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On this broad generalisation, improvisation in the arts is no different from
improvisation in any other area of human mental activity, be it conversation,
science, ethics, or any other spontaneous, creative activity.

Despite this emphasis on spontaneity, most theorists agree that improvisation is not
an ad hoc activity; rather, it involves skill, preparation, planning, constraints, and
anticipation. These scholars believe that any creativity and performance within an
artistic discipline involves an awareness of the goals and parameters of the work of
art or event, genre, school and style in which the activity is taking place.

In the musical field, the term ‘improvisation’ is used to describe various aspects of
the creative process. One of them is the ability of a musician to operate with
musical material during performance, which includes changing melodies, rhythms,
harmonies, etc.

Improvisation was used not only in vocal music, but also in instrumental
music. In the Middle Ages, musical instruments served to accompany vocals, but
since the 13th century, they took turns. Both vocalists could improvise and
instrumentalists could create melodies on the spot. Until the end of the fourteenth
century, musicians learned mostly by ear. During the Renaissance, instrumental
improvisation took on a higher level, but even in the Middle Ages, instrumentalists
played improvised music for dances and ceremonies, with a certain basis as a
structure for the dance.

Improvisation closely interacted with educational practices in the 16th - 18th
centuries, when it became an integral part of the process of developing performing
and composing skills.

The Romantic period in music was characterised by a desire for emotional
expressiveness, individualism and the expansion of musical forms, yet composers
sought self-expression and exploration of new harmonies and tonal structures.
Despite the difficulties of theoretical understanding, improvisation remains an
important element of musical practice, contributing to the development of
creativity, spontaneity and individual expression of the performer.
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MIATOTOBKA ECTPAJTHUX CIIBAKIB JIO KOHLIEPTHOI
TISIBHOCTI

Ectpaguuii cmiB — 1€ 0COOJIMBHM BHUJI BUKOHABCHKOI MHCTEIBKOI
JUSUTBHOCTI, SIKMM OXOIUTIOE IMIMPOKUHM CHEKTP MY3HMYHUX CTHIIIB, BiJ MOM-MY3UKH
70 POKy, uKa3zy ¥ Omro3y. EcTpamHo-BUKOHABChKA JiSUTBHICTH 00'€HYE MY3HUKY,
TaHeIlb, T€ATPai3alliio: ISl B3a€EMOJISA 3 PI3HUMHU CTHISIMU 1 BUJAMH MHCTEITBA
30aradye ecCTpaJHUN CIIiB, M0 POOUTH WOTrO PIZHOMAHITHUM, TPUBAOIHMBUM 1
MOMYJIAPHUM Y IIUPOKUX BEPCTB HACENEHHS (H. Hpoxckuna, 2019). Bukonasism
el JKaHp HaJa€ MOXJIMBOCTI 3IMCHIOBATH SCKpPaBE BPAKCHHS HA CIyXadiB IIij
4ac KOHLEPTIB 1 IOy, CHUIKYBAaTHCS 3 ayAMTOPi€0 Ha EMOLIHHOMY piBHI #
noTpedye Bij ciBaka eBHOI yHIBEpPCATBHOCTI. Ii 10cATHEHHS OTpedye BUXOBAHHS
y BUKOHABIIIB PO3BUHEHOTO XYJA0XKHBOTO CMaKy, CAMOBHUMOTIJIMBOCTI ¥ 3AaTHOCTI
JI0 TIOCTIMHOTO CaMOBJIOCKOHAJICHHS, @ TAKOX €pyJ0BaHOCTI B Tally3l K BOKaJIbHOT
TBOPYOCTI, TaK 1 B CyMIXHUX BHIaX MUCTEITBA.

Orxe, BceOIUHIM 1 ITOBHOI[IHHIM INIATOTOBIN CIIIBaKa OO BHUKOHABCHKO-
KOHIIEPTHOI JISTTHOCTI Ma€ CIPHUSTH HOro BCeOIUHUN 1 TApMOHIYHUI PO3BUTOK, a
3BIACM — W IiecnpsMoOBaHe (OPMYBAHHS O3HAYEHUX BHILE KOMIIOHEHTIB
BOKAJIbHO-BUKOHABCHKOI ~MaWCTepHOCTI. AJpKe, SK 3a3HAUYCHO B  TpaIsx
B. Aatontok (2016), H.Kson 1 H. Osuapenko (2019), rojaoBHUM CEeHCOM
BUKOHAHHS BOKaJbHUX TBOPIB € Mepeaada iX Xya0KHb0-00pa3HOro 3MICTY, EMOLIN
1 IOYYTTIB, 3aKJIaJICHUX aBTOPOM Yy MTOETUKO-MY3UYHOMY TEKCTI.

3aBIsSKM 1[bOMY €CTpaJHO-CIIBallbKa MiSUTBHICTh CTAa€ SICKpaBUM 1
JOCTYITHUM CIIOCOOOM CaMOBUPAXKEHHS €MOIIIH 1 TOYYTTIB, III0 HAJIA€ TX 0COOJIMBOT
HaOyBa€ NMpUBAOIUBOCTI 1 BUKOHABI[IB My3WYHUX TBOPIB, 1 AJI CioyxadiB. Aje, K
3a3HA4YalOTh HAYKOBI[, caMe€ y TIpoIleCi HaBYaHHS BOKaIy IepeBara HEpiIKO
HAJa€ThCsl TEXHIYHUM HaBUYKaM, IO MOSCHIOETHCS THM, IO CHiBaK, Ha BIAMIHY
BiJl IHCTPYMEHTAIICTa, MA€ CIOYATKY «BUTOTOBHUTHY» CBIM TOJOC SIK 1HCTPYMEHT
JUTSI My3UKYBaHHS 13 CBO€T BIACHOI OCOOM 1 TIJIBKH MICTS IIbOTO BUKOPUCTOBYBATU
Horo sk 3acid Bupa3HOCTI. BHACIIOK 1IbOTO TEXHIYHE 3aBJaHHS CTa€ JJIS YaCTKU
CITIBaKiB CAMHMH Ba)KJIMBHM, a OBOJIOJIHHIO 3aCO0aMH 3MICTOBOI €MOIIIHMHOCTI U
JIOCSITHEHHIO XYJIOKHBOI JIOCKOHAJIOCTI yBara MpUILISAE€TbCs HemocTaTHbO (Jly
[3imyH, 2018).

OTxe, y BOKaJbHO-OCBITHHOMY IIPOIIECI BAXKJIMBO IepeadadaTd BCeOIUHY
HiATOTOBKY BUKOHABI O CIIEHIYHUX BHUCTYIIB 1 CTUMYJIOBATH 3700yBauiB J0
OBOJIOJIIHHSI BOKQJIBHOIO TEXHIKOI SK 3aCO00M YTIJIEHHS XYJIOKHBOTO CEHCY
BUKOHYBAHOTO penepryapy. Y TO#l ke yac HeoOXiJIHO BpaxoByBaTu M crerudiky
eCTPaJHOTO, PO3BAXKAILHO-MACOBOTO JKaHPY, SKHH Tmiependadae qOCSITHEHHS
SCKpPAaBOr0 €MOI[IMHOrO BIUIMBY Ha MOYYTTS i NMEPEKUBAHHS CIyXadiB, 3JaTHOCTI
BHKOHABIIS 3aXOIUIIOBATH 1X 3aB/ISIKM BMIHHIO BTIIIOBAaTH PI3HOMAHITTS €MOITIMHUX
BIJITIHKIB Y JIUHAMIIll iX PO3BUTKY, €(EKTHUBHO 3aCTOCYBATH E€JIEMEHTH PYyXOBOI
IUTACTUKH M OCSTaTH OPraHIYHOCTI y 3aCTOCYBAaHHI 30BHIIIHIX 3aCO0IB CTBOPEHHI
MeBHOro o00pa3y, 30KpeMa — KOCTIOMY, MAaKIsDKYy, 3a4iCKH, BOJIOJITH B MIpy
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BUIBHOK) MaHEPOIO CIIEHIYHOI'O MOBOJHKEHHS TOIIO. AJKe, K 3a3Ha4ar0Th (haxiBIll,
BI3yaJbHHUM CKJIaJHUK BHUKOHABCHKOTO O0Opa3y TaKOX BaXKIMBHM HJISI CTBOPEHHS
MO3UTHUBHOIO BPAKEHHS Ha MyOJIIKYy ¥ TUM CaMUM — JJi HIABUIICHHS B apTHUCTA
MOYyTTA BIIEBHEHOCTI Ha clieH1 i mposiBy HaTxHeHHs. (['yapko H.O., 2017)

He menmioi 3Hauymocti HaOyBae 1 BUXOBaHHS €MOILIIMHO-BOJIbLOBOI chepu
CIiBaka, MOro 3arajibHOi KyJbTYypU, BMIHHSI CHPSIMyBaTH CBOIO €HEPreTHKY Ha
TBOpUY KOMYHIKAIlI0 13 CilyXauaMd 1 3[IIACHIOBAaTM Ha HHUX TMO3UTUBHUN
XYJ0’)KHBO-CYT'€CTUBHUN BIUIMB. BijTak, BUXIiJ cliBaka Ha CIEHY BiJ3epKajioe BCi
HOro BIACTUBOCTI, OCOOMCTICHI PUCH 1 MOXKITUBOCTI SIK TBOPYOi OCOOMCTOCTI.

Ile mo3BosIE CTBEPHKYBATH IO 3a3HAUCHI ACTIEKTH MIiATOTOBKA MaOyTHIX
eCTpaJHMX CHIBaKiB 0 KOHLEPTHOI AISNIBHOCTI — BUXOBAHHS XYAOXXKHBOTO CMaKy,
HAaOyTTS MHCTEUbKOi, 30KpeMa — MY3MYHOI €pyJOBaHOCTI, BOJIOAIHHS SIK
(doHaIITHOIO TEXHIKOIO, TaK 1 BUKOHABCHKO-BUPA3HUMU 3aC00aMU 1HTOHAIIITHOTO
W BI3yaJIbHOTO XapakKTepy, BMIHHSM IO€JHYBAaTH CBOi CHIBAalbKl [Ii 3 PYXOBOIO
IUTACTUKOIO 1 XOpeorpapiyHUMH €JIEeMEHTaMU CIIPSIMOBYBATH CBO1 TBOPYO-BOJIbOBI
3yCUJIIA HAa CTBOPEHHS MEPEKOHIMBUX M PI3HOMAHITHUX XYA0XKHIX 00pa3iB MarOTh
BUpIIIATbHE 3HAYEHHS [JI1 HOro KOHIEPTHO-BUKOHABCHKOI MisUIBHOCTI U
npodeciitHoi YCIIITHOCTI.
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