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levads

Misdienas Eiropa iezimgjas pareja no tirgus sabiedribas uz sabiedribu,
kas balstas uz zinatnes atzinam: no kvalificétiem specialistiem tiek prasita
patstaviba, paSiniciativa, aktivas un radoSas darbibas pieredze, kritiskas
domasanas spé&jas, paSorganizacijas sp&jas, spéja darboties komanda, problému
risinaSanas sp&jas, komunikacijas spgjas, sp&ja uznemties atbildibu, ka arT tiek
izvirzita prasiba péc darbibas rado$a rakstura (Briska, Klisane, Brante,
Helmane, Turu$eva, Rubene, Tilla, Hahele, Maslo, 2006). Latvijas ilgtsp&jigas
attistibas strat€giskajiem principiem piemit jaunrade, jo intelektualais un
radoSais potencials parveérSas ari ekonomiskos ieguvumos — inovativaja un
ekoefektivaja ekonomika (Latvijas ilgtsp&jigas attistibas stratégija, 2009), tadel
misdienas izglittbas galvena funkcija ir patstavigas, radoSas un iniciativas
bagatas personibas audzinasana.

ST izglitibas funkcija ir Tpasi aktuala muzikalaja izglitiba, jo viens no
profesionalas ievirzes muzikas izglitibas programmas mérkiem ir veidot stabilu,
vispusigi attistitu un patstavigu profesionalu miiziki - personibu, kas ir sp&jiga
patstavigi un radosi stradat. Muzikalaja izglitiba improvizacija ir viena no
darbibas formam, kura sekmé personibas radoSo attistibu. Ta sastopama
vairakos cilvéka darbibas veidos, pieméram, literatira, teatri, mizika,
horeografija un citur. Miizikas improvizacija ilgu laiku bija pamatmuzicgSanas
veids, bet pakapeniski par pamatmuzic€$anas veidiem kluva kompozicija un
izpilditajdarbiba, un 19. gadsimta dazadu apstaklu deél improvizacijai bija
atveleta mazsvariga, sekundara nozime (¥Ycrtuackos, 2001).

20. gadsimta interese par improvizaciju sak atjaunoties gan muzikalaja
praks€, gan muzikalas izglitibas procesa. Improvizacijas vésturiskie aspekti ir
plasi aprakstiti E. Ferranda (Ferrand, 1938, 1956, 1957a, 1957b, 1957c),
G. Riza (Reese, 1940), P. Oldri¢a (Aldrich, 1950), I. Horslija (Horsley, 1960),
B. Netla (Nettl, 1974), D. Tilla (Till, 1975), M. Saponova (Camoros, 1982),
J. Gluséenko (I'mymenko, 1990), Dz. Klavina (1993, 1994) darbos.

Improvizacijas nozime makslinieciskaja praksé tiek aprakstita ieprieks
minéto autoru darbos, ka arT E. D. Vagnera (Wagner, 1869), A. Kroica (Kreutz,
1952), R. Doningtona (Donington, 1963), M. Huda (Hood, 1964) , V. Apela
(Apel, 1967), S. Dzinsa (Jeans, 1967), M. Cira (Cyr, 1971), 1. Brila (bpuis,
1976), H. Mie (1984), J. Cugunova (Yyryros, 1988), S. Malceva (MabIesa,
1991), D. LivSica (JIuBmmm, 2003), J. Kinusa (Kunyc, 2008), J. Spigina
(Crurun, 2008), R. Petrauska (2009, 2010), R. Stolara (Cromsp, 2010),
A. Makgi (McGhee, 2011) darbos.

Ar1 praktiskaja darbiba ir zinami makslinieki, kuri izmantoja
improvizaciju ka makslinieciska priekSnesuma formu. Pieméram, F. Landino
(Landino, 1325 — 1397), Z. Titlizs (Titelouze, 1564 — 1633), J. Svélinks
(Sweelinck, 1562 — 1621), Dz. Freskobaldi (Frescobaldi, 1583 — 1643),
D. Bukstehuide (Buxtehude, 1637 — 1707), J. S. Bahs (Bach, 1685 — 1750),



G. F. Hendelis (Handel, 1685 — 1759), Béthovens (Beethoven, 1770 — 1827),
N. Paganini (Paganini, 1782 — 1840), F. Sopéns (Chopin, 1810 — 1849), F. Lists
(Liszt, 1811 — 1886), Alfr. Kalnins (1879 — 1951) un citi.

Mizikas pedagogija sastopami noradijumi par improvizacijas lomu
miuzikas macibu procesa. To aprakstijusi K. Orfs (skat.: Bapen6oiim, 1970),
E. Zaks-Dalkrozs (skat.: IlItopk, 1924), F. Jede (Jode, 1962), D. Beikers
(Baker, 1969), D. Zarin$ (1981), O. Blauzde (2001), I. Direktorenko (2001),
J. Birzkops (2008), M. Stefanuks (Stefanuk, 2008), M. Hikijs (Hickey, 2009),
Dz. Kingskots un K. Durants (Kingscott & Durrant, 2010) un daudzi citi autori.

Mizikas pedagogija improvizacijas panémienus izmanto G. P. Volnera
(Wollner, 1963), B. Selomovs (Illenomos, 1977), J. Birzkops (1986),
T. Rodionova (Poauonosa, 1990), 1. Nelsone (1992), 1. Arne (2001), J. Spigins
(2012).

Miusdienu petijumi liecina, ka improvizacijai piemit ne tikai
pedagogiskais aspekts, bet arT terapeitiska funkcija (Bruscia, 1988; Wigram,
2004; Blauzde, 2008; Bergerne, 2013).

Neraugoties uz improvizacijas augoso lomu muzikalaja prakse un
miizikas pedagogija, lidz pat 20. gadsimta beigam Latvijas miizikas vidusskolas
netiek pievérsta uzmaniba improvizacijas apguvei. Atsevi§ki improvizacijas
panémieni tiek izmantoti muzikas priekSmetu apguve: klavierspélg, solfedzo,
kompozicija un dazos citos, bet katrs pedagogs to dara péc saviem personigiem
ieskatiem un ar sev raksturigam metodém.

Kops 20. gadsimta beigam improvizacija tiek ieklauta Latvijas miizikas
vidusskolu un augstskolu programmas. Izglitibas kvalitate ir cie$i saistita ar
audzeknu macibu darbibas izvertéSanu, lidz ar to rodas jautajumi: vai mizikas
skolotaji ir gatavi izvertét improvizacijas apguvi un ka izveértét improvizacijas
apguvi?

Péc vairaku autoru atzinam, izvert€Sana ir svariga macibu procesa
sastavdala, kuras mérkis ir atbalstit audzékna macisanos — veicinat audzeéknu
izpratni, pilnveidoSanos un augstu izglitibas kvalitati (Marton & Saljo, 1984;
Boyd & Cowan, 1985; Rowntree, 1987; Race, 1994; Black & Wiliam, 1998;
Assessment Reform Group, 1999, 2002b, 2006, 2009; Jaques, 2000; Mencis,
2000; Brown, 2001; Ramsden, 2003; Hounsell, 2003; Krastina & Pipere, 2004;
Smite, 2004; Upanosa & Jleuruna, 2006; Moyn, Maxknaysmn & bpays, 2006;
Tutapenko, 2006; Antmann, 2007; BonoroB & Edpemosa, 2007; ['punueHko,
2008; Hahele, Mila & Upeniece, 2009; I[Tonukapmosa, 2009; Brnacernko, 2010;
Menezes, 2013 un citi). lzvértésanas darbibas rezultata individs ieglist jaunu
pieredzi, novér§ kludas un pilnveido mérka sasniegSanas veidus (Robbins,
2001). Misdienu pedagogija viens no svarigakajiem jautajumiem — ka efektivi
izmantot izvertéSanas iesp&jas, ka padarit izvertéSanu par objektivu un
konsekventu, ka iesaistit izvérté$ana paSus audz€knus (Assessment Reform
Group, 2002a; Krastina & Pipere, 2004; Moy, Maknaysmn & Bpayn, 2006;
Hahele, Mila & Upeniece, 2009).



Izvertét cilveka muzikalo darbibu, kas nav saistita ar konkrétiem
skaitliskiem raditajiem, ir loti sarezgiti (Radocy 1995; Goolsby, 1999; Boikova,
2005; Cepraes, 2006; Antmann, 2007; Fautley, Savage, 2011; Menezes, 2013).
A. Lemans, J. Sloboda un R. Vadijs (Lehmann, Sloboda & Woody, 2007)
norada, ka viens no galvenajiem iemesliem — miazikas materialu ir sarezgiti
strukturét, tadel dazadu vertétaju izverteSana var notikt no atSkirigiem
skatapunktiem un dazadu pedagogu vertéjums var loti atSkirties. Amerikanu
pétnicks M. D. Antmans (Antmann, 2007) atzimg, ka, neraugoties uz
izvertéSanas nepiecieSamibu, jautdjums, ka mizikas vidusskolas mizikas
nodarbibas izvertéSanu padarit par efektivu, ir izp&tits nepietiekosi.

Jasaprot, ka miuzikas improvizacijas izvert€Sana ir improvizacijas
apguves sastavdala, savukart improvizacijas apguve ir improvizacijas ka
miizikas darbibas veida sastavdala. Vai improvizacijas apguve javerte ka
izpilditajdarbiba vai ka kompong&Sana, vai ta prasa citu izvérté$anas pieeju? Ka
padarit improvizacijas apguves izvert€Sanas procesu par maksimali
konsekventu un objektivu? Iepriek§ mingta literatira par improvizacijas
problémam nedod atbildi uz S$iem jautajumiem. Ir p&tijumi, kas veltiti
izpilditajdarbibas un kompozicijas izveérteéSanai (Swanwick, 1994, 1999;
Hargreaves, 2000; Philpott & Carden-Price, 2001; Antmann, 2007; Davidova &
Boikova, 2007), bet vai $os izvértéSanas panémienus var izmantot ari vertgjot
improvizacijas apguvi? Vai improvizacijas apguves izvertéSana nav jabut
specifiskiem, ar improvizacijas apguvi saistitiem kriterijiem?

Starp publikacijam par improvizacijas apguves problémam ir J. Spigina
raksts (2010), kas veltits augstskolu studentu improvizacijas pamatu apguves
izvertésanai, bet J. Spigina improvizacijas modela pamata ir stila modeléSanas
metode, kas ne vienmér ir efektiva mizikas vidusskolas konteksta. Par
improvizacijas, kompozicijas, aranz€umu un izpilditajdarbibas izverteésanu
raksta T. S. Brofijs (Brophy, 2000), bet, pirmkart, vina monografija veltita
bérnu, nevis mizikas vidusskolas audzeknu muzikalajai darbibai, otrkart, vina
koncepcija nesatur konkrétus improvizacijas apguves izvertéSanas kritérijus,
limenus un raditajus.

Tadeél, neraugoties uz zinamiem sasniegumiem improvizacijas
praktiskaja izmanto$ana, nepiecieSams:

e izanaliz€t un apkopot esoSo improvizacijas apguves izvertéSanas
pedagogisko pieredzi;

e izstradat teortiskos pamatus un metodiskos panémienus toposa miizika
improvizacijas apguves izvertesanai miizikas vidusskola;

e izstradat un aprobé&t improvizacijas apguves izvertéSanas kritérijus, [imenus
un raditajus mizikas vidusskola.

Pétijuma merkis: Izpétit improvizacijas apguves izvert€sanas procesu
mizikas vidusskola un izstradat improvizacijas apguves izveértéSanas kritérijus,
Iimenus un raditajus.



Pétijuma objekts: Improvizacijas apguves izvertéSana mizikas

vidusskola.

Pétijuma priekSmets: Improvizacijas apguves izvert€Sanas kriteriji,

Itmeni un raditaji mizikas vidusskola.

N

Pétijuma jautajumi:
Kadas ir improvizacijas procesa Ipatnibas?
Kadi ir Latvijas mizikas skolotaju uzskati par improvizacijas apguves
problémam?
Kadi ir improvizacijas apguves izvertéSanas teorétiskie un metodologiskie
pamati?
Kadi ir improvizacijas apguves izvert€Sanas Itmeni, krit€riji un raditaji

miizikas vidusskola?
Kadi ir Latvijas mizikas skolotaju uzskati par improvizacijas apguves
izvertesanas kriteriju svarigumu?

Pétijuma uzdevumi:
Noteikt improvizacijas procesa Ipatnibas.
Izpétit pasreizgjo situaciju Latvija improvizacijas apguves konteksta.
Paradit improvizacijas apguves izvertéSanas problémas aktualitati miisdienu
mizikas pedagogija un Latvijas mizikas izglitiba.
Noteikt improvizacijas apguves izvertésanas teorétiskos un metodologiskos
pamatus.
Izstradat un eksperimentali parbaudit improvizacijas apguves izvert€sanas
limenus, krit€rijus un raditajus.

Pétijuma teorétisko un metodologisko pamatu veido:
Improvizacijas apguves vésturiskie, pedagogiskie un psihologiskie aspekti
(Ferrand, 1938, 1956, 1957; ITonomapes, 1960, 1976; Wollner, 1963; Jlyk,
1978; Pynun, 1980; Zarins, 1981; Camonos, 1982; Birzkops, 1986, 2008;
Horsley, 1988; Collins, 1988; Badura-Skoda, 1988; Libby, 1988;
Inymenko, 1990; Manbues, 1991; Klavins, 1993, 1994; Arne, 2001;
Blauzde, 2001, 2008; Direktorenko, 2001; Berorckuii, 2001;
BorosiBienckas, 2002; Kunyc, 2008; Cnurun, 2008; Petrauskis, 2009, 2010;
Kingscott & Durrant, 2010; Crosnsip, 2010; Spigins, 2012);
Humanas pedagogijas pamatnostadnes izglitiba (Maslow, 1954; Rodgers,
1969; Knowles, 1980; Belickis, 1995; Lieginiece, 1999; Spona, 2001;
Zogla, 2001; Brookfield, 2005; Koke, 2006);
Konstruktivisma teorija un procesorientéta pieeja izglitiba (Hexapt, 1950;
Maslow, 1954; TIuaxe, 1969; Breirorckmii, 1982, 1991; Noddings, 1990;
Maslo, 2001; Reich, 1996; Mertens, 1998; Geidzs & Berliners, 1999; Ryan
& Cooper, 2004; Mahoney & Granvold, 2005);



. Vertésanas aspekti macibu procesa (Assessment Reform Group,1999, 2002,
2006, 2009; Goolshy, 1999; Brophy, 2000; Heywood, 2000; Adams, 2001;
Brown, 2001; Rust, 2002; Krastina & Pipere, 2004; Briska un citi, 2006;
Davidova, 2006; Zogla, 2006; Kpacuosa, 2006, Mankesmd, 2006; Moy,
Maxkgmaysmn & Bpayn, 2006; Cepraes, 2006; Harlen, 2007; Hahele, Mila &
Upeniece, 2009; Mansell, James & the Assessment Reform Group, 2009;
Leiitiuua , 2009; Braunlija, 2010; Kiselova, 2011);

. Kriteriala pieeja izvertéSanas procesa (Swanwick, 1994, 1999; Geidzs,
Berliners 1999; Brophy, 2000; Philpott & Carden — Price, 2001; Antmann,
2007; Davidova & Boikova, 2007; Ileiitauna, 2009; Spigins, 2010;
Brnacenko, 2010);

. Kvalitativo un kvantitativo pé&tniecibas metozu izmantoSanas iespgjas
(Denzin & Lincoln, 1994; Miles & Huberman, 1994; Albrehta, 1998;
Mertens, 1998; Seidman, 1998; Creswell, 1998; Geske & Grinfelds, 2001,
2006; Spona & Cehlova, 2004; Gudjons, 2007; Kristapsone, 2008; Kroplijs
& Rascevska, 2010; Martinsone & Pipere, 2011).

PétiSanas metodes:
pedagogiskas, psihologiskas, filozofiskas un muzikologiskas literatiiras
analize;
Latvijas Republikas pétjjumam saistoSu normativo dokumentu un citu
pétijumam saistoSu dokumentu analize;
datu ieguves metodes:
— audzeknu dalg&ji strukturéta intervija;
— pedagogiskais novérojums;
— mizikas skolotaju aptauja;
— mizikas vidusskolu vaditaju aptauja;
— ekspertatzinumu metode;
datu analizes metodes:
— kvalitativo datu apstrade izmantota kontentanalize;
— Sati metode;
— aprakstosa statistika:
= statistisko raditaju aprékins: centralas tendences meéri,
variaciju méri;
= grafiskie attélojumi;
= tabulu izveide;
— atSkiribu analize:
= T-tests divu neatkarigo izlaSu vidg€jo salidzinasanai (Stjidenta
tests);
= T-tests divu atkarigo izlaSu vidgjo salidzinaSanai (paru t-tests);
= Manna-Vitneja U tests;
= vienfaktora dispersiju analize (ANOVA);
= daudzfaktoru dispersiju analize (MANOVA);


http://www.amazon.com/exec/obidos/search-handle-url/ref=ntt_athr_dp_sr_1?%5Fencoding=UTF8&search-type=ss&index=books&field-author=Matthew%20B.%20Miles

— statisko saiSu analize:
= Pirsona Hi kvadrata kritérijs;
= Pirsona un Spirmena korelacijas koeficients;
— Kklasteru analize;
e datu analizes instrumentarijs:
= |BM SPSS Statistics 19,0 datu apstrades programma,
= MS Excel 2007.

Petijuma bazi veido:
Latvijas muzikas skolotaji (n=187),
Latvijas miizikas vidusskolu vaditaji (n=9),
Daugavpils Miuzikas vidusskolas audzekni (n=9):
— audzeknu intervijas (n=5),
— audzeknu novérosana (n=4);
eksperti (n=5).

Pétijuma novitate:
pirmoreiz tika pétita improvizacijas apguves situacija Latvijas muzikas
vidusskolas;
noteikti improvizacijas apguves izveértéSanas metodologiskie un teorétiskie
pamati;
izstradati un eksperimentali parbauditi improvizacijas apguves izvertéSanas
limeni, krit€riji un raditaji.

Pétijuma praktiska nozime

Praktiskais pielietojums rodams miuzikas skolotaja darba. PE&tfjuma
rezultatus var  izmantot improvizacijas un citu macibu priekSmetu
(instrumentu spéle, Harmonija, Polifonija, Kompozicija, Solfedzo, Miizikas
forma) apguves izvértéSanas procesa miuzikas vidusskola, miizikas skola un
augstskola.

P&tTjuma materiali var klat par bazi talakai §is problémas izpé&tei, ka ar1
var tikt izmantoti ka paliglidzeklis rado$a muzicé$anas apguves procesa
pilnveidosanai.

Petijuma posmi:
No 1996. gada septembra lidz 2002. gada septembrim — eso$as literatiiras
analize, piedaliSanas zinatniskajas konferencgs.
No 2000. gada oktobra lidz 2009. gada septembrim — improvizacijas
apguves problému konstaté$ana, pedagogiskais eksperiments Daugavpils
Mizikas vidusskola.
No 2009. oktobra Iidz 2010. gada aprilim teorétiskas dalas izstrade —
pedagogiskas, psihologiskas, filozofiskas un muzikologiskas literatiiras
analize.



e No 2010. gada maija Iidz 2012. oktobrim pétfjuma datu vak$ana — muzikas
vidusskolas audzeknu intervijas, Latvijas muzikas skolotagju un mizikas
vidusskolu vaditaju aptaujas, pedagogiskais noveérojums; improvizacijas
apguves izvertesanas limenu, kritériju un raditaju izstrade un aprobacija.

e No 2012. gada novembra Iidz 2013. gada maijam — empirisko datu
apstrade, analize un interpretacija; pétijjuma rezultatu visparinasana.

Promocijas darbs sastav no ievada, tris dalam, secinajumiem,
literataras saraksta (309 avoti), sesiem pielikumiem.

Promocijas darba saturs

Promocijas darba 1. dala Improvizacijas apguves izvértéSanas
problemas aktualitate veltita improvizacijas apguvei Latvija un tas izvertéSanas
problémam miisdienu kontekstd. Pamatojoties uz vairaku autoru atzinam
(Ferrand, 1957; Riemann, 1967; Thompson, 1975; Camonos, 1982; Smith-
Brindle, 1987; Badura-Skoda, 1988; Collins, 1988; Kernfeld, 1988; Pressing,
1988; Uyrynos, 1988; I'mymenko, 1990; Manbues, 1991; OBunnHuNKOB, 1994;
Yerurckos, 2001; Hamilton, 2002; Martin, 2005; ynwa, 2007; Courus,
2008; Kunyc, 2008; Hickey, 2009; Bbopyx3on, 2009; Kingscott & Durrant,
2010; Petrauskis 2010, Croxsp, 2010; Osuapos, 2011; Spigins, 2012; Bardins,
2013; Ustinskovs, 2013), 1.1.1. sadala Mizikas improvizicija ka darbibas
veids un tas ipatnibas tika noteiktas improvizacijas procesa ipatnibas, kas
janem v&ra improvizacijas apguves izvertésana:

e improvizacijas procesa laika notiek miizikas saceréSana izpildijuma bridi;

e improvizators ir gan izpilditajs, gan improvizacijas autors, jo nepiecieSams
atskanot pasa radito miizikas materialu;

e improvizacijas procesa laika improvizatora domasana vienlaicigi atrodas
gan pagatne, gan tagadng, gan nakotng;

e improvizacijas procesa var mainities visi miizikas komponenti: melodija,
ritms, faktiira, harmonija u.c.;

e improvizacijai ka aktivai radosai darbibai ir vairaki uzdevuma risinajumi, un
improvizatoram loti biezi nav iesp&jas pilnigi, lidz detalam, paredzet
improvizacijas gaitu un rezultatu;

e improvizacijas rezultatam ir vienreizgjs raksturs, tomér ir iesp&jams
turpmakais improvizacijas atkartojums un fikséSana kompozicijas veida;

o atSkiriba no kompozicijas un izpilditajdarbibas improvizacijas maksla pastav
specifiska probléma — skanu atveide, kas saistita ar dzirdes un motorikas
darbibu.



Promocijas darba 1.1.2. sadala Improvizacijas apguve Latvija tika
izpétita pasreiz€ja situacija improvizacijas apguves joma Latvija. Petjjuma gaita
tika noskaidroti:

e Latvijas muzikas skolotaju uzskati par improvizacijas makslu (aptauja,
N=187);

e improvizacijas apguves iesp&jas Latvijas miizikas vidusskolas (aptauja,
N=9);

e mizikas vidusskolas audzéknu viedoklis par improvizacijas apguvi
(intervija, N=5).

Mizikas skolotaju aptaujas statistikas datu analizei un pétfjuma rezultatu
prezentacijai tika izmantota SPSS programmatiiras pakete «Statistical Package
for the Social Sciences», Windows 19,0 versija.

Petijuma rezultati rada, ka Latvijas miizikas skolotaji uzskata:

a) macet improvizet ir prestizi (95,2%);

b) improvizacijas prasmes ir nepiecieS§amas gan mizikas skolotajiem (97,3%),
gan koncertgjoSiem muzikiem (97,3%);

C) improvizacija ir svariga respondentu profesijas kompetence (95,7%);

d) respondentiem ir nepieciesams nodarboties ar improvizaciju darba (91,4%).

Tomer, no otras puses:
a) starp mizikas skolotajiem ir liels neimproviz&jo$o respondentu skaits
(17,6%);
b) starp mibzikas skolotajiem ir liels skaits (59,4%) to, kuri atzist, ka
improvizgt ir sp&jigi tikai nedaudzi apdavinati maziki,
¢) dala muzikas skolotaju (23,5%) doma, ka iemacities improvizét nav
iespgjams.

Pétijuma rezultati rada, ka biezi koncertgjosie miizikas skolotaji aktivi
iesaistas improvizacijas darbiba (65,88%) un viniem ir liclaka iek$€ja un argja
vajadziba péc improvizé$anas. Neimproviz€josie respondenti mazak atbalsta
improvizaciju neka tie, kuri improvizé sev, un 1pa$i tie, kam ir pieredze
improvizet citiem.

P&tfjuma rezultati atklaj, ka starp neimprovizgjoSiem respondentiem
visbiezak ir:

e sievietes (90,91%);

e respondenti, kuri neuzstajas vai reti uzstajas koncertos (kopa 90,01%);

e respondenti, kuri uztver sevi ka pedagogu, nevis ka koncertgjosu muziki
(81,82%).

Tatad nodarboSanas ar improvizaciju veicina mizikas skolotaju aktivu
muzic€Sanu un koncertdarbibu.
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Pétijuma rezultati liecina, ka 91,4% mizikas skolotaju ir nepiecieSams
nodarboties ar improvizaciju darba, un jasecina, ka vipiem japrot izvertet
audzekna vai savu improvizacijas darbibu.

Nemot vera, ka miizikas vidusskolas sagatavo patstavigus profesionalus
miizikus, nepiecieSams uzzinat mizikas vidusskolu audzgknu viedokli par
improvizacijas apguvi un izpetit situaciju improvizacijas apguvé Latvijas
miizikas vidusskolas.

Audzeknu intervija piedalijas pieci Daugavpils Muzikas vidusskolas
audzekni. Lai savaktu nepiecieSamo informaciju, tika izmantota dal&ji
strukturétas intervijas metode. P&c intervijas veikSanas un pierakstiSanas taja
ieglita informacija tika apstradata ar kontentanalizes metodi, lai atklatu satura
nozimi un izdaritu secinajumus.

Intervijas jautajumi:

1. Vai mizikim ir nepiecieSams macét improvizéet? Pamatojiet savas domas.
Kadas spéjas biitu nepieciesamas, lai varétu improvizét?
3. Ko tev pasam personigi deva improvizdacijas nodarbibas?

N

Ar intervijas interpretacijas analitiskas indukcijas palidzibu petijuma tiek
izdaliti $adi improvizacijas apguves struktirkomponenti:
zinaganas, prasmes un iemanas;
instrumenta spéles tehnika;
psihologiska parlieciba;
iedvesma un emocionalitate;
kreativitate.

Sos improvizacijas apguves struktiirkomponentus iesp&jams apvienot
sadi:
e personibas radoSo un emocionalo sféru veidojosie struktirkomponenti:
psihologiska parlieciba, kreativitate, iedvesma un emocionalitate;
e personibas profesionalas sp&jas veidojosie struktirkomponenti: zinasanas,
prasmes, iemanas, instrumenta spéles tehnika.

Nemot véra §1 pétijuma rezultatus, pedagogam javirza improvizacijas
apguve un tas izvertéSana Uz mingto  struktirkomponentu konstrué$anas
veicinasanu.

Interviju interpretacija apstiprina improvizacijas svarigo lomu topoSo
miiziku profesionalaja darbiba. Visi petjjuma dalibnieki atzim& improvizacijas
apguves nepiecieSamibu profesionalaja darbiba un ikdienas dzive, pamatojot to
ar:

e profesionalo aspektu — profesionalo nepiecieSsamibu spélét bez nottm, macéet
improvizet dazados stilos un Zanros; improvizacijas prasmes palidz ikdienas
un mizikas dzives neparedz&tajas situacijas; improvizé€Sanas ka
kompongsanas metodes izmantosana;
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e attfstoSo aspektu — improvizacija palidz miizikiem vispusigi attIstities un
atklaj vigiem jaunas muzic€Sanas iesp&jas; ar improvizacijas palidzibu
miizikis var paSizteikties; ar improvizacijas palidzibu audzeknim ir iesp€ja
pilnveidoties klavierspelg;

e motivgjoso aspektu — improviz&Sana stimulé aktivu muzicésanu.

Interviju interpretacija apstiprina:

e improvizacijas apguves praktisko nozimi;

e improvizacijas apguves cieSo saistibu ar citiem mizikas macibu
priekSmetiem: klavierspeli, partitiras lasiSanu, miizikas teorétiskajiem
priekSmetiem;

e improvizacijas apguve veicina starppriekSmetu saiknes izveidoSanos un
maciSanas progresu $ajos macibu priekSmetos.

Tatad audz€knu intervijas rezultati apstiprinaja Latvijas mizikas
pedagogu anketéSanas rezultata noskaidroto viedokli, ka nodarboSanas ar
improvizaciju veicina aktivu muzicé$anu.

Latvija ir desmit muzikas vidusskolas, viens no kuru profesionalas
izglitibas programmas merkiem ir veidot stabilu, vispusigi attistitu un
patstavigu, profesionalu muziki, kas ir sp&jigs patstavigi radosi stradat. 2012.
gada rudeni ar mérki ieglt informaciju par situaciju improvizacijas apguve
devinas Latvijas miizikas vidusskolas (iznemot Daugavpils Mizikas vidusskolu,
kur strada promocijas darba autors) tika veikta Latvijas mizikas vidusskolu
vadttaju un vigu vietnieku macibu jautajumos aptauja.

Aptauju veica pats petniecks. PEtfjuma bija svarigi uzzinat, vai
vidusskolas ir macibu priekSmets Improvizacija un vai visu izglitibas
programmu audz€kni apgiist So priekSmetu — vai improvizaciju var apgit
jebkurs miizikas vidusskolas audzgknis.

Aptauja tika veikta:

o rakstiski — elektroniski ar e-pasta palidzibu;
e mutiski — tie§as un telefoniskas intervijas.

Aptaujas jautajumi:
e Vai Jusu vidusskola tiek apgiits macibu priekSmets Improvizacija?
e Vai tas ir obligats, vai izvéles macibu priek§mets?
e Jatas ir obligats macibu priek$§mets, kuram specialitatém tas ir paredzets?

Aptaujas rezultatd no Latvijas mizikas vidusskolu vaditajiem un vinu
vietniekiem macibu jautdgjumos ir sanemta informacija (skat. 1. tabulu). Lai
saglabatu anonimitati, Latvijas miizikas vidusskolas tika kodetas: X1, X2, X3
utt.
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1. tabula. Improvizacijas apguves iespéjas Latvijas miizikas vidusskolas

Miizikas
vidusskola

Macibu priekSmets Improvizicija

Cetras Latvijas
miuzikas vidus-
skolas (X1-X4)

Netiek apgits.

Latvijas muzikas
vidusskola X5

Nav macibu priekSmeta Improvizdacija, improvizacijas
apguve notiek dzeza nodarbibas.

Latvijas miizikas
vidusskola X6

Macibu priekSmets Improvizacija netiek apgtts, bet
improvizacija tiek izmantota ka macibu metode
solfedZzo nodarbibas.

Latvijas miizikas
vidusskola X7

Ir atsevisks macibu priekSmets Improvizacija (obligats
dZeza nodalas visu specialitasu audzékniem, sakot ar 2.
kursu lidz vidusskolas beigsanai), ka arf tas integréts
macibu priek§meta Kompozicija Miizikas teorijas
nodalas audzekniem un DZeza nodalas audzekniem
specialitate, klavieres, solfedzo, harmonija.

Latvijas muzikas
vidusskola X8

Improvizacija notiek DZeza nodalas audzekniem, un ka
viena no metodém integréta teoretiskajos prickSmetos.

Latvijas muzikas
vidusskola X9

Macibu plani neparedz macibu priekSmetu
Improvizacija, bet izglitibas programma Miizikas
vesture un teorija tas ir ietverts kvalifikacijas prakse un
macibu priek§meta Kompozicija, bet pargjo izglitibas
programmu audzékniem improvizacija tiek izmantota
ka macibu metode solfedzo un harmonijas apguve.

Latvijas miizikas
vidusskola X10

Improvizacija ir integréta macibu priekSmeta
Kompozicija Muzikas teorijas nodalas audzékniem, ka
ari Improvizacija it izvéles macibu priekSmets visu
nodalu audzekniem.

Pétfjuma 1.1. sadala tika noskaidrots, ka improvizacija notiek ne tikai

dzeza — tai ir vairaki veidi un plass pielietojums dazadu stilu un zanru mizika,
tadel var secinat, ka vispilnigakas improvizacijas apguves iespgjas ir tikai viena
Latvijas miizikas vidusskola (X10), bet citas Latvijas mizikas vidusskolas
miizikas improvizacijas apguve netiek Tstenota vai ir fragmentari integréta citu
macibu priekSmetu satura.

Promocijas darba 1.2. sadala IzverteSana miisdienu konteksta tika
aplakoti:
e izvert€Sanas principi un saturs;
e izvert€Sanas pieejas un veidi;
e izveérteSana mizikas nodarbibas.
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Apkopojot autoru atzinas (Maslo, 1995; Assessment Reform Group,

1999, 2002a; Geidzs, Berliners 1999; Goolsby, 1999; Adams, 2001; Krastina,

Pipere, 2004; Smite, 2004; Hahele, 2006; Zogla, 2006; Kpacuosa, 2006;

Hahele, Mila, Upeniece, 2009; Moya, Maknayamt, bpayn, 2006; Harlen, 2007;

Mansell, James & the Assessment Reform Group, 2009; Braunlija, 2010;

Burceva, Davidova, Kalnina, Lanka, Macké&vica, 2010), tiek konstatets:

e misdienas izglitibas izvertéSanas galvena funkcija ir attistit audzekna
individualitati, patstavibu, iniciativu, radoSumu, iesaistit aktiva darbiba, jo
personibas aktivitate darbiba ir svarigs kompetences attistibas faktors;

e misdienu pedagogija tiek izmantoti divi izvertéSanas pamatveidi: formativa
un summativa izvértésana. Sie veidi nav pretstatami, un tiem abiem ir sava
specifiska loma un funkcijas macibu procesa. Liela loma ir audzekna
pasizverteéSanai — ta sekmé audzekna autonomijas veidosanos.

Gan formativas, gan summativas izvert€Sanas gaita ir iesp&jams
izmantot autentiskas izvert€sanas formu, saistitu ar realas profesionalas dzives
apstakliem. Autentiska izvert€Sanas forma veicina macibu procesa efektivitati,
audz€kna maciSanas motivacijas paaugstinaSanu, profesionalas praktiskas
pieredzes paliclinaSanu, audzekna kritiskas domasanas, paSregulacijas,
pasaktualizacijas un pasrealizacijas attistibu, audzékna aktivu darbibu, tas
pasanalizi un sasniegumu pasizvertésanu.

Var uzskatit, ka izvértéSanas nosacijumi, mérki un uzdevumi miizikas
pedagogija butiski neatSkiras no izvertéSanas nosacljumiem, meérkiem un
uzdevumiem citas pedagogijas nozarés, tadeé] turpmakaja pétfjuma toposa
miizika improvizacijas apguves izverteSana miizikas vidusskola tiek balstita uz
formativas un summativas izverté$anas principiem.

Promocijas darba 2. dala — lImprovizacijas apguves izvérteSanas
metodologiskie un teorétiskie pamati. Apkopojot vairaku autoru viedoklus
(Maslow, 1954; Rodgers, 1969; Knowles, 1980; Belickis, 1995; Salite &
Pipere, 1998; Goolsby, 1999; Lieginiece, 1999; Brophy, 2000; Rubana, 2000;
Adams, 2001; Maslo, 2001; Spona, 2001; Zogla, 2001; Assessment Reform
Group, 2002a; Krastina, Pipere, 2004; Ryan & Cooper, 2004; Vucenlazdans,
2004; Mahoney & Granvold, 2005; Brookfield, 2005; Davidova, 2006; Koke,
2006; KopenbnkoBa, Kopenbkos, 2006; Kpacuora, 2006; Moyn, Maknayaii,
Bpayn, 2006; Harlen, 2007; Hahele, Mila, Upeniece, 2009; Leitrauna, 2009;
Braunlija, 2010; Burceva, Davidova, Kalnina, Lanka, Mackévi¢a, 2010;
Anexuna, 3unbbepmnreiin, 2010; Ustinskovs, 2011a), tiek secinats, ka
improvizacijas apguves izvert€Sanas pamata ir jabiit humanai, konstruktivai un
procesorientétai pieejai, ko raksturo:

e ticksme péc audzekna individualitates attistibas;
e improvizacijas macibu procesa elastigums un individuala pieeja;
e aktiva darbiba;
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kartiba muzikalaja darbiba;

lidzvertigu partneru sadarbiba, savstarp&ja macisanas;

zinasanu, prasmju un iemanu paskonstruésana un pilnveide;

iespgja attistit studiju kursa teoriju un praktisko pieredzi;

deduktiva principa izmantoSana;

radosa procesa sociali simboliska saite;

saistiba ar realo dzivi un realajam problémam;

macibu procesa izmantojamo metozu daudzveidiba;

vienlaicigi tiek iedarbinatas visas personibas sferas (kognitiva, emocionala,

gribas).

Lai izvertetu audzeknu sniegumu, tika izstradati improvizacijas apguves
izvertésanas limeni, krit€riji un raditaji (skat. 2. tabulu). Balstoties uz
J. Davidovas un I. Boikovas pétijumu (2007), audzgknu izvertéSanas sistéma
sadalita piecos limenos.

2. tabula. Improvizacijas apguves izverteSanas limeni, kriteriji un raditaji

_— Zems | Vidgjizems |  Vidgjs Videji Augsts
Kriteriji - . - . - . augsts - .
Iimenis ITmenis ITmenis - . Iimenis
Iimenis
1 2 3 4 5 6
Improvi- Improvi- Improviza- Improviza- Improvi- Improviza-
zacijas zacijas cijai ir tors kopuma | zacijas cijas saturs
saturs un saturs nav | saturs, bet tiek gala ar saturs ir ir lidzigs
ta saprotams, | tasir improviza- bagats un kompozici-
atklasme, | betir neskaidrs, cijas satura | skaidrs, bet | jas saturam
stila izjiita | atsevisku fragmentars, | atklasanu, ne visai un precizi
skanu neveido bet precizi atbilst peda-
kopums kopigu sniegums ir | atbilst goga uzde-
iespaidu, nestabils, pedagoga vumam. Im-
audzeknis neskaidrs un | uzdevu- provizators
neizmanto neparlieci- mam, dabiski,
atbilstosa noss, audzeknis skaidri un
stila stila labi parliecinosi
patnibas patnibas parvalda to atklaj,
tiek stila precizi pie-
realizétas patnibas turoties at-
viduvegji bilstosajam
stilam vai
radosi par-
veidojot to
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1 2 3 4 5 6
Tempsun | Improvi- Improviza- Kopuma Kopuma Tempa un
agogika zacijas cijair improviza- tempa un agogikas

temps nav | vairakas cijair agogikas izmanto$ana
izturéts, lielas tempa | izturéta izmantoSana | ir nevainoja-
nav sapro- | atkapes, kas | paredz&taja | ir preciza ar | ma un ciesi
tams un nav saistitas | tempa, betir | daziem saistita ar
nepalidz ar 3-4 tempa maznozi- improviza-
veidot improviza- neprecizita- | migiem cijas satura
saturigu cijas satura | tes traku-miem | atklasmi
improvi- atklasmi
zaciju
Dinamika | Improvi- Improviza- Improviza- Pielietota Pielietota
zacijas cijas tors mégina | daudz- spilgta un
dinamika | dinamikair | ar veidiga daudzvei-
ir vienvei- | neizteik- dinamikas dinamika, diga
diga un smiga un palidzibu bet dinamika,
nepalidz nepalidz atklat im- izpildiju- kas ciesi
atklat atklat provizacijas | mam saistita ar
improvi- improviza- saturu, bet pietraikst improviza-
zacijas cijas saturu | darato ne- spilgtuma cijas satura
saturu parliecinosi atklasmi
Frazéjums | Fraz&jums | Fraz€jums Kopuma Kopuma Forma ir
un forma un forma un forma ir improviza- improviza- skaidra,
nav nelogiski, ar | cijas cijas fraze- fraz&jums ir
saprotami | vairakam fraz&jums jums un dabisks un
vai kladam un formair | formair parliecinoss,
neeksiste skaidri un skaidri ar VErsts uz
logiski ar 3- | dazam maz- | improviza-
4 nepre- nozimigam | Cijas satura
cizitatém neprecizi- atklasmi
tatém
Muzikas Improvi- Improviza- Improviza- Improvi- Improviza-
materiala | zacija tors cija sastav zacijas cijas
originali- sastav kombing no muzikas miizikas
tate tikai no pazistamas improvizéta | materialair | materials ir
pazista- miuzikas miuzikas daudz originals un
mas fragmentus | materiala, originalu lidzigs
miuzikas ar savam bet ir jutama | elementu, jaunas
fragmen- improviza- miuzikas motivu vai kompozici-
tiem, kas cijam, kam materiala ideju, bet jas
netiek pietrikst banalitate kopuma tas | materialam
parveidoti | radosas neveido
izdomas lidzibu pa-
beigtai kom-
pozicijai
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1 2 3 4 5 6
Ritma Ritma Ritma Ritma Ritma Ritma
atveide ZIm&ums | Zim&juma ir | zZim&ums ZImgjums ir | Zim&ums ir

ir nesapro- | vairaki kopuma ir kopuma nevainojams
tams nopietni precizs, precizs, un labi
trikumi sastopamas | sastopamas | saprotams,
3-4 kludas 1-2 VErsts uz
maznozimi- | improviza-
gas kludas cijas satura
atklasmi
Skanu Izmanto- Improviza- Improviza- Improviza- Izmantotas
augstuma | tais skanu | cija ir jiita- cija cija skanas
atveide kopums ir | mas vaira- veérojamas konstat&ti precizi
haotisks, kas proble- | vairakas nelieli skanu | atbilst
nav versts | mas, saisti- skanu augstuma improviza-
uz tas ar im- augstuma trikumi tora iecerém
skandarba | provizatora | kludas un palidz
satura ieceru atklat
atklasmi iemiesoju- improviza-
mu skanas cijas saturu
Kompozi- | Improvi- Improviza- Improviz- Improvi- Improviza-
cijasun zators tora ators izman- | zators tors daudz-
improvi- neizmanto | panémienu to vairakus daudzveidi- | veidigi un
zacijas kompozi- | arsenals ir improviza- gi un labi teicami
tehnikas cijas un vienveidigs | cijas un izmanto izmanto
panémie- improvi- un kompozici- | kompozici- | kompozici-
nu zacijas improviza- jas panémie- | jasun jasun
izmanto- panémie- | torsto nus, bet dara | improviza- improviza-
Sana nus vai izmanto to neparlie- | cijas pané- cijas
darato neparlieci- cinosi mienus, bet | panémienus,
neveik- nosi tie pilniba kas palidz
smigi netiek versti | atklat
uz improvi- | improviza-
zacijas satu- | cijas saturu
ra atklasmi
Faktiiras Improvi- Improviza- Improviza- Improvi- Improviza-
izmanto- zacijas cijas cijas faktura | zacijas cijas fakttra
$ana un faktGra ir | faktara ir ir viduvgja faktiira ir ir daudz-
attistiba nabadziga | nabadziga, IimenT ar laba Itmeni, | veidiga,
un nav bet ir versta | vairakiem bet ir jiitami | attistita un
saistita ar uz trikumiem, dazi maz- saistita ar
improvi- improviza- ta netiek nozimigi improviza-
zacijas Cijas satura | attistita trikumi cijas saturu
satura atklasmi
atklasmi
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Audzeknu sniegums improvizacijas apguvé tiek interpretéts vardos un
dod iesp&ju spriest par macibu procesa efektivitati, objektivi noteikt audzekna
improvizacijas apguves Ilimeni gan skolotdgjam, gan paSam audzeknim.
Audzekna snieguma analizes laika, sadarbojoties skolotdjam un audz€knim,
iespgjams izverte€t gan improvizacijas apguves procesu, gan rezultatu, var
noteikt nepiecieSamos virzienus audzekpa sp&ju attistibai un pilnveidoSanai,
noteikt mérku sasniegSanas stratégijas. Gala novertgjums ball&s tiek izveidots,
analiz€jot audzEkna sniegumu péc visiem dotajiem improvizacijas apguves
izvertésanas krit€rijiem, ka ar1 nemot véra audzekna darbibu macibu procesa.

Promocijas darba izstradatos improvizacijas iemanu apguves
izverteSanas limenus, krit€rijus un raditajus ir novertSjusi eksperti no
Daugavpils, Rigas, Novosibirskas (Krievija), Maskavas (Krievija), Vilnas
(Lietuva). Ekspertiem vajadz&ja iepazities ar materialu un novertét
apgalvojumus p&c Laikerta skalas (Likert scale):

1 — zemakais novertgjums,

5 — augstakais novertgjums.

Aptauja tika ieklauti astoni apgalvojumi:

1. Izstradatie improvizacijas apguves Iimeni, kritériji un raditaji dod iesp&ju
skolotajam konsekventi un objektivi izvertét audzekna darbibu;

2. lzstradato izvertéSanas tabulu audzéknim ir iesp&jams izmantot
pasizvertésana,

3. lIzstradatie improvizacijas apguves limeni, kritériji un raditaji dod iespgju
skolotajam un audzéknim konstatét audzékna macibu progresu;

4. lIzstradatie improvizacijas apguves Itmeni, kriteriji un raditaji dod iespgju
skolotajam konstatét audz€knu macibu griitibas, to iemeslus un atrast
trikumu parvarésanas celus;

5. lzstradatie improvizacijas apguves izvertéSanas kriteriji, [imeni un raditaji
motiveé audzeknus turpmakiem sasniegumiem un savu prasmju un sp&ju
pilnveidoSanai;

6. Izstradatie improvizacijas apguves limeni, krit€riji un raditaji atspogulo
darbibas biitibu un miizikas dabu;

7. lzstradatos improvizacijas apguves limenus, krit€rijus un raditajus ir
iespgjams izmantot dazadu audz€knu limenu un dazadu miuzikas stilu
improvizacijas izvertésana;

8. lzstradato improvizacijas apguves izvert€Sanas kriteriju kopa atbilst
improvizacijas apguves uzdevumiem.

Ekspertu novértgjums tika apkopots 3. tabula.
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3. tabula. Ekspertu novértejuma par improvizacijas apguves izverteSanas
limeniem, kritérijiem un raditajiem kopsavilkums

Eksperti
1 2 3 4. 5. Bally [ Vi
. allu
Apgal: eksp. eksp. eksp. eksp. eksp. | kopskaits skaits
vojumi
1 4 5 4 5 5 23 4,6
2 3 5 4 5 5 22 4.4
3 5 5 5 5 4 24 4,8
4 5 4 5 5 4 23 4,6
5 3 4 4 5 4 20 4,0
6 5 4 3 5 5 22 44
7 4 5 5 5 5 24 4,8
8 5 5 3 5 5 23 4,6

Nemot veéra ekspertu noveérté§jumu un viedokli, var secinat, ka visi
eksperti kopuma pozitivi verté izstradatos improvizacijas iemanu apguves
izvertéSanas limenus, krit€rijus un raditajus, un iegltie dati apstiprina teorétisko
pien€mumu ticamibu.

Promocijas darba 3. dala ir aprakstita improvizacijas apguves
izvertesanas modela (kriteriji, [imeni un raditaji) eksperimentala parbaude.

Darba sadala 3.1. Improvizacijas apguves izvértéSanas limenu, kritériju
un raditaju eksperimentald parbaude improvizacijas nodarbibas tiek
aprakstita dalgji strukturéta ietverta noveéroSana, kura piedalas Cetri muzikas
vidusskolas audzekni.

Sis pétijums sastav no trijam dalam:

1. dala — improvizacijas apguves izverté€Sanas limenu, kritériju un raditaju
eksperimentala parbaude formativaja ievadvértésana (diagnostic&josa
izverteésana);

2. dala — improvizacijas apguves izveért€sanas limenu, krit€riju un raditaju
eksperimentala parbaude summativaja izvertésana;

3. dala — improvizacijas apguves izvert€Sanas Iimenu, krit€riju un raditaju
eksperimentala parbaude formativaja paSizvertésana.

Novérosanas rezultati rada, ka izstradatos improvizacijas apguves
izvertéSanas Itmenus, kritérijus un raditdjus ir iesp&jams izmantot
improvizacijas nodarbibas laika, lai iegfitu informaciju par audzéknu sniegumu
noteiktd improvizacijas apguves posma un izmantotu to macibu procesa
miuzikas vidusskola. Ar improvizacijas apguves izveért€Sanas Iimenu, krit€riju
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un raditaju palidzibu ir iespgams izvertet mizikas vidusskolas audzeknu
improvizacijas apguvi izvert€Sanas pamatveidos — formativaja un summativaja,
t. 1., var izvertet gan procesu, gan rezultdtu. Improvizacijas apguves
izverteSanas Iltmenus, kriterijus un raditajus ir iespgams sekmigi izmantot
ievadvertésana un pasizvertésana.

Sadala 3.2. Latvijas miizikas skolotdju uzskati par improvizacijas
apguves izvérteSanas kriterijiem ir aprakstita mizikas skolotaju anketé$ana
(N=187), kuras mérkis ir noteikt Latvijas miizikas skolotaju atticksmi pret
improvizacijas apguves izvertésanas krit€rijiem.

Tika izmantota paru salidzinaSanas metode: respondentiem vajadzgja
savstarpgji salidzinat improvizacijas apguves izvertéSanas  krit€rijus péc
svariguma principa.

Petjjuma tika konstatets, ka vislielaka nozime ir kriterijiem
Improvizacijas saturs un ta atklasme, stila izjiuta, Mizikas materidala
originalitate, Kompozicijas un improvizacijas tehnikas panémienu izmantosana,
Faktiras izmantosana un attistiba, bet vismazaka nozime — kriterijiem
Dinamika, Temps un agogika.

Vislielaka novértejuma izkliedétibas amplitiida ir krit€rijiem Temps un
agogika, Improvizacijas saturs un ta atklasme, stila izjuta, Kompozicijas un
improvizacijas  tehnikas panémienu izmantoSana, Miizikas materiala
originalitate, bet vismazaka — krit€rijam Frazéjums un forma (1. att€ls,
4. tabula).

Fakttras izmanto§ana un attistiba—|] @ ¢ -
Kompozcijas un improvizacijas tehnikas panémienu_|
izmantofana

—
Skanu augstuma atveide| +‘1
Ritma atveide] +
Miizikas materiala originalitate] oo
Frazgjums un forma™| L - 1
Dinamika| ] ———————
Temps un agogika-] e B I |
— T

Improvizacijas saturs un ta atklasme, stila izjita—]

T T T T
0 5 10 15

o _|
=}
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1. attéls. Improvizacijas apguves izvértésanas Kriteriju relativas nozimes
diagrammas



4. tabula. Improvizacijas apguves izvertéSanas kriteriju relativas nozimes
aprakstosa statistika

é 'g < 2 < é ,§ §
SY| = E = s |2 |£%2]|5
CE 2 < £ 5| B 5 £g |2
s E| = s | 52| 2 [ E8| 2|28
s 2 IS > £33 B P2 28| 8%
5 g S é’ » £ it =S¢ | E z E 2
SE| 2| 6| 2 |22 E |28 |s5|:®
25| E N |S8°| & |2 2 E| E
== £ 1S = ©n Lo =
o &) E'g <
£s HE
Mean 12,60 8,18 | 7,78 | 11,76 | 13,74 10,96 | 10,64 | 12,31 | 12,02
Median 12,50( 6,94 | 6,94 |11,11|15,28|11,11(11,11|12,50|12,50
Mode 13 6 10 11 15 13 10% 11 13
Std. Deviation 4,097 4,398 | 3,953 | 2,699 | 4,066 | 3,837 | 3,933 | 4,119 | 3,221
Range 21 19 19 14 21 17 21 18 22
Minimum 1 1 0 4 1 3 0 1 0
Maximum 22 21 19 18 22 19 21 19 22
25 9,72 | 417 | 4,17 | 9,72 | 11,11 8,33 | 8,33 | 9,72 | 9,72
Percentiles | 50 |12,50( 6,94 | 6,94 | 11,11 (15,28 11,11]11,11(12,50|12,50
75 115,2812,50(11,11|13,8916,67 |13,89]13,89 (15,28 13,89

P&tfjuma rezultatu analize lauj noteikt $adas likumsakaribas:

e dalot grupas ar dazadu vértéSanas viendabibas limeni, lielaka diskrétuma
sp&ja noveérojama pazimei Dzimums, 89,8% virieSu kritériju variacijas
koeficients ir lielaks par 33%, taja pasa laika sievietes ar to pasu vertéSanas
neviendabibas limeni koeficientu ir 58,6%;

e 81,6% sievietes, kuras strada visparizglitojosas skolas, ir grupa ar augstu
krit€riju nozimes novertéjuma nevienveidibas ITmeni;

e 100% sievietes, kuras strada miizikas skolas, miizikas vidusskolas un
augstskolas ar darba stazu vairak par 38 gadiem, paradija augstu krit€riju
nozimes novertéjuma nevienveidibas ITmeni.

Lai izdalitu viendabigas respondentu grupas, pétijuma tika izmantota
divposmu klasteru analize. Darbs ar izdalitajiem klasteriem lauj analizet
sakaribas augsta kvalitativa Itmeni. Divposmu klasteru analize lauj izdalit
respondentu grupas ar dazadu krit€riju novertéjuma prioritati (skat. 2. attelu).
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2. attéls. Kriteriju relativas nozimes standartizéta novértéjuma videja nozime
grupas ar dazadu kriteriju prioritati

Respondenti no pirmas grupas (KL 1) augstak neka vidgjais respondentu
kopums verteé sadus krit€rijus: Faktiras izmantoSana un attistiba, Skanu
augstuma atveide, Miizikas materidala originalitate; savukart krit€rijus
Dinamika, Temps un agogika verté zemak neka vidgjais respondentu kopums.

Otras grupas respondentiem (KL 2) uzskati ir pretgji: vini verte
kritérijus Dinamika, Temps un agogika augstak neka vidéja respondentu kopa,
bet krit€rijus Faktiras izmantosana un attistiba, Skanu augstuma atveide,
Miizikas materiala originalitate - zemak neka vidéja respondentu kopa.

P&tfjuma rezultatu analize ]auj noteikt §adas likumsakaribas:

o dalot grupas, lielaka diskrétuma iesp€ja ir novérojama pazimei
Dzimums: 84,7% virieSu ir pieskaitami grupai ar pirmo kriteriju
prioritates modeli (KL_1), taja pasa laika sievietes Saja grupa ir tikai
42,2% ;

o 74,4% sievietes ar darba stazu 18,5 ir otraja grupa (KL_2);

e 100% virieSsu, kuri strada mizikas skolas, atrodas pirmaja grupa
(KL_1).
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Secinajumi

1. Improvizacija ir viens no senakajiem radosas darbibas veidiem, bet
improvizacijas prasme ir svariga arT misdienu miizika kompetence.

P&tfjuma gaita tika noteiktas improvizacijas procesa Ipatnibas, kas janem

vera improvizacijas apguves izvertesana:

e improvizacijas procesa laika notiek miizikas saceréSana izpildijuma
bridr,

e improvizators ir gan izpilditajs, gan improvizacijas autors, jo
nepiecieSams atskanot pasa radito miizikas materialu;

e improvizacijas procesa laikd improvizatora domasana vienlaicigi
atrodas gan pagatne, gan tagadng, gan nakotng;

e improvizacijas procesa var mainities visi mizikas komponenti:
melodija, ritms, faktiira, harmonija utt.;

e ta ir aktiva radosa darbiba, kam ir vairaki risindgjuma varianti, un
improvizatoram Joti biezi nav iesp&ams pilnigi, lidz detalam,
paredzgt improvizacijas gaitu un rezultatu;

e improvizacijas rezultatam ir vienreizgjs raksturs, kas nav pretruna ar
turpmako improvizacijas atkartojumu un fikséSanu kompozicijas
veida;

o atskirtba no kompozicijas un izpilditajdarbibas improvizacijas
maksla pastav specifiska problema — skanu atveide, kas saistita ar
dzirdes un motorikas darbibu.

2. Nemot véra improvizacijas svarigo lomu muziku profesionalaja darbiba, tika
izpé&tita paSreiz€ja situacija improvizacijas apguvé Latvija. Pétijuma rezultati
ir visai pretrunigi: no vienas puses, vairakums respondentu uzskata, ka a)
macét improvizét ir prestizi (95,2%); b) improvizacijas prasmes ir
nepiecieSsamas gan mizikas skolotajiem (97,3%), gan koncertgjoSiem
miuzikiem (97,3%); c¢) improvizacija ir svariga respondentu profesijas
kompetence (95,7%); d) respondentiem ir nepiecieSams nodarboties ar
improvizaciju darba (91,4%). No otras puses: a) starp miizikas skolotajiem
ir liels neimprovizgjoSo respondentu skaits (17,6%); b) starp mizikas
skolotajiem ir liels skaits to, kuri uzskata, ka improvizet ir sp&jigi tikai
nedaudzi apdavinati muziki (59,4%); c) dala mizikas skolotdju doma, ka
iemacities improvizet nav iesp&jams (23,5%); d) paslaik vairakas Latvijas
miizikas vidusskolas mizikas improvizacijas apguve netiek Istenota vai ir
fragmentari integréta citu macibu priekSmetu saturda, tadel nepieciesams
ieviest macibu priekSmetu Improvizacija ka obligdtu macibu priekSmetu
visas miuzikas vidusskolu izglitibas programmas. Macibu priekSmeta
Improvizdacija programma jabut ne tikai ar dZeza improvizaciju saistitam
macibu saturam, bet tai jaaptver improvizéSana dazados Zanros, stilos un
darbibas veidos. Pé&tijuma rezultati liecina, ka 91,4% miizikas pedagogu ir
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nepiecieSsams nodarboties ar improvizaciju darba, un var secinat, ka viniem
jamak izvertet audzekna vai (un) savu improvizacijas darbibu.

Pétfjuma gaita tika secinats, ka misdienu izverté€sanas galvena funkcija —
audz€kna vispusigas attistibas un pilnveides veicinasana. Promocijas darba
noteiktas improvizacijas procesa Ipatnibas norada uz improvizacijas apguves
izverté8anas specifiku un sarezgitibu. P&tljuma gaita tika noteikts, ka
improvizacijas apguves izvertéSanas jautdjumi izp€titi un izstradati
nepietiekosi un noskaidrots, ka Latvijas miizikas skolotajiem ir dazadi
uzskati par improvizacijas apguves izvertéSanas Kkriteriju svarigumu.
P&tijuma rezultati liecina, ka miizikas skolotaju uzskati par improvizacijas
apguves izvertéSanas krit€riju nozimi atskiras p&c dzimuma, darba vietas,
saistibas ar improvizaciju, koncertdarbibas, pasidentifikacijas, darba staza.
Petijuma gaita tika izstradats improvizacijas apguves izvertéSanas
metodologiskais pamats:

e humana pedagogija ka lidzeklis patstaviga un radoSa mizika

individualitates attistibai;

o konstruktiva pieeja, kas atbalsta miizika paskonstruéSanas un

pilnveidosanas sp&ju attistibu, aktivu patstavigu radoSo darbibu;

e procesorientéta pieeja, kuras centra ir miizikas vidusskolas audzgknu

darbiba un sadarbiba improvizacijas apguve.

Lai padaritu improvizacijas apguves izveértéSanas procesu objektivu,
konsekventu un informativu, nepiecieSams izmantot kriterialo pieeju, kas
dod iesp&ju verst izveértéSanu uz audzékna darbibas analizi un pasanalizi,
lauj konkretiz8t izvertéSanas saturu, konsekventi un objektivi izvertét
audz€kna darbibu un uz tas pamata pilnveidot macibu procesu.

Petijuma gaita tika secinats, ka improvizacijas apguves izvertéSanas

pamata jablt gan improvizacijai specifiskiem izverteéSanas kritérijiem, gar ar
kompoziciju un ar izpilditajdarbibu saistitiem izvert€sanas krit€rijiem. No
izpilditajmakslas viedokla improvizacijas apguves izverteéSanai ir svarigi tadi
kritériji ka Temps un agogika, Ritma atveide, Dinamika, Satura atklasme un
stila izjita, Frazéjums un forma; no kompozicijas viedokla — Kompozicijas
un improvizacijas tehnikas panémienu izmantoSana, Faktiras izmantoSana
un attistiba, Miizikas materiala originalitate; no improvizacijas viedokla —
Skanu augstuma atveide.
Empiriska pétjjuma gaita tika noteikti un improvizacijas nodarbibas
eksperimentali parbauditi improvizacijas apguves izveértéSanas Iimeni,
krit€riji un raditaji mizikas vidusskola dazados formativas un summativas
izverteSanas veidos. Improvizacijas apguves izverté€Sanas krit€rijus ir
iesp&jams sekmigi izmantot ievadveértéSana un pasizveértésana. Audzekniem
improvizacijas apguves izveértéSanas Iimeni, kritériji un raditaji ir saprotami,
un tie palidz viniem uzlabot savu sniegumu, jo:

o konsekventi un objektivi atspogulo audzeknu snieguma ltmeni;
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e palidz spriest par audzeknu macibu rezultatiem, dod iespgju
sadarbiba ar skolotaju izpétit improvizacijas apguves attistibas
dinamiku;

e nodroSina audz€kniem atgriezenisko saiti, atainojot vinu progresu,
stipras un vajas puses improvizacijas apguve, dod iesp&ju konstatet
macibu gritibas, to iemeslus un atrast trikumu parvaré$anas celus;

o dod iesp&ju audzeknu patstavigai darbibai, motivé vigus turpmakiem
sasniegumiem un savu prasmju un sp&ju pilnveidosanai.

Promocijas darba izstradatos improvizacijas apguves izverté$anas

limenus, kriterijus un raditajus pozitivi novertgja ekspertu grupa.

Petfjuma rezultatu analize izvirza S$adas rekomendacijas miuzikas

skolotajiem:

iepazities ar improvizacijas apguves metodém, jo dala mizikas skolotaju
uzskata, ka improvizet ir spé&jigi tikai nedaudzi apdavinati miiziki (59,4%)
un ka iemacities improvizét nav iesp&jams (23,5%);

improvizacijas apguves izvertésana ir nepiecieSams pieverst vienadi svarigu
uzmanibu visiem izvertésanas krit€rijiem.

Promocijas darba rezultati norada uz turpmako pétijumu perspektivu:
improvizacijas apguves izvertéSanas modelu izstrade, aprobacija un
pilnveidosana miizikas skolas, vidusskolas un augstskolas;
izverteSanas modelu izstrade dazadiem miizikas prickSmetiem;
improvizacijas un citu miizikas priekSmetu starppriekSmetu saiknes izpete
un pilnveidosana;
veicot citus pétijumus, iesp&jams noskaidrot iemeslus, kadél Latvijas
miizikas skolotajiem wuzskati par improvizacijas apguves izvertéSanas
kritériju nozimi atSkiras p&c dzimuma, darba vietas, saistibas ar
improvizaciju, koncertdarbibas, pasidentifikacijas, darba staza.

Tezes aizstavesanai:
Improvizacijas apguves izvertéSana ir process, kas atbalsta audzekna
zinasanu un pieredzes attistibu un tiek virzits uz improvizacijas apguves
procesa un rezultatu analizi audz€kna un skolotadja sadarbiba. Atbilstosi
humanajai, konstruktivajai un procesorientétajai pieejai, §1 procesa galvenie
raksturojumi ir atvertiba, radoSums un atbalsts audzekpa personibas un
individualitates attistibai.
Improvizacijas apguves izvertéSanas pamata jabut gan improvizacijai
specifiskiem izvertéSanas krit€rijiem, gar ar kompoziciju un ar
izpilditajdarbibu  saistitiem izvertéSanas kriterijiem. Uz zinatniskas
literatiiras un empiriska pétijuma rezultatu pamata izstradatie improvizacijas
apguves izvert€Sanas limeni, kritériji un raditaji dod iesp&ju konsekventi un
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objektivi atspogulot audzéknu snieguma ITmeni, spriest par vigu macibu
rezultatiem, konstat€t vinu muzikalo izaugsmi un problémas.

Pétijuma aprobacija
Zinatniski p@tnieciska darba rezultati atspoguloti rakstos, kas tiek
publicgti starptautisko konferen¢u un zinatnisko rakstu krajumos:

1. Ustinskovs, J. (2014). Methodological basis for the assessment of
mastering improvisation. Problems in Music Pedagogy (lesniegts
publicésanai).

2. Ustinskovs, J. & Ignatjeva, S. (2014). Latvian music teachers’ opinions on
improvisation: Questionnaire survey results. 4. Sjahova (Ed.) Scientific
Articles of 8" International Conference “Person. Colour. Nature. Music”.
Daugavpils: Art Teacher Union, Department of Art and Design of
Daugavpils University and Daugavpils Mark Rothko Art Centre, 154-168.
ISBN 978-9934-8393-2-0

3. Ustinskovs, J. & Ignatjeva, S. (2013). Latvian music teachers’ survey on
the assessment criteria of mastering improvisation. INTE 2013.
Proceedings Book, volume 1/3. Roma, 1830-1846. ISSN 2146-7358

4. Ustinskovs, J. (2013). Improvisation as a way of playing music: Historical
aspect. Problems in Music Pedagogy, 12, 43-57. ISSN 1691-2721

5. Ustinskovs, J. (2013). Initial period of mastering improvisation: Problems
and tendencies. U. Harkonen (Ed.) Reorientation of Teacher Education
Towards Sustainability Through Theory and Practice. Proceedings of the
10. International JTEFS/BBCC Conference ,, Sustainable Development.
Culture. Education”. Savonlinna: University of Eastern Finland, 319-330.
ISBN 978-952-61-1111-7

6.  Ustinskovs, J. (2012). Kinds of improvisation activity in music secondary
schools. V. Lubkina, J. M. Ndabishibije (Red.) Starptautiskds zindtniskas
konferences SABIEDRIBA, INTEGRACIJA, IZGLITIBA materiali.
Rézekne: RA izdevnieciba, 163-173. ISSN 1691-5887

7. Ustinskovs, J. (2012). Improvisation process in the temporal aspect.
A. Sjahova (Ed.) Scientific Articles of 7" International Conference
“Person. Colour. Nature. Music”. Daugavpils: DU Akadémiskais apgads
“Saule”, 264-278. ISBN 978-9984-14-556-3 (Thomson Reuters
Conference Proceedings Citation Index: http://thomsonreuters.com/
conference-proceedings-citation-index/; List of Conferences 1990 -
September, 2013 - Social Sciences & Humanities: https://www.dropbox.
com/s/v2sthjsrxkkOkax/1990-2013%20Sept%201%20Confs%20Social%
20Science%20&%20 Humanities.xIsx).

8.  Ustinskovs, J. (2011). Muzikas vidusskolas audz€knu improvizacijas
iemanu apguves vertéSana muzikas vidusskola. J. Davidova (Ed.)
Problems in Music Pedagogy: Proceedings of the 7th International
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Scientific Conference. Daugavpils: Daugavpils University, 321-332. ISBN
978-9984-14-536-5
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Introduction

At present, Europe is undergoing the transition from a market-oriented
society to a scientific findings-based society: qualified specialists are required
to have independence, self-initiative, experience of active and creative activity,
abilities of critical thinking, self-organization abilities, ability to work in a team,
ability to solve problems, communication abilities, ability to take the
responsibility, and the requirement for a creative activity is set as well (Briska,
Klisane, Brante, Helmane, TuruSeva, Rubene, Tilla, Hahele, Maslo 1., 2006).
The strategic principles of the sustainable development of Latvia have a
creative character, because the intellectual and creative potential transforms also
into economic gains — innovative and eco-effective economy (Strategy for the
Sustainable Development of Latvia, 2009), therefore the principal function of
contemporary education is educating an independent, creative and individual
initiative displaying personality.

This function of education is especially topical in music education, since
one of the aims of the program of professional music education is to educate a
stable, intelligent and independent professional musician — a personality who is
able to work independently and creatively. In music education, improvisation is
one of activity forms which enhance a creative development of a personality.
Improvisation can be found in several forms of human activity, for instance, in
literature, theatre, music, choreography and in other forms as well. For a long
time, music improvisation was the basic way of music making, but gradually
composition and performing art replaced it, and in the 19th century, due to
various conditions, improvisation was given only an insignificant, secondary
role (Ycrurckos, 2001).

In the 20th century, the interest in improvisation started to grow again,
both in musical practice and music education. Historical aspects of
improvisation have been extensively described in works by E. Ferrand (Ferrand,
1938, 1956, 1957a, 1957h, 1957c), G. Reese (Reese, 1940), P. Aldrich (Aldrich,
1950), . Horsley (Horsley, 1960), B. Nettl (Nettl, 1974), D. Till (Till, 1975),
M. Saponov (Camonos, 1982), J. Gluschenko (I'mymenko, 1990), Dz. Klavina
(1993, 1994).

The significance of improvisation in artistic practice is described in
works by the above mentioned authors as well as in those by E. D. Wagner
(Wagner, 1869), A. Kreutz (Kreutz, 1952), R. Donington (Donington, 1963),
M. Hood (Hood, 1964), V. Apel (Apel, 1967), S. Jeans (Jeans, 1967), M. Cyr
(Cyr, 1971), L. Bril (bpums, 1976), H. Muhe (Muhe, 1984), J. Chugunov
(Yyrynos, 1988), S. Maltzev (Manbuesa, 1991), D. Livshitz (JIumur, 2003),
J. Kinus (Kunyc, 2008), J. Spigin (Crnurun, 2008), R. Petrauskis (2009, 2010),
R. Stolyar (Crossp, 2010), A. McGhee (McGhee, 2011).

Artists who have used improvisation as a form of aristic performance in
practice are also well-known. For instance, such as F. Landino (Landino, 1325 —
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1397), J. Titelouze (Titelouze, 1564 — 1633), J. Sweelinck (Sweelinck, 1562 —
1621), G. Frescobaldi (Frescobaldi, 1583 — 1643), D. Buxtehude (Buxtehude,
1637 — 1707), J. S. Bach (Bach, 1685 — 1750), G. F. Hendel (Héndel, 1685 —
1759), Beethoven (Beethoven, 1770 — 1827), N. Paganini (Paganini, 1782 —
1840), F. Chopin (Chopin, 1810 — 1849), F. Liszt (Liszt, 1811 — 1886), Alfr.
Kalnins (1879 — 1951) and others.

In music pedagogy, the role of improvisation in the process of music
studies is also indicated. This has been described by K. Orff (see: Bapen6oiim,
1970), E. Jacques-Dalcroze (see: [lItopk, 1924), F. Jode (Jode, 1962), D. Baker
(Baker, 1969), D. Zarin$ (1981), O. Blauzde (2001), I. Direktorenko (2001),
J. Birzkops (2008), M. Stefanuk (Stefanuk, 2008); M. Hickey (Hickey, 2009),
G. Kingscott un K. Durrant (Kingscott & Durrant, 2010) and various other
authors.

In music pedagogy improvisation is used by G. P. Wollner (Wollner,
1963), B. Shelmov (Ilemomos, 1977), J. Birzkops (1986), T. Rodionova
(Pommonosa, 1990), 1. Nelsone (1992), 1. Arne (2001), J. Spigins (Spigins,
2012).

The contemorary researches show that improvisation has both a
pedagogical aspect and a therapeutic function as well (Bruscia, 1988; Wigram,
2004; Blauzde, 2008; Bergerne, 2013).

Despite the growing role of improvisation in both musical practice and
music pedagogy, it did not receive proper attention in music secondary schools
of Latvia until the 20th century. Some elements of improvisation are used at
teaching music subjects: piano playing, sol-fa, composition and others, but this
takes place on teacher’s own initiative and by using his/her own methods.

Since the end of the 20th century, improvisation has been included in the
programs of Latvia’s music secondary schools and higher education institutions.
The quality of education is tightly linked with the assessment of learners’ study
activities, consequently, a question arises: Are music teachers ready to assess
mastering improvisation? How is mastering of improvisation to be evaluated?

According to findings of many authors, assessment is an important
component of educational process aimed at encouraging learner’s attempts to
study — to enhance learners’ understanding, development and promote
achieving high quality in education (Marton & Saljo, 1984; Boyd & Cowan,
1985; Rowntree, 1987; Race, 1994; Black & Wiliam, 1998; Assessment
Reform Group, 1999, 2002b, 2006, 2009; Jaques, 2000; Mencis, 2000; Brown,
2001; Ramsden, 2003; Hounsell, 2003; Krastina & Pipere, 2004; Smite, 2004;
WBanosa & JleBuruna, 2006; Moyn, Maknayann & Bpayn, 2006; Turapenko,
2006; Antmann, 2007; BbomoroB & Edpemona, 2007; I'puruenko, 2008;
Hahele, Mila & Upeniece, 2009; Ilommkapmnosa, 2009; Bmacenko, 2010;
Menezes, 2013 and others). In the result of assessment, the individual obtains
new experience, corrects mistakes and develops ways of achieving aims
(Robbins, 2001). One of the key questions in contemporary pedagogy is: how
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can we efficiently use assessment, make it more objective and consistent,
involve learners in the process of assessment? (Assessment Reform Group,
2002a; Krastina & Pipere, 2004; Moyn & Maxknaysimn & Bpayn, 2006; Hahele
& Mila & Upeniece, 2009).

To assess a human musical activity which does not involve any concrete
numerical indicators is a very complicated thing (Radocy 1995; Goolsby, 1999;
Boikova, 2005; Cepraes, 2006; Antmann, 2007; Fautley, Savage, 2011;
Menezes, 2013). A. Lehmann, J. Sloboda and R. Woody (2007) consider that
one reason for this is a complicated structuring of a music material, and
therefore different assessors may make their assessments from different
standpoints and, consequently, the assessments may vary considerably. The
American researcher M. D. Antmann (2007) notes that despite the fact that in
music secondory schools assessment is necessary, the issue relating to making
the assessment more effective is not sufficiently explored as yet.

We have to realize that the assessment of improvisation is a component
of mastering improvisation, and mastering of improvisation, in its turn, is a
constituent part of a music activity. Does mastering of improvisation have to be
assessed as a performing activity or as composing, or, perhaps, it requires a
different approach? How is it possible to make the assessment process of
mastering improvisation maximally consistent and objective? The literature on
improvisation problems mentioned above does not provide answers to these
questions. There are some researches on the assessment of performing activities
and composition (Swanwick, 1994, 1999; Hargreaves, 2000; Philpott & Carden-
Price, 2001; Antmann, 2007; Davidova & Boikova, 2007), but — can these
assessment techniques be used for assessing improvisation either? Mustn’t we
have specific, improvisation-related assessment criteria?

Among the publications on the problems of mastering improvisation we
can mention an article by J. Spigins (2010) focusing on the assessment of
mastering improvisation by students of higher education establishments,
however, the improvisation model devised by J. Spigins is based on the method
of style modeling, which is not always effective within the context of music
secondary schools. T. S. Brophy (2000) also writes about the assessment of
improvisation, composition, arrangement and performance, but, first, his
monograph is concerned with musical activities of children not learners of
secondary schools and, second, this conception does not have criteria, levels
and indicators specifically for the assessment of mastering improvisation.

Consequently, despite some achievements in use of improvisation in
practice, it is still necessary:

e to analyze and summarize the current pedagogical experience of assessing
mastering improvisation;

o to develop theoretical basis and methodological techniques for assessing the
prospective musician’s level of mastering improvisation in music secondary
school;
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to develop and approbate criteria, levels and indicators of assessing
mastering improvisation in music secondary school.

The research aim: to explore the process of mastering improvisation in

music secondary school and to develop criteria, levels and indicators of
assessing mastering improvisation.

The research object: assessment of mastering improvisation in music

secondary school.

The research subject: criteria, levels and indicators of assessing

mastering improvisation in music secondary school.

=

The research questions:
What are the peculiarities of the improvisation process?
What are the opinions of Latvia’s music teachers concerning problems in
mastering improvisation?
What is the theoretical and methodological basis of assessing mastering
improvisation?
What are criteria, levels and indicators of assessing mastering improvisation
in music secondary school?
What are Latvia’s music teachers’ opinions as to the importance of the
criteria of assessing mastering improvisation?

The research tasks:
To identify the peculiarities of the improvisation process.
To explore the current situation in Latvia in the context of mastering
improvisation.
To show the topicality of problems of assessing mastering improvisation in
contemporary music pedagogy and music education in Latvia.
To determine theoretical and methodological basis of assessing mastering
improvisation.
To develop and experimentally verify levels, criteria and indicators of
assessing mastering improvisation.

The theoretical and methodological basis of the research is:
Historical, pedagogical and psychological aspects of mastering
improvisation  (Ferrand, 1938, 1956, 1957; I[lonomaper, 1960, 1976;
Wollner, 1963; Jlyk, 1978; Pynun, 1980; Zarins, 1981; Camonos, 1982;
Birzkops, 1986, 2008; Horsley, 1988; Collins, 1988; Badura-Skoda, 1988;
Libby, 1988; I'mymenko, 1990; Mansbies, 1991; Klavins, 1993, 1994; Arne,
2001; Blauzde, 2001, 2008; Direktorenko, 2001; Bsirorckuii, 2001;
BorosiBnenckas, 2002; Kunyc, 2008; Crurun, 2008; Petrauskis, 2009, 2010;
Kingscott & Durrant, 2010; Cromnsip, 2010; Spigins, 2012);
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. Basic positions of humane pedagogy in education (Maslow, 1954; Rodgers,
1969; Knowles, 1980; Belickis, 1995; Lieginiece, 1999; gpona, 2001;
Zogla, 2001; Brookfield, 2005; Koke, 2006);

. Theory of constructivism and process-oriented approach to education
(dexapt, 1950; Maslow, 1954; IMuaxe, 1969; Borotckmii, 1982, 1991;
Noddings, 1990; Maslo, 2001; Reich, 1996; Mertens, 1998; Geidzs &
Berliners, 1999; Ryan & Cooper, 2004; Mahoney & Granvold, 2005);

. Assessment aspects in the study process (Assessment Reform Group,1999,
2002, 2006, 2009; Goolsby, 1999; Brophy, 2000; Heywood, 2000; Adams,
2001; Brown, 2001; Rust, 2002; Krastina & Pipere, 2004; Briska un citi,
2006; Davidova, 2006; Zogla, 2006; Kpacrosa, 2006; Markesuu, 2006;
Moyn, Makaaysmn & Bpayn, 2006; Cepraes, 2006; Harlen, 2007; Hahele,
Mila & Upeniece, 2009; Mansell, James & the Assessment Reform Group,
2009; Letitimua , 2009; Braunlija, 2010; Kiselova, 2011);

. Criteria-based approach to assessment (Swanwick, 1994, 1999; Geidzs,
Berliners 1999; Brophy, 2000; Philpott & Carden — Price, 2001; Antmann,
2007, Davidova & Boikova, 2007; Ileiitmuma, 2009; Spigins, 2010;
Biacenko, 2010);

. Possibilities for using qualitative and quantitative research methods (Denzin
& Lincoln, 1994; Miles & Huberman, 1994; Albrehta, 1998; Mertens,
1998; Seidman, 1998; Creswell, 1998; Geske & Grinfelds, 2001, 2006;
Spona & Cehlova, 2004; Gudjons, 2007; Kristapsone, 2008; Kroplijs &
Rascevska, 2010; Martinsone & Pipere, 2011).

The research methods:
the analysis of literature on pedagogy, philosophy and musicology;
the analysis of normative documents of the Republic of Latvia and other
documents binding on the research;
data obtammg methods:
semi-structured interview of the learners;
— pedagogical observation;
— survey of music teachers;
— survey of music secondary school heads;
— experts conclusion method;
methods of data analysis:
— content analysis for qualitative data processing;
— Saaty method,;
— descriptive statistics:
= calculation of statistic indicators: measures of central
tendencies, measures of variances;
= graphic representations;
= designing tables;

34


http://www.amazon.com/exec/obidos/search-handle-url/ref=ntt_athr_dp_sr_1?%5Fencoding=UTF8&search-type=ss&index=books&field-author=Matthew%20B.%20Miles

— analysis of differences:
= T-test to compare medians of two independent samples
(Student test);
= T-test to compare medians of two dependent samples (pair t-
test);
=  Mann-Whitney U test;
= One factor dispersion analysis (ANOVA);
= Multi-factorial dispersion analysis (MANOVA);
— statistic correlations analysis:
= Pearson’s Chi square criterion;
= Pearson’s and Spearman’s correlation coefficient;
— cluster analysis;
= data analysis tools:
= |BM SPSS Statistics 19,0 data processing program;
= MS Excel 2007.

The research base is:

e music teachers in Latvia (N=187),

o heads of music secondary schools of Latvia (N=9),

o learners of Daugavpils Music Secondary School (N=9):
— participants in the interview (N=5),
— participants in observation (N=4);

o experts (N=5).

The research novelty:
e the situation concerning mastering improvisation in Latvia’s music
Secondary schools has been studied for the first time;
e the methodological and theoretical basis for the assessment of mastering
improvisation has been determined;
e assessment levels, criteria and indicators have been developed and
experimentally verified.

Practical Significance of the research

The research findings can be practically applied in music teacher work.
The research results can be used at assessing mastering improvisation and other
subjects (instruments, Harmony, Polyphony, Composition, Sol-Fa, Music Form)
in music secondary schools and higher education institutions.

The research materials can provide the base for a further investigation of
the problem and be a supplementary aid for improving the process of creative
mastering of music making.
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The research stages:

e September, 1996 — September, 2002 — analysis of literature, participation in
conferences;

e October, 2000 — September, 2009 — identifying the problems of mastering
improvisation, pedagogical experiment in Daugavpils Music Secondary
School;

e October, 2009 — April, 2010 — the development of theoretical part — the
analysis of literature on pedagogy, psychology, philosophy and musicology;

e May, 2010 — October, 2012 — research data collecting: interviews with
learners of music secondary school, surveys of Latvia’s music teachers and
music secondary school heads, pedagogical observation; levels, criteria and
indicators of assessing mastering improvisation are developed;

e November, 2012 — May, 2013 — processing, analysis and interpretation of
empiric data; generalization of research results.

The doctoral thesis consists of introduction, three chapters,
conclusions, list of literature (309 sources), six appendices.

Content of the Doctoral Thesis

Chapter 1 Topicality of the Problem of the Assessment of Mastering
Improvisation focuses on problems of mastering improvisation in Latvia and
problems of assessing in the contemporary context. By taking findings of
several authors as the basis (Ferrand, 1957; Riemann, 1967; Thompson, 1975;
Camnonos, 1982; Smith-Brindle, 1987; Badura-Skoda, 1988; Collins, 1988;
Kernfeld, 1988; Pressing, 1988; Uyrynos, 1988; I'mymenko, 1990; Mabiies,
1991; OBuunnukoB, 1994; Ycruuckos, 2001; Hamilton, 2002; Martin, 2005;
ymaun, 2007; Courun, 2008; Kunyc, 2008; Hickey, 2009; Bopyxson, 2009;
Kingscott&Durrant, 2010; Petrauskis 2010, Cromsp, 2010; Osuapos, 2011;
Spigins, 2012; Bardins, 2013; Ustinskovs, 2013), in sub-chapter 1. 1. 1 the
peculiarities of improvisation process relating to the assessment of mastering
improvisation have been determined:

e during this creative process music is composed while performing;

o the improviser is both a performer and the author of improvisation, since a
self-created music material is to be performed;

e during the process of improvisation, improviser’s thoughts are in the past,
present and future simultaneously;

e during the process of improvisation all components of music may change:
melody, rhythm, texture, harmony etc.;

e improvisation, being an active creative activity, has several task solutions,
and the improviser is often unable to completely, in detail predict the course
and results of improvisation;
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o the result of improvisation has a single character, however, the repetition
and fixing of improvisation are possible in the form of a composition;

e unlike composition and a performing activity, art of improvisation has a
specific problem — sound producing that relates to hearing and motor
activity.

Sub-chapter 1.1.2 of the doctoral thesis is concerned with the
investigation of the current situation as to mastering improvisation in Latvia.
The research was conducted on:

e Latvia’s music teachers’ opinions about improvisation art (survey, N=187);

e opportunities to master improvisation in music secondary schools of Latvia
(survey, N=9);

e music secondary school learners’ opinion about mastering improvisation
(interview, N=5).

The SPSS software package “Statistical Package for the Social
Sciences”, Windows 19.0 version was used for the analysis of the statistic data
of music teachers survey and the presentation of the research results.

The research results indicate that Latvian music teachers consider:

a. to be able to improvise is prestigious (95.2%);

b. improvisation skills are necessary for both music teachers (97.3%) and
performing musicians (97.3%);

C. improvisation is an important competence of respondents’ profession
(95.7%);

d. respondents need to practice improvisation at work (91.4%).

However, on the other hand:
a) there is a considerable number of music teachers among the respondents
who do not improvise (17.6%);
b) there is a considerable number of respondents among music teachers (59.4%)
who consider that only a few, very gifted musicians are able to improvise;
c) part of music teachers (23.5%) think that to learn to improvise is impossible.

The research results show that music teachers who frequently perform at
concerts get actively involved in improvisation activities (65.88%) and they
have greater internal and external needs for improvisation. Respondents who do
not improvise support improvisation to a lesser extent than those who improvise
for themselves, and especially those who have some experience of improvising
for other people.

The research results reveal that among those, who do not improvise,
most frequently there are:

e women (90.91%);
e respondents who do not or rarely perform at concerts (in total 90.01%),
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e respondents who perceive themselves as teachers rather than performing
musicians (81.82%).

The above said leads to a conclusion that improvisation activities
contribute to active music making and concert activities of music teachers.

The research results testify to the fact that 91.4% of music teachers have
to practice improvisation at work, and, consequently, they must be able to
assess their students’ or their own improvisation activities.

Considering that music secondary schools train independent professional
musicians, a necessity arises to seek the opinion of music secondary school
learners about mastering improvisation and explore the situation as to mastering
improvisation in Latvia’s music secondary schools.

Five learners of Daugavpils Music Secondary School participated in the
interview. To obtain the needed information a semi-structured interview method
was used. After the interview was conducted and recorded, the information
obtained in it was processed by a content analysis method, so that the meaning
of the content could be revealed and conclusions made.

Questions of the interview:

1. Is it necessary for a musician to be able to improvise? Please, substantiate
your ideas.

2. What abilities would be necessary to be able to improvise?

3. What did you personally gain from improvisation classes?

The results obtained from the interview confirmed and added to the
previously revealed (Ustinskovs, 2000, 2003, 2010; Ycrunckos, 2000, 2002)
structural components of mastering improvisation: technique of instrument
playing, creative imagination, knowledge and experience, psychological confidence.

By means of analytical induction of interview interpretation, the
following structural components of mastering improvisation are distinguished in
the research:

o knowledge, skills and abilities;
technique of instrument playing;
psychological confidence;
inspiration and emotionality;
creativity.

These structural components of mastering improvisation can be
combined in the following way:

e structural components developing the creative and emotional sphere of
personality — psychological confidence, creativity, inspiration and
emotionality;

e structural components developing professional abilities of personality —
knowledge, skills, abilities, technique of instrument playing.
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Considering the results of this research, a teacher is supposed to direct
mastering improvisation and assessment of mastering improvisation towards the
promotion of constructing these structural components.

The interpretation of interviews confirms the significant role of
improvisation for the professional activity of future musicians. All the
participants of the research mention the necessity to master improvisation for a
professional activity and also in everyday life. The informants substantiate this
necessity by:

o professional aspect — professional necessity to play without notes, to be able
to improvise in different styles and genres; improvisation skills help a lot in
unforeseen everyday and musical life situations; improvisation as a method
of composing;

e development-enhancing aspect — improvisation enhances musicians’ all-
round development and opens to them new opportunities for music making;
through improvisation musicians are able to self-express; improvisation
helps a learner to achieve an improvement in piano playing;

e motivational aspect — improvisation stimulates music activities.

In relation to this, we can conclude that the results of learners’
interviews have confirmed the questionnaire survey results of Latvia’s music
teachers, stating that improvisation promotes active music making.

The interpretation of interviews confirms:

o practical significance of mastering improvisation;

o close link of improvisation with other music subjects — piano playing, score
reading, theoretical music subjects;

e mastering improvisation promotes building interdisciplinary links and
progress in studying these subjects;

e mastering improvisation at music secondary school helped learners develop:

— professional knowledge and abilities;

— professional qualities — self-regulation, self-confidence and

awareness about one’s being able to do;

— motivation to learn.

In the autumn of 2012, a survey of Latvia’s music secondary school
heads and assistant-heads for studies was conducted in order to get information
about the situation as to mastering improvisation in music secondary schools of
Latvia. The survey on opportunities to master improvisation was carried out in
nine music secondary schools, with the exception of Daugavpils Music
Secondary School where the author of the doctoral thesis works and he knows
the situation at school.

The survey was conducted:

o in writing — electronically by means of e-mail;
o orally —in face-to-face and telephone interviews.
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All heads of music secondary schools were sent questions:
e |s Improvisation taught at Your school?
e Isitacompulsory or elective subject?
e [Ifitisacompulsory subject, what speciality is it meant for?

The results obtained from the survey of ten Latvia’s music secondary
school heads and assistant-heads for studies are presented in Table 1. For the
sake of anonymity Latvia’s music secondary schools were coded: X1, X2, X3
etc.

Table 1. Opportunities to master improvisation at Latvia’s music
secondary schools

Music secondary Subject Improvisation

school
Four Latvia’s music
secondary schools Is not taught
(X1 -X4)
Latvia’s music Improvisation is not taught, improvisation is
secondary school X5 mastered at jazz classes
Latvia’s music Improvisation is not taught, but improvisation is

secondary school X6 used as a teaching method at sol-fa classes
Improvisation is taught as a separate subject (a
compulsory subject at the jazz department for
learners of all specialities, from the 2nd year until
graduation) and also integrated into Composition,
but for learners in other education programs
improvisation is used as a teaching method at sol-
fa and harmony classes

Improvisation is taught to the learners of the Jazz
Department and is integrated as a method into
theoretical subjects

Improvisation is not included in study plans, but
in the educational program of History and theory
Latvia’s music of Music it is incorporated into the qualification
secondary school X9 practice and into Composition, but for learners of
other education programs improvisation is used as
a teaching method at sol-fa and harmony classes
Improvisation is integrated into Composition for
Latvia’s music learners of music theory department, and
secondary school X10 | Improvisation is an elective subject for learners of
all departments

Latvia’s music
secondary school X7

Latvia’s music
secondary school X8
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As mentioned above, improvisation takes place not only in jazz — it is of
different kind and it is widely used in music of various style and genre,
consequently, we can infer that the best opportunities for mastering
improvisation are given only in one Latvia’s music secondary school (X10), but
in other music secondary schools of Latvia improvisation is not taught at all or
is fragmentary integrated into the content of other subjects.

Sub-chapter of the doctoral thesis Assessment in a Contemporary
Context deals with issues relating to:

o principles and content of assessment;
e approaches and kinds of assessment;
e assessment at music classes.

The summary of authors’ findings (Maslo, 1995; Assessment Reform
Group,1999, 2002a; Geidzs, Berliners 1999; Goolsby, 1999; Adams, 2001;
Krastina, Pipere, 2004; Smite, 2004; Hahele, 2006; Zogla, 2006; KpacHora,
2006; Hahele, Mila, Upeniece, 2009; Moyr, Maknayamr, bpays, 2006; Harlen,
2007; Mansell, James & the Assessment Reform Group, 2009; Braunlija, 2010;
Burceva, Davidova, Kalnina, Lanka, Mackévica, 2010), allows us to state that:

e the principal function of assessment in contemporary education is
developing learners’ individuality, independence, initiative, creativity and
involving them in an active activity because a personality’s activity is a vital
factor for the development of competence;

e in contemporary pedagogy two basic forms of assessment are used:
formative and summative assessments. These two forms do not contradict
each other, and each of them has its own specificity and functions in the
process of education. A learner’s self-assessment has an important role — it
enhances the development of learner’s autonomy.

In the process of both formative and summative assessments, a form of
authentic assessment related to the conditions of real professional life can be
used, which contributes to the efficiency of educational process, increases
learners’ motivation to study, broadens professional practical experience,
enhances the development of learners’ critical thinking, self-regulation, self-
actualization and self-realization as well as learners’ active activity, its self-
analysis and self-assessment of achievements.

We consider that assessment conditions, aims and tasks in music
pedagogy do not essentially differ from the assessment conditions, aims and
tasks in other branches of pedagogy, therefore the assessment of mastering
improvisation in music secondary schools will further be based on formative
and summative assessment principle.

Chapter 2 of the doctoral thesis provides the methodological and
theoretical basis of assessing mastering improvisation. The summary of findings
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of several authors (Maslow, 1954; Rodgers, 1969; Knowles, 1980; Belickis,
1995; Salite & Pipere, 1998; Goolsby, 1999; Lieginiece, 1999; Brophy, 2000;
Rubana, 2000; Adams, 2001; Maslo, 2001; Spona, 2001; Zogla, 2001;
Assessment Reform Group, 2002a; Krastina, Pipere, 2004; Ryan & Cooper,
2004; Vucenlazdans, 2004; Mahoney & Granvold, 2005; Brookfield, 2005;
Davidova, 2006; Koke, 2006; Kopenskosa, Koperskos, 2006; Kpactosa, 2006;
Moyn, Maxknayamn, Bpayn, 2006; Harlen, 2007; Hahele, Mila, Upeniece, 2009;
Heittnuaa, 2009; Braunlija, 2010; Burceva, Davidova, Kalnina, Lanka,
Mackevica, 2010; Anexuna, 3uns6epurreiin, 2010; Ustinskovs, 2011a), allows
concluding that assessment has to be based on a humane, constructive and
process-oriented approach.

The basic characterizations of approaches are:
e order in musical activity;
o self-constructing and improvement of knowledge, skills and abilities,
opportunity to develop theoretical and practical experience of a study
Course;
use of a deductive principle;
social and symbolic link of a creative process;
relatedness of improvisation to a real life and real problems;
active character of activity;
flexibility and individual approach of the improvisation educational process;
multiformity of educational process methods;
aspiration towards the development of learner’s individuality;
cooperation and mutual learning of equivalent partners;
all spheres of personality (cognitive, emotional, volition) are simultaneously
put in action.

To assess learners’ performance precisely, assessment criteria and levels
for assessing mastering improvisation have been developed (see Table 2). On
the basis of the research carried out by J. Davidova and | Boikova (Davidova,
Boikova, 2007), the system of assessment is divided into five levels.
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Table 2. Levels, criteria and indicators of assessing mastering improvisation

Averagely

Averagely

Criteria Low level low level Average high level High level
1 2 3 4 5 6
Content of | Content of Improvisa- On the The content | The content
improvi- improvisa- tion has a whole, the of improvi- | of improvi-

sation, tion is not content, but | improveser sation is sation re-
how it is comprehen- | itis unclear, | copes with rich and sembles the
revealed, sible, there fragmenta- revealing clear, but content of a
sense of is a set of ry, does not | the content does not composition
style separate create a of improvi- | precisely and preci-
sounds common sation, but agree to the | sely agrees
impression, | the perfor- task given to the task
a learner mance is by a teacher, | given bya
does not use | unstable, alearner has | teacher. The
the specific | unclearand | agood improviser
features of unconvin- command of | reveals it
the cing, the specific | naturally,
respective specific features of clearly and
style features of the style convincing-
style are gly, preci-
shown at an sely adhering
average to the style
level or creatively
modifying it
Timeand | Time of Improvisa- On the On the The use of
agogic improvisa- tion has whole, whole, time | time and
tion is not several improvi- and agogic agogic is
kept, is not serious sation keeps | are used perfect and
clear and deviations the right precisely contributes
does not from time time, but with a few fully to
help to which do there are 3-4 | minor revealing
create a not relate to | time imperfec- the content
meaningful revealing impreci- tions
improvisa- the content sions
tion
Dynamics | Improvisa- Improvisa- Improviser Dynamicsis | A striking
tion tion tries to diverse but | and
dynamics is | dynamicsis | reveal the the perfor- multiform
uniformand | inexpressive | content of mance lacks | dynamics
does not and does not | improvi- brilliance closely
contribute to | help to sation by related to
revealing reveal the means of revealing
the content content of dynamics the content
of improvisa- but does it of
improvisa- tion unconvin- improvisa-
tion cingly tion
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1 2 3 4 5 6
Phrasing Phrasing Phrasing On the On the Form is
and form and form and form whole, whole, clear,
are are illogical, | phrasing phrasing phrasing is
incompre- with several | and form and form natural and
hensible or mistakes are clear are clear convincing,
do not exist and logical with some directed to-
with 3-4 minor wards re-
impreci- impreci- vealing the
sions sions content of
improvisa-
tion
Originali- | Improvisa- Improviser Improvi- In the music | Music
ty of a tion consists | combines sation material of material of
music only of fragments of | consists of improvi- the impro-
material fragments of | familiar improvised | sation there | visation is
a familiar music with music are alot of original and
music which | own material but | original resembles
do not get improvisa- the banality | elements, that of a
modified tions which | of music tunes or new
lack creative | material is ideas, but on | composition
imagination | felt the whole
they do not
produce the
impression
of a finished
composition
Rhythm Rhythm Rythm On the On the Rhythm
pattern is pattern has whole, whole, pattern is
unclear several rhythm rhythm perfect and
serious pattern is pattern is clear, orien-
imperfec- precise, precise, ted towards
tions with 3-4 with 1-2 revealing
mistakes minor the content
mistakes of improvi-
sation
Sound The set of In the Improvisati | Minor The sounds
pitch sounds used | improvisa- on has impreci- used preci-
is chaotic, is | tion, several | several pitch | sions of sely agrees
not oriented | problems mistakes pitch are to the con-
towards related to identified in | ception of
revealing representing the improvi- | the improvi-
the content | improviser’s sation ser and help
of improvi- | conception to reveal the
sation in sounds content of
can be improvisa-
identified tion
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1 2 3 4 5 6
The use of | Improviser Improvi- Improviser Improviser Improviser
techniques | does notuse | ser’sarsenal | usesseveral | usestechni- | uses techni-
of techniques of techniques ques of ques of
compositi | of techniques of composi- | composition | composi-
on and composition | is uniform tion and and impro- tion and
improvisat | and and improvisa- visation in improvisa-
ion improvisa- improviser tion but many ways | tionin
tion or does | uses it does it with | and does it diverse
it unconvin- mistakes well, but ways and
unsuccess- cingly, with they are not | does it
fully several fully direc- excellently,
mistakes ted towards | revealing
revealing the content
the content | of improvi-
of improvi- | sation
sation
Use and The texture | The texture | Thetexture | The texture | The texture
develop- of improvi- | of improvi- | of improvi- | of improvi- | of improvi-
ment of sation is sation is sation is at sationisata | sation is
texture poor and poor, butis | an average good level, diverse,
does not oriented level with but some developed
relate to towards several minor and related
revealing revealing imperfec- impreci- to the
the content the content tions, it is sions can be | content of
of improvi- | of impro- not identified improvi-
sation visation developed sation

The learners’ performance in mastering improvisation is interpreted
verbally and allows both a teacher and a learner to judge about the efficiency of
educational process, to objectively determine the level of mastering
improvisation. The final assessment in grades is given by analyzing learner’s
performance according to all the given criteria of assessing mastering
improvisation.

The levels, criteria and indicators of assessing mastering improvisation
developed in the doctoral thesis have been evaluated by experts from
Daugavpils, Riga, Novosibirsk (Russia), Moscow (Russia) and Vilnius
(Lithuania). Experts were supposed to study the materials and assess the
statements according to the Likert scale:

1 — the lowest assessment,
5 — the highest assessment.

The survey included eight statements:
1. The developed levels, criteria and indicators of mastering improvisation
enable a teacher to consequently and objectively assess learner’s activity;
2. A learner can use the designed assessment table for self-assessment;
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. The developed levels, criteria and indicators of mastering improvisation
enable a teacher and learner to establish learner’s progress in studies;

. The developed levels, criteria and indicators of mastering improvisation
enable a teacher to identify difficulties the learners encounter, reasons for
them, and find ways of overcoming drawbacks;

. The developed levels, criteria and indicators of mastering improvisation
motivate a learner for further achievements and the development of their
skills and abilities;

. The developed levels, criteria and indicators of mastering improvisation
reflect the essence of activity and nature of music;

. The developed levels, criteria and indicators of mastering improvisation can
be used to assess improvisation of learners of different levels and in
different music styles;

. The developed criteria of assessing mastering improvisation comply with
tasks of mastering improvisation.

Table 3. Summary of experzs’ evaluation of levels, criteria and indicators of
assessing mastering improvisation

Grades

Experts/ | Expert | Expert | Expert | Expert | Expert in Mean
Statement 1 2 3 4 5 grade
total

1 4 5 4 5 5 23 4.6

2 3 5 4 5 5 22 4.4

3 5 5 5 5 4 24 4.8

4 5 4 5 5 4 23 4.6

5 3 4 4 5 4 20 4.0

6 5 4 3 5 5 22 4.4

7 4 5 5 5 5 24 4.8

8 5 5 3 5 5 23 4.6

Experts’ evaluation and opinion allow us to conclude that, on the whole,

all experts evaluate the developed levels, criteria and indicators of assessing
mastering improvisation positively, and the obtained data uphold the validity of
theoretical assumptions (Table 3).

Chapter 3 of doctoral thesis deals with the description of the

experimental verification of the model of assessing mastering improvisation
(levels, criteria, indicators).

Sub-chapter 3.1. Experimental Verification of Levels, Criteria and

Indicators of Assessing Mastering Improvisation at Improvisation Classes
is concerned with the description of semi-structured inclusive observation in
which four music secondary school learners took part.
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This research consists of three parts:

e Part 1 — experimental verification of levels, criteria and indicators of
assessing mastering improvisation at formative introductory assessment
(diagnostic assessment);

e Part 2 — experimental verification of levels, criteria and indicators of
assessing mastering improvisation at summative assessment;

e Part 3 — experimental verification of levels, criteria and indicators of
assessing mastering improvisation at formative self-assessment.

The observation results show that the developed levels, criteria and
indicators of assessing mastering improvisation can be used during
improvisation classes, to receive information about learners’ performance at a
definite period of time and use it in the educational process at music secondary
schools. Levels, criteria and indicators of assessing mastering improvisation
enable us to assess learners’ mastery of improvisation in basic forms of
assessment — formative and summative. Levels, criteria and indicators of
assessing mastering improvisation can be successfully applied in introductory
assessment and self-assessment.

Sub-chapter 3.2. Latvia’s Music Teachers’ Views about Criteria of
Assessing Mastering Improvisation provides a description of the results of
music teachers’ questionnaire survey (N=187), which was aimed at determining
Latvia’s music teachers’ attitude to the criteria of assessing mastering
improvisation.

This research is included into the general Latvia’s music teachers’
questionnaire as the third part of the questionnaire. The questions given were as
follows:

e Do Latvia’s music teachers have similar or different views about the criteria
of assessing mastering improvisation?

e By what indications and about which criteria do music teachers’ views
differ?

During the research the respondents were supposed to compare the
criteria according to the principle of their significance: a pair correlation
method was used.

In the research it was established that the criteria Improvisation content
and its disclosure, Sense of style, Originality of music material, Use of
techniques of composition and improvisation, Use and development of texture
had the greatest significance, while the criteria Dynamics, Time and agogic —
the smallest significance.

The criteria Time and agogic, Improvisation content and its disclosure,
Sense of style, Use of techniques of composition and improvisation, Originality
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of music material have the greatest dispersion amplitude of assessment, while
the criterion Phrasing and form — the smallest one (see Table 4, Figure 1).

Table 4. Descriptive statistics of relative significance of the criteria of assessing
mastering improvisation
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Mean 12,60| 8,18 | 7,78 | 11,76 (13,74 (10,96 | 10,64 | 12,31 | 12,02
Median 12,50 6,94 | 6,94 |11,11(15,28(11,11(11,11|12,50|12,50
Mode 13 6 10 11 15 13 102 11 13

Std. Deviation 4,097 [ 4,398 | 3,953 | 2,699 | 4,066 | 3,837 | 3,933 | 4,119 | 3,221

Range 21 19 19 14 21 17 21 18 22
Minimum 1 1 0 4 1 3 0 1 0
Maximum 22 21 19 18 22 19 21 19 22

25 9,72 | 417 | 4,17 | 9,72 (11,11 8,33 | 8,33 | 9,72 | 9,72

Percentiles| 50 12,50( 6,94 | 6,94 |11,11|15,28|11,11|11,11|12,50| 12,50

75 15,28(12,50(11,11|13,89| 16,67 | 13,89 | 13,89 | 15,28 | 13,89
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Figure 1. Diagram of relative significance of the criteria of assessing mastering
improvisation

The analysis of the classification tree by groups with a different
homogeneity level of criteria significance allows defining such regularities:

o at dividing into groups with a different homogeneity level of assessment of
criteria significance the greatest discreetness is observed in Gender, for
89.8% of males variation coefficient is greater than 33%, for females with
the same non-homogeneity level of the assessment the coefficient is 58.6%;

o 81.6% of females working in schools of general education are in the group
with a high non-homogeneity level of the assessment of criteria
significance;

e 100% of females, working at children music schools, music secondary
schools and higher education establishments, whose length of service is
more than 38 years, showed a high non-homogeneity level of the assessment
of criteria significance.

To single out homogenous groups of respondents, a two-stage cluster
analysis was done in the research. The clusters allow analyzing correlations at a
higher qualitative level. A two-stage cluster analysis allows singling out
respondent groups with different priorities of assessing criteria (see Figure 2).
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Figure 2. Mean significance of standardized assessment of a relative
significance of criteria in groups with different priority of criteria

The respondents of the first group (KL_1) higher than the respondents
on average assess such criteria: Use and development of texture; Reproduction
of pitch; Originality of music material; and they assess lower than the
respondents on average such criteria as: Dynamics; Time and agogic.

The respondents of the second group (KL_2) hold a different view. They
assess the criteria Dynamics; Time and agogic higher than the respondents on
average, but the criteria Use and development of texture; Reproduction of pitch;
Originality of music material are assessed lower than by respondents on
average.

The analysis of the classification tree by groups with different priority of
relative significance of criteria allows defining such regularities:

e at dividing into groups, a greater discreetness can be observed for Gender:
84.7% of males can be included in group with the first model of criteria
priority (KL_1), while females in this group constitute only 42.2%;

o 74.4% of females whose length of service is 18.5 years belong to the second
group (KL_2);

e 100% of males working at children music schools are in the first group.
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1.

2.

Conclusions

Improvisation is one of the most ancient kinds of creative activity, but skills
of improvisation are an important competence for contemporary musicians
as well. Improvisation, composition and interpretation are tightly
interrelated forms of a musical activity. In the research, the peculiarities of
improvisation process to be taken into consideration at assessing mastering
improvisation have been established:

e during the process of improvisation, music is composed while
performing;

o the improviser is both the performer and the author of improvisation,
because the performed music material is self-created;

e during the process of improvisation, improviser’s thoughts are in the
past, future and present simultaneously;

e during the process of improvisation all components of music may
change: melody, rhythm, texture, harmony etc.;

e jtis an active creative activity which has several variants of solution,
and quite frequently the improviser cannot fully, in detail predict the
course and results of improvisation;

o the result of improvisation has a single character, which does not
contradict with a further repetition of improvisation and fixing it in a
form of composition;

e unlike in composition and performer’s activity, the art of
improvisation has a specific problem — reproduction of sounds that
relates to hearing and motor action.

Considering the important role of improvisation for the professional activity
of musicians, the current situation concerning mastering improvisation in
Latvia has been investigated. The results yielded by the research are quite
conflicting: on the one hand, the majority of respondents consider that a) to
improvise is prestigious (95.2%); b) skills of improvisation are necessary for
both music teachers (97.3%) and musicians participating in concerts
(97.3%); c) improvisation is an important competence of respondents’
profession (95.7%); d) respondents have to practice improvisation at work
(91.4%). On the other hand: a) among music teachers there is a large
number of respondents who do not improvise (17.6%); b) among music
teachers there are many who consider that only a few, gifted musicians are
able to improvise (59.4%); c) part of music teachers think that to learn
improvising is impossible (23.5%); d) at present, in several music secondary
schools of Latvia musical improvisation is not taught at all or is only
fragmentary integrated into the content of other subjects. Therefore to make
the subject Improvisation compulsory in programs of all music secondary
schools is of vital necessity. The program content of Improvisation should
include not only jazz improvisation but improvisation in various genres,
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styles and forms of activity as well. The results of the research indicate that
for 91.4% of music teachers have to practice improvisation at work, and also
that they have to be able to assess their students’ or (and) their own
improvisation activity.

. The research allows concluding that today the key function of assessing is
promoting learner’s all-round development and perfection. The peculiarities
of improvisation process identified in the doctoral thesis indicate the
specificity and complexity of assessing mastering improvisation. The
research established that the issues of assessing mastering improvisation are
not sufficiently explored and developed, and also that Latvia’s music
teachers hold different opinions concerning the significance of the criteria
for assessing the level of mastering improvisation. The results obtained from
the research testify to the fact that music teachers opinions as to the
significance of the assessment criteria of mastering improvisation differ by
gender, work place, related ness to improvisation, involvement in concert
activities, self-identification, and length of service.

In the process of the research, the methodological base of assessing
mastering improvisation has been worked out:

e humane pedagogy as a means of the development of an independent
and creative musician;

e constructive approach, encouraging both the development of
musician’s skills of self-constructing and perfecting and active and
independent creative activity;

e process-oriented approach, focused on music secondary school
learners’ activity and cooperation at mastering improvisation.

To make the assessment process of mastering improvisation objective,
consequent and informative, criteria-based approach is needed, which will
enable to focus the assessment on the analysis and self-analysis of learners’
activity, to specify the content of assessment, to consistently and objectively
assess learners’ activity and improve the educational process on the basis of
this assessment.

The research results allow concluding that the assessment of mastering
improvisation should be based on both assessment criteria specific of
improvisation, and assessment criteria related to composition and
performing activities. From the aspect of performing art, such criteria of
assessing mastering improvisation are important as Time and agogic;
Reproduction of rhythm; Dynamics; Content disclosure and a sense of style;
Phrasing and form; while from the aspect of composition — Use of
techniques of composition and improvisation; Use and development of
texture; Originality of music material; from the aspect of improvisation —
reproduction of pitch.

In the course of the empiric research, the levels, criteria and indicators of the
assessment of mastering improvisation at music secondary schools in
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various formative and summative assessment forms were determined and
experimentally verified at music classes. Criteria of assessing mastering
improvisation can be successfully used in introductory assessment and self-
assessment. Learners understand the levels, criteria and indicators of
assessing mastering improvisation and they help them to improve their
achievements because they:

e consistently and objectively reflect the level of learners’
achievements;

e help to judge on learners’ achievements, enable to explore, together
with a teacher, the dynamics of the development of mastering
improvisation;

o provide feedback for the learners by showing their progress,
strengths and weaknesses in mastering improvisation, enable to
identify difficulties, reasons for them and ways of overcoming
drawbacks;

e provide opportunity for the learners’ independent activities, motivate
them for further achievements and improvement of their skills and
abilities.

The levels, criteria and indicators of assessing mastering improvisation

developed in the doctoral thesis were positively evaluated by the expert group.

The analysis of the research results puts forward such recommendations

for music teachers:

to study methods of mastering improvisation, since part of music teachers
consider that only a few gifted musicians are able to improvise (59.4%) and
that it is impossible to learn improvising (23.5%);

on assessing mastering improvisation, equal attention should be given to all
the criteria of assessment.

The results of the doctoral thesis indicate the further perspective of

research:

development, approbation and improvement of the model of assessment of
mastering improvisation at music schools, secondary schools and higher
education establishments;

development of assessment models for different subjects;

research on interdisciplinary links existing between improvisation and other
music subjects;

additional research may uncover reasons why the opinions of Latvia’s music
teachers concerning the significance of the criteria of the assessment of
mastering improvisation differ by gender, work place, relatedness to
improvisation, involvement in concert activities, self-identification and
length of service.
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Theses for the defense:

The assessment of mastering improvisation is a process which encourages
the development of learners’ knowledge and experience and is oriented
towards the analysis of the process and results of assessing mastering of
improvisation in close cooperation between a learner and a teacher. In line
with humane, constructive and process-oriented approaches, the key
characterizations of this process are openness, creativity and support for the
development of learner’s personality and individuality.

The assessment of mastering improvisation is to be based on both criteria
specific of assessing improvisation and the criteria relating to the assessment
of composition and performing activities. The levels, criteria and indicators
of assessing mastering improvisation, developed on the basis of scientific
literature and empiric research results, allow consistently and objectively
reflect the level of learners’ achievements, judge on their performance,
establish their musical growth and problems.

Research approbation
The results of the scientific research are reflected in papers which are

published in the materials of international conferences and collections of
scientific articles:
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