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INTRODUCTION

Relevance of the theme. Strengthening of creative powers of society becomes one
of the major aims of education. Creativity, resourcefulness, self-expression, personal and
society success creation by ideas generation and implementation, — these are the value
principles established in the Law on Education of the Republic of Lithuania (2011), the
Law on Higher Education and Research of the Republic of Lithuania (2009), the State
Education Strategy for 2013-2022 (2013). The role of a teacher undergoes changes in
the context of global and Europe education' change: a teacher as a knowledge holder and
deliverer is replaced by a teacher as a learning organiser, learning opportunities crea-
tor, mentor, and partner. The link between creative teaching/learning and creativity de-
velopment/self-development® is indisputably important for educational process. Artistic
(music) education is the best medium for development of creativity. The style of art
education in contemporary society changes, so does the strategy of arts educator training.
In this context, changes of the academic art education in the higher education institu-
tion become obvious. Opportunities for optimisation of art education are being sought
through the methods stimulating creativity, based on the active performance of learners
are sought for (Lasauskiené, 2007, 2009; Tavoras, 2009; Kanapickaité, Pulkauninkas,
20006).

Scientific relevance of the theme. The multi-dimensional problem of creativity is
disclosed in works of foreign authors. Some scientists characterise creativity as a per-
sonal trait (Gage, Berliner, 1994; Runco, Pritzker, 1999; Csikszentmihalyi, 1996; Bar-
ron, Harrington, 1981; Maslow, 2006; Torrance, 1986). Also, it is indicated that great-
er attention should be paid to highlighting of individual’s creative abilities (Guilford,
1986; Sternberg 2003; Eysenck, 1995; Torrance, 1984). Other authors relate creativity
to thinking (Guilford, 1967a; Torrance, 1984; Runco, 1991; Sternberg, 1999; Ivcevic,
2007; Weisberg, 2006b). Some of the researchers define creativity as the ability to crea-
tively solve problems (Hayes, 1989; Higgins, 1994; Obrazcovas, 2012). The majority
of scientists focus on research of the creation process (Wallas, 1926; Amabile, 1983;
Davis, 1997; Hayes, 1989; Han, 2003; Kogan, 1983; Runco, 1989). Lithuanian scien-
tists in the fields of education, psychology analysed the following aspects of the crea-
tivity: development creative thinking in younger pupils (Jonyniené, 1987); motivation
as a psychological factor of creativity (Almonaitiené, 1997), development of creative
attitudes in primary school pupils applying creative text work (Schoroskiené, 2001);
development of personal creativity through teaching (Petrulyté, 2001); peculiarities of
music educators’ attitude towards expression of pupils’ creativity through musical activi-
ties (Girdzijauskieng, 2005). Correlation between creativity and professional maturity
were investigated (Kondratiené, Kievisas, 2007). Scientific studies emphasise the sig-
nificance of creativity development in children’s art education: creativity development in

1 The Declaration of European Ministers of Education “On European Higher Education Area” (Bologna Declaration, 1999),
the Memorandum of Lifelong Learning announced by the European Commission (2000), the European Union Summit
Council and European Commission Agenda (Lisbon Strategy, 2002).

2 Constituent parts of the educational process: pedagogical impact, learning (self-impact). A learner becomes an active
participant in the process of education based on his/her prior knowledge and experience. For the sake of simplicity, the term
education encompassing pedagogical impact and self-education is used further in this paper.



preschoolers through folk art (Stankeviciene, 2001); creativity development in primary
school-aged children through musical activities (Girdzijauskien¢, 2004).

Fine arts, stage arts, literature, music, dance, theatre etc. are considered a proper en-
vironment for expression of creativity. Art education makes a positive impact on person-
ality, intellect, and creativity development. /mprovisation is one of the ways helping a
person to act in a non-standard manner. The improvisation as an activity, may also serve
a complex process of self-creation; in such a process individuality of a pupil is being
formed in the context of the surrounding world. J. Alterhaug (2004) states that improvi-
sation, if used as a pedagogical strategy, helps to develop creativity and is appropriate
for education of pupils at any age: it may be used in both kindergarten and higher educa-
tion institution as a constituent part of music education curriculum. Significance of the
improvisation in music education is emphasised in works by foreign authors (Ferand,
1957; Orft, 1975; Azzara, 1999, 2002, 2006; Hickey, 1995, 2001, 2009; Pressing, 1988;
Madura, 1996, 2001; Kratus, 1991; Kiehn, 2007; Sangiorgio, Hennesy, 2013).

Musical improvisation can be used as a method to develop musicality, creativity.
Improvisation may be facilitated by artistic (fine art, dance, theatre etc.) means. Im-
provisation is characteristic of jazz music. Jazz improvisation as a professional kind of
improvisational music and a creative process has been analyzed by P. F. Berliner (1994),
A. Farber (1996), P. Ramshaw (2006), J. D. Fidlon (2011). Having reviewed educator
training and professional development programmes, it was noticed that musical im-
provisation in our country was analysed in certain aspects. General methodical aspects
of the initial stage of improvisation are defined in works by A. Pili¢iauskas (1972), J.
Kucinskaite (1999), R. Girdzijauskiené¢ (2003). Unfortunately, due to complexity of
the improvisation process and insufficient level of teacher improvisational abilities
and qualification, this type of activities in educational practice is quite rare. Studies
(Barkauskas, 2007b; Lasauskiené, 2007) show that current and future music teachers
lack improvisational skills. The education of music teachers in country’s higher educa-
tion institutions is limited to general introduction to improvisation. Study programmes
pay little attention to improvisation, music composing and students’ creative works.
There is no any known paper on correlation between musical improvisation and creativ-
ity development analysis. Even though Lithuania widely declares the role of a creative
teacher, however, the works focused on creative teacher training and student creativity
development are insufficient. There is a lack of prepared or adapted research instru-
ments enabling identification of creativity developed using improvisational expression.
Improvisation is included into music education programmes, however, appropriate
methods and recommendations for pedagogical activities are scarce. Thus, it can be
assumed that music teachers are not purposively acquainted with musical improvisa-
tion and its application in work with pupils. Therefore, the theme and object of the
dissertation were predetermined by the arguments listed by scientists and the existing
problematic situation of education development in Lithuania.

The essence of the scientific problem of this dissertation is defined by the questions
that can be answered through a special investigation:

— How musical improvisation can contribute to creativity development in students
of music pedagogy?



— What is the educational value of musical improvisation when integrating it into
music pedagogy studies at university?

— What is the applied benefit of musical improvisation used in pedagogical activi-
ties?

Research object is creativity development in future music teachers through applica-
tion of musical improvisation.

The research aim is to identify opportunities of creativity development in future
music teachers through application of musical improvisation.

The research objectives:

1. to analyse the concepts of creativity and improvisation;

2. to explore current and future music teacher attitude towards possibilities of musi-
cal improvisation application in pedagogical activities;

3. to theoretically justify and develop experimental education methods by applying
musical improvisation;

4. to test and evaluate effectiveness of experimental education methods by using a
natural experiment;

5. based on the results of this dissertation research, to provide recommendations for
student creativity development by applying musical improvisation.

Hypothesis (H1). Integration of musical improvisation into content of music peda-
gogy subjects preconditions creativity development in students: helps to understand and
master processes of creative thinking through improvisation, composition and perfor-
mance of music.

Hypothesis (H2). Improvisation-based activity in the future music teacher training
programme is a significant precondition for music education helping motivate students
to engage in voluntary musical creative activities, develop areas of subject-related com-
petence, and improve general abilities.

The theoretical ground of the dissertation research consists of the following:

*  Ontology of relativism, where the world (social world) is perceived as interaction
between streams of consciousness of individuals as thinkers and reality constructors.

» Epistemology of interaction (subjective), where creation of meaning appears through
analysis and synthesis of experience, thus creating a new understanding, because
reality can be created and interpreted by both an individual and a group of people.

» Post-positivist methodology, where quantitative and qualitative research methods
are combined using the triangulation principle.

* The research is based on the following theories:

* Theory of constructivism (Arends, 1998; Berger, Luckmann, 1999; Piaget, 1995;
Vygotsky, 1978; 1986; Dewey, 1980; 1996; 1997; 2007), emphasising learning,
in which critical thinking is the main dimension. Teaching is considered a pro-
cess of important experience conveyance and further dialogue development to
facilitate spreading and construction of meaning rather than repetition of stable
knowledge.

* Theory of pragmatism (Dzeimsas, 1995) with the main provision — ability to solve
problems. The importance of this provision lies in a possibility given to a person to
live a quality life and express herself/himself in a public life. Each new experience is



important to further decisions. According to pragmatism, a person is being prepared
for life, situations of life-to-be, the diversity, uncertainty.

Post-modernism (Rorty, 1996; Jameson, 2002; Deleuz, 1987; Foucault, 1998; Lyo-
tard, 1993; Andrijauskas, 2005, 2010; Rubavicius, 2003), its essence deals with dis-
trust in any method, theory, discourse, innovation, tradition that could claim to have
right statements. Learning becomes a ceaseless process where boundaries between
a teacher and a pupil disappear. In art, as in alternate reality, the tendencies of con-
stantly changing structures are highlighted.

Reflection in action is related to critical thinking (Schon, 1983). Future music teach-
er’s ability to make reflections as part of creative activities helps to build a bridge
between theory and practice, to give sense to, and re-think, values, skills, cognitive,
perceptive and teaching abilities established through practical performance.
Cognitive theory of art education (Swancwick, 1996, 2001; Reimer, 1989, 2000;
Matonis, 2000; Paynter, 2000) emphasises the holistic model of teaching/learning,
the whole perception of art phenomena, encourages transition from art related to
procedures, technique, emphasis on teaching and spontaneous self-expression to
thinking and communication via means of art, development of required attitudes
and abilities.

The methodological grounds of the dissertation consists of:

Triangulation of research methods (blend of quantitative and qualitative methods)
aiming at full investigation of the surveyed phenomenon, and combination of ques-
tionnaire-based survey and analysis of content of reflections, peer review, idiograph-
ic assessment and observation.

Analysis of scientific literature. Research works on creativity development are re-
viewed, the phenomenon of creativity and the concept of improvisation are defined,
and the methods of experimental education by applying musical improvisation are
reasoned.

Analysis of documents which aimed to analysis of documents on education govern-
ing teacher training and study programmes of higher education institutions.
Questionnaire-based survey which helped to estimate music teachers’ and future
music teachers’ attitudes towards the use of improvisation in pedagogical activities,
its role in development of creativity.

Testing, consisting of pre-designed and reasoned tasks, enabled assessment of future
music teachers’ level of theoretical knowledge as well as changes that took place in
the process of experimental education.

Natural experiment was carried out aiming to reveal possibilities for application of
musical improvisation to develop future music teachers’ creativity.

Educational projects were employed aiming to test efficiency of the methods of
experimental education in the study process, its practical application in music-ped-
agogical activities.

Methods of data analysis:

Quantitative data analysis was carried out using descriptive statistics. The following
methods of mathematical analysis were employed: diagnostic sections, a Paired-
Samples T Test, calculation of Chi square criterion, Spearman's correlations, values



of Kendall s coeficient of concordance;

* The data was processed using the software package SPSS 17.0 (Statistical Package
for Social Sciences).

* The qualitative content analysis was applied to investigate semi-structured reflec-
tions in a writing based on questions presented by the doctoral student.

Stages of the dissertation research planning

The dissertation research was carried out in three stages.

The first stage (January 2010—-September 2010) was dedicated to preparation of the
educational experiment.

In order to find out the attitude of current and future music educators towards sig-
nificance of musical improvisation in pedagogical activities, to reveal the situation of its
application in national institutions of music education, to estimate respondents’ experi-
ence in improvisation, the pilot research was carried out (February 2010-April 2010)
which involved teachers from art (music) schools, secondary schools (N = 101) in the
Kelmé, Kur§énai and Raseiniai districts, Siauliai city. The research also involves stu-
dents (N = 186) from Lithuanian University of Educational Sciences, Klaipéda Uni-
versity, Siauliai University, Vytautas Magnus University Music Academy, Lithuanian
Academy of Music and Theatre

Research methods: theoretical analysis of scientific literature; questionnaire-based
survey; statistical analysis of research data using descriptive statistics (SPSS (Statisti-
cal Package for Social Sciences, 17). Statistical methods applied: Chi square criterion,
Spearman s correlation coefficient.

Organisational preparation of the experiment (April-September 2010). To develop
creativity, the methods of experimental education were prepared. Musical im-
provisation was integrated into the content of the following subjects of music pedagogy
studies: Language of Music 2, Studies of Art Collectives 1, 2, Applied Research in Musi-
cal Pedagogical Activities 2.

Research method. theoretical analysis of scientific and methodical literature.

The second stage. Natural educational experiment (hereinafter — the natural ex-
periment).

The natural experiment was carried out with students of the Siauliai University Fac-
ulty of Arts, 1* cycle 2" year (N = 18) and 2™ cycle 1* year (N = 7), integrating musical
improvisation into content of study subjects.

The primary diagnostic section (Section 1) (Group A° — September 2010, Group
B — February 2012).

Research methods: festing, researcher, peer, self- and expert assessment, observa-
tion.

Aiming at assessing the level of knowledge of music at the beginning of the ex-
periment, testing (pre-test) was carried out. To estimate the level of informants’® im-
provisation, improvised accompaniment creative tasks were given at the beginning of

3 Group A — 2" year Bachelor’s students of Music Pedagogy (N = 18).

4 Group B — 1* year Master’s students of Music Pedagogy (N = 7).

5 Informants are the people who take part in the qualitative research and provide data (Rupsiené, 2007, p. 9).
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the experiment: musical improvisation, accompaniment based on harmonic functions
(Groups A and B). To assess creative tasks, the researcher, peer (students of the group),
self- and expert assessment, and observation were applied.

Conduction of the natural educational experiment (Group A (September 2010—
June 2011); Group B (February 2012—June 2012).

The experiment was carried out in a /inear way without forming a control group
(Merkys, 1999; Charles, 1991). Attempting to influence the creativity of the surveyed,
the methods of experimental education were employed.

Research method is the natural experiment including elements of quasi-experiment,
research of activities. The final diagnostic section (Section 1) (Group A (June 2011);
Group B (June 2012). At the end of the experiment, the diagnostic section was carried
out to estimate respondents’ level of knowledge of music, improvisation, manifestations
of musical creative thinking while improvising. The same research instruments were
chosen for the final diagnostics. In assessing the level of knowledge on music after the
experiment, festing (post-test) was carried out. To estimate changes in improvisation,
improvised accompaniment at the end of the experiment, creative tasks were given; they
were assessed by a researcher, peers, and participants of the research (students of the
group). An additional creative task — composition of accompaniment — was analysed
qualitatively, singling out manifestations of creativity. To externally validate results of
the experiment, expert assessment was employed. In assessing the improvisation expe-
rience obtained before and during the experiment, the semi-structured reflections were
recorded. When collecting data, the method of observation was used.

The third stage (September 2012—November 2013) — assessment of experimental
education, formulation of conclusions.

The paper was being written, conclusions and recommendations were formulated,
and the text of the dissertation thesis was being prepared based on the data of scientific
literature analysis, pilot and experimental research.

The data of the primary diagnostic section was compared to the data of the final di-
agnostic section. Notional connections, statistically significant changes were sought for.

Statistical assessment of the data. To estimate statistical significance among vari-
ables, Chi square criterion was applied. To assess changes in the expression of the vari-
ables, Paired-Samples T Test was applied. To ground coherence of expert assessment,
Kendall's concordance coefficient was applied. To estimate coherence of researcher,
peer and self-assessment of students, Spearman’s correlation coefficient was applied.

Qualitative analysis of the data. Semi-structured reflections were analysed by ap-
plying content analysis.

Scientific novelty of research results
1. Assumptions of development of future music teachers’ creativity by applying musi-

cal improvisation were theoretically grounded. The theoretical empirical base was

created to prepare a mechanism for integration of musical improvisation into music
pedagogy studies.

2. Diagnostic measures enabling reliable assessment of changes of improvisational
expression, musical creative thinking when improvising were designed and tested
during the experimental education process. Tasks and assessment instruments which



can be used to identify features of creativity when improvising, accompanying, and

composing music were prepared.

3. Introduction of improvisation elements into the process of education makes a posi-
tive impact on the integrity of curriculum, stimulates students’ motivation, self-ex-
pression, develops subject-related competence, improves general abilities.

4. As the outcome of the experimental education, accumulated empirical facts prove
that integration of musical improvisation into content of music pedagogy subjects
enabled positive changes in students’ musical creative thinking that were revealed
through manifestations of creativity. After the educational activities, students dem-
onstrated a higher level of musical creative thinking that manifested through origi-
nality of improvisation, accompaniment, created accompaniment (arrangement), as
well as areas of melodic, rhythmic, harmonic, stylistic priorities.

Practical significance and applicability of the research
1. The methods of the experimental education were prepared; they stimulate

future music teachers’ creativity and subject-related preparation.

2. Schedule of the study subject Development of Creativity through Improvisational
Expression was prepared, it is used in the 2" cycle Music Pedagogy programme of
the Faculty of Arts of Siauliai University.

3. The scientific study carried out is useful to higher education institutions training
music teachers to improve their study programmes.

4. The prepared methodical recommendations on improvisation can be applied in work
of each music educator working in both art (music) school and secondary school.
Structure and volume of the Doctoral Dissertation Thesis. The Thesis consists

of the introduction, four parts, conclusions, suggestions and recommendations, list of

references and annexes.

The volume of the text is 218 pages (without annexes). The Dissertation presents 20
tables, 55 figures. The annexes include 17 tables, 10 figures. 332 sources of literature
were used. The annexes present examples of questionnaires of the pilot research, test
on theoretical knowledge, criteria for assessment of creative tasks, self-assessment etc.
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CONTENT OVERVIEW

The first part of the Thesis deals with the concept of creativity and the analysis
of theoretical assumptions of the creativity development in the context of the future
teacher’s training at university. There are several theories on the approaches to the crea-
tivity. The phenomenon of creativity is seen as: 1) the creative process; 2) the crea-
tive thinking; 3) features of the creative personality as a whole and 4) creative skills.
The creative process involves phases of creativity, levels of information acceptance,
divergent and convergent thinking, and problem selection. It is divided into six phases:
inspiration, clarification, purification, maturation, endeavour and evaluation. The fol-
lowing structural components are presented in the models of the creative process: the
creator’s characteristics, abilities, features, processes and circumstances (Taylor, 1959).
Sometimes the creative work is a subject which cannot be learned, but the creative skills
can be improved with a focus on both process and product (Petty, 2006). The highest
form of the productive thinking is a critical and creative thinking which creates original
and new things. Creative thinking is the mental process that leads to the solutions, ideas;
development of the concept, artistic forms, theories or products that are innovative and
unique (Dictionary of Psychology, 1993). E. Torrance (1988) underlines the following
stages of the creative thinking: search of the uncertainties and problems; formulation of
hypothesis, specifying the issues; evaluation and verification of the formulated hypoth-
eses; report of the results. General creative skills are referred to as standard or demo-
cratic creativity. According to one of the creativity concepts, this includes: self-reliance,
involvement and initiative as a life preference, insight and solution of problems, ability
to cope with everyday requirements by using a variety of strategies (from a knowledge-
based intuition to chronological thinking), and innovation development (Craft, 2001).
Modern systematic perception of creativity is analysed in the complex context of the
personality, society and culture. It is claimed that creativity is the result of the interac-
tion of the personality, a particular field of activity and its participants (professionals and
experts) (see Grakauskaité-Karkockiené, 2002). A need for the creativity measurement
arises from the fact that creativity can be encouraged and developed lifelong (Gutman,
1967). Different criteria are used to evaluate the results of individual activities. Any
activity which is initially conceived and presented as an objective expression can be
assigned to the creative behaviour. It is generally accepted that human activity, behav-
iour, expression or product are described as creative, if only uniqueness of the ideas, an
unusual way of thinking, the ability to notice new, invisible sides, the competence to
make original solutions are observed. The result of creation is often considered within
the aspect of originality: the created object must be completely new, something that
has not done been before and must have a lasting value. The product of activity can be
significant only for the creator who is satisfied with the result of his/her creation. Crea-
tive products can be assessed according to the following criteria: conformity between
issue raised and its solution, adequacy of the used sources, particularity of the creation
results, integrity of the solution components, originality, aesthetics, authenticity of the
products, and their significance to the individual or society, professional acknowledg-
ment and so on.



The creativity assessment was mainly influenced by J. P. Guilford’s (1967a) theory.
The author found a factor which is defined as the ability to identify the problems. This
is divergent and convergent thinking. Divergent thinking is one of the thought processes
and a genuine way of thinking and the strategies. It focuses on the ability to develop
ingenious ideas and inventive ways to solve the problems. Divergent thinking is one of
the most significant concepts in the field of the research on creative thinking. The main
parameters that determine the divergent thinking are: fluency (generation of new ideas,
their abundance during certain period), flexibility (the ability to offer a wide variety of
different ideas about the same phenomenon, to switch from one type event to another
quickly and easily), originality (novelty of generated ideas, uniqueness, a certain indi-
viduality of thinking and non-standard thinking), particularity (detail abundance, the
ability to develop an idea and implement it, polishing and improvement of the work).
The ability to analyse, synthesise and evaluate also refers to the divergent thinking.
Divergent thinking is important for the creative process, even though it is not directly
linked to the creative thinking (Runco, 1991). The ability to find one clearly defined
solution is typical for convergent thinking.

It should be noted that, in the context of creativity research, this construct remains
fully undefined and measurement of various fields’ creativity is still problematic.

Creativity helps people to integrate themselves into a wide range of activities, to
become more socially active. The visual and performing arts, literature, music, dance,
cinema, fashion and other activities are the best medium to reveal creativity. Creative
personalities are appreciated for their original discoveries, new ideas and the ability to
absorb high quality information and grow professionally quickly. Creative people look
at familiar things with a fresh eye; they come out faster of the boundaries of stereotypi-
cal thinking, see things in a wider perspective and more subtly and have an ability to
notice metaphor and nuance. Modern school is gradually moving away from the repro-
ductive teaching and looking for the ways to stimulate pupils’ creativity by teaching
children to create, paint, construct and do experiments. Use of non-traditional methods
helps to stimulate learners’ creativity (Jautakyté, 1998, 2002; Girdzijauskiené, 2003;
Kaluinaité, 2003; Lasauskiené, 2009; Straksiené, 2002; 2003; 2009; Rauduvaité, 2004,
2007; Zalys, 1995, 2000).

Lithuanian music education has been based on the reproductive teaching methods
for a long time. Discipline-Based Music Education is derived from the previous Disci-
pline—Based Art Education and the signs of such education are found in the music edu-
cation institutions of the country where music is taught as a formal training discipline.
Such programmes focus on the theoretical and particularly cognitive music perception
which is based on thinking as an aesthetic form of criticism. It is clearly evident from
the processes of the educational reform: although school meets European standards,
pupils and teachers are still unprepared. It should be noted that the music teachers’
training curriculum in Lithuanian higher education institutions is dominated by the aca-
demic professional musician’s profile, which is not oriented enough to the music educa-
tion needs of secondary school pupils (Malcien¢, 2010; Vitkauskas, 2003; Lasauskiené,
2007; Kievisas, 2002a). The post-modern educational paradigm focuses on the issues of
the modern world — a new way of thinking, an approach to teaching and learning, chang-
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ing functions of an educational specialist and educator in the education area (Duoblieng,
2006). The post-modern approach actualises playfulness, self-reflection, and spontane-
ity, implies the need for reconsideration of the teaching and practice actuality, so that it
can help to solve a lot of problems of education. The proposed teaching (learning) ways,
which involve activities and their reflection, could ensure learners’ initiative, participa-
tion in the learning process, decision making in relation to their learning. The learner’s
efforts to experience, realise and create become the main direction of education. This
means that education must challenge and stimulate pupils to use their abilities creatively
in order to find solutions to the problem. Improvisation is particularly significant for the
post-modern music education, because it lies between freedom, spontaneous creativity
during the performance and certain frames and traditions being observed. Although the
Thesis is focused on the aspect of students’ theoretical preparation, it offers a possibility
to gain knowledge in other ways than straightforward transfer of knowledge, i. e. by us-
ing a multidisciplinary creative artistic expression in conjunction with the practice and
stimulating students’ imaginations. The cognitive constructivist school (Piaget, 1995)
associates person’s behaviour with his/her intellectual processes; i. e. when a person gains
knowledge, he/she perceives his/her behaviour in his’/her own way and this affects the
behaviour and self-expression. Each person has a different learning style because he/she
applies the most suitable and preferred learning methods and tools. Knowledge about the
world is being gradually de-contextualised in order to give the meaning to the personal
experience and to systematise knowledge to a more coherent structure. The pragmatic
constructivist theory has led to the interest in the importance of experience for knowledge
and practical life, and the union of the empirical and rational origins in the educational
process (Dewey, 2007). Education is defined as reconstruction and reorganisation of the
experience which gives additional meaning to the experience and enhances the ability to
direct future experience (Dewey, 1997).

Creativity can be unfolded through the musical activity. Musical works is the area of
the activities most related to the musical creativeness which involves musical creative
thinking and creative process (improvisation, composition, interpretation, evaluation/
analysis). Musical creative thinking and creative process encourages the emergence of
the product/result of the creation (musical composition, improvisation, interpretation of
the musical work, analysis) (Webster, 1987, 1988, 1990, 1994, Wiggins, 1998; Bencris-
cutto, 1993; Azzara, Grunow, 1997).

The second part of the Thesis deals with the concept of musical improvisation as a
distinctive creative musical activity. Musical improvisation is the process of “compos-
ing music during its performance” without any prior preparation (Spolin, 1999; John-
stone, 1999; Dobbins, 1981). Scientifically, improvisation is a spontaneous expression
of meaningful musical ideas that enables to express the inner world and to develop
musicianship in all aspects of music education (Azzara, 2006). Referring to E. Ferand
(1957), S. Malcev (Manbues, 1991) specifies the elements of musical improvisation
structure. Based on the instruments of performance, improvisation is classified into vo-
cal and instrumental (keyboard, string, woodwind and percussion instrument). Based
on the composition, it is classified into solo, ensemble (music group). Based on the
principals, it is classified into horizontal, vertical, unanimous, polyphonic (heterophony,



polyphony, chord structure). In terms of the technique, improvisation comprises orna-
mental and rhythmical variations, melodic embellishment and textural variations, vocal
incorporation (counterpoint, imitative polyphony). Based on the extent, improvisation
is classified into relative, absolute, partial, partial-interrupted and episodic. Based on
the structure, it is classified into rhythmic and sound height rhythmic. The way of com-
posing may be: perceived, predictable, prepared and unprepared. An assigned task, self
formed task, formal-constructive task and visual task can be assigned to the improvisa-
tion. Additionally, improvisation can be practiced alone or during the concert.

In order to develop future music teachers’ improvisation competences, students
were given not only the knowledge of classical harmony, but also were introduced to
the fundamentals of jazz theory. Academic music requires preliminary theoretical train-
ing. While looking for solution based on the requirements of the Post-Modern Art Edu-
cation, the focus was turned on jazz as a genre and an alternative, where knowledge is
memorized here and now, and learning is developed through exploration and discovery.
Elements of jazz were used as part of the improvisation mean and were integrated into
many sections of the thesis. Modal improvisation as one of the jazz improvisation tech-
niques was used in the research. The reasons to rely on modal improvisation was as
follows: in a sense, modal improvisation is more accessible, because one can focus on
melody without the need to remember the chord progressions of the theme. In addition,
modal improvisation is predominated by the modes which are the basis for melodic
improvisation. A beginner might find it practical to form a melodic line of a variety of
modes in reference to base chords.

The third part of the Thesis deals with the results of the pilot study. In order to
reveal the details of the country’s music feachers working in educational institutions
and future music teachers’ attitude towards the musical improvisation, a pilot study
was conducted. The objectives of the research: to clarify areas of the musical activities
where improvisation can be used; to identify respondents’ self-assessment level of im-
provisation; to disclose the level of self-assessment of creativity in composing music.
The research involved art (music) schools and comprehensive schools that reflect the
common population from three districts (Kelmé, Kur$énai Raseiniai) (66) and the city
of Siauliai (35). The research sample (N = 101) consisted of music teachers who use
musical improvisation in their pedagogical activities in one way or another. For this
survey, music educators of art (music) schools (83.3 %), gymnasiums (11.8 %) and
secondary schools (4.9 %). 22.5% of men and 77.5 % of women aged 40—60 years (57.3
%), 30—40 years (30.8 %), 25-30 years (11.9 %) responded in the research. The research
sample of the future music teachers (N = 186) consisted of 1* and 2™ cycle music
education students from Lithuanian University of Educational Sciences (55), Vytautas
Magnus University (21), Klaipéda University (24), Lithuanian Academy of Music and
Theatre (21) and Siauliai University (65).

The questionnaire survey method was used to state the need for improvisation and its
situation in the pedagogical activities. Based on the research ethics, the representatives
from each institution were asked for permission to carry out the survey. The principles
of the justice, respect for the individual and goodwill were followed. The questionnaire
survey was carried out in February and March 2010. The questionnaire was divided into
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the following groups. demographic variables; approach to musical improvisation usage in
the pedagogical activities; the level of improvisation and creative skills, opportunities to
gain theoretical knowledge and skills of improvisation in music education institutions, ap-
proach to the importance of musical improvisation while encouraging creativity, analyti-
cal thinking, ear training, promoting learning motivation. Rank and Likerts scales were
used for the questionnaire (Kardelis, 2007). The data was processed using descriptive sta-
tistics. The strength of correlation between two variables was assessed using Spearman §
rank correlation coefficient. Hypothesis of independence between the two variables was
checked using the value of Chi-Square test (Cekanavi¢ius, Murauskas, 2009).

It was determined that more than half (58.5 %) of music teachers used improvisation
in their work at times, less than one-fifth (19.6 %) respondents did not improvise in their
pedagogical activities at all. Only 6 % of the respondents stated that they had enough
knowledge of improvisation, 37 % had partially. Music education institutions didn’t
provide basic improvisation training for one-third of the respondents (33.3 %). In teach-
ers’ opinion musical improvisation is appropriate for playing, instrument lessons, voice
teaching, arranging music, accompanying and solfeggio. The percentage distribution of
the levels highlighted that more than half (68.6 %) of educators considered the level of
their improvisation skills as low and very low. Spearman s linear correlation coefficient
revealed a statistically significant correlation between the respondents’ improvisation
skills and their theoretical preparation. It was defined that the frequency of jazz im-
provisation usage in the teaching process depends on the level of the teachers’ prepara-
tion to improvise. In the pedagogical activity, improvisation was used by the teachers
who had improvisation skills (r = 0.38) and who were familiar with jazz improvisation
fundamentals (r = 0.45). The educators who had more improvisational skills (r = 0.38)
assessed their creative abilities at a higher level (r=10.29) (p < 0.01).

Almost two-thirds (65.1 %) of future music teachers acknowledged importance of
improvisation usage in the pedagogical activities, one-third (29.6 %) stated that it is
partly appropriate. It is important to notice that nearly two-thirds of the respondents
highlighted the lack of the methodological knowledge of improvisation. The analysis
of the students’ approach to the possibilities of practical usage of musical improvisation
did not reveal a statistically significant difference among the higher education institu-
tions: the importance of musical improvisation usage in the pedagogical activities was
evaluated more or less the same way by the students of all universities. Male students
often adapt musical improvisation in a broader context. The gender factor is statistically
significant to discuss the elements of musical improvisation in the fields of music har-
monisation (p < 0.001), composition (p < 0.021) and transcription (p < 0.029). More
than two thirds (71 %) of the respondents rated their improvisation negatively, 27.4 %
by average and 1.6 % by a high level. The reasons of low assessment of the improvisa-
tion level can be related to the lack of theoretical knowledge on improvisation. It was
found out that educational institutions didn’t provide basic improvisation training for
almost two thirds of the respondents.

The fourth part of the Thesis presents the results of the experimental research.
Theoretical analysis of literature and the results of the pilot research presupposed the



assumption that improvisation can be used as a factor in development of creativity,
therefore it was decided to implement the idea to use musical improvisation for the
development of the future music teachers’ creativity. For this reason, the natural experi-
ment was carried out. The presupposed assumption suggests that students will be en-
couraged to improvise more actively and more frequently and be more creative in their
career following the educational “intervention”.

The experiment was carried out under the natural conditions, and in conformity with
the requirements of the experiment defined by G. Merkys (1999), C. M. Charles (1999)
and B. Bitinas (2006). In order to evaluate the effectiveness of the integration of musi-
cal improvisation in music education studies, the experiment was limited to one group
controlled by the experimental situation. All the features of the educational experiment
we inherent to the research, however, not all conditions of the real experiment were met
to the same extent. It was impossible to randomly select the equivalent experimental
and control groups in order to compare results in two randomly selected homogeneous
groups of the participants. Therefore, according to the more general classification, the
research was more analogous to the quasi-experimental model and it had elements of
activity investigation, because the activity changed depending on the situation through-
out the course of the experiment and it was adjusted (Charles, 1999).

The aim of the experiment was to reveal the musical improvisation impact on the
future music teachers’ creativity. The experimental research was conducted during the
lectures. It was attended by two groups: A (the second year Bachelor’s students (N =
18)) and B (the first year Master’s students (N = 7)). Structural changes in the educa-
tional process were applied for both groups. The experiment was led by the doctoral
student who conducted an active educational intervention into the natural educational
environment, checked the efficiency of the implemented experimental methodology,
monitored, recorded and assessed the process of changes. Students were required to
prepare creative tasks and projects (stage performances) with arranged and creative,
including artistically and suggestively interpreted, compositions. The starting point of
the dissertation research was the approach to the creativity as musical creative think-
ing which occurs during musical improvisation and is described by the criteria such as
originality, tonal imagery, rhythmic imagery and syntax.

The achieved results confirmed a positive effect of improvisational expression on
creativity. The following methods were used for assessment: researcher, peer, self- and
expert assessment, and idiographic assessment. The Bachelor’s students (Group A) and
the Master’s students (Group B) were given the test on musical knowledge (pre-test,
post-test), including creative tasks such as musical improvisation, improvised accompa-
niment using harmonics functions, and composition of accompaniment arrangements.
The Master’s students were given an extra task such as improvisation on jazz standards.

Assessment of theoretical knowledge variations. Knowledge of the informants
was assessed using the test on musical theoretical knowledge. At the beginning of the
experiment the test-factor was followed by the pre-test, meanwhile the post-test was
used to determine the variations. In order to compare test scores from two groups be-
fore and after the use of experimental methodology, t-test for dependent samples was
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used. At the end of one semester, the test results obtained from the same students were
measured and their statistical significance was estimated. A comparison of the results of
Groups A and B diagnostic sections I and II revealed that the level of the test task-solv-
ing increased. While comparing the averages of the test scores, statistically significant
differences that satisfy the condition p < 0.07 were identified. This indicates that the
purposeful learning of music theory, including application of the previous musical ex-
perience and its association with a new theoretical material, deepened the students’
awareness of musical structure; the acquired knowledge of music theory served for the
growth of both samples informants as improvisers.

The creative task: improvisation on a musical theme. The data of the study sug-
gests that students understood the essence of improvisation and mastered its main prin-
ciples. The level of improvisation in the Group 4 of informants increased as well as the
quality of the creative task performance that was revealed through the melodic, rhythmic,
harmonic and stylistic expression. The changes in all areas of the improvisation at the
beginning and end of the experiment had statistically significant differences and satisfied
the condition when p < 0.05 (rthythmic expression (p < 0.007); harmonic expression (p
< 0.035); melodic expression (p < 0.001) and stylistic expression (p <0.001). It was no-
ticed that the level of the Group A informants’ overall self-assessment of improvisation
increased from a very low and low to a moderate.

While analysing the Group s B (the Master’s) creative task — improvisation on the
given theme — the first and second sections of the diagnostic results, positive changes of
the improvisation self-assessment were recorded. The Master students’ self-assessment
of improvisation increased in one or two levels. While comparing self-assessment aver-
ages in this area, statistically significant differences were obtained (p < 0.027). It can be
asserted that the Master’s students were able to achieve higher quality of improvisation.

In order to compare researcher, peer and self-assessment results of the Group A,
the Spearman's correlation coefficient was applied. Assessment of improvisation was
carried out in accordance with the provision that researcher and expert assessment are
considered as the most adequate and corresponding to actual situation. Before the ex-
periment, the level of self-assessment of improvisation, on average, correlated positively
with the researcher assessment (r = 0.52, when p < 0.05). The correlation between the
self-assessment and the researcher assessment showed that students assessed them-
selves appropriately and confirmed the results of improvisation that were at a moder-
ate, low and a very low level at the beginning of the experiment. A higher correlation
coefficient (r = 0.65, p < 0.01) at the end of the research showed the similarity between
the peer and researcher assessment. This implies that students, who gained more improv-
isation skills through inter-group evaluation, became more objective and able to evaluate
each other’s improvisation at a higher level.

In the application of the Spearman s correlation coefficient, it was identified to what
extent the assessment of the Group B informants with the self-assessment and the re-
searcher assessment. The correlation between the self-assessment and the researcher as-
sessment was following: before conducting the experiment it was very strong (r = 0.98,
p < 0.01), after the experiment — only strong (r = 0.89, p < 0.01). It showed the overlap
of assessment in this research area and the fact that the overall level of improvisation



was considered objectively. The consensus between the results of the experiment was
confirmed by the assessment carried out after the experiment which correlated with the
researcher assessment (r = 0.71, p < 0.01). At the end of the experiment, the correlation
between peer assessment and self-assessment increased from weak (r = 0.3, p < 0.05)
to strong (r = 0.84, p < 0.05). This shows that at the end of the research the Master’s
students assessed each other much more adequately than at the beginning and it showed
an increased level of assessment and improvisation skills.

The creative task: improvised accompaniment. In order to reveal the changes of
the task at the beginning, middle and end of the experiment, the students fulfilled a crea-
tive task — the accompaniment of a school song. Using the melody and the notes referred
to in the harmonic functions they accompanied for the soloist, duet or trio. The accom-
paniment using harmonic functions was assessed in five levels. At the beginning of the
research, a very low and low self/peer assessment levels dominated. These results cor-
responded with the researcher assessment. During the first diagnostic section, students
had no skills in this area, and a board of the experts only observed the accompaniment.

The visible changes were recorded when comparing the results among the researcher,
peer/self assessment at the beginning and end of the experiment. The self-assessment
level of the Group A improvised accompaniment before the experiment, on the average,
positively correlated with the researcher assessment (when r = 0.52, p < 0.05). This sug-
gests the consensus between the researcher and the self-assessment. The self-assessment
after the experiment correlated with the researcher assessment more strongly (r = 0.73,
p < 0.01). This reflects an increase in objectivity of students’ self-assessment after the
experiment.

During the self-, researcher and peer assessment, students needed to accompany
using functions without preparation in advance. The improvised accompaniment was as-
sessed by a board of the experts. The originality of musical creative work consideration,
syntax, rhythmic expression, melodic/tonal expression while accompanying were evalu-
ated quantitatively, i.e. by awarding a certain amount of points (from 1 to 5). Analysing
the experts’ consensus on the assessment of the Group 4 of informants’ improvised ac-
companiment the Kendall’s concordance coefficient W applied, which was calculated

according to the formula W= =577, In accordance with the criteria students were
assessed individually by each expert. The value of the concordance coefficient (W =
0.774) indicates that 18 students’ improvised accompaniment was assessed quite simi-
larly by all the experts. The concordance is statistically adequate when p < 0.0001. Due
to a small sample size (N = 18), a statistically significant difference was chosen when p
< 0.05. The results show that, on average, the experts rate the students on a higher level
than their peers. This can be explained by the fact that during the performance of the
accompaniment for a wider audience the students were better prepared than during the
final score calculation.

The informants in the Group B performed the same task. Comparing the results of the
researcher assessment at the beginning and end of the experiment, improvised accom-
paniment increased, on average, by one level from medium to high. The Kendall's con-
cordance coefficient (W = 0.585) indicated that the accompaniment through harmonic
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functions by seven Master students was assessed more or less the same by five experts.
The concordance was statistically significant (p < 0.01). Due to the small sample size
(N =7), a statistically significant difference was chosen when p < 0.05. In order to vali-
date the results, the results of the expert and researcher assessment were compared. The
received Kendall's concordance coefficient (W = 0.627) showed relatively high overlap
between the expert and researcher assessment in the field of improvised accompaniment.
The concordance is statistically significant when p < 0.01.

The creative task: improvisation on jazz standards (Group B). Creativity mani-
festations, when improvised on the jazz standards’ theme, were assessed using the pa-
rameters of creative thinking: musical originality, rhythmic and melodic expression and
musical syntax. In order to assess musical originality, focus was given to the motives of
the improvisation, phrases identities, distinctiveness and their captivating use. The rhyth-
mic expression had to be unfolded during a variety of created rhythmic elements and
the melodic expression — during the variation within the melody using some variation
techniques; musical syntax — through the ability to manipulate the elements of the musi-
cal structure. The expert assessment was used for validation of the experiment results.
During the first measurement, none of the Master’s student managed to perform the task
properly. Since informants could not improvise, the expert board did not assess their
improvisation and only observed. During the second measurement, the experts assessed
expressions of the creativity when the Master’s students improvised on the jazz stand-
ards theme. While assessing the improvisation, the Kendall s concordance coefficient W
= (.939 indicated a very high experts assessment compatibility. The concordance was
statistically significant (p < 0.001). A high expert assessment at the end of the research
showed the expression of the maximally changed individual competences. Presumably,
such results were caused by specifically adapted theoretical knowledge, convincing
modification of the melodies, the variation and the specific rhythm application.

The creative task: the composing of accompaniment. Students had to create piano
accompaniment (arrangement) of a school song. Students performed the task indepen-
dently. To create the accompaniment students applied the knowledge on music theory
gained during the experiment and the skills of improvisation and accompaniment using
harmonic functions. Expressions of the creativity in the arrangements revealed, high-
lighting the criteria of the creative musical thinking: rhythmic, melodic and harmonic
expression, originality and syntax. The analysis of the group 4 (N = 18) accompaniments
revealed that the students used harmonic functions in the narrow and wide arrangement
and presented it in a various forms (arpeggio, triplet, broken arpeggio, etc.). Original
components created through variation in musical sounds in a distinctive and unique man-
ner were found. The bass-chord was the accompaniment type used by the most students
(harmonic function), with the variation of the rhythm using the “walking bass” line,
syncopation (No. 1, 2, 3,4,5,7, 11, 12, 13, 15, 16, 17). The works (No. 6, 10, 18) with
the harmonic function spread over the long and short arpeggio were among distinguished
creations. Some original melodic motives and transient sounds (No. 12, 13) were used
in composition. Students No. 8, 14 used melody duplication to create a rhythmic variety
in the bass range. The Master’s students (the Group B) performed the same task. It was
found out that they adopted a much wider range of musical means of expressions, created



more original musical ideas than the Bachelor’s students. The motives were operated
structurally and a variety of compounds were used (musical syntax). The cases of the
melodically extended motifs (tonal expression), phrases (No. 3, 5) were noticed, rhythm
patterns, syncopations and accent changes (rthythmic expression) (No. 1, 2, 5, 7), transi-
tional chords and notes (No. 5) were used. While creating the accompaniment, students
expressed their creativity by operating musical material structurally, using created rhyth-
mic, melodic and harmonic elements originally.

Self-assessment of musical creativity. It was considered how informants of both
groups evaluate their musical creativity while performing the given creative tasks during
the whole experiment, before and after it. The self-assessment level of musical creativ-
ity of the Group A increased after the experiment. At the beginning of the experiment, 6
students assessed their musical creativity at a very low level, 9 —low and 1 — high. At the
end of the experiment 14 students’ self-assessment level of musical creativity increased
from very low and low to average, 3 — from very low to low, 1 — from moderate to high.
At the beginning of the experiment the averages of self-assessment showed statistically
significant differences when p < 0.001. The students that participated in the experimental
work had an opportunity to express their creativity in different types of musical activi-
ties. Self-assessment of creativity is associated with the improvisational abilities. As it
turned out, the informants assessed themselves as more creative after the experimen-
tal work which improved their improvisation level. The level of the Master’s students’
self-assessment of musical creativity also increased. At the beginning and end of the
experiment the difference between average values of self-assessment were statistically
significant when p < 0.005. While analysing musical creativity in the respect of peer as-
sessment, on average, positive changes from a low, very low to a high and very high lev-
els were recorded. Consequently, the Master’s students, while learning to improvise, not
only developed their improvisational and creative abilities, but also experienced changes
in their attitude towards self-assessment of their own musical creativity.

Reflections of the experience of informants in Groups A and B. In order to assess
the Group A informants’experience gained during the experiment, the statements in their
reflections employing the method of content analysis were divided into 6 categories and
24 subcategories. The analysis of the Group B content of reflections fell into 7 categories
and 11 subcategories. The reflections in a written form helped to reveal the participants’
attitudes and the approach to the experimental activities during the experiment. The
Master’s students described and interpreted their personal experience and disclosed their
gained understanding about the education process in perspective of certain professional
experience.

Results of the idiographic assessment. The informants’ achievements at the end
and the beginning of the experiment were compared and the individual progress was
observed and evaluated using idiographic assessment (individual progress assessment).
The observation method was applied to support the information obtained from peer/
self assessment. To sum up the idiographic assessment results of Groups A and B, it can
be stated that all students reached a certain level of individual improvisation progress.
The knowledge, acquired during the experiment, was applied composing the accompani-
ment. The vast majority of students assessed their musical creativity changes positively.

23



24

CONCLUSIONS

Having analysed scientific (pedagogical, psychological, philosophical) literature, it
can be stated that creativity is characteristic to a creative personality that can mani-
fest in each sphere of life and any subject area. The phenomenon of creativity is
dealt with as creative thinking, a creative process, creative abilities, and the whole
of traits of a creative personality.

The fine arts, stage arts, literature, music, dance, theatre etc. are a proper environ-
ment for creativity development. Musical creation is the area related to musical
creativity, where the coherence of abstractness and emotionality exists. Creativity in
music and music education can be expressed through areas of musical-creative ac-
tivities, i.e. interpretation, composing (harmonisation, arrangement), improvisation,
assessment, including creation of accompaniments, solo inserts. Aiming to create a
product of musical creation (a musical composition, improvisation, interpretation of
a piece), the analysis/assessment of a piece, musical creative thinking is required; it
manifests in a certain form of a product of creation.

Assessment of creativity involves aesthetic, artistic, scientific, technical and other
criteria. When assessing creativity, the area of creation should be taken into ac-
count, including psychological or philosophical concept used in assessment. The
assessment of results of different creative activity of an individual use alternative
criteria; therefore, the (self-)assessment of creativity is much more complicated than
of factual knowledge. This is proved by problems in measurement of creativity in
various areas highlighted by the authors’ studies, because specification of creativity
expression in different contexts (arts, technologies etc.) is insufficiently disclosed,
and common quantitative research instruments are partly limited. It should be ad-
mitted that a construct of creativity has not, to date, been defined in detail, and the
meta-theory of creativity remains in the stage of preparation.

. Musical improvisation is defined as a process which combines music creation and

performance art. Quality of improvisation is impacted by knowledge, professional-
ism, and competence. Improvisation is considered as the main principle of musical
performance in jazz music. Having theoretically analysed scientific literature, the
link between musical improvisation and development of creativity revealed. Crea-
tivity is a part of improvisation. Improvisation makes a significant impact on de-
velopment of musical creativity, creative thinking. Improvisation is employed to
stimulate musical creation, to give sense to creative thoughts and ideas. Musical
improvisation based on constantly changing tendencies of structure provides the
knowledge with inter-subjectivity, new meaning and a possibility to spread pupils’
creative self-expression through different forms of its expression. When improvis-
ing, creative experience is felt; it facilitates the changes in individual’s creative
thinking and abilities.

During improvisation, a constructive process of acceptance and application of rules
proceeds, theoretical knowledge is linked to the subjects learnt before. Improvisa-
tion unites the entire musical experience, and is related to profound learning. Based
on the core of a musical idea, thythm, new plot branches are being developed retain-



ing and shifting certain elements to another plane. A chosen musical idea, theme or
a plot line is “overgrown” with new musical structures and developed using partial
modifications. Some elements are rejected, meanwhile other lead to a qualitative
change (new plot lines are generated and progressed to a new state) when combined
with innovation and supplemented with new elements.

During the pilot research, empirical factual material was collected; it showed that
the vast majority of educators and future teachers of music who participated in the
research favourably assessed possibilities for improvisation application in pedagog-
ical activities, recognised its significance in music education. The demand of music
educators and students for improvisation, the willingness to learn improvising, and
the positive assessment of application of improvisation in various musical areas
revealed. Even though teachers and students viewed positive possibilities of appli-
cation of improvisation elements in many areas of musical activities (in accompani-
ment, arrangement, harmonisation, composing, creating transcriptions, playing mu-
sic, teaching/learning singing, solmisation etc.), nevertheless, the research revealed
the insufficient level of improvisation readiness of the surveyed that leads to poor
use of improvisation (or its elements) in practical work. Research results showed
that the respondents lack abilities of harmonisation, their knowledge on composing
is poor. Majority of the surveyed did not learn improvising in earlier music educa-
tion institutions at all. The research revealed the lack of attention to improvisation,
music composing, creativity in study programmes on music pedagogy of higher
education institutions. This showed that the curriculum gives little significance to
music improvisation.

The educational experiment organised under natural conditions proved efficiency of
the experiment methods developed during the dissertation research.

When developing the methods, the postulates of philosophical doctrines of post-
modernism, constructivism, pragmatism were grounded on.

Constituent parts of the methods: 1) provision of theoretical knowledge on musical
improvisation; 2) improvisation focused on the process; 3) improvisation focused
on the result; 4) applications of improvisation. The blend of these means enabled
purposeful striving for positive changes in improvisation, musical creativity. The
elements of jazz improvisation as part of methods were employed to render more
opportunities, diversity, freedom, colourfulness for students’ improvisation.
Applied research methods (teamwork, creative tasks, demonstration, illustration;
individual and group consultations, individual work) enabled achieving positive re-
sults by applying improvisation in musical pedagogical activities, i.e. accompany-
ing, arranging, interpreting pieces, preparing musical educational projects.

To estimate changes that happened during the experimental education, assessment
instruments were worked out: test of musical knowledge, questionnaires (peer,
expert and self-assessment) to assess improvisation, accompaniment according to
harmonic functions. To reveal changes in improvisation, accompaniment, the fol-
lowing criteria were single out: harmonic, rhythmic, melodic, stylistic priorities.
Manifestations of musical creative thinking by carrying out creative (improvisation,
accompaniment, music composition) tasks were assessed based on the following
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empirical parameters of musical creative thinking: originality, tonal, rhythmic ex-
pression, syntax. Prepared diagnostic instruments enabled comparison of changes in
students’ improvisation, musical creative thinking from a systemic point of view at
the beginning of the experiment and its end.

9. Having carried out a natural experiment with Siauliai University music peda-

10.

gogy students of the 1% and 2™ cycles (N = 25), factual material was accumulated to
claim that the hypothesis (H1) was proved: integration of musical improvisation into
content of music pedagogy subjects supposed changes in expression of students’
creativity.

Obtained factual material enables stating the musical improvisation benefit in devel-
opment of students’ musical creative thinking. Manifestations of creativity revealed
through a result of creation process (musical improvisation, accompaniment, com-
posing). When carrying out the same creative tasks at the beginning and at end of the
experiment, after the educational activities, students demonstrated a higher level of
musical creative thinking which manifested through originality of a created accom-
paniment (arrangement), areas of melodic, rhythmic, harmonic, stylistic priorities.
Performance of creative tasks at the beginning and at end of the experiment revealed
statistically significant differences in values. The increased level of musical creative
thinking after the experimental activities supposes an assumption that musical im-
provisation is an effective factor for stimulation of creativity which can essentially
enrich music teaching/learning or performance in various music-related contexts.
Fact-based arguments proved the proposed hypothesis (H2) to be right: improvisa-
tion-based activities included in the programme for education of future music teach-
ers are a significant condition of music education.

On the ground of empirical facts accumulated in the outcome of the experimental
education, it can be stated that having integrated musical improvisation into content
of subjects delivered, the level of knowledge on music theory increased in both
groups of informants. When purposively learning music theory, practically using
previous musical experience, linking it to new theoretical material here and now,
the understanding of music structure deepened. Improvisation helped to better feel
particularity of the musical language. When creating students better understood and
mastered importance of means necessary for creation, and application of jazz tunes,
purposeful alterations opened broader opportunities for improvisation, music per-
formance. Knowledge on music theory obtained during the experiment contributed
to informants’ of both samples growth as improvisers.

Students acquired abilities of musical improvisation. Application of jazz improvi-
sation means contributed to development of practical skills of improvisation, im-
provised accompaniment according to harmonic functions in future music teachers
when choosing tones, meter, style in rhythmical, melodic, harmonic contexts. Im-
provisation as simultaneous process of music creation and performance stimulated
students for musical creation.

Positive changes of roles in a collective, when moving from a passive observer,
listener, receiver of information to an active participant, intensively acting, search-



11.
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13.

14.

ing for solutions or leading a creative process were revealed. Educational activities
during artistic projects raised informants’ interest in testing new creative ideas. The
overall result of creation was impacted by abilities, thinking, personal traits of each
member of the team. It means that experimental activities helped students to realize
their creative capacities. When acting together, results of students’ creation were
examined and demonstrated: arrangements, accompaniments, improvisations, inter-
pretations of pieces were created.

Conclusions obtained using quantitative and qualitative measures did not reject, but
rather proved and complemented each other. Having carried out qualitative analysis
of results of the experimental research, it should be stated that the idea of experi-
mental education to develop students’ creativity through musical improvisation was
proved. The qualitative approach was applied: semi-structured reflections in a writ-
ten form and their content analysis facilitated definition of the experiences gained
during the process of experimental education. The Bachelor’s and the Master’s stu-
dents positively assessed activities where musical improvisation was used. Applying
musical improvisation, students obtained abilities to transform or vary the available
musical material and to persuasively present it to listeners.

. On the ground of analysis of the Bachelor’s students’ (experimental group A) reflec-

tions, educational significance of musical improvisation revealed. Implementation
of elements of improvisation into the process of education encourages motivation,
self-education, helps develop areas of subject-related competence, general abilities,
makes a positive impact on musical creativity. Using obtained experience in improv-
isation, students could not only dispose obtained theoretical, practical knowledge,
but also to self-actualize through creating, arranging pieces, rendering their creation
new, different meanings.

Having analysed reflections of the Master’s students (experimental group B), it was
found out that majority of the Master’s students had either no prior experience in
improvising or only partial experience. In music education institutions (music (art)
schools, conservatoires), majority of the informants had no acquaintance with im-
provisation, they lacked knowledge on improvisation methods. Integration of musi-
cal improvisation into content of music pedagogy subjects enabled achieving pur-
poseful changes, developing subject-related competence, increasing self-confidence,
stimulating motivation. Educational aspects in application of musical improvisation,
related to employment of this activity area in practice and profound teaching/learn-
ing, were single out.

Results of the idiographic research helped to reveal a certain level of progress in
both groups of participants of the survey when improvising, accompanying based
on harmonic functions. Manifestations of musical creativity revealed in a form of
melodic, harmonic, rhythmical, stylistic priorities in improvisations.
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RECOMMENDATIONS
The research revealed that improvisation as an area of creative musical activities
provides preconditions for (self-)development of students’ musical creativity, inde-
pendent musical creation and a more creative attitude towards the future professional
performance. It can be stated that improvisation should be employed as one of the ef-
ficient means aiming at improvement and effectiveness of studies in music pedagogy at

a higher education institution. Research data suggests that students who learn improvi-

sation deliver lessons more creatively and qualitatively, feel freer to perform music,

are able to easily manipulate the musical material, better solve problems in a broader
context. It is likely that, if musical improvisation is integrated into the content of music
pedagogy subjects and art of improvisation is mastered, future music teachers will not
only improvise individually, but will widely apply improvisation in musical pedagogi-
cal performance and will encourage their pupils to improvise and create.

For this purpose, it recommended:

1. To integrate improvisation into content of subjects of music pedagogy studies in
institutions educating future music teachers.

2. To develop future music educators’ creativity to form their individual manner of
improvising by applying diversity of forms and methods of improvisational expres-
sion.

3. To acquaint students with theoretical fundamentals of jazz improvisation, to teach
them to improvise employing means of jazz improvisation.

4. To use applied possibilities provided by musical improvisation for development of
subject-related competence of a music teacher, encouraging students create, accom-
pany, arrange; to creatively apply improvisation in pedagogical activities.

5. For schools and art education institutions to teach various age pupils fundamentals
of improvisation, to encourage students improvising since early age.

6. For educators of art (music) schools to pay more attention to musical improvisation,
involving improvisation elements into lessons of speciality, solmisation, ensemble
music performance, applying improvisational-creative tasks to pupils’ individual
and collective performance.

7. For educator of comprehensive education schools to develop pupils’ improvisational
abilities both during lessons and extra-curricula activities, encouraging improvisa-
tion by various instruments, voice.

8. For in-service training institutions to pay attention to the educators’ need of personal
development in the area of improvisation.

It is suggested to further develop the research and practical experiments in develop-
ment of creativity through improvisational expression on the ground of the dissertation
research.

Publications on the theme of the Dissertation Thesis were published in 5 peer-re-
viewed periodical issues referred in international data bases. 14 articles in other reviewed
publications and conference proceedings were published. Major statements of the re-
search and conclusions were presented at 18 national and international conferences.
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REZIUME

Visuomenés kiirybiniy galiy stiprinimas tampa vienu svarbiausiy Svietimo tiksly.
Kirybiskumas, iSradingumas, saviraiska, savo ir visuomenés sékmés kiirimas, gene-
ruojant idéjas ir jas jgyvendinant, — tai vertybiniai principai, jtvirtinami Lietuvos Res-
publikos $vietimo dokumentais. Pasaulio ir Europos $vietimo kaitos kontekste keiciasi
mokytojo vaidmuo: mokytoja — Ziniy turétoja, perteikéja keic¢ia mokytojas — mokymosi
organizatorius, mokymosi galimybiy kiiréjas, pataréjas, partneris. NeginCytinai svarbus
kiirybingo mokymo(si) ir kiirybiskumo ugdymo(si) edukaciniame procese rysys. Kiiry-
biskumui ugdyti geriausia terpé — meninis (muzikinis) ugdymas. Keiciantis meninio ug-
dymo stiliui Siuolaikingje visuomenéje, keidiasi ir meno pedagogy rengimo strategija.
Ieskoma meninio ugdymo optimizavimo galimybiy kiirybiskuma skatinanciais, aktyvia
besimokanciyju veikla paremtais metodais. Daugiaaspekté kiirybiskumo problemati-
ka atskleidziama uZzsienio autoriy darbuose. Mokslininkai kiirybiskuma tyringja kaip
asmenybés savybe, gebéjimaq, mastyma, kiirybos procesq. Vienas i§ buidy, padedanéiy
zmogui veikti nestandartiskai, yra improvizacija. Improvizacija, kaip veikla, gali padéti
ir sudétingam asmenybés savikiiros procesui, kuriame formuojasi ugdytinio individu-
alumas supancio pasaulio kontekste. J. Alterhaug (2004) teigimu, improvizacija, kaip
pedagoginé strategija, padedanti ugdyti kiirybiskuma, tinka bet kurio amziaus ugdytiniy
lavinimui: ji, kaip sudétiné muzikinio ugdymo turinio dalis, gali pasiteisinti tiek vaiky
darzelyje, tiek ir aukstojoje mokykloje. Apzvelgus pedagogy rengimo ir kvalifikacijos
kélimo programas, pastebéta, jog muzikiné improvizacija misy Salyje nagrinéta tam
tikrais aspektais. Deja, Lietuvos muzikos pedagogikos praktikoje $i veiklos sritis taiko-
ma gan retai dél improvizavimo proceso sudétingumo, nepakankamo mokytojy impro-
vizavimo gebéjimy ir pasiruosimo lygio. Salies aukstosiose mokyklose, rengian¢iose
muzikos mokytojus, apsiribojama bendru supazindinimu su improvizacija. Studiju pro-
gramose mazai démesio skiriama improvizacijai, muzikos komponavimui ir studenty
kiirybiniams darbams. Neteko aptikti darby, kuriuose biity tyrinétos muzikinés improvi-
zacijos ir kiirybiskumo ugdymo sasajos. Iki Siol Salyje néra atlikta tyrimy, kuriuose biity
analizuojama muzikinés improvizacijos jtaka studenty kiirybiskumo ugdymui. Triksta
parengty arba adaptuoty tyrimo instrumenty, leidzian¢iy identifikuoti improvizacine
raiska ugdoma kirybiskuma, fiksuoti kryptingus kiirybiskumo pokycius. Taigi, gali-
ma daryti prielaida, jog muzikos pedagogai néra kryptingai supazindinami su muzikos
improvizacija ir jos taikymu dirbant su mokiniais. Pasirinkta disertacijos tema ir objek-
ta lémé iSdéstyti mokslininky argumentai ir susidariusi probleminé situacija Lietuvos
$vietimo ugdyme.

Disertacijos mokslinés problemos esmg nurodo klausimai, i kuriuos norint atsakyti
reikia specialiy tyrimuy:

— kaip muzikinis improvizavimas gali prisidéti prie muzikos pedagogikos studenty
kiirybiskumo ugdymo?

— kokia muzikinés improvizacijos edukaciné reik§mé, integruojant ja | muzikos peda-
gogikos studijas universitete?

— kokia taikomoji muzikinio improvizavimo pedagoginéje veikloje nauda?



Tyrimo objektas — biisimyjy muzikos mokytoju kiirybiskumo ugdymas, taikant
muziking improvizacija.

Tyrimo tikslas — atskleisti biisimyjy muzikos mokytojy kiirybiskumo ugdymo gali-
mybes, taikant muziking improvizacija.

Tyrimo uZdaviniai:

— atlikti kirybiskumo ir improvizacijos sampraty analizg;

— istirti dirbanciyjy ir bisimyjy muzikos pedagogu poziiri { improvizacijos taikymo
pedagoginéje veikloje galimybes;

— teoriSkai pagristi ir parengti improvizacinio ugdymo metodika;

— natiraliu eksperimentu patikrinti ir jvertinti improvizacinio ugdymo metodikos
efektyvuma;

— remiantis disertacinio tyrimo rezultatais, pateikti rekomendacijas.

Hipotezé (H1). Muzikinés improvizacijos integravimas | muzikos pedagogikos da-
lyku turini sudaro prielaidas studenty kiirybiskumui ugdyti: padeda suprasti ir jvaldyti
kiirybinio mastymo procesus improvizuojant, komponuojant muzika ir ja atliekant.

Hipotezé (H2). Improvizaciniu pagrindu pagrjsta veikla biisimyjy muzikos moky-
tojy rengimo programoje — reikSminga muzikinio ugdymo salyga, padedanti motyvuoti
studentus savarankiSkai muzikinei kiirybinei veiklai, plétoti dalykinés kompetencijos
sritis, tobulinti bendruosius geb¢jimus.

Disertacinio tyrimo teorinj pagrinda sudaro:

* reliatyvizmo ontologija, kai pasaulis (socialinis pasaulis) suvokiamas kaip mastan-
¢iy, konstruojanciy realybe individy samonés srauty saveika;

» sqveikos (subjektyvistiné) epistemologija, kai prasmés kiirimas atsiranda analizuo-
jant ir sintetinant patirti, taip sukuriant nauja supratima, nes realyb¢ gali buti suku-
riama ir interpretuojama tiek individo, tiek grupés zmoniy;

*  postpozityvistiné metodologija, kai derinami kiekybiniai ir kokybiniai tyrimo meto-
dai, naudojant trianguliacijos principa.

Tyrimas remiasi Siomis teorijomis:

*  konstruktyvizmo teorija (Arends, 1998; Berger, Luckmann, 1999; Piaget, 1995; Vy-
gotsky, 1978, 1986; Dewey, 1980, 1996, 1997, 2007), akcentuojanc¢ia mokymasi,
kurio pagrindiné dimensija — kritinis mastymas;

» pragmatizmo teorija (Dzeimsas, 1995), kurios pagrindiné nuostata — geb¢jimas
spresti problemas. Si nuostata svarbi tuo, kad suteikia galimybg zmogui kokybiskai
gyventi ir reikStis visuomeniniame gyvenime;

* postmodernizmo (Rorty, 1996; Jameson, 2002; Deleuz, 1987; Foucault, 1998; Ly-
otard, 1993; Andrijauskas, 2005, 2010; Rubavi¢ius 2003) esme laikomas nepasi-
tikéjimas kuriuo nors vienu metodu, teorija, diskursu, naujove, tradicija, galin¢ia
pretenduoti { teisingus teiginius;

» refleksija veikiant (,,reflection in action®) siejama su kritiniu mastymu (Schon,
1983). Biisimojo muzikos mokytojo geb¢jimas reflektuoti, kaip kiirybinés veiklos
dalis, padeda sujungti teorija ir praktika, jprasminti ir permastyti praktinéje veikloje
itvirtinamas vertybes, igidzius, kognityvinius, percepcinius ir pedagoginius gebe¢-
jimus;

* kognityviné meninio ugdymo teorija (Swancwick, 1996, 2001; Reimer, 1989, 2000;
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Matonis, 2000; Paynter, 2000) akcentuoja holistini mokymo(si) proceso modeli,
visuminj meno reiskiniy suvokima, skatina pereiti nuo meno, susijusio su procedi-
romis, technika, mokymo ir spontaniSkos saviraiskos akcentavimo prie mastymo ir
bendravimo meno priemonémis, tam reikalingy nuostaty ir gebéjimy ugdymo.
Disertacijos metodologinj pagrinda sudaro:

tyrimo metody trianguliacija (kiekybiniy ir kokybiniy metody derinimas), sickiant
visapusiskiau istirti tiriamajj reiskinj, derinama anketiné apklausa ir refleksiju turi-
nio (content) analiz¢, ekspertinis, idiografinis vertinimas ir steb¢jimas;

mokslinés literatiiros analizé. Apzvelgiami kiirybiskumo ugdymo tyrimai, apibré-
ziamas kirybiskumo fenomenas, improvizacijos samprata, pagrindziama eksperi-
mentinio ugdymo, taikant muzikine improvizacijq, metodika;

dokumenty analizé, kuria siekta iSanalizuoti Svietimo dokumentus, reglamentuojan-
¢ius pedagogy rengima, ir aukstyju mokykly studijy programas;

anketiné apklausa, kuri padéjo nustatyti muzikos mokytoju ir buisimujy muzikos
mokytojy poziiir | improvizacijos naudojima pedagogingje veikloje, jos vaidmeni
ugdant kiirybiskuma;

testavimas, kuri sudaro i§ anksto sukonstruotos ir pagristos uzduotys, leido ivertinti
biisimyjuy muzikos mokytoju individualiy teoriniy ziniy lygj ir juy pokycius po vei-
klos;

natiralus eksperimentas atliktas, siekiant atskleisti muzikinés improvizacijos taiky-
mo galimybes bisimyju muzikos mokytoju kiirybiskumui ugdyti;

edukaciniai projektai pasitelkti, siekiant patikrinti eksperimentinio ugdymo metodi-
kos naudinguma studiju procese, jos praktinj pritaikyma muzikinéje pedagoginéje
veikloje.

Duomeny analizés metodai:

kiekybiné duomeny analizé atlikta naudojant apraSomajq statistika. Pasitelkti mate-
matinés analizés metodai: diagnostiniy pjiviy, t kriterijaus priklausomoms imtims
(Paired-Samples T Test), Chi kvadrato kriterijaus skaiciavimai, Spirmeno (Spear-
man s) koreliacijos, Kendalo (Kendall s) konkordacijos koeficienty reikSmes;
duomenys apdoroti naudojant SPSS 17.0 (Statistical Package for Social Sciences)
programini paketa;

kokybin¢ turinio analizé taikyta nagrinéjant pusiau struktiiruotas refleksijas rastu
pagal disertantés pateiktus klausimus.

Disertacinio tyrimo organizavimo etapai.

Pirmas etapas (2010 m. sausio—rugs¢jo men.) skirtas ugdomajam eksperimentui

parengti.

Antras etapas. Natiralus ugdomasis eksperimentas.
Atliekamas natiralus eksperimentas su Siauliy universiteto Meny fakulteto muzi-

kos pedagogikos I pakopos II kurso ir II pakopos I kurso studentais, muziking improvi-
zacija integruojant { studijy dalyky turinj.

Pirminis diagnostinis pjivis (1 pjuvis) (4 grupé — muzikos pedagogikos II k. ba-

kalauro studentai (N = 18) — 2010 m. rugs¢jis, B grupé — muzikos pedagogikos I k.
magistrantai (N = 7) — 2012 m. vasaris).

Natiralaus ugdomojo eksperimento vykdymas (A grupé (2010 m. rugseéjis—2011 m.



birzelis); B grupé (2012 m. vasaris—birzelis).

Baigiamasis diagnostinis pjiavis (11 pjuvis) (A grupé (2011 m. birzelis); B grupé

(2012 m. birzelis).

Trecdias etapas (2012 m. rugseéjis—2013 m. lapkritis) — eksperimentinio ugdymo ver-

tinimas, iSvady formulavimas.

1.

Tyrimo rezultaty mokslinis naujumas

Teoriskai pagristos biisimyjy muzikos mokytojuy kiirybiskumo ugdymo, taikant mu-
ziking improvizacija, prielaidos. Sukurta teoriné empiriné bazé parengti muzikinés
improvizacijos integravimo | muzikos pedagogikos studijas mechanizma.
Sudarytos ir eksperimentinio ugdymo rezultatais iSbandytos diagnostinés priemo-
nés, igalinancios patikimai vertinti improvizacinés raiskos ir muzikinio karybinio
mastymo improvizuojant pokycius. Parengtos uzduotys, vertinimo instrumentai,
kurie gali buti naudojami kiirybiSkumo pozymiams identifikuoti improvizuojant,
akompanuojant, komponuojant muzika.

. Nustatytas muzikinés improvizacijos taikomojo pobidzio pedagoginéje veikloje

veiksnys, kuris siejamas su turinio (curriculum) integralumu, motyvacijos skatini-
mu, saviraiska, dalykinés kompetencijos plétojimu, bendryjy gebéjimy tobulinimu.
[rodyta, jog muzikinés improvizacijos integravimas | muzikos pedagogikos dalyky
turinj leido pasiekti studenty muzikinio kiirybinio mastymo teigiamy poky¢iy.
Tyrimo praktinis reik§mingumas ir pritaikomumas

Parengta eksperimentinio ugdymo metodika, skatinanti bisimyju muzikos
mokytojy kirybiskuma ir veiksmingesnj dalykinj pasirengima.

Parengtas studijuy dalyko Kirybiskumo ugdymas improvizacine raiska aprasas, kuris
naudojamas Siauliy universiteto Meny fakulteto Muzikos pedagogikos studiju 1T
pakopos programoje.

. Atlikta moksliné analizé naudinga muzikos mokytojus rengiancioms institucijoms,

tobulinant studijy programas.

Parengtas improvizavimo metodines rekomendacijas savo darbe gali taikyti kie-
kvienas muzikos pedagogas, dirbantis tiek meno (muzikos) mokykloje, tick bendro-
jo lavinimo mokykloje.
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ISVADOS

Isanalizavus moksling (pedagoging, psichologing, filosofing) literatiira galima teigti,
jog kiurybiskumas (creativity) budingas kiirybiskai asmenybei, gali pasireiksti kie-
kvienoje gyvenimo sferoje, bet kurioje dalykinéje srityje. KiirybiSkumo fenomenas
tyrinéjamas kaip kiirybinis mastymas, kiirybos procesas, kiirybiniai gebéjimai, ka-
rybiskos asmenybés bruozy visuma.

Tinkama terpé kiirybisSkumui skleistis yra vaizduojamieji, scenos menai, literatiira,
muzika, Sokis, teatras ir kt. Su muzikiniu kiirybiskumu susijusi veiklos sritis yra
muzikiné kiiryba, kurioje egzistuoja abstraktumo ir emocionalumo dermé. Kiirybis-
kumas muzikoje ir muzikiniame ugdyme gali bati iSreiSkiamas per muzikinés-ki-
rybinés veiklos sritis: interpretavima, komponavima (harmonizavima, aranzavima),
improvizavima, vertinima, taip pat per akompanimenty, soliniy intarpy kiirima. Sie-
kiant sukurti muzikinés kiirybos produkta (muziking kompozicija, improvizacija,
interpretacija kuriniui), atlikti klirinio analizg (vertinima), reikalingas muzikinis k-
rybinis mastymas, kuris pasireiskia tam tikra kiirybos produkto forma.
Kirybiskumui vertinti taikomi estetiniai, meniniai, moksliniai, techniniai ir kitokie
kriterijai. Vertinant kiirybiskuma, biitina atsizvelgti { kirybos sritj ir i tai, kokia psi-
chologine ar filosofine koncepcija vadovaujamasi ji vertinant. Skirtingos Zmogaus
kiirybinés veiklos rezultaty vertinimui taikomi alternatyvis kriterijai, todél kiiry-
biskuma (j)vertinti Zymiai sudétingiau nei faktines zinias. Apie tai liudija autoriy
studijose akcentuojama jvairiy sri¢iy kirybiskumo matavimo problematika, nes
skirtinguose kontekstuose (menuose, technologijose ir kt.) nepakankamai atskleis-
ta karybiskumo raiskos specifikacija, o dazniausiai pasitelkiami kiekybiniai tyrimo
instrumentai yra i§ dalies riboti. Tenka konstatuoti, kad kiirybiskumo konstruktas iki
Siol néra detaliai apibréZtas, o kiirybiSkumo metateorija i$lieka rengimo stadijoje.

. Muzikiné improvizacija apibréziama kaip muzikos kiirimo ir atlikimo tuo paciu

metu procesas. Improvizacijos kokybei itakos turi zinios, profesionalumas, kompe-
tencija. Improvizacija laikoma pagrindiniu muzikavimo principu dziazo muzikoje.
Teoriskai iSanalizavus moksling literatiira, atskleistas muzikinés improvizacijos ir
karybiskumo ugdymo rysys. Kirybiskumas yra improvizacijos dalis. Improvizacija
daro reikSminga poveiki muzikinio kiirybiskumo, kiirybinio mastymo vystymuisi.
Improvizacija pasitelkiama muzikinei kiirybai stimuliuoti, kiirybinéms mintims
ir idéjoms iprasminti. Muzikiné improvizacija, pagrista nuolat besikei¢ian¢iomis
struktiiros tendencijomis, suteikia zinioms intersubjektyvumo, naujuy prasmiy ir
skirtingomis savo raiSkos formomis sudaro galimybes ugdytiniy kiirybinei savirais-
kai skleistis. Improvizuojant i§gyvenamas kiirybinis potyris, dél kurio kinta individo
kiirybinis mastymas, gebéjimai.

Improvizavimo metu intensyviai vyksta konstruktyvus taisykliy perémimo ir pritai-
kymo procesas, teorinés zinios sicjamos su ankséiau iSmoktais dalykais. Improvi-
zacija sujungia visg muzikinj patyrima, yra susijusi su giluminiu mokymusi. Atsire-
miant | muzikinés idéjos, ritmikos branduoli, plétojamos naujos siuzetinés atSakos,
tam tikrus elementus i$§saugant ir pernesant i kita plotme. Pasirinkta muzikiné idéja,
tema ar siuzetiné linija ,,apauginama“ naujomis muzikinémis struktiiromis ir su da-



linémis modifikacijomis plétojama ir vystoma. Vieni elementai negriztamai atkrinta,
kiti, susijungdami su naujove, papildyti naujais elementais, — suponuoja kokybini
pokyti (gimsta naujos siuzetinés linijos, pereinama i nauja biivy).

Zvalgomojo tyrimo metu buvo sukaupta empirinés faktinés medziagos, kuri rodo,
jog didzioji dauguma tyrime dalyvavusiy pedagogy ir busimyjy muzikos mokytoju
palankiai vertina improvizacijos taikymo pedagoginéje veikloje galimybes, pripa-
zjsta jos reikSm¢ muzikiniame ugdyme. Atskleistas muzikos pedagogy ir studen-
ty improvizavimo poreikis, noras iSmokti improvizuoti, teigiamas improvizacijos
pritaikymo {vairiose muzikinése srityse vertinimas. Nors mokytojai ir studentai
1Zvelgia teigiamy improvizacijos elementy panaudojimo galimybiy daugelyje muzi-
kines veiklos sri¢iy (akompanuojant, aranzuojant, harmonizuojant, komponuojant,
kuriant transkripcijas, grojant, mokant(is) dainavimo, solfedziuojant ir kt.), atlik-
tas tyrimas atskleidé nepakankama tyrime dalyvavusiyjy pasirengimo improvizuoti
lygi, lemiant] menka improvizacijos (ar jos elementy) pasitelkima praktiniame dar-
be. Tyrimo rezultatai parod¢, jog respondentams stinga improvizavimo gebéjimuy, ju
muzikos komponavimo zinios yra zemo lygio. DidZioji dalis tiriamujy ankstesnése
muzikinio ugdymo istaigose improvizuoti apskritai nesimokeé. Tyrimas atskleide de-
mesio truikuma improvizacijai, muzikos komponavimui, kiirybai aukstyju mokykly
muzikos pedagogikos studijy programose. Tai rodo, jog studijy turinyje mazai aktu-
alizuojama muzikinés improvizacijos reikSme.

. Ugdomasis eksperimentas, organizuotas natiraliomis salygomis, jrodé¢ disertacinio
tyrimo metu sukurtos eksperimento metodikos veiksminguma.

Rengiant metodika, remtasi filosofiniy doktriny — postmodernizmo, konstruktyviz-
mo, pragmatizmo — postulatais.

Metodikos sudedamosios dalys: 1) muzikinés improvizacijos teoriniy Ziniy suteiki-
mas; 2) improvizavimas, orientuotas i procesa; 3) improvizavimas, orientuotas i re-
zultata; 4) improvizacijos taikymai. Siy priemoniy derinimas leido kryptingai siekti
teigiamy improvizavimo, muzikinio kiirybiskumo pokyc¢iy. DZiazo improvizacijos
elementai, kaip metodikos dalis, pasitelkti, sickiant suteikti studenty improvizavi-
mui daugiau galimybiy, jvairoves, laisvés, spalvingumo.

Taikyti ugdymo metodai (komandinio darbo, kiirybiniy uzduociy, demonstravimo,
iliustravimo; individualiy ir grupiniy konsultacijy, individualaus darbo) leido pa-
siekti teigiamy rezultaty, improvizacija pritaikant muzikingje pedagoginéje veiklo-
je: akompanuojant, aranzuojant, interpretuojant ktirinius, rengiant muzikinius edu-
kacinius projektus.

Eksperimentinio ugdymo metu jvykusiems poky¢iams nustatyti buvo parengti ver-
tinimo instrumentai: muzikiniy ziniy testas, improvizavimo, akompanavimo pagal
harmonines funkcijas vertinimo (kolegy, eksperty vertinimo, isivertinimo) anketos.
Improvizavimo, akompanavimo pokyciams atskleisti buvo i$skirti kriterijai: harmo-
niniai, ritminiai, melodiniai, stilistiniai prioritetai. Muzikinio kiirybinio mastymo
apraiskoms jvertinti, atlickant kiirybines (improvizavimo, akompanavimo, muzikos
komponavimo) uzduotis, pasitelkti empiriniai muzikinio kiirybinio mastymo para-
metrai: originalumas, toning, ritminé raiska, sintaksé. Parengti diagnostiniai ins-
trumentai leido sisteminiu poziiiriu palyginti studenty improvizavimo, muzikinio
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kiirybinio mastymo poky¢ius eksperimento pradzioje ir jo pabaigoje.

. Atlikus natiiraly eksperimenta su Siauliy universiteto I ir II pakopy muzikos

pedagogikos studentais (N = 25), buvo sukaupta statistinés faktinés medziagos, lei-
dziancios teigti, jog hipotezé (H1) pasitvirtino: muzikinés improvizacijos integravi-
mas | muzikos pedagogikos dalyky turini suponavo studenty kiirybiskumo raiskos
pokycius.

Gauta faktinés medziagos, leidziancios tvirtinti, jog muzikiné improvizacija gali
padeéti ugdant studenty muzikinj kiirybini mastyma. Per kiirybos rezultata (muzi-
kin{ improvizavima, akompanavima, komponavima) atskleistos kiirybiskumo ap-
raiskos. Studentai, atlikdami tas pacias kiirybines uzduotis eksperimento pradzioje
ir pabaigoje, po ugdomosios veiklos pademonstravo aukstesni muzikinio kiirybinio
mastymo lygi, kuris pasireiské per improvizavimo, akompanavimo, sukurto akom-
panimento (aranzuotés) originaluma, melodiniy, ritminiy, harmoniniy, stilistiniy
prioritety sritis.

Kirybiniy uzduociy atlikimo iverciai eksperimento pradzioje ir pabaigoje statistis-
kai reikSmingai skiriasi. Po eksperimentinés veiklos pakilgs muzikinio kiirybinio
mastymo lygis suponuoja prielaida, jog muzikiné improvizacija yra efektyvus ku-
rybiskumo skatinimo veiksnys, galintis esmingai pagerinti muzikos mokyma(si) ar
muzikavima ivairiuose su muzikine veikla susijusiuose kontekstuose.

10. Faktiniai argumentai patvirtino iskeltos hipotezés (H2) teisinguma: improvizaciniu

pagrindu pagrista veikla biisimyjy muzikos mokytoju rengimo programoje — reiks-
minga muzikinio ugdymo salyga.

Remiantis eksperimentinio ugdymo isdavoje sukauptais empiriniais faktais, galima
teigti, jog muziking improvizacija integravus | déstomy dalykuy turinij, pakilo abie-
ju grupiy informanty muzikiniy teoriniy ziniy lygis. Tikslingai mokantis muzikos
teorijos, praktiskai panaudojant ankstesni muzikinj patyrima, susiejant ji su nauja
teorine medziaga Cia ir dabar, pagil¢jo supratimas apie muzikos strukttira. Improvi-
zavimas padéjo labiau pajusti muzikinés kalbos specifika. Kurdami studentai geriau
suprato ir isisavino kiirybai buitiny priemoniy svarba, o dziazo dermiy, prasmingy
alteracijy panaudojimas atvéré platesniy improvizavimo, muzikavimo galimybiy.
Eksperimento eigoje igytos muzikos teorijos zinios padé¢jo abiejy imciy informan-
tams augti kaip improvizatoriams.

Studentai igijo muzikinio improvizavimo gebé¢jimy. DZiazo improvizacijos priemo-
niy taikymas prisid¢jo prie biisimyjy muzikos mokytojuy praktiniy improvizavimo,
improvizuoto akompanavimo pagal harmonines funkcijas jgudziy vystymo, pasi-
renkant tonacijas, metra, stiliy ritminiame, melodiniame, harmoniniame konteks-
tuose. Improvizacija, kaip muzikos kiirimo ir atlikimo vienu metu procesas, paska-
tino studentus imtis muzikinés kuirybos.

Atskleisti pozityviis vaidmeny kolektyve poky¢iai, pereinant nuo pasyvaus stebéto-
jo, klausytojo, informacijos priéme¢jo link aktyvaus dalyvio, intensyviai veikiancio,
ieskancio sprendimy ar vadovaujanciojo kiirybiniam procesui. Edukacine veikla
meniniy projekty metu suzadino respondenty susidoméjima isbandyti naujas kiiry-
bines idé¢jas. Bendram kiirybos rezultatui jtakos tur¢jo kiekvieno komandos nario
gebéjimai, mastysena, asmeninés savybes. Tai reiskia, jog eksperimentiné veikla



11.

12.

13.

14.

padéjo realizuoti studenty kiirybines galimybes. Veikiant kartu, buvo patikrinti ir
pademonstruoti studenty kiirybos rezultatai — sukurta aranzuociy, akompanimenty,
improvizacijy, kiiriniy interpretacijy.

Kiekybiniu ir kokybiniu biidais gautos iSvados vienos kity nepaneigge, bet patvirtino
ir papildé viena kita. Atlikus eksperimentinio tyrimo rezultaty kokybing analizg,
konstatuotina, jog pasiteisino eksperimentinio ugdymo id¢ja ugdyti studenty kiry-
biskuma pasitelkus | pagalba muziking improvizacija. Taikyta kokybin¢ prieiga —
pusiau struktiiruotos refleksijos rastu ir juy turinio (content) analizé — padéjo apibrézti
eksperimentinio ugdymo procese igytas patirtis. Bakalauro studentai ir magistrantai
pozityviai jvertino veikla, kurioje buvo naudota muzikin¢ improvizacija. Taikydami
muziking improvizacija, studentai igijo gebéjimy transformuoti ar pajvairinti turima
muziking medZziagg ir tai jtaigiai pateikti klausytojui.

Remiantis bakalauro studenty (A eksperimentiné grupé) refleksijy analize, atskleista
muzikinés improvizacijos ugdomoji reiksmé. Improvizacijos elementy idiegimas {
ugdymo procesa skatina motyvacija, saviraiska, padeda plétoti dalykinés kompeten-
cijos sritis, bendruosius gebéjimus, teigiamai paveikia muzikinj kiirybiskuma. Pa-
naudodami igyta improvizavimo patirtj, studentai gal¢jo ne tik disponuoti jgytomis
teorinémis, praktinémis ziniomis, bet ir savarankiskai pasireiksti kurdami, aranzuo-
dami kiirinius, suteikdami savo kiirybai naujy, vis kitokiy prasmiy.

ISanalizavus magistranty (B eksperimentiné grupé) refleksijas, buvo nustatyta, jog
dauguma magistranty iki eksperimento pradzios jokios improvizavimo patirties ne-
tur¢jo arba tur¢jo tik i§ dalies. Muzikinio ugdymo jstaigose (muzikos (meno) mo-
kyklose, konservatorijose) didziajai daugumai informanty su improvizacija nebuvo
teke susipazinti, jiems stigo improvizavimo metodikos ziniy. Muzikinés improvi-
zacijos integravimas | muzikos pedagogikos dalyky turinj leido pasiekti kryptingy
poky¢iy, plétojant dalyking kompetencija, didinant pasitikéjima savimi, skatinant
motyvacija. I$skirti muzikinés improvizacijos taikymo edukaciniai aspektai, kurie
siejami su Sios veiklos srities panaudojimu praktikoje, giluminiu mokymu(si).
Idiografinio vertinimo rezultatai padéjo atskleisti pasiekta abiejy grupiu eksperi-
mento dalyviy tam tikra individualios pazangos lygi improvizuojant, akompanuo-
jant pagal harmonines funkcijas. Muzikinio kiirybiskumo apraiskos atskleistos me-
lodiniy, harmoniniy, ritminiy, stilistiniy prioritety improvizacijose pavidalu.
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REKOMENDACIJOS

Tyrimas atskleidé, jog improvizacija, kaip muzikinés kiirybinés veiklos sritis, sudaro
prielaidas studenty muzikinio kiirybiskumo ugdymui(si), savarankiskai muzikinei kii-
rybai ir kiirybiskesniam pozitiriui | biisimaja profesing veikla. Galima teigti, jog muzi-
kiné improvizacija pasitelktina kaip viena veiksmingesniy priemoniy, siekiant tobulinti
ir efektyvinti muzikos pedagogikos studijas aukstojoje mokykloje. Tyrimy duomenys
rodo, jog studentai, iSmoke¢ improvizuoti, kiirybiskiau ir kokybiskiau veda pamokas,
laisviau jauciasi muzikuodami, geba nevarzomai manipuliuoti muzikine medziaga, ge-
riau sprendzia problemas naujoje situacijoje ir muzikines zinias pritaiko platesniame
kontekste. Tikétina, jog ivaldzius improvizavimo mena, blisimieji muzikos mokytojai
ne tik patys improvizuos, bet improvizacija pladiai taikys muzikinéje pedagoginéje vei-
kloje ir skatins savo mokinius improvizuoti ir kurti.

Siuo tikslu rekomenduojama:

1) bisimuosius muzikos mokytojus rengian¢ioms institucijoms nuo pirmo kurso im-
provizacija integruoti | muzikos pedagogikos studijy mokomujy dalyky turini;

2) ugdyti bisimyju muzikos pedagoguy kiirybiskuma, formuoti ju individualia improvi-
zavimo maniera, taikant improvizacinés raiskos formy, metody ivairove;

3) supazindinti studentus su teoriniais dziazo improvizacijos pagrindais, mokyti juos
improvizuoti, pasitelkiant dziazo improvizacijos priemones;

4) iSnaudoti taikomasias muzikinés improvizacijos galimybes muzikos mokytojo daly-
kinés kompetencijos plétojimui, Siuo tikslu skatinant studentus kurti, akompanuoti,
aranzuoti; improvizavima kiirybiskai taikyti pedagoginéje veikloje;

5) mokykloms ir meninio ugdymo institucijoms mokyti muzikinio improvizavimo
pagrindy ivairaus amziaus ugdytinius, skatinti vaikus improvizuoti nuo ankstyvojo
amziaus;

6) meno (muzikos) mokykly pedagogams daugiau démesio skirti muzikinei improvi-
zacijai, tuo tikslu jtraukiant improvizavimo elementus i specialybés, solfedzio pa-
mokas, ansamblini muzikavima, taikant improvizacines-kiirybines uzduotis moki-
niy individualiam ir kolektyviniam atlikimui;

7) bendrojo lavinimo mokykly muzikos pedagogams ugdyti mokiniy improvizacinius
gebéjimus tiek pamokoje, tiek uzklasinéje veikloje, skatinant improvizuoti jvairiais
instrumentais, balsu;

8) kvalifikacijos kélima organizuojanéioms institucijoms atsizvelgti { pedagogy porei-
kius tobulintis improvizavimo srityje.

Sitloma disertacinio tyrimo pagrindu toliau plétoti kiirybiskumo ugdymo improvi-
zacine raiska tyrimus ir praktinius eksperimentus.
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