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Here are some basic strategies,” Music Educators Journal 86/3 (1999), 21-25.

15) Timothy S. Brophy, “Developing Improvisation in General Music Classes,” Music
Educators Journal 88/1 (2001), 34-53.
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FwAtwS-AE5 53/3 (2014), 430-446.
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edited by B. Nettl and M. Russell (Chicago: University of Chicago Press, 1998),
47-67.
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18) Bruno Nettl, “Thoughts on Improvisation: A Comparative Approach,” Musical
Quarterly 60 (1974), 1-19.

19) John A. Sloboda, The Musical Mind: The Cognitive Psychology of Music (Oxford:
Clarendon Press, 1985), 119-120.

20) Barry J. Kenny and Martin Gellrich, “Improvisation,” The Science and psychology
of Music Performance: Creative Strategies for Teaching and Learning, edited by R.
Parncutt and G. E. McPherson (New York: Oxford University Press, 2002), 117-134.
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Processes in Development and Education,” Creativity in Performance (1997),

197-212.
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Intermediate Levels,” Ph.D. Dissertation (The Ohio State University, 2004), 1-20.
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Abstract

Development of Creative Improvisation Training

Materials for Beginner Piano Leamers

Kwon, Sumi

The purpose of this study is to analyze the type of improvisation technique
in the piano method which is used in Korea and abroad for the young beginners.
Based on the literature review, 6 types of music elements and 2 types of
teaching methods suitable for improvisation activities for preschoolers or
elementary school students were reconstructed. In addition, this study developed
and presented the teaching materials for improvisational activities for the
beginner piano students using the Korea musical elements. In the conclusion,
I suggested that the improvisational activity in the piano lesson needs to be
accompanied by theory and technic exercises as well as repertoire and that the
group lesson environment is preferable. For the last piano teachers need to
diagnose the musical knowledge or skill level inherent in the students so as

to develop the effective improvisational learning activities in the piano lesson.

Keywords: Improvisation, Musical Creativity, Piano teaching, Piano

method, Piano pedagogy
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