveal the preconditions of employment of
jazz elements in improvisation for (self-)
development of future music teachers’
creativity; to empirically investigate the
attitude of music pedagogy speciality students
towards the possibility of application of
improvisation in music pedagogy activities.

The conception of musical improvisation

The term of improvisation comes from the
Latin language word improvisus (unplanned,
unexpected). Improvisation is characteristic to
folk creation and some branches of professional
art (Muzikos enciklopedija, II, 2003).
Improvisation is expression of meaningful
musical ideas enabling expression of own
inner world and is developing musicianship in
all aspects of music per se. Development of
musicianship through improvisation provides
a context for music perception while reading
and creating it. Improvisation encompasses the
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zacijos ir i§ anksto susidaryto mastymo rysj,
centrinés nervy sistemos gebéjima pagal anks-
tesng patirti modeliuoti biisimy ivykiy eiga ir
rezultatus. Improvizacijos metu atsiranda ko-
reliacija tarp vidinés klausos vaizdiniy ir ge-
béjimo atlikti muzika.

Improvizacija laikoma pagrindiniu muzi-
kavimo principu dziazo muzikoje. Dziazas
gimé transformuojant Europos kompozicijos
tradicija, asimiliuojant kai kuriuos jos elemen-
tus (Rimsa, 2000). Dziazo improvizacija — tai
kiirybinis procesas, kur tuo pat metu susilie-
ja komponavimas ir atlikimas. Ilgai dziaziné
improvizacija buvo apibréziama kaip klasi-
kinés muzikos melodinés linijos ornamenta-
vimas (akademiné kanonizuota improviza-
cija). Dziazo muzikoje i$skiriamos ritminés,
melodinés, laisvosios, modalinés, netonalios
improvizacijos rasys. Improvizuojant vyksta
temos transformavimas, varijavimas, ritminio
piesinio interpretacija ir kt. Laisvoji impro-
vizacija neblina susieta su temos melodine
medziaga, jos neplétoja, bet yra pagrista har-
monijos garsais ir kartu neakordiniais tonais
(Siauciulis, 1999). Modalin¢je improvizacijo-
je dominuoja dermés (garsiaeilis nuo bet ku-
rio mazorinés gamos laipsnio). Modaliskumu
dziaze laikomas specifinis melodinés impro-
vizacijos santykis su harmonija. Nefonali im-
provizacija — tai muzika be aiSkaus tonacinio
centro ir jprasto akordy-dermiy santykio. Nors
dziazo improvizacija laikoma santykinai lais-
va muzikavimo forma, taiau ja salygoja dzia-
7o improvizacijos kalba ir logika, intonacinis,
ritminis-harmoninis kvadratas, stilistika, atli-
kimo maniera. S. Siau¢iulio (1999) teigimu,
improvizuotojui buidingas individualus, itiki-
nantis, intuityvus ir greitas mastymas. Geras
improvizatorius paprastai sugeba savarankis-
kai sukurti konkre¢iam kariniui keliy ar net
keliasdesimt kvadraty improvizacija. Dziazo
improvizacija remiasi P. Ramshaw (2006) ty-
rimais, kur nagrinéjamas karybiskas kom-
ponavimas. P. Ramshaw jrodé $ios analogijos
reik§me suvokiant kiarybiskumg. Atskleisda-
mas improvizacijai budinga rysj tarp kompo-

joining of musical experience when theoretical
knowledge is being related to previously learnt
subjects. There is a strong connection among
listening to the music, improvisation, reading,
writing and analysis. In the context of musical
improvisation, each of these components
potentially impacts the other (Azzara, 2006).
AccordingtoA. Farber (1996), improvisationis
the art of spontaneous discovery which teaches
to listen to and understand music, provides the
other point of view towards it, requires the
order and taste like creation, performance of
music too. Improvisation is useful for studying
theory, provides the basis for learning pieces.
When improvising, experimenting, not only
the way presented by a composer but also
other variants are being tested, the original
is being treated more critically. S. Malcev
(MasbrieB, 1991) emphasises the obvious
relation between musical improvisation and
anticipatory thinking, the ability of the central
nervous system to model the proceeding of
future events and results on the ground of
previous experience. During improvisation,
the correlation between inner audition images
and the ability to perform music appears.
Improvisation is treated as the major
principle of music performance in jazz music.
Jazz was born when transforming the European
tradition of composition, assimilating some its
elements (Rim a, 2000). Jazz improvisation
is a creative process where simultaneously
composing and performance mingle. For a
long time, jazz improvisation was defined as
ornamentation of a classical music melodic line
(academic canonised improvisation). In jazz
music, the kinds of rhythmic, melodic, free,
modal, atonal improvisation are distinguished.
When improvising the transformation of a
theme, variation, interpretation of a rhythmic
pattern etc. proceed. The free improvisation
is not related to the melodic material of the
theme, it is not being developed but this kind
of improvisation rather is based on harmony
sounds and also non-accord tones (Siau¢iulis,
1999). In modal improvisation, tunes (sound-
line from any step of major gamut) dominate.
Modality in jazz is a specific relation between
melodic improvisation and harmony. Atonal
improvisation is music without a clear tonal
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navimo ir atlikimo, autorius pateikia jj kaip in-
terpretavimo mechanizmg, sutapatina su H. G.
Gadamerio filosofine hermeneutika: ,,suprasti
perduodamg prasme reiskia ne ja objektyviai
atkurti, bet integruoti ja i savo patirties lauka,
kuriame nuolat bendrauja praeitis ir dabartis®
(Ramshaw, 2006, p. 147).

Muzikos improvizacijos taikymas muzi-
kinéje pedagoginéje praktikoje

Muzikos mokytojui be muzikiniy teoriniy
ziniy, dirigavimo, muzikos atlikimo (instru-
mentinio, vokalinio) igiidziy i§ naty reikalinga
grojimo i§ klausos, akompanavimo, impro-
vizavimo jvairiais muzikos stiliais, kiriniy
aranzavimo ir transkribavimo patirtis. Peda-
goginéje praktikoje susiduriama su bitinybe
akompanuoti dainoms, pjeséms ir kt. Ne visi
kiiriniai turi originalius akompanimentus, todél
muzikos mokytojui tenka juos kurti. Akompa-
navimas — tai spontaniskas procesas, kuriame
ne tik sprendziama, ka daryti, bet reikia zai-
biskai prisitaikyti (Rim8a, 2000). Akompani-
mentui greta klasikinés harmonijos, ritmikos
gali biiti naudojami ir dziazo improvizacijos
elementai — padidinti, sumazinti akordai, sep-
takordai ir atitinkamos dermés, ,klajojantis
akcentas®, sinkopés, uzlaikytos natos, dzia-
zinés stilistikos (bugi-vugi, regtaimo, svingo,
bliuzo) ivairové ir kt. Pedagogingje praktikoje
aktual@is repertuaro aranzavimo (pritaikymo
ivairios sudéties mokykliniams kolektyvams)
klausimai. Muzikos kiirinio franskripcija turi
sasajy su aranzuote ar instrumentuote, gali
biti labiau nutolusi nuo originalo. Transkri-
buojant kirinius, t. y. pritaikant juos kitokios
sudéties atlikimui, negu autoriaus nurodyta,
galima praturtinti teming medziaga, pasiekti
laisvesnio kiirybiniy muzikiniy idéjy ir minciy
plétojimo, faktiiros transformavimo naudojant
dziazui biidingus netercinés sandaros ir aran-
zuotus akordus, ritmika, melodika, dermes.
Melodingje improvizacijoje naudojami ne tik
pagrindiniai akordy garsai, bet ir pereinamieji
bei pagalbiniai, kurie biina diatoniniai ir chro-

centre and usual relation of accords and tunes.
Even though jazz improvisation is considered
as relevantly free form of music performance,
however, it is conditioned by the language and
logic ofjazz improvisation, the tonal, rhythmic-
harmonious square, stylistics, manner of
performance. As S. Siauciulis (1999) puts it,
an improviser is attributed with individual,
suggestive, intuitive and quick thinking; a good
improviser is usually able to independently
create an improvisation of several or even
several tens for a particular piece. P. Ramshaw
(2006) refers to jazz improvisation when
investigating creative composing and proving
significance of this analogy in perceiving
creativity. When revealing the link between
composing and performance characteristic
to improvisation, the author presents it as
an interpretation mechanism, identifying it
with the hermeneutics philosophy of H. G.
Gadamer: “to understand the meaning being
transferred means not to objectively reproduce
it but to integrate it into the field of own
experience where the past and the present are
constantly communicating” (Ramshaw, 2006,
p- 147).

Application of musical improvisation in
musical pedagogical practice

Besides theoretical knowledge on music,
conducting, sheet music performance
(instrumental, vocal) skills, a music teacher
needs to have some experience in performance
aurally, = accompaniment,  improvisation
in various music styles, arrangement and
transcription of pieces. In pedagogical practice,
the necessity to accompany songs, pieces etc.
is faced. Not all creative pieces have original
accompaniments; therefore, a music teacher
has to create them. Accompaniment is a
spontaneous process where not only decisions
on what to do are being made butalso itis a must
to instantly get adjusted (Rim a, 2000). Besides
classical harmony, rhythm, accompaniment
may employ jazz improvisation elements too,
i.e. increased, decreased accords, septiaccords
and appropriate tunes, “travelling emphasis”,
syncopations, retained notes, diversity of jazz
stylistics (boogie-woogie, ragtime, swing,
blues) etc. In pedagogical practice, the issues
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matiniai. Dainuojant (i virSaus, i§ apacios)
akordy laipsnius, svarbu tiksliai intonuoti ne
tik akordines natas, bet ir papildomus alteruo-
tus laipsnius, kurie gali biiti atlickami ,kiek
auk$Ciau® arba ,kiek zemiau“. Atitinkamai
intonuojant, t. y. dainuojant vos vos aukséiau
nei absoliutus aukstis, sukuriamas tembro
$viesumas, aiSkumas. Siek tiek paZzeminus,
iSgaunamas astrus saskambis kai akordams
suteikiama charakteringa spalva, vystomas
dainininky vidinés intonacinés klausos jautru-
mas, intonavimo tikslumas, dermés, harmoni-
jos pojitis. Solfedziuojant ugdoma muzikiné
(intonacing, harmoning, vidiné, tembring, der-
miné, meloding, ritminé) klausa. Improviza-
cinés-kiirybinés uzduotys, praturtintos dziazo
elementais (improvizavimas akordiniais ir
pereinamaisiais garsais, ,,dziazo kvadratas®,
bliuzo gama), pritaikomos tiek individualiam,
tiek ir kolektyviniam atlikimui. Improvizavi-
mas dermiy ir gamy pagrindu padeda tobulinti
individualia grojimo technika. Derminiai, me-
lodiniai-ritminiai elementai samonéje atitinka
tam tikrus aplikacinius modelius. Spontaniskai
pasirinkus (audijuojant, mintyse perdainavus)
bet kuri i$ ju, atkuriama ir atlickama melodija
i$ klausos nesinaudojant natomis. Muzikos te-
oriniy pagrindy ir jau minéty aplikaciniy-ref-
leksiniy igtidziy taikymas sudaro esming bazg,
kuria remiantis mokomasi improvizuoti, groti
panaudojat harmonines funkcijas.

Tyrimo organizavimo metodika ir instru-
mentas

Tyrime dalyvavo 186 muzikos pedagogikos
studentai, studijuojantys Lietuvos edukologi-
jos universitete (55), Vytauto Didziojo univer-
sitete (21), Klaipédos universitete (24), Lietu-
vos muzikos ir teatro akademijoje (21), Siauliy
universitete (65). 100 apklausos dalyviy baige
konservatorija, 78 — meno (muzikos) moky-
kla, 8 — ankstesnio muzikinio i$silavinimo ne-
nurodé. Dominavo fortepijono (45), chorinio
dirigavimo (28), puc¢iamuyjy (9), dainavimo
(9) ir kt. specialybés.

Tyrimas atliktas taikant teorinés moksli-

of arrangement of repertoire (adjustment to
school bands of various composition) are
relevant. Transcription of a music piece bears
links with arrangement or instrumentation, can
be distant to the original. When transcribing
pieces, i.e. adjusting them to performance by
a different composition than indicated by the
author, thematic material may be enriched,
more free development of creative musical
ideas and thoughts, transformation of facture
by using characteristic to jazz accords of non-
traditional structure and arranged accords,
rhythm, melody, tunes can be achieved. In
melodic improvisation, not only major sounds
of accords are used but also transitional
and auxiliary accords which are diatonic
and chromatic. When singing (downwards,
upwards) steps of accords, it is important
to exactly intone not only the accord notes
but also additional altered steps which can
be performed “a little higher” or “a little
lower”. When appropriately intoning, i.e.
singing a little higher than the absolute height,
lightness, clarity of a timbre is being created.
If lowering a little, an acute consonance is
obtained. When giving accords a characteristic
colour, sensitiveness of singers’ inner tonal
audition, exactness of intonation, the sense
of accord, harmony are being developed.
During solmisation, one’s musical ear (tonal,
harmonic, inner, timber, tunal, melodic,
rhythmic audition) is being developed.
Improvisational-creative tasks enriched with
jazz elements (improvisation with accord
and transitional sounds, “jazz square”, blues
gamut) are adjusted to both individual and
group performance. Improvisation on the
ground of tunes and gamut helps to improve
individual technique of performance. Tunal,
melodic-rthythmic elements match certain
applicable models in one’s consciousness.
When spontaneously choosing (auditioning,
re-singing in mind) any of them, a melody is
being re-created and performed aurally without
using sheet music. Mastery of fundamentals
of music theory and already mentioned
applicable-reflexive skills forms the essential
basis which is referred to when learning to
improvise, play using harmonic functions.
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nés literatliros analizés, anketinés apklausos,
kiekybinés tyrimo duomeny analizés, panau-
dojant aprasomaja statistika pagal SPSS (Sta-
tistical Package for Social Sciences, 17) kom-
piuterinés programinés jrangos aprasomosios
statistikos paketa, metodus.

Anketine apklausa siekta iSrySkinti respon-
denty pozitiri i muzikos improvizacijos teikia-
mas edukacines galimybes. Anketa sudaré 29
klausimai, suskirstyti i 5 diagnostinius blokus.
I pirmaji klausimy bloka iéjo klausimai, susije¢
su studenty pozitiriu { muzikos improvizaci-
ja, igytos improvizavimo patirties vertinimu
bei poreikiu improvizuoti. Muzikos improvi-
zacijos pritaikomumo pedagoginéje veikloje
klausimai siejo antraja grupg. Treciasis blokas
skirtas studenty improvizavimo, kiirybiniy ge-
béjimy, kompozicijos ziniy lygiui isivertinti.
Ketvirtoji klausimy grupé atspindéjo impro-
vizacijos teoriniy ziniy ir jgiidziy jigijimo ga-
limybes muzikinio ugdymo istaigose. Penk-
tojoje pateiktais klausimais siekta atskleisti
studenty pozilir] | muzikos improvizacijos
reik§me ugdant kiirybiskuma, analitini masty-
ma, lavinant muziking klausa, skatinant mo-
kymosi motyvacija.

Atsakymams koduoti naudota Likerto skalé
su vidurine (neutralia) kategorija. Improviza-
vimo, kiirybiniy geb¢jimy, kompozicijos te-
oriniy ziniy jsivertinimo duomenys grupuoti
pagal rangine skalg. Anketos skaliy vidinis
patikimumas tikrintas Cronbach o koefici-
ento reikSme. Nustatyta, kad skaliy elemen-
tai tarpusavyje susijg, nes koeficientas lygus
0,678. Tai rodo pakankama skaliy vidini pa-
tikimuma.

Pasitelkus statistini Chi kvadrato kriterijy
palyginti skirtingose aukstosiose mokyklose
studijuojanciy studenty pozitiriy skirtumai.
Buvo ieskota sasaju tarp improvizacijos pa-
grindy pritaikymo ir kirybiSkumo muzikos
komponavimo srityje bei improvizavimo {si-
vertinimo lygio, dziazo teoriniy pagrindy zi-
nojimo ir kirybiniy gebéjimy jsivertinimo,
turimos improvizavimo patirties ir kiirybisku-
mo isivertinimo. Stulpelyje Value pateikta Chi

Methods of research organisation and the
instrument

186 music pedagogy students from
Lithuanian University of Educational Science
(55), Vytautas Magnus University Music
Academy (21), Klaipéda University (24),
Lithuanian Academy of Music and Theatre
(21), Siauliai University (65) took part in the
research. 100 participants of the survey were
conservatoire graduates, 78 were art (music)
school graduates, 8 did not indicate their
previous music-related education. Specialities
of grand piano (45), choral singing (28),
wind instruments (9), singing(9) etc. were
predominant.

The research was carried out by applying
analysis of scientific literature, questionnaire-
based survey, quantitative analysis of research
data employing the descriptive statistics
software SPSS (Statistical Package for Social
Sciences, 17).

By applying the questionnaire-based survey,
it was aimed at finding out the respondents’
attitude towards educational possibilities
provided by musical improvisation. The
questionnaire consisted of 29 questions
divided into 5 diagnostic blocks. The first block
encompassed questions related to students’
attitude towards musical improvisation,
assessment of gained improvisation experience
and the need to improvise. Questions on
applicability of musical improvisation in
pedagogicalactivities formedthe second group.
The third block was dedicated to assessment
of the level of students’ knowledge on
composition, improvisation, creative abilities.
The fourth group of questions reflected the
possibilities to gain theoretical knowledge on
and skills of improvisation in music education
institutions. The fifth group included questions
aiming to reveal students’ attitude towards
significance of musical improvisation in
developing creativity, analytical thinking,
an ear for music, stimulating motivation for
learning.

The answers were coded by employing the
Likert scale including the average (neutral)
category. The data of self-assessment
regarding improvisation, creative abilities,
theoretical knowledge on composition was
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kvadrato kriterijaus statistika, df parodytas
kriterijaus laisvés laipsniy skaicius. Chi kva-
drato kriterijaus statistikos reikSmé ir laisvés
laipsniy skai¢ius naudoti procenty skirtumo
statistiniam reik§mingumui apskaiciuoti (zr. 1
lentelg), kai p<0,05.

Taikant dispersing analiz¢ (angl. Analysis
of Variance, ANOVA) buvo palyginti studen-
ty improvizavimo gebéjimy ir improvizacijos
teoriniy Ziniy ir igtidziy isivertinimo vidurkiai
(atskirai pagal tyrime dalyvavusias aukstasias
mokyklas).

Tyrimo rezultatai ir jy aptarimas

Tyrimo rezultaty duomenimis, didzioji dau-
guma studentu pripaZista muzikos improviza-
cijos ugdomaja reiksme (zr. 1 lentelg).

grouped according to the rating scale. Inner
reliability of the questionnaire’s scales was
tested by the Cronbach a. coefficient value.
It was estimated that elements of scales were
interrelated because the coefficient was equal
to 0.678. This shows sufficient inner reliability
of scales.

By employing the statistical criterion of Chi
square, differences among attitudes of students
from different institutions of higher education
were compared. Interrelations between
knowledge on fundamentals of improvisation
and creativity in the field of music composition
as well as the level of self-assessment in
the field of improvisation, knowledge on
theoretical fundamentals of jazz and creative
abilities, between obtained experience
in improvisation and self-assessment of

1 lentelé. Studenty nuomoné apie muzikos improvizacijos taikymo edukacines galimybes (N=186)
Table 1 Students’ opinion in educational possibilities of application of musical improvisation

(N=186)

S s . " . Is Asymp.
Muzikos improvizacija gali padéti: Taip . Ne Value .
Musical improvisation is helpful in: Yes dalies No df Sig.

Partly (2-sised)
ugdyti kiirybiskuma 82,8% 15,6% 1,6% 35,265 8 0,000
Development of creativity
lavinti muziking klausa 73,1% 24,2% 2,7% 7,692 8 0,464
Development of an ear for music
udyti analitini mastyma 55,4% 38,2% 6,4% 5,554 8 0,697
Development of analytical thinking
skatinti mokymosi motyvacija 49,5% 43,5% 7,0% 9,111 8 0,333
Stimulation of motivation for learning

Studenty atsakymuose statistiniu pozidiriu
nuomonés labiausiai iSsiskyré vertinant mu-
zikos improvizacijos svarba kirybisSkumo
ugdymui(si). Kintamyju skirstiniai lyginant
skirtingy universitety Sios srities rezultatus ski-
riasi (p<0,00). Skirtumai statistiSkai reikSmin-
gi ir sietini su nevienodu muzikos improviza-
cijai skiriamy valandy skaiciumi kiekvienoje
aukstojoje mokykloje, studenty anksciau igyta
improvizavimo patirtimi, baigta specialybe.
StatistiSkai reikSmingy skirtumy, vertinant
muzikos improvizacijos naudinguma muziki-
nés klausos, analitinio mastymo lavinimui(si),
mokymosi motyvacijos skatinimui, neuzfik-

creativity were sought for. The column Value
displays statistics of the Chi square criterion,
the column df shows the amount degrees of
freedom of the criterion. The value of statistics
of the Chi square criterion and the amount of
degrees of freedom were used for calculation
of statistical significance of the difference in
percentage (see Table 1), when p<0.05.

By employing the analysis of variance
(ANOVA), the averages of students’ self-
assessment of improvisation skills and
theoretical knowledge on improvisation
were compared separately according to the
institutions of higher education that took part
in the research.
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suota. Lietuvos auk$tyju mokykly muzikos
pedagogikos studentai vienodai pripazista mu-
zikos improvizacijos ugdomaja reikSme.

Analizuojant duomenis paaiskéjo biisimyju
muzikos mokytoju improvizavimo isivertini-
mo lygis. Improvizavimo lygiui nustatyti res-
pondentams buvo pateikta lentelé, kuri suda-
ryta remiantis SOLO (Structure of the Obser-
ved Learning Outcome) taksonomija (Bigss,
Coliss, 1982) (Zr. 2 lentelg).

Research results and discussion

According to the research data, majority of
students acknowledge educational significance
of musical improvisation (see Table 1).

From the statistical point of view, opinions
in students’ answers differed the most
concerning assessment of significance of
musical improvisation in (self-) development
of creativity. Distributions of variables, when
comparing results of different universities,
differ (p<0.00). The differences are statistically

significant and should be related to different
amount of hours allocated for musical

2 lentelé. Improvizavimo jsivertinimo lygiai
Table 2 Levels of self-assessment of improvisation

SOLO
. taksonomija S
Lygis PoZymiai
SOLO
Level Features
taxonomy
Spontaniskai atlickamos pavienés natos, nesuprantamos savokos (vertikali,
Labai horizontali, melodiné, harmoniné improvizacija), neturima improvizavimo teoriniy
. Ikistruk-tirinis | pagrindy.
zemas ) . . . .
Very low Pre-structural | Spontaneously performed single notes, unknown notions (vertical, horizontal,
Y melodic, harmonic improvisation), unknown theoretical fundamentals of
improvisation.
Vien- Improvizuojama melodija arba ritmas, arba harmonija (vienas aspektas, poziiirio
Zemas struktiirinis taskas).
Low Single A melody or rhythm, or harmony is being improvised (single aspect, point of
structural view).
Ryskesni pavieniai melodiniai, harmoniniai arba ritminiai epizodai be
Daugia- sarySingumo (du ir daugiau aspekty). Susitelkiama i daugybg pavieniy
Vidutinis strukttrinis improvizacijos komponenty, kurie tarpusavyje nesusijg.
Average Multi- More expressed single melodic, harmonic or rhythmic episodes without
structural interrelation (two and more aspects). Focused on many separate unrelated
components of improvisation.
Kokybiskai mastoma, suprantami harmonijos rysiai, pateikiami skirtingi variantai,
analizuojama, apibendrinama, siejama tai su improvizacija. Keletas aspekty
Aukstas SarySinis integruojama i visuma.

High Inter-relational | Qualitative thinking, the relations of harmony are perceived, different variants are
presented, this is being analysed, generalised, related to improvisation. Several
aspects are integrated into the whole.

SarySinga visuma generuojama | aukStesni abstrakcijos lygi. ISlaikoma

Labai I8plestasis improvizacijos tema, pajau¢iama sandara, vientisumas. Sintezuojama,

N abstraktus apibendrinama, reflektuojama, jauciamas stilius.
aukstas . . . . . . .
. Expanded The interrelating whole is being generalised to a higher level of abstraction.
Very high . T S .
abstract The theme of improvisation is maintained, the structure, coherence are felt. It is
synthesised, generalised, reflected, the style is being felt.
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Tyrimas parodé, kad daugiau kaip pusé res-
pondenty (71%) savo improvizavimq vertina
neigiamai. Tai gali bati paaiSkinama anketo-
je nurodytu improvizavimo gebéjimy (60,2%
— stinga, 30,6% — pakanka dalinai, 9,1% —
pakanka), improvizacijos teoriniy ziniy ir jgi-
dziy trikumu (59,1% — stinga, 33,9% — pakan-
ka dalinai, 7,0% — pakanka). Zemo improviza-
vimo lygio isivertinimo priezastis galima sieti
ir su nepakankamu improvizacijos teoriniy pa-
grindy zinojimu. Paaiskéjo, kad ugdymo istai-
gose nebuvo suteikti improvizavimo pagrindai
gana didelei grupei tiriamyjy (64,5%). Meno/
muzikos mokykloje improvizuoti mokési —
6,5%, konservatorijoje — 9,7%, aukstojoje
mokykloje — 4,3%, savarankiskai — 15,1%
respondenty. Pazymétina, kad bendrojo lavi-
nimo mokykloje su muzikos improvizacija
buvo supazindinti tik 4,7% apklaustyjy. Stu-
dentai, kurie mokydamiesi jgijo improvizavi-
mo teoriniy Ziniy, galés geriau improvizuoti.
Sie studentai yra ir labiau link¢ improvizacijos
meno mokytis savarankiskai.

Dispersinés analizés rezultaty duomeni-
mis, improvizaciniy gebéjimy isivertinimo
vidurkiai statistiskai reik§mingai skiriasi, kai
p<0,017, improvizacijos teoriniy Ziniy ir igii-
dziy, kai p<0,000.

Paaiskéjo, kad jvairias specialybes baigg stu-
dentai skirtingai vertina nora iSmokti impro-
vizuoti (p<0,003). Didziausia dali iSreiSkusiy
norg mokytis improvizacijos sudaré ankstes-
nése ugdymo istaigose fortepijono specialybe
baigg studentai. Tikétina, kad tai dalinai susij¢
su fortepijono kaip instrumento daugiafunkci-
onalumu panaudojant ji akompanuojant, im-
provizuojant, muzikuojant ansamblyje ir kt.

Improvizacija turi daug bendro su muzikos
komponavimo procesu. Muzikos komponavi-
mas yra viena svarbiausiy kiirybiniy gebéjimy
raiskos sri¢iy. Tai produktyvi muzikiné veikla,
kurios metu sukuriamas naujas kiirinys. Kom-
pozitorius suvokia kiirinio sandara logiskai
mastydamas, turi galimybe grizti atgal, ja per-
tvarkyti, o improvizatoriui vienodai svarbu ne
tik analizuoti muzika, bet ir i$laikyti pagrin-

improvisation in each of the institutions of
higher education, also to students’ experience
in improvisation gained before, the speciality
obtained. There were no statistically significant
differences in assessment of usefulness of
musical improvisation for (self-) development
of an ear for music, analytical thinking,
stimulation of motivation for learning.
Music pedagogy students from Lithuanian
institutions of higher education unanimously
acknowledge the educational significance of
musical improvisation.

When analysing data, self-assessment of
future music teachers’ level of improvisation
was found out. In order to estimate the level
of improvisation the respondents were given
a table formed on the ground of the SOLO
(Structure of the Observed Learning Outcome)
taxonomy (Bigss, Coliss, 1982) (see Table 2).

More than half of the respondents (71%)
assessed their improvisation negatively. This
can be explained by the lack of improvisation
abilities (60.2% — lack, 30.6% — partly
sufficient, 9.1% — sufficient), theoretical
knowledge on and skills of improvisation
(59.1% — lack, 33.9% — partly sufficient, 7.0%
— sufficient) indicated in the questionnaire.
The reasons for a low self-assessment of
improvisation level could be also related
to insufficient knowledge of theoretical
fundamentals of improvisation. It was found
out that educational institutions did not render
the fundamentals of improvisation to quite a
big percentage of the surveyed (64.5%). In
art/music school improvisation was taught to
6.5%, in conservatoire to 9.7%, in institution
of higher education to 4.3%, independently —
15.1% of respondents. It should be noted that
only4.7% ofthe surveyed were acquainted with
music improvisation in comprehensive school.
Students who gained theoretical knowledge on
improvisation while learning will have more
capacities for better improvisation. These
students are more keen on learning the art of
improvisation independently.

According to the data of analysis of variance,
averages of self-assessment of improvisational
abilities statistically significantly differ, when
p<0.017, those of theoretical knowledge on
and skills of improvisation, when p<0.006.
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ding anksCiau sukurta idéja, nuspéti tolesni
muzikos vystymasi atlickant ja per tam tikra
laika.

Tyrimu atskleistas studenty kirybiskumo
muzikos komponavimo srityje isivertinimo
lygis, kuriam nustatyti buvo pateikta lentele,
sudaryta SOLO taksonomijos (Bigss, Coliss,
1982) pagrindu (Zr. 3 lentele). Sios srities kiiry-
biskumas buvo jvertintas aukstu lygiu (9,6%),
vidutiniu (49,8%), zemu (29,9%), labai zemu
lygiu (10,7%). Karybiniy gebéjimy vertinimas
komponuojant muzika statistiSkai reik§mingai
skiriasi (p<0,000) tarp meno (muzikos) moky-
kla ir konservatorija baigusiy studenty.

It was found out students who graduated
from various specialities differently assessed
the wish to learn improvisation (p<0.003).
Majority of those who expressed the wish
to learn improvisation consisted of earlier
graduates of the grand piano speciality. It
is likely that this is partly related to multi-
functionality of usage of a grand piano as
instrument in accompaniment, improvisation,
playing music in an ensemble etc.

Improvisation has much in common
with the process of music composition.
Music composition is one of the key fields
of expression of creative abilities. This is
productive musical activity when a new piece
is being created. A composer understands the
structure of a piece by logical thinking, has a

3 lentelé. KiirybiSkumo jsivertinimo muzikos komponavimo srityje lygiai
Table 3. The levels of self-assessment of creativity in the field of composing music

SOLO
Lygis taksonomija PoZymiai
Level SOLO Features
taxonomy
Labai . . Nesidf)mima kﬁ'ryba, i.gnoruojam.og bet kf)'lfios kirybinés uzduotys,
Yemas Ikistrukttirinis nekprlama r.nuzlka..Stmga kﬁrybmlq gebej imuy. o .
Very Low Pre-structural No interest in creation, any cr.eatlve.tgs'ks are ignored, music is not being
created. There is lack of creative abilities.
Gebama sukurti melodija, pritaikyti jai elementary pritarima. Vengiama
Zemas Vienstruktlrinis demonstruoti savo kiiryba.
Low Single structural There is ability to create a melody, to adjust an elementary accompaniment to
it. Avoidance to demonstrate own creation.
Gebama sukurti melodija ir pritaikyti pritarima, groti i§ klausos, sukurti
Vidutinis Dau_gi'fl-- aqur}panimentq kariniui, ji atlikti-. Kiryba demons‘truojama.
Average strgkturmls Ability to create a melgdy and adjl.lst an accompamment, tq plgy auFally,
Multi-structural to create an accompaniment to a piece, to perform it. Creation is being
demonstrated.
Aukstas Sarysinis Sukurta savos kiirybos kiiriniy, jie viesai atlikti. Gebama groti i$ klausos,
High Inter-relational akompanuoti, pritaikyti akompanimenta kiriniui.
Labai I8plestasis Kuriama muzika, ji vieSai atlickama. Aranzuojama, improvizuojama.
aukstas abstraktus Originaliai mastoma interpretuojant kiirinius.
Very high | Expanded abstract

Yra daug operaciju, kurios atliekamos im-
provizavimo metu, todél toliau buvo pasido-
méta, koks respondenty kompozicijos teoriniy
Ziniy lygis. Anketinés apklausos duomenys
parodé, kad muzikos komponavimo elementy
zinojima daugiau kaip du trecdaliai tiriamy-

possibility to return, restructure it. Whereas
for an improviser it is equally important not
only to analyse music but also to maintain the
main idea created before, to predict further
development of music when performing it
during a certain length of time.

The research revealed the level of self-
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ju (71%) isivertina Zemu ir labai zemu lygiu.
Ketvirtadalio (25,8%) kompozicijos zinios yra
vidutiniskos, 3,2% — aukSto lygio. Tikimybe¢,
kad Zema vertinima Sioje veiklos srityje lemia
nepakankamas démesys muzikos komponavi-
mo problematikai biisimyjy muzikos mokyto-
ju studijy programose. D¢l to gana itikinamai
atrodo p<0,01 lygmens statistinis reikSmingu-
mas tarp kompozicijos teoriniy Ziniy isivertini-
mo ir kirybiskumo isivertinimo.

Tyrimo metu buvo pasidométa, kaip bisi-
mieji muzikos mokytojai vertina muzikinés
improvizacijos praktinio pritaikymo galimy-
bes. Daugumos (65%) respondenty teigimu,
muzikos improvizacija tikslinga, 29,6% — i§
dalies tikslinga taikyti pedagoginéje veikloje.
Svarbu pastebéti, kad tokiai pat daliai tiriamy-
jureikalinga improvizavimo metodika (64,5%
—reikalinga, 27,4% — 1§ dalies reikalinga).

Daugiau kaip trijy ketvirtadaliy responden-
ty poziiiriu, muzikos improvizacija galima
naudoti dainuojant, grojant, harmonizuojant,
komponuojant muzikq, muzikuojant is klau-
sos, aranzuojant kurinius, akompanuojant,
Siek tiek daugiau nei pusés teigimu, — solfe-
dziuojant. Vertinant auk$tyju mokykly studen-
ty pozitri { muzikos improvizacijos praktinio
taikymo galimybes, statistiSkai reikSmingy
skirtumy nenustatyta. Tai rodo, kad visy auks-
tyju mokykly biisimieji muzikos mokytojai
panasiai vertina muzikos improvizacijos pa-
naudojimo reik§mg¢ pedagogingje veikloje.
Analizuojant anketinés apklausos rezultatus,
pastebéta, kad studentai vyrai dazniau pritaiko
muzikos improvizacija platesniame kontekste.
Lyties veiksnys statistiSkai reikSmingas apta-
riant muzikos improvizacijos elementus muzi-
kos harmonizavimo (p<0,001), komponavimo
(p<0,021), transkribavimo (p<0,029) srityse.

Apibendrinant galima teigti, kad muzikos
improvizacija, studenty pozilriu, yra svarbi
muzikinés veiklos sritis ugdant kiirybiskuma,

assessment of students’ creativity in the field
of composing music; a table worked out on
the ground of the SOLO taxonomy (Bigss,
Coliss, 1982) was presented for estimation of
the level (see Table 3). Creativity in this field
was assessed by a high level (9.6%), average
level (49.8%), low level (29.9%), very low
level (10.7%). Assessment of creative abilities
in composing music statistically significantly
differed (p<0.000) between students who
graduated from art (music) schools and
conservatoire.

Bearing in mind many operations which
are performed during improvisation, the
respondents were enquired about the level
of theoretical knowledge on composition.
The data of the questionnaire-based survey
show that knowledge on music composition
elements was assessed by more than two
thirds of the surveyed (71%) as low and very
low. Knowledge on composition of one forth
(25.8%) was average, of 3.2% the level was
high. In can be considered that low self-
assessment in this field was predetermined
by insufficient attention to problems of
composing music in the content of study
programmes for future teachers. Therefore,
statistical significance of p<0.01 between
self-assessment of theoretical knowledge on
composition and self-assessment of creativity
seems suggestive.

During the research it has been enquired how
future music teachers assess the possibilities for
practical application of musical improvisation.
Majority of the respondents (65%) stated that
musical improvisation was purposeful, 29.6%
stated that it was partially purposeful to apply
it n pedagogical activities. It is important to
notice that the same part of the surveyed
needed the methods of improvisation (64.5%
—needed, 27.4% — partly needed).

From the point of view of more than three
fourths, it is possible to employ musical
improvisation ~ when  singing, playing,
harmonising, composing music, performing
musicaurally,arrangingpieces,accompanying;
a little more than half of the surveyed state that
when solemising. When estimating the attitude
of students of institutions of higher education
towards practical applicability of musical
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lavinant muzikaluma jvairiais aspektais. Tyri-
mo rezultatai atskleidé palanky visu aukstuju
mokykly studenty vertinima muzikos impro-
vizacija panaudojant pedagoginéje veikloje.

ISvados

Teoriné mokslinés literatiros analizé paro-
dé, kad Siuolaikiniy visuomenés socialiniy,
kultiiriniy ir Svietimo pokyc¢iy kontekste daug
démesio skiriama kiirybiskai asmenybei ug-
dyti, aktualizuojama muzikos improvizacijos
reik§mé ugdant kiirybiskuma. Muzikos impro-
vizacijos sampratos analizés duomenys kiiry-
biniy geb¢jimy lavinimo aspektu atskleidé¢, kad
improvizavimo procese, kuriant ir atliekant
muzika tuo paciu metu intensyviai dalyvau-
ja mastymas, vyksta konstruktyvus taisykliy
perémimo ir pritaikymo procesas, apdorojama
visa ankséiau igyta muzikiné patirtis. [gytos
muzikinés zinios sintezuojamos, paverciamos
funkcionaliomis ir panaudojamos improviza-
vimo metu.

Dziazo improvizacija salygoja specifiné
dziazo improvizacijos kalba ir logika, stilis-
tika, atlikimo maniera. Dziazo improvizaci-
jos metu vyksta kiirybinis procesas (temos
transformavimas, ornamentinis varijavimas,
ritminio pieSinio interpretavimas), kuriam
reikalingas mastymas, improvizacijos teoriniy
pagrindy i$manymas, intuicija, vaizduoté, ge-
béjimas pritaikyti dZiazo priemones — dermes,
akordus, artikuliacija, ritmika ir kt.

Anketinés apklausos duomenimis, daugiau
kaip du trecdaliai respondenty palankiai ver-
tina muzikos improvizacijos teikiamas gali-
mybes panaudojant ja pedagoginéje veikloje.
Respondentai pripazista muzikos improviza-
cijos reikSme¢ ugdant kirybisSkuma, lavinant
muziking klausa, ugdant analitini mastyma,
skatinant mokymosi motyvacija. Tyrimas at-
skleidé¢, jog respondenty improvizavimo lygis

improvisation, no statistically significant
differences were found. This shows that future
music teachers similarly assess significance
of application of musical improvisation in
pedagogical activities. When analysing results
of the questionnaire-based survey it has been
noticed that male students more often apply
musical improvisation in a wider context.
In the gender aspect, statistically significant
differences were noticed when using musical
improvisation elements in music harmonisation
(p<0.001), composing (p<0.021), transcription
(p<0.029).

To sum up, from students’ point of view,
musical improvisation is an important field of
musical activities when developing creativity,
musicianship in various aspects. The research
results revealed favourable assessment of
application of musical improvisation in
pedagogical activities by students from all
institutions of higher education.

Conclusions

Theoretical analysis of scientific literature
shows that in the context of contemporary
social, cultural and educational changes in
society much attention is paid to education
of a personality, significance of musical
improvisation is made relevant in developing
creativity. The data of the analysis of the
conception of musical improvisation in the
aspect of development of creative abilities
reveal that in the process of improvisation,
while creating and performing music at
the same time, thinking is involved too,
a constructive process of acceptance and
application of rules proceeds, all musical
experience gained before is being processed.
Obtained musical knowledge is being
synthesised, turned into functional and used in
the course of improvisation.

Jazz improvisation is preconditioned by a
specific language and logic, stylistics, manner
of performance of jazz improvisation. During
jazz improvisation, a creative process takes
place (transformation of a theme, ornamental
variation, interpretation of a rhythmic pattern),
requiring thinking, knowledge of theoretical
fundamentals of improvisation, intuition,
imagination, ability to employ jazz means, i.c.
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priklauso nuo jy teorinio pasirengimo, impro-
vizavimo jgidziy. Trims ketvirtadaliams tiria-
muyjy stinga improvizavimo geb¢jimy. Dviejy
trecdaliy respondenty vertinimu, ju muzikos
komponavimo zinios yra Zemo ir labai zemo
lygio. Busimieji muzikos mokytojai, turintys
tvirty improvizacijos teoriniy ziniy ir igidZiy,
aukstai vertina savo kiirybinius gebéjimus.
ISryskinti prieStaringi duomenys vertinant
improvizacijos taikymo galimybes pedagogi-
néje veikloje. Viena vertus, pastebima ryski
studenty improvizavimo poreikio svarba, no-
ras iSmokti improvizuoti ir teigiamas muzikos
improvizacijos taikymo {vairiose muzikinése
srityse vertinimas. Kita vertus, atskleidziamas
menkas studenty pasiruo$imo improvizuoti ly-
gis. Beveik dviejy trecdaliy respondenty tei-
gimu, ankstesnése ugdymo istaigose improvi-
zacijos nebuvo mokoma(si). Atskleistas ir ne-
pakankamas démesys improvizacijai, muzikos
komponavimui, kiirybai muzikos pedagogikos
studijy programose aukstojoje mokykloje. Re-
miantis respodenty poziiiriu, tikslinga Siai vei-
klos sri¢iai didesni démesi skirti rengiant biisi-
mus muzikos mokytojus universitetiniu lygiu.

tunes, accords, articulation, rhythm etc.

As the questionnaire-based survey data
suggests, more than two thirds of the
respondents favourably assess the possibilities
provided by musical improvisation for
pedagogical activities. The respondents
acknowledge  significance of musical
improvisation in development of creativity, an
ear for music, development of critical thinking,
stimulation of motivation for learning. The
research reveals that the respondents’ level
of improvisation depends on their theoretical
preparation, improvisation skills. Three
fourths of the surveyed lack the abilities to
improvise. As two thirds of the respondents
assess, their knowledge on composing music
is low and very low. Future teachers of music
having obtained firm theoretical knowledge
on and skills of improvisation highly assess
their creative abilities.

Contradicting  data  concerning  the
possibilities to apply improvisation in
pedagogical activities has been found out. On
the one hand, an obvious tendency of students’
need for improvisation, the wish to learn
improvising as well as positive assessment
of application of musical improvisation in
various musical fields are noticed. On the other
hand, a low level of students’ preparation for
improvisation is revealed. Almost two thirds
of the respondents indicate that improvisation
has not been taught in previous educational
institutions. Moreover, insufficient attention to
improvisation, composing of music, creation is
paid in music pedagogy study programmes of
institutions of higher education. On the ground
of respondents’ points of view, it is purposeful
to pay more attention to this field of activities
when educating future music teachers at the
university level.
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