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Chapter 1: Introduction
Background

In 2007, the National Association for Music Education (MENC) estimated that
85% of American high school students were not participating in performing ensembles
which were (and still are) the primary source of music education in most high schools
(Cutietta, 1999; Thompson & Kiester, 2007; Veech, 1993). The student population that
may not be reached by a music program includes some of the brightest student who wi
go on to become principals, policy-makers, and politicians with the power to control
school music programs (Lehman, 2002). As a profession that has a goal of “music for
all,” reflection is necessary to determine whether or not the needs andtintéras
students are being met. An examination of this information is needed to makeshang
necessary to reach the goal of providing music education for all students.

Although enrollment in high school music courses has fluctuated throughout the
years, the number of students who have participated has generally been lowe(Cutiet
1999; Gates, 1991; Thompson & Kiester, 2007). The majority of high school students
are not enrolled in music courses for a variety of reasons. The primary calose f
enrollment seems to be the status of music as an elective rather than a requged c
As recently as 2008, only 34% of secondary schools required music (Abril & Gault,
2008).

As students continue from elementary to middle to high school, they are given
greater choice in their curriculum. With the many options of elective coutsdsas the
arts, foreign languages, psychology, and additional math or science cowgkeshuol

students have a challenging decision to make. Another reason for the low enrailment i



music courses is that some students choose courses in the arts for which they do not have
to audition (Walters, 2000). Regardless of the reason, the result of that decision is that
most students choose something other than music.

The small percentage of students who do participate in high school music are
primarily involved in performing ensembles (Cutietta, 1999; Thompson & Kiester, 2007;
Veech, 1993). The emphasis on performing ensembles, which “borders on obsession,”
creates an unbalanced music education system (Walters, 2000, p. 104). Within courses
such as choir, band, and orchestra, the emphasis has been on developing performance
skills rather than other content areas such as theory or history (Sindberg, 2006). For
example, a study examining teaching techniques revealed that band dirgetbisss
than 3% of rehearsal time teaching toward conceptual understanding (Blocher,
Greenwood, & Shellahamer, 1994), while another study showed that they spent less than
1% of rehearsal time on music theory or history concepts (Carpenter, 1988). While
performing is an important aspect of music study, there is more to being htiugica
being able to perform music (Consortium of National Arts Education Associations,
1994). For further evidence, a study of older adults’ experiences with music detresle
listening and dancing were the most frequent musical activities of theijpants, not
performing (Flowers & Murphy, 2001).

Besides performing music, many other musical skills can help studentsébecom
musical. The National Standards for Arts Educatigsts nine different broad skills that
student musicians should learn from Kindergarten through grade 12 (Consortium of
National Arts Education Associations, 1994). The national standards can be condensed

into three main musical tasks: performing, describing, and creating. Isbigiol music



consists mainly of learning performing skills, students miss out on two-thittisiof
recommended music education.

Throughout the United States, there is a wide variety of courses that high school
students can take other than choir, band, or orchestra that can meet these national
standards; however, at individual schools, the options may be few or even nonexistent.
In MENC'’s publicationStrategies for Teaching: High School General Mu$ttompson
and Kiester (2007) define high school general music as “those courses and other music
learning opportunities that are offered for students who elect not to participate
traditional high school ensembles” (p. 1). These courses may include music theory,
music appreciation, class guitar, handbell choir, and music technology. MENC also
publishedStrategies for Teaching: Specialized Ensemlsleng the importance of non-
traditional ensembles, such as a steel drum band or a percussion ensemble, in high school
music education as well (Cutietta, 1999). All of these courses will be ckterees
general music courses, as differentiated from the traditional perfoensegnbles of
choir, band, and orchestra. Although some music educators may disagree with this label
it has been defined as such by the national professional organization of music educators
and provides a convenient way of referencing a variety of courses.

Because of the diversity of skills and content included in the national standards,
general music is an ideal medium through which high school students can achieve thes
standards (Abril & Gault, 2008). Instead of focusing on one specific musical skill,
general music courses can broaden their scope to include all three essgsitial skills:
performing, describing, and creating. Additionally, high school general roogises

offer alternatives to the traditional performing ensembles of choir, band, drestecfor



those students who may not be interested in ensembles, who may not have the
prerequisite skills to participate in them, or who may not be able to take them for a
variety of other reasons. General music courses made available at allHagls soight
be a way to better attempt to reach the musical interests and abilitiestoflants than
performance courses.

Elementary schools often offer general music in all grades, and middlesschool
often offer general music in addition to choir, band, or orchestra, and perhaps other music
electives. General music is least commonly offered in high schools, even thsugh it
viable option for teaching the national standards and reaching out to students’ musical
interests. Recognizing this problem, Lehman (2002) claimed, “the most vaddspr
curricular shortcoming today is the lack of an adequate general musicrpriogitze high
school” (p. 48). At many high schools, the 80% of students who do not take choir, band,
or orchestra have no other options for receiving education in music (Thompson &
Kiester, 2007). Abril & Gault (2008) found that while 93% of secondary schools offered
band, 88% offered chorus, and 55% offered jazz/rock ensemble, less than half offer types
of general music courses (e.g., 45% offer general music, 40% offer theory, 19% offer
guitar, 13% offer piano/keyboard, 10% offer music technology, 7% offer composition,
and 5% offer mariachi ensemble). Despite the low rates of high school gensi@al m
offerings, it is often recommended that every school offer at least one rausse ¢or
those students who, for whatever reason, are not enrolled in performing ensembles
(Lehman, 2002; Music Educators National Conference, 1986).

Possible reasons for high schools not offering general music courses are

budgetary constraints, scheduling restrictions, lack of interest or preparationpamtthe



of the music teacher, and lack of interest among students. Even in high schools that do
offer general music courses, many students still do not enroll in them (Thompson &
Kiester, 2007). Possible reasons for students not enrolling in high school general music
courses are the pressure to take additional academic courses, scheduliatg,confli
difficulty in choosing between other arts and electives courses, a previouspleaie ece

in general music, or disinterest in the specific content or focus of the colineesgson

& Kiester, 2007).

One way to reach out to more students’ musical interests would be to offer a
course in which many different activities, styles of music, and musical careag are
presented so that each student’s interest is engaged. Comprehensive Muysigamshi
approach to teaching music that incorporates these ideas. In Comprehensive
Musicianship, the content of specific courses of study (i.e. music theory, matsicyhi
performance, etc.) is combined and integrated in an approach that studies music
holistically (Choksy, Abramson, Gillespie, Woods, & York, 2001; Willoughby, 1971). In
addition to a variety of content, students participate in an assortment of actinritiegh
many musical roles, such as performer, listener, and composer, which metieoidgy
has made possible for all students (Choksy et al., 2001; Lehman, 2002). Through these
different roles, students learn about and experience music from all styleshamtiods
(Choksy et al., 2001).

Heavner (1995) created a theoretical Comprehensive Musicianship curriculum
model outlining five principles of the approach: concepts, content, activities, trmtalc
literature, and evaluation techniques. While the model has been slightly &btetieis

study, the essence remains the same. The seven musical concepts ayehtyttion,



harmony, form, melody, tonality, and texture. The nine musical content areassice
theory, music history, music literature/style, ear-training, composgigmiques,
improvisation techniques, performance practices, conducting practices, aod mus
aesthetics. The five musical activities are performing, creating, ctngluanalytical
listening, and discussing. The three categories of instructionalditerate western
European art music, western music not considered to be European art music, and world
music. Lastly, the three areas of evaluation are descriptive comggbentorming
competence, and creative competence. To gain maximum musical understandeng, thes
principles are to be experienced in an integrated manner.

High school general music courses that employ principles of Comprehensive
Musicianship may be an attractive option to the 85% of students who do not enroll in a
performing ensemble course in high school. Itis not known, however, to what degree
principles of the Comprehensive Musicianship approach are currently incorporéted i
teaching of high school general music courses.

Need for the Study

While the intensity of interest in Comprehensive Musicianship has varied
throughout the years, it remains an area of current exploration in music education
research. To know whether or not Comprehensive Musicianship is a viable approach,
certain issues must be explored, such as how practically to apply the approaareatdiff
types of courses, what principles of the Comprehensive Musicianship are currently
incorporated into music teaching, how effective the Comprehensive Musicianship
approach is compared to other teaching methods, and areas for improvement in the

implementation of Comprehensive Musicianship. Studies have been performed



concerning the use of Comprehensive Musicianship in some of these areas, but not all
have been explored yet.

Many studies have examined the teaching of Comprehensive Musicianship in
performing ensembles as well as private instrumental lessons (BrookhartBL9&S;

1988; Capp, 1995; Carlson, 1992; Chyu, 2004; Crum, 1998; Culbert, 1974; Dammers,
2007; Fast, 1997; Forester, 1997, Fritts, 1991; Garofalo & Whaley 1979; Gebhardt, 1974,
Gumm, 1991; Heavner, 1999; Hedberg, 1975; Ireton, 1979; Johnson, 1992; Lawler,
1976; Lee, 1983; Linton, 1967; Parker, 1974, Poor, 1999; Russel, 1978; Sherburn, 1984;
Sindberg, 1998; Sindberg, 2006; Spearman, 1979; Shaw, 1984; Strange, 1990;
Swearingen, 1993; Van Patten, 1997; Warner, 1975; Wells, 1974; Wentworth, 1978;
Whitener, 1980; Whitlock, 1981; Yim, 2001). Another common area of study has been
the use of Comprehensive Musicianship in college and university music programs (Bes
1988; Black, 1972; Braswell, 1980; Chen, 2000; Jensen, 1990; Kim, 1997; Kress, 1982;
Lein, 1980; Magno, 1993; Manford, 1983; Rushton, 1994, Steele, 1988).

Few studies, however, have addressed the use of the Comprehensive
Musicianship approach in general music courses. Of these studies, the majority
investigated Comprehensive Musicianship in the teaching of group piano courses
(Brown, 1983; Carney, 1983; Erlings, 1970; Granville-Price, 1987; Jung, 2004; Kim,
2000; Lee, 1986; Nalbandian, 1994, Osadchuk, 1984). Two studies have explored the
use of Comprehensive Musicianship in entire schools (Boyle & Radocy, 1973; Wong,
1990). Only one study each has been completed exploring the use of Comprehensive
Musicianship in elementary and middle school general music (Mathey-Engell880;

Madhosingh, 1984). Four studies have developed curricula incorporating Comprehensive



Musicianship principles for high school general music courses (Edwards, 1979; Porter
1964; Woods, 1973; Woods, 1978). No studies, however, have analyzed the
incorporation of Comprehensive Musicianship principles in existing high school general
music courses.

Some research has shown the need for further study of high school general music.
In 1979, Fino identified a need for more studies to determine the content of high school
general music courses. Veech (1993) also cited the increased recogniiug rausic
educators of the importance of high school general music, evidenced by incezated t
participation in institutes and workshops on the topic. The present study adds to the
limited and growing bodies of literature on high school general music and the
incorporation of Comprehensive Musicianship principles in music classes. Gatherin
data concerning this type of music course and level of education will allow for
comparisons among different types of courses and different age lewelfi.ekpand the
knowledge of the current practice of Comprehensive Musicianship and provide
researchers with more detailed information with which to work as they exdmeinse
of Comprehensive Musicianship in music education.

This study replicated and built upon previous work by Heavner (1999), who
examined the incorporation of Comprehensive Musicianship principles in secondary
instrumental courses. By surveying undergraduate symphony band students, Heavner
determined that principles of the Comprehensive Musicianship approach were not
adequately incorporated into the teaching of secondary instrumental music inrsouthe

Alabama. Since no studies have examined the incorporation of Comprehensive



Musicianship principles in high school general music, this study aims to do swifgl
Heavner’s protocol.

Purpose

The purpose of this study was to determine the percentage of undergraduate
elementary education majors and music majors at a mid-Atlantic unjetisit reported
experiencing principles of the Comprehensive Musicianship approach during gfeir hi
school general music experiences.

Resear ch Questions

The intent of this study was to extend the work of Heavner (1999) by examining
the incorporation of Comprehensive Musicianship principles into high school general
music courses. The need for more research on high school general music and the
incorporation of Comprehensive Musicianship into different course settings led to the
final design and purpose of this study. The following research questions, sintiaséo t
of Heavner (1999), were examined:

1. What percentage of elementary education majors and music majors experienced
each of the seven concepts within the theoretical Comprehensive Musicianship
model in high school general music courses?

2. What percentage of elementary education majors and music majors experienced
each of the nine content areas within the theoretical Comprehensive Musjianshi
model in high school general music courses?

3. What percentage of elementary education majors and music majors experienced
each of the five activities within the theoretical Comprehensive Musig@nsh

model in high school general music courses?
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4. What percentage of elementary education majors and music majors experience
each of the three categories of instructional literature within the tiesdret
Comprehensive Musicianship model in high school general music courses?

5. What percentage of elementary education majors and music majors experienced
each of the three evaluation techniques within the theoretical Comprehensive
Musicianship model in high school general music courses?

6. What percentage of Comprehensive Musicianship principles did elementary
education majors and music majors experience in high school general music
courses?

7. What is the rank order of the Comprehensive Musicianship principles and
principle elements incorporated in the experiences of elementary education
majors and music majors in high school general music courses?

Definitions.

In this study, it was necessary to define and limit certain terms to provieara c
understanding of the subject at hand. High school general music is a phrase that needs
definition because it can take the form of many different types of courdea wariety
of names, content, and structure. These courses may be performance-basgaias i
or piano class; listening-based, as in music appreciation or music history; tgghnolo
based, as in music technology or composition; or an assortment of musical expgrience
as in the general music courses in elementary and middle school (Thompson & Kiester,
2007). While Runfola and Rutkowski (1992) claim that “general music” usually refers to
music instruction in the K-8 classroom, they also point out that the need for music

instruction for the general high school population has led to the use of the term for that
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age group as well. I8trategies for Teaching High School General Muaipublication
of the National Association for Music Education, high school general music nedefs
“those courses...that are offered for students who elect not to participatditiotral
high school ensembles,” (Thompson & Kiester, 2007, p. 1). This is the definition of high
school general music that will be used in this study.

Comprehensive Musicianship and comprehensive musicianship refer to two
separate ideas, which also need clarification. The phrase “comprehensici@ambg”
was first described in 1965 as “the full range of skills, knowledge, and interestsgsuasse
by listeners, performers, teachers, and producers of music who are cahtot
musical styles and cultural expressions, past and present” (Sindberg, 1998, p. 37). After
music educators identified the need for a more balanced music education, the
Comprehensive Musicianship approach toward teaching music was developed. Heavner
(1999) defines Comprehensive Musicianship generally as “the intradiscypditualy of
music” (p. 25). Because this study is an extension of Heavner’'s 1999 study, his
definition will be used to compare and contrast the data between the two studies. A more
detailed description of the Comprehensive Musicianship approach is given in Chapter 2.

Limitations.

This study is limited by a number of factors pertaining to the participamieam
Due to a lack of a population list of undergraduates who had taken high school general
music courses, convenience sampling was used to obtain responses to the questionnaire
(Creswell, 2005). This is a type of nonprobability sampling, and as a resulhdhmg$§
cannot be generalized to a population; however, findings from the study can answer

guestions and hypotheses, and lead to further inquiry on the topic (Creswell, 2005). Only
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undergraduate students at one mid-Atlantic university were chosen agppatticiFrom
that pool of students, only music majors and elementary education majors emralled i
music fundamentals course were chosen for their convenient access and likelihood of
response. The number of responses received was not large enough to generalize the
results to the entire population either. Additionally, three-fourths of the sarepte w
females, probably because of the large population of females majoring enédeyn
education. This might not be an accurate reflection of the total population of university
undergraduates who took high school general music courses.

Overview of Study

This chapter introduced the study and placed its purpose in the context of
previous research on high school general music and Comprehensive Musicianship as well
as the Heavner (1999) study. Chapter 2 continues to frame the context of this study by
further relating it to past research. Chapter 3 describes in detail the metlyagkddgn
the study and the process of data analysis. Chapter 4 presents the statstitsafrom
data analysis. Lastly, Chapter 5 discusses the results within the corextiofis
research, conclusions drawn from the study, and suggestions for further resehrch, a

overall significance of the study.
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Chapter 2: Review of Related Literature
Introduction

As previously stated, the purpose of this study was to determine the percentage of
undergraduate elementary education majors and music majors at a nmiicAtla
university who reported experiencing principles of the Comprehensive Mhsigia
approach during their high school general music experiences. To contextualizgdis st
within existing literature, sources were obtained through a search oy liessurces
including doctoral dissertations, master’s theses, professional researaigpur
educational texts, and journals of the practice. Research tools used included ProQues
database, JSTOR database, and Music Education Search System.

To place this study within the context of existing literature on high school ¢enera
music and Comprehensive Musicianship, a brief historical background of each is given.
The historical background of high school general music includes the following sections:
definition of general music, origins, philosophy, developing a course, and presence in
schools. The historical background of Comprehensive Musicianship includes the
following sections: origins, impact, philosophy, Comprehensive Musicianship through
Performance, and use in general music. Following the historical backgrourath of ea
topic, a review of related books and articles from journals of the practioeers. gi

Finally, a review of research studies related to the present studyastpckafter
each review of related books and journal articles. General music studieseg@rized
into those concerning students and teachers, other topics, and curriculum. Studies on
Comprehensive Musicianship are categorized into those concerning development,

analysis, and influence; teaching materials; teachers and studentar@aduom.
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At the end of the chapter, the related literature is summarized. Finalpretent
study is discussed concerning its contribution to the literature.

High School General Music
Historical background.

Definition of general music.

A clear and concise definition of general music is hard to find. As Bessdm et a
(1974) described,General musigs a term that has come to mean almost as many things
as there are school systems offering the course” (p. 59)edching General Music in
Grades 4-8: A Musicianship Approachhomas Regelski (2004) gave his interpretation:

“General music” is the curricular means by which music contributes to ssudent

“general education.” The adjective “general” doesrefer, then, to “musim

general—to a superficial music appreciation survey course or a sampling of

musical skills and musics. It refers instead to the musical leaaflisgdentsare

believed to need to be “generally well educated” (p. 1).

No longer is a comprehensive education pursued only by the aristocratic elite atiut by
people, to live “the ‘good life” (Regelski, 2004, p. 1). General music is that part of
music education that should reach the needs and interest of all students from
Kindergarten through senior year of high school (Glenn, et al., 1970). Some music
educators believe the phrase “general music” refers to the nature of theiodtss
presentation of a wide variety of types of music and musical activitieppased to

more focused and technical approaches in other types of music courses (Hoffer, 1973;

Leeder & Haynie, 1958; Morgan, 1955; Sur & Schuller, 1966). Further, it implies that
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the course should be open to all students regardless of prior experience (Singleton, 1963;
Sur & Schuller, 1966).

Origins.

American public high school music in the™&entury consisted primarily of
vocal music, with only a few, scattered schools offering courses in theorygringrm
appreciation, counterpoint, melody, and applied music (Dykema & Gehrkens, 1941;
Singleton, 1963). Instrumental music in schools was rare, with only a few schools having
small orchestras between 1890 and 1900 (Singleton, 1963). The presence of school
orchestras and bands grew in the early 1900s, with a greater emphasis on the
development of orchestras than bands. The number of school bands did not greatly
increase until after 1920, possibly because of the interest in military band$\forld
War I. Slight changes in course offerings occurred throughout theez@ury, but choir,
band, and orchestra continued to develop as the main forms of music education.

In 1902, the New England Educational League established an elective course in
music that spanned four years of high school (Dykema & Gehrkens, 1941). Throughout
the 20" century, other general music courses were offered, including counterpoint, music
appreciation, harmony, class piano, class guitar, music theory, music histag, mus
listening, voice class, sight-singing, elementary instrumental classpqgae lessons,
orchestration, composition, acoustics, conducting, advanced general musidyraighyt
music literature, arranging, and arts integration (Dykema & Gehrik@d4 ; Garofalo,

1976; Glenn, McBride, & Wilson, 1970; Hoffer, 1973; Hoffer, 2001; Leeder & Haynie,
1958; Moses, 1970; Singleton, 1963; Sur & Schuller, 1966). In some schools, classes in

music, art, and drama were combined into humanities courses. Music appreciation
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courses originally centered on listening, but gradually added other aspeuisiocél
study such as singing and playing instruments as well as music historyaiuckineory.
Courses titled “general music”, in their approach to music in general, seem to have
evolved from this type of course (Gehrkens, 1941). In 1976, Garofalo reflected on this
development in school music programs, saying, “There seems to be a minor trend toward
offering a wider variety of music courses to a broader group of students’” (phe&)
variety of courses led to the teaching of a variety of concepts, content, mrtceact

The National Association for Music Education (MENC) made many contributions
to the inclusion of general music in high school. The Tanglewood Symposium in 1967
and the Goals and Objectives (GO) Project in 1969 brought this idea to the forefront of
music education by identifying music education for all students as a top prMdatsén,
2000). First published in 197%he School Music Program: Description and Standards
outlined the results of the GO Project (Music Educators National Conference, 1986).
One of the goals was for every K-12 student to have access to a balanced, conwerehensi
music education. This goal also specified that secondary students “shall have the
opportunity to elect a course in music each year without prerequisites and without
conflicts with required courses” (Music Educators National Conference, 1986, p. 7).
Another goal was for every high school to require at least one credit for gomdnat
music, visual arts, theater, or dance. Many years later, the Goals 2000: EdueatzaA
Act of 1993 identified the goal of competence in the arts for students in all grades,
boosting the importance of music education in schools to a federal level (H.R. 1804—
1039 Congress, 1993)National Standards for Arts Educatiovas published as a result

of the Goals 2000 Act and outlined a national curriculum for K-12 music education
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supported by the government (Consortium of National Arts Education Associations,
1994).

Philosophy.

Supporting the variety of courses offered throughout the country, the general
belief through the 2Dcentury was that there was a place in the world of music for both
the amateur and the specialist, the music listener and the music maker, adloiblat s
music should provide for both (Dykema & Gehrkens, 1941; Leeder & Haynie, 1958).
Many believed that schools should provide a balance between performance and
nonperformance courses as well as general and special music coesss1{t al.,

1974). Many music educators agreed that high schools had the responsibility to offer
some music opportunities for every student, and that high school students should have a
minimum requirement in the fine arts, which is where general music foundeits rol
(Dykema & Gehrkens, 1941; Farwell, 1964; Leeder & Haynie, 1958). Dykema and
Gehrkens recommended a requirement of music study in one year of high school in 1941.
This was followed many years later in 1962 by a report published by the National
Association of Secondary-School Principals expressing the need for all high school
students to have experience with music in school (Sur & Schuller, 1966).

Many music educators viewed general music as the best medium with which t
reach all high school students since performing ensembles were not sucaeduing
task. It was seen as a way to get students interested in the broad rangeaif musi
activities available in the future by providing opportunities for students teiparte in a
variety of activities (Glenn et al., 1970; Moses, 1970). Some teachers considened gen

music to be the core of the high school music program, out of which all of the other
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courses stemmed (Glenn et al., 1970; Regelski, 2004; Reimer, 1965; Singleton, 1963; Sur
& Schuller, 1966; Weigand, 1953). Singleton (1973) described it as “the class that most
nearly realizes the aim of music education to provide music for every pupil” (p. 39).
Despite recommendations for every high school to offer general music, it lvafested
primarily in middle schools rather than high schools (Glenn, McBride, & Wilson, 1970;
Hoffer, 1973; Moses, 1970; Singleton, 1963).

Teacher attitudes toward high school general music have never been unified.
While some music educators believed that general music was an educagqnalbient
option to performing ensembles, others believed that it was a less rigorous course
intended for students who had little prior experience with music (Hoffer, 1973;l&ede
Haynie, 1958). Still others saw general music as an opportunity for teachiacs to f
talented students who could then proceed to more specialized courses (Moses, 1970;
Regelski, 2004; Singleton, 1963).

The narrowing of general music into specific courses in high school sualsas m
theory or guitar class is a result of the belief that students had reeepegtbral music
education in elementary and middle school and could then choose courses based on
specific interests (Dykema & Gehrkens, 1941). It also supports the belididhaid no
one particular way to learn about music. Some high school students will want to take a
specific music course like music technology because they might want to continue
studying music in college, start a career in music, or because they lpaaf@ passion
in one area of music. This is not the case for all students, however.

Other students enter high school without a strong music background, and might

benefit from a more broad, all-encompassing approach to music. Still other student
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might prefer learning about many different aspects of music instead obavaafocus.
Singleton (1963) supported a varied general music course, claiming, “Best results a
normally achieved by the general music class that combines singingtamihiy with
many other music activities” (p. 127). In this way, high school students caraleaut
music through a variety of different activities, concepts, and content witredungféhe
need to specialize in a certain area, similar to general music in elemszttap)s
(Moses, 1970).

Developing a course.

There is no single way to develop a general music course (Moses, 1970; Hoffer,
1973; Singleton, 1963). Decisions are made based on the experience and flexibility of
the teacher, the backgrounds and needs of the students, the philosophy of the school and
the teacher, and the materials at the school. One goal of general music stands out,
however: the course should be a microcosm of music in the real world (Hoffer, 1973).
As a result, students in general music should perform (sing and play instruments),
describe (verbally, in writing, through movement), and create (improvise, cengrub
arrange) music. Teachers should focus on three broad objectives: (1) find a @achto r
every student, (2) increase students’ knowledge to reach higher levels citandieg,
and (3) increase students’ skills to allow for participation and further understanding
(Singleton, 1963).

The high school general music class is comprised of a diverse array ofstudent
creating a potential challenge for music teachers. Students come fromty ofr
different elementary and middle schools where their music education mighdaveot

been equivalent, resulting in a range of musical backgrounds and abilitidet@ing
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1963). Students’ differing musical tastes and attitudes, influenced by famadilfriends,
can create challenges as well. Teachers need to be prepared withgogagnla
founded on a strong philosophy of music education for all.

Presencein schools.

Despite the variety of courses offered throughout the United States and the
positive attitudes among some music educators supporting music education for all
general music courses have been slow to gain acceptance in public high schools. In
1970, Glenn, McBride, and Wilson claimed, “few secondary schools have a well-
balanced general music program for all students” (p. 101). That statement wasesuppor
by a survey conducted by the National Education Association in 1961 and 1962 reporting
that only 28.6% of high schools offered general music (Glenn et al., 1970). Significantly
the only students who generally continued studying music in high school were those who
were selected to be in performing ensembles (Glenn et al., 1970).

Some explanations can be made concerning this problem. Since enrollment in
high school music courses has always been low, teachers might be accustoraed to it
might not consider it unusual enough to make changes (Hoffer, 2001). Some music
teachers care more about the success of the students that are enrolled counsss
than the idea of reaching out to those students who are not enrolled (Hoffer, 2001).
While adoption of high school graduation requirements including those in fine arts in the
1980s gave hope for increased music enroliment, the requirements also madmilit diffi
for students to fit music courses into their schedules (Hoffer, 2001). Additionally, the
enthusiasm for fine arts requirements waned in the 1990s when legislators tuimed the

attention elsewhere (Hoffer, 2001).



21

Despite low rates of course offerings and enrollment, high school general mus
has remained a part of American music education, and some effort has been made to
improve its status. In 1966, an Institute for Advanced Study in Music held courses for 36
American music teachers, one of which was titled General Music in the Secondar
School (Glenn, 1972). The focus of the Institute was to provide more training in
contemporary music for teachers to be able to develop better high school teratur
courses. More recently, various publications have disseminated important iasights
teaching practices concerning high school general music.

Related books and journal articles.

While there are many resources available to elementary and middle school
general music teachers, the amount of resources for teachers of high scteval music
pales in comparison. Resources are limited to one student textbook accompanied by
teacher resources, a few music education textbooks, a few other professionahblooks a
publications, and journal articles.

MENC has produced the most publications regarding high school general music.
The School Music Program: Description and StandgMssic Educators National
Conference, 1986Rromising Practices: High School General Mu@falmer, Hughes,
Jothen, & March, 1989National Standards for Arts Education: What Every Young
American Should Know and Be Able to Do in the AZnsortium of National Arts
Education Associations, 1994trategies for Teaching Specialized Ensem(ilesietta,
1999), andVision 2020: The Housewright Symposium on the Future of Music Education
(Madsen, 2000), all either support or provide tips for teaching high school general music

courses. In 2007, MENC published the second editi@trategies for Teaching: High
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School General Musi€Thompson & Kiester, 1997). As a part of a series of books
intending to assist teachers in incorporating the national standards icifacgppes of
courses, this book on high school general music has been the only one updated since the
original publications (Thompson & Kiester, 2007). The recent publication of thoagec
edition may suggest an increase in interest in high school general musineedh®r
growth, change, and development in this understudied area.

Aside from MENC'’s contributions, few publications have focused on high school
general music. Thomas Regelski’'s (1980) educationalTeriching General Music:

Action Learning for Middle and Secondary Schppl®moted the use of hands-on,
practical applications in music, similar to the Comprehensive Musiciangpipach.
Regelski believed that students are more interested in learning this wanfeandlize
content and skills more naturally than through other methods of learning. He also
believed in using an eclectic approach toward teaching music and an integration of
musical elements, similar to principles of Comprehensive Musicianship.

While music textbooks exist for unspecified levels on a variety of genera mus
topics such as music theory and music history, only one textbook is published dpecifica
for secondary general music courddsisic! Its Role and Importance in Our Lives
(DeGraffenreid, Fowler, Gerber & Lawrence, 2006). The publication is cordpise
student textbook, a teacher edition, a set of accompanying CDs with musipaodiag
to the text, a teacher resource binder of reproducible worksheets, a workbook of MIDI
activities, a DVD of performances, accompanying websites, and a CD ofparices

and interviews by young artistd/usic! Its Role and Importance in Our Livesovides
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opportunities for students to perform, describe, create, and analyze music ofyeofarie
styles while incorporating the use of technology where appropriate.

Journals of the practice, which contain practical, non-research-bastssaltave
included articles about high school general music courses as early asVilgsi@.
Educators JournahndGeneral Music Todagre two of the most prominent journals of
the practice in music education. In a reviewhfsic Educators Journdfom 1927 to
2010, 65 articles have been written concerning types of high school general music
courses.General Music Todagywvhich has only been published since 1991, has produced
31 articles concerning high school general music. Although the number of astiales
small percentage of the total that each journal produces, it shows the continwesd inter
high school general music throughout the years.

Resear ch studies.

The topic of general music has been an area of research for manyyéars
among elementary, middle, and high school settings, research on generahrhiggic
school has been the least studied. In a review of research on high school general music
1972, only seven out of 15 studies reviewed were actually about high school courses
(Glenn, 1972). The others concerned junior high or college general music courses.
Certain events and publications through the years, however, have shown that high school
general music is an important field of research. In 1989, the Symposium on Raésearc
General Music, which addressed high school general music, was held at thesityndier
Arizona, Tucson (Alwes, Beckmann, Comtois, Drafall, & Zimmerman, 1990; Hedden,
1990). The following year, an entire issueBailetin of the Council for Research in

Music Educatiorwas dedicated to reports on the Symposium (Alwes et al., 1990). There
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are still many unexplored areas of high school general music that needudibd,st
however. Over time, music education researchers have called for morelr@s¢aisc
field (Boardman, 1990; Glenn, 1972). Existing literature can be grouped into three
categories: students and teachers, other topics, and curriculum.

Students and teachers.

Researchers have studied student attitudes, preferences, and enratinaksnt tr
concerning high school general music (Frakes, 1984; Hamann, Baker, & Ebie, 1998;
Hoffer, 1980; Reimer; 1965). Research on high school general music teachert®ds limi
to teacher education, teacher concerns, and a narrative of one teacher (Boardman, 1990;
Fitzgerald, 1989; Foss, 1989; Franklin, 1971, Livingston, 1998; Peterson, 1955).
Boardman (1990) published an article stating needs for research in music education. Two
of the needs involved problems with high school general music: inadequate teacher
education and a lack of general music specialists (Boardman, 1990).

Other topics.

Two studies have summarized research and applied it to teaching scenarios in
high school general music courses (Heller, 1997; Veech, 1993). Heller (1997)
summarized research and teaching ideas relating to the quality of soundndasg
general music classes, while Veech (1993) examined the connection betviegrafes
thinking in high school general music.

Two studies have analyzed the status of music education in different settthgs
drawn conclusions about high school general music (Fino, 1979; Gary, 1954). Gary
(1954) found that Cincinnati public schools were often in the forefront for the

introduction or development of music appreciation, class piano, and high school music
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major courses. Fino (1979) reported that in different school years between 1960 and
1976, the number of students in Pennsylvania enrolled in secondary general music
courses including music appreciation and music theory more than doubled the number of
students enrolled in performing ensembles.

Curriculum.

Development and evaluation.

Many of the high school general music studies have concerned the development
and evaluation of different aspects of high school general music curricula. In 1965,
Reimer identified the need for materials and courses of study for high schecdige
music and described a plan for developing such materials (Reimer, 1965). Some
researchers have written generally about the role, principles, and wigeattigeneral
music in secondary schools (Ramsey, 1957; Robertson, 1958; Tishcler, 1959). Other
studies, however, developed specific aspects of curriculum, such as teaatenglm
and course content (Brinson, 1986; Doebler, 1994; Frega, 1977; Glidden, 1966; Haack,
1969; Hanshumaker, 1961; Johnson, 1963; Lee, 1988; Motycka, 1965; Orshan, 1953;
Pearsall 1980; Popp, 1969; Scarborough, 1979; Seymour, 1967; Tellstrom, 1971; Vander
Ark, 1972; Wendrich, 1965).

Analysis.

Eleven studies have analyzed different aspects of existing high scho@lgene
music curricula. Areas that have been explored are factors that may haveutentio
the development of Argentinean pianists (Allen, 1991); topics and objectives foalgener
music in grades seven through nine (Anderson, 1957); changes in student attitudes

toward opera based on two methods of instruction (Dzik, 1976); the effect of informal
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learning practices on students’ musical meanings and experiencés @989);
meaningful reception learning (Hieronymus, 1967); the successes and weakh#ésses
Music in Our Lives curriculum (Holdridge, 1991); curricular sources (Lawrel®®4);
music aptitude, music achievement, and student perception of learning (Miceli, 1998); a
course of study developed to meet standards for general music in Mississippi seconda
schools (Robinson, 1967); prototype and exemplar learning and selected musical
attributes on students’ musical style categorization (Thorisson, 1995); imdeathange
toward high school general music while participating in curricular units incdnpgra
cultural and historical contributions of blacks (Whitworth, 1977).
Summary of research on high school general music.
The following conclusions from research studies on high school general mausic a
relevant to this study:
1. There is a need for more high school general music courses that are not
performance-oriented.
2. There is a need for more research on high school general music.
3. Some researchers choose to analyze curricula of high school general music
courses to disseminate positive practices and to identify weaknesses.
Comprehensive Musicianship
Historical background.
Origins.
Comprehensive Musicianship grew out of the Young Composers Project (YCP)
and the Contemporary Music Project for Creativity in Music Education (CMP)

(Contemporary Music Project for Creativity in Music Education, 1971). These pregram
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originated after an examination of American public school music progranmsndetd
that there was an unbalanced emphasis on the performance of music over ithe ameat
analysis of music. From 1959-1968, the YCP and the CMP placed composers in public
schools throughout the country to write music for the students and inspire the creation of
music among the students. The CMP also offered workshops and seminars for teachers
to increase their understanding of the analysis, performance, and composition of
contemporary music. Through these programs, music educators became alare of t
need to integrate formerly isolated aspects of music study for betterstanttling.

The phrase “comprehensive musicianship” was first used in 1965 to describe “the
full range of skills, knowledge, and interests possessed by listeners, perfaeaehers,
and producers of music who are committed to all musical styles and culturessrps,
past and present” (Sindberg, 1998, p. 37). In the same year, the CMP held the Seminar
on Comprehensive Musicianship at Northwestern University, at which composers and
music educators discussed ways to improve the teaching and learning of muslcaas we
teacher education (Contemporary Music Project, 1965). A focus on “broad-based and
total music teaching” (Choksy et al., 2001, p. 117) became the new focus of the CMP as
the Comprehensive Musicianship approach was defined. The main idea behind
Comprehensive Musicianship was that students in all grades deserve to learnlabout al
aspects of music rather than just certain things about music (ContempasicyRvoject
for Creativity in Music Education, 1971).

| mpact.

The Seminar on Comprehensive Musicianship led to the establishment of

Regional Institutes for Music in Contemporary Education (IMCE) between 1966 and
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1968, which focused on designing ways to implement the principles of Comprehensive
Musicianship in a variety of teaching scenarios (Choksy et al., 2001; Willoughby, 1971)
The institutes implemented two-year experimental programs in Comprehensive
Musicianship at 36 educational institutions throughout the United States as well as
seminars and workshops for teachers on implementing Comprehensive Musicianship
principles.

One focus of the CMP was development and implementation of experimental
programs of Comprehensive Musicianship in elementary and secondary schools as well
as colleges and universities (Choksy et al., 2001; CMP, 1971). At the elementary level
programs were designed for general music classes, whereas at the sdevear
programs were designed for instrumental or choral classes. Programsdletiate or
university level focused on the utilization of Comprehensive Musicianship apesoac
music theory courses as well as for the entire music curriculum.

The Goals and Objectives (GO) Project of 1969 reinforced the Comprehensive
Musicianship approach by identifying as two of its primary goals comprehansisie
programs in all schools and music education in all grades (Madsen, 20@0%chool
Music Program: Description and Standarasghich put the ideals of the GO Project into
a practical format, aimed “to develop in each student, as fully as possible litye@bi
perform, to create, and to understand music” (Music Educators National Conference,
1986, p. 13). This publication paved the wayNational Standards for Arts Education
in 1994, which described activities and goals for grades K-12 that align with

Comprehensive Musicianship so much that Austin (1998) described them as a
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“repackaging” (p. 25) of Comprehensive Musicianship principles (Consortium of
National Arts Education Associations, 1994).

Philosophy.

As described previously, the main idea behind Comprehensive Musicianship is
the study of music as a whole art form (Choksy et al., 2001; Willoughby, 1971). The
main educational strategy of the Comprehensive Musicianship approach is iotegfat
content areas, depth and breadth of study, variety of music studied, and activg learnin
(Choksy et al., 2001).

Integration of musical areas of study allows students to understand the subject of
music as a whole. Dykema and Gehrkens (1941) foreshadowed this idea in the
statement:

There is no place for ‘compartmental teaching’ in music education. Tleeetiff

phases are all intimately related to one another in actual usage, andutey m

therefore be taught in music classes as interrelated and interdepemtieot he

same whole-Music (p. 262).

To perform and to appreciate music, one must be a musician (Dykema & Gehrkens,
1941). To become a musician, one must practice performing music, learn musical
structure and elements, listen analytically to music, study music hetdriterature,

and practice composing music (Willoughby, 1971). By studying a breadth of musical
styles through these integrated areas, students learn common musical conceéqiis and s
in depth.

In Comprehensive Musicianship, students are active participants in the learning

process, whether performing, describing, or creating music (Choksy et al., 2001,
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Willoughby, 1971). When students learn by doing, they experience the immediate
application of their new knowledge and skills. Garofalo (1976) supported the idea of
active learning with his definition of musicianship: “one’s knowledge and undersgandin
of the creative and expressive qualities of music as revealed through thatappbé
musical skills” (p. 1). The four educational strategies previously descriebiice to

give students an all-encompassing music education.

Based on an extensive review of literature on Comprehensive Musicianship and
consultations with experts in the profession, Heavner (1995) developed a theoretical
Comprehensive Musicianship curriculum model that outlined the principles of the
Comprehensive Musicianship approach, which include concepts, content, activities,
instructional literature, and evaluation techniques. Reprinted with permission, the
theoretical Comprehensive Musicianship curriculum model from Heavner’'s 1995 and

1999 studies can be seen in Table 1.



Table 1

Theoretical Comprehensive Musicianship Curriculum Model

The Comprehensive Musicianship approach develops musical skills and knowledge byngt#geatoncepts, content areas,
activities, instructional literature, and evaluation techniques listed below.

Concepts Content Activities Instructional Literature Evaluation
Western Art  Western World

Timbre Music theory Performing B@entury Folk Folk Descriptive

Rhythm Music history Creating Romantic Traditional  Traditional Performing

Harmony Music lit./style Conducting Classical Jazz Sacpedi&al Creative

Form Ear-training Analytical listening Baroque Pop At

Melody Composition tech. Discussing Renaissance Rock

Tonality Improvisation tech. Medieval Sacred/Spiritual

Texture Perf. practices

Conducting practices

Music aesthetics
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Description and justification for the inclusion of each of the 5 categories fokoass:

Concepts.

Seven concepts are emphasized in the Comprehensive Musicianship approach:
timbre (quality of sound that distinguishes different types of sound production), rhythm
(variation of the length of sounds and silences in music), harmony (use of sEoulsa
pitches or chords), form (the organization of different sections of music), melody (a
succession of musical tones perceived as a single entity; a tune), ttamalstem of
music in which pitches are related to one another based on a key center or tonic), and
texture (the number and character of musical parts playing at the saanéGimoksy et
al., 2001; Heavner, 1995; Willoughby, 1971). Choksy et al. (2001) claimed, “Through
the common-elements approach to the comprehensive study of music, studeats can g
an awareness and understanding of the structural elements of music common to any
culture, tradition, or style” (p. 119). Students’ understanding of these musicah&deme
reinforced by examining them in a variety of contexts, such as performirogibies,
and creating.

Content.

Nine content areas are emphasized in the Comprehensive Musicianship approach:
music theory (the study of musical elements, such as harmony, rhythm, etejer
music history (the study of the evolution of music through different historical time
periods), music literature/style (the study of many different piecesisicnto determine
different genres and style characteristics), ear-training (fglgrgimusical elements such
as intervals and harmony by ear), composition (writing one’s own music), improrisat

(creating music by performing it on the spot without writing it down), perforeanc
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(making music by singing or playing traditional or non-traditional instrug)ent
conducting (using gestures to direct a musical performance), and musitieg¢the
study of the expressive qualities of music) (Heavner, 1995). The study oftimeig is
necessary to understand the structural elements in music and the techniques composers
use to create certain effects. Musical elements that are similaoamdonly used in a
certain location or time period contribute to musical style. A study of musytalestd
literature coincides with the study of music history and the evolution of music through
time. Through a study of musical style, literature, and history, students\eaoéeir
“interpretive and stylistic skills in musical performance” (Heavner, 1995, p. 44). A
students learn facts and information about music and history, one of the most important
aspects of the study of music history is the development of students’ perfonding a
listening skills (Heavner, 2005).

Students develop ear-training skills through both a study of music theory and
music literature, style, and history. Ear-training refers to the atolityentify by
listening musical elements such as chords, intervals, and form in addition toyidgntif
instruments and developing audiation. A study of music that includes ear-traiding wil
allow students to be able to recognize musical features, styles, andfgeteeand more
accurately.

Learning improvisational and compositional techniques allows students to put
into practice what they have observed in others’ performances and compositebtes, a
express their own creative ideas. These aspects of the Comprehensive Mupgicianshi
approach require students to become independent musicians and break away fngm relyi

solely on the music of others. Students can combine their knowledge of ear-training
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music theory, music history, and musical style/literature in improvisation and
composition.

The Comprehensive Musicianship approach includes students’ study of
performance and conducting practices. By studying performance psauftidiferent
styles of music, students become more informed and versatile performerteatniag
to appreciate the unique aspects of different styles. Studying conductitiggzratiows
students to understand the role of a musical leader and experience thelefteytstures
have on the outcome of the performance. Through this, students will have opportunities
to make more informed and expressive musical decisions and perhaps become more
sensitive to and aware of the practices of their own conductors.

Lastly, the Comprehensive Musicianship approach emphasizes the study of music
aesthetics, which Heavner (1995) defines as “the development of human sengithaty
expressive qualities of the arts” (p. 42). Knowledge of the eight other corgantvaitl
contribute to the understanding of music aesthetics. Once students have a widér musica
vocabulary and become aware of the techniques composers and performers usego achie
certain effects, they will be able to better defend their aesthetic pritgrand hopefully
become more open-minded toward other musical styles.

Activities.

The Comprehensive Musicianship approach suggests that the 9 content areas
previously described are learned best through an integrated approach obthimdpll
five learning activities: performing (making music by singing oyipl@ instruments
either in class or in a class performance outside of class time)ngréamposing,

improvising, or arranging music), conducting (using physical gestures to a@ineasical
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performance), analytical listening (critical listening to music tembeine musical

elements and understand the composition), and discussing (talking about music with
others in class) (Heavner, 2005). These activities provide a balanced mustmadaca
which students experience the roles of performer, listener, and composer (Chalksy et
2001). Students not only develop skills in those particular roles, but also experience the
interrelationship between the roles. For students to attain a truly compvelh@nsic
education, all students must have opportunities to participate in all activitipendieg

on the focus of the music course, more emphasis may be given to one area than others
(Choksy et al., 2001). For example, an orchestra class would naturally emphasize
performance, but should also include elements of creating, conducting, liseemdng,
discussing.

Performing gives students the opportunity to make music firsthand, while
creating gives students the opportunity to express their own musical ideasigirhr
creating music, students make the most independent musical choices (Heavner, 1995)
Students have another opportunity to make independent musical choices in conducting,
which gives students the opportunity to determine the expressiveness of a pg&rma
In addition to making musical choices, students understand musical elements and make
evaluative decisions through analytical listening. This is done by going beyaraige
music to listening critically to it. Discussion is a natural companion to arellyt
listening as students converse about what they hear and compare ideas usialg music
vocabulary and concepts.

Participation in all of these activities allows students to experience fnoisi

many different perspectives and form connections between the activities. By
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participating in one activity, students may gain better insight into the atheities.
Furthermore, participation in many types of musical activities gives stident
opportunities to find ways to be musically active that are personally satjsigd
rewarding (Regelski, 2004).

Instructional literature.

One of the fundamental beliefs of Comprehensive Musicianship is that the
literature of music serves as the source of all learning (Choksy et al., 20@Lighby,
1971). The literature should include music from many different styles, spdyifia)
Western European art music from three or more different musical periods (e.g
Renaissance, Classical, Contemporary), (b) Western music not considered todsaiur
art music from three or more different countries or cultures (e.g. Folk, Jaak), Rnd
(c) world music from three or more different countries or cultures (e.g. Japa,
Africa) (Heavner, 1995). No style of music should be considered excluded from study.
To deepen students’ understanding of these different types of music, the sstoatdij
and aesthetic context of the music must be considered as well. Comprehensive
Musicianship emphasizes not only the study, but also the performance of a wide variet
of styles of music. This variety will broaden students’ perspectives of e @rmusic
produced throughout the world and throughout time, as well as produce even more well-
rounded musicians.

Evaluation techniques.

Evaluation is another important area of emphasis in the Comprehensive
Musicianship approach (Heavner, 1995). Students are assessed in the areas oelescript

competence, performance competence, and creative competence (Heavner, 1995;
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Willoughby, 1971). Descriptive competence involves students’ ability to describe
through writing, speaking, or other means of expression (i.e. movement, art) what is
heard in music. Performance competence is students’ ability to performanuesic
certain instrument or via singing. Lastly, creative competence incttiddsnts’ ability
to create music through improvising, composing, and arranging. Students should be
evaluated in these three areas to assess each area of their ovecahship
In addition, the Comprehensive Musicianship approach emphasizes incorporating
the five principles in an integrated manner (Choksy et al., 2001; Heavner, 2005;
Willoughby, 1971). Separation of the principles is to be avoided because an integrated
approach allows students to learn about music as a whole entity rather than asta produc
of separate components. Even before Comprehensive Musicianship was defined,
Singleton (1963) expressed the value of learning different aspects of music in
combination:
Although each of these activities is a separate and distinct phase of music
experience and learning, general music welds all of them into a unifiecdprogr
of class work. Each element of music is learned not for itself alone, but for the
contribution it makes to each of the other elements and to increased music
understanding (p. 162).
The scope of the five principles provides many opportunities for integration. For
example, students can learn the concept of rhythm by studying music theorynpegfor
different rhythms from different styles of music, and being assessed palihigy to

compose rhythms.
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The Comprehensive Musicianship approach has many benefits for students and
teachers. As Choksy et al. (2001) described, “The CM framework of teaching @usic ¢
help students gain specific insight into the nature of music, help students relate and
synthesize the isolated facets and areas of musical experience, and hels siade
music with a global perspective” (p. 119). It can be aligned quite easily wittatiomal
standards and other standards-based curricula (Sindberg, 1998). Another advantage is
that the broad nature of the approach allows for a variety of musical literature a
teaching strategies to be used, creating opportunities for both teachardard s
interests. The approach can also be applied to any type of music teachirgy@ing le
experience at any level from private lessons to general music to ensehddesal
(Choksy et al., 2001; Willoughby, 1971).

Implementing Comprehensive Musicianship into one’s teaching may require a
change in perspective of the teacher’s roleBlireprint for Band an influential book on
teaching Comprehensive Musicianship through band, Garofalo (1976) stated, “Successful
development of a viable comprehensive musicianship program depends almost entirely
on the capabilities and attitude of the band director” (p. 8). Teachers need to be
comprehensive musicians themselves before they can expect their students. to do s
Teachers must focus on their role as educator over their other roles as conductor
performer, or crowd-pleaser. Once teachers embrace this new philosophy towiard mus
education, they might realize what one department head of an IMCE discovergd: it “i

probably little more than good teaching” (Willoughby, 1971, p. 36).
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Comprehensive Musicianship through performance.

Many music educators have been interested in the Comprehensive Musicianship
approach as it applies to performing ensembles to provide students with a more diverse
and complete music education. The result of this interest was the Comprehensive
Musicianship through Performance Project, which focused on the application of
Comprehensive Musicianship principles in traditionally performance-basealcinstr.
Charles Benner supported this method in his statement:

It can be inferred that performing group participation has little effect orcatusi

behavior other than the acquisition of performance skills, unless there is a planned

effort by the teacher to enrich the performing experience with additional &inds

musical understanding (Garofalo, 1976).

The project developed a five-part model for teaching Comprehensive Musipianshi
through performing ensembles, although it can easily be used in individual ins@bment
or voice lessons as well (Sindberg, 1998). The five parts of equal status in the model
were analysis of music, repertoire selection, assessment, outcomesatauiestr
Comprehensive Musicianship through Performance has inspired teachers tousi&ch m
rather than just teaching performance.

The ideal implementation of the Comprehensive Musicianship approach requires
teachers to view all aspects of music equally. This may be difficult forierped
teachers, especially those of performing ensembles, who have alredudiglestica set
method of instruction. Teachers can be hesitant to use the Comprehensive Mupicianshi
approach because they feel they lack time to teach many aspects of rakgapleshed

materials on the method, lack training in the approach, and feel pressured tyssocie
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image of successful music teaching based on performance standards, (Fa83:

Cargqill, 1986; Costanza and Russell, 1992). Studies on performing ensembles have
shown, however, that those taught with the Comprehensive Musicianship approach
perform just as well as those taught with a traditional performance approddcisa
acquire other skills such as aural discrimination and conceptual knowledge (G&rofa
Whaley, 1979; Parker, 1974; Whitener, 1980).

Usein general music.

Because general music courses can take many shapes and forms, there has never
been a set curriculum or approach toward teaching the subject. As a resultssatelent
often presented with a potpourri of musical experiences that do not alwaysa&atd
other and may not form meaningful learning experiences. Comprehensive kilsgia
could find a comfortable home in the environment of a general music class, where
practically any and every topic in music can be taught.

Although general music courses seem like a natural fit for the approaehhése
been little done to advance its use. In 1965, the Manhattanville Music Curriculum
Project began developing curricula incorporating principles of the Comprehensive
Musicianship approach in grades Pre-K through 12 (Thomas, 1970). Similarly, the
Hawaii Music Project, begun in 1968, created the first complete set of curriceld ta
Comprehensive Musicianship for grades K-12, including general music ateddl le
(Burton, 1975). Other books, journal articles, and research studies have been published
throughout the years on a variety of topics concerning Comprehensive Musicianship in
general music; however, the sparseness of activity concerning Compvehensi

Musicianship and general music reveals the need for more attention to this area.
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Related books and journal articles.

The Contemporary Music Project for Creativity in Music Education, out of which
Comprehensive Musicianship evolved, published five books summarizing the
developments and the conclusions of the project (Benson, 1967; Contemporary Music
Project for Creativity in Music Education, 1965; CMP, 1966a; CMP, 1966b; CMP,
1966¢).

Begun in 1965, the Manhattanville Music Curriculum Program (MMCP) was a
project aimed at developing comprehensive music curricula (Mark, 1996). While
publications from the project do not specifically mention the Comprehensive
Musicianship approach, they were guided by similar principles and creédbhedsame
time as the birth of the Comprehensive Musicianship approach. The MMCP vyielded two
major publications of curriculdnteraction(for grades 3-12) an8lynthesigfor early
childhood) (Thomas, 1970), as well as a publication about the pridjachattanville
Music Curriculum Program: Final RepofThomas, 1970a).

While MENC'’s publicationg he School Music Program: Description and
StandardqMusic Educators National Conference, 198&tional Standards for Arts
Education(Consortium of National Arts Education Associations, 1994)TdrelSchool
Music Program: A New VisiofMENC, 1994) do not specifically mention the
Comprehensive Musicianship approach, they imply a comprehensive music education.
Another publication of MENCYision 2020: The Housewright Symposium on the Future
of Music Educationindirectly promoted the Comprehensive Musicianship approach in

its goals for music education of the future:
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Every course in music, including performance courses, will include instruntion i
creating, performing, listening to, and analyzing music, in addition to focasing
its specific subject matter. The balance will depend on the nature of the, course
but every course will include some instruction in each of these skills. The
artificial dichotomy between performing and creating music will hagelgr

broken down and the two functions will be seen as intimately related, as they

were throughout most of music history (Madsen, 2000, p. 94).

In addition,Vision 2020promoted the study of a broad range of musical genres, styles,
and periods, including non-art music and world music (Madsen, 2000).

One of the most significant publications influenced by Comprehensive
Musicianship is the Hawaii Music Project’s curriculum, which is the only comgkt of
K-12 curriculum based on Comprehensive Musicianship for general music, pegormin
ensembles, and other nonperformance courses (Burton, 1975; Hughes & Kjelson, 1975).
The only subject to be developed through all grades was general musicjngdivat
importance of the continuation of general music study through high school.

Other publications have covered a variety of topics concerning Comprehensive
Musicianship. IComprehensive Musicianship and Undergraduate Music Curricula
Willoughby (1971) reported results of the Institutes for Music in Contemporary
Education, including many long-lasting benefits despite a few minor problems.
Comprehensive Musicianship Ser{Bsirton, 1972)Creating Curriculum in Music
(Edelstein, Choksy, Lehman, Sigurdsson, & Woods, 1980)Taadhing Music in the
Twenty-First CenturyChoksy et al., 2001) provide goals, objectives, concepts, content,

strategies, course outlines, materials, activities, evaluation techniqdesaraple lesson
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ideas based on the Comprehensive Musicianship approach. Four publications concerning
Comprehensive Musicianship through Performanc& aaehing Musicianship in the

High School BandLabuta, 1972)Blueprint for Band Garofalo, 1976)Something New

to Sing Abou{Schmid, 1989), an8haping Sound Musicians: An Innovative Approach to
Teaching Comprehensive Musicianship through Performé@teoole, 2003).

In a review of journals of the practice, many articles have been published
concerning Comprehensive Musicianship. Since 1965, 55 articles concerning
Comprehensive Musicianship have been publishédusic Educators JourngdMEJ).

In General Music TodagGMT), however, Comprehensive Musicianship was mentioned
in five articles, but was the main topic of only one article. This may be due tathe fa
thatGMT only began publication in 1991, many years after the height of popularity of the
Comprehensive Musicianship approach. Almost half (26) of the articlesMi&iwere
published during this period of popularity from 1965-1971. Despite the decrease in the
number of articles in recent times, articles on Comprehensive Musicianship leave be
published inMEJ as recently as 2009, showing that the approach is still a relevant topic
in music education.

Resear ch studies.

Development, analysis, and influence.

Some researchers have examined the development, analysis, and influence of the
Comprehensive Musicianship approach. In the 1960s, an analysis of the curricular
philosophy of the Music Educators National Conference showed an increase in
experimental curricula, including Comprehensive Musicianship (Kidd, 1984). Fritts

(1991) completed a historical study of Comprehensive Musicianship in school bands and
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identified band teachers who used the approach. To assist teachers in understanding
components of the Hawaii Comprehensive Musicianship Program, Ernst (1974)
conducted a taxonomical analysis of selected units, and found that the curriculum
engages all levels of the cognitive domain as well as including affectivesychomotor
activities. Mathey-Engelbrect (1990) analyzed the Comprehensive Musiganshi
approach and determined that it incorporated principles of Dalcroze, Orff, and Kodaly
Bess (1988) examined the implementation and effect of the Comprehensive Mbgicians
approach in the Institutes for Music in Contemporary Education in the Southern Region,
finding that long-term influences were minimal.

Materials.

Many researchers have examined and developed teaching materialsratogp
principles of Comprehensive Musicianship. Kwon (2002) reviewed elementary
textbooks from 1945-1998 concluding that there has been an increase in the
implementation of the Comprehensive Musicianship approach since 1990. Reviews of
undergraduate music theory textbooks and sight-singing materials found tlyatveran
influenced by Comprehensive Musicianship from the 1960s onwards (Hutchcroft, 1985;
Murrow, 1995). Method books for band, strings, and specific instruments have been
examined for their incorporation of Comprehensive Musicianship principles
(Birdwhistell, 1998; Heavner, 1995; Heavner, 1997; Starling, 2005; Wentworth, 1978).
Heavner (1995; 1997) discovered a trend in newer band and strings method books toward
incorporating Comprehensive Musicianship principles. Hall (2004) examined specific

guitar compositions as curriculum sources for Comprehensive Musicianship.
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Other researchers have created materials to be used in the teaching of
Comprehensive Musicianship in different types of courses such as elemeamerslg
music and wind band (Crawford, 1984; Hall, 2004; Martynuik, 2002; Oliver, 1999). The
majority of studies of teaching materials, however, have focused on materigisupr
piano (Brown, 1983; Carney, 1983; Erlings, 1970; Jung, 2004; Kim, 2000; Lee, 1986;
Nalbandian, 1994, Osadchuk, 1984).

Teachers and students.

Some researchers have studied teachers’ experiences with Comprehensive
Musicianship. Two studies have focused on the experiences of secondary choisteache
(Gumm, 1991; Johnson, 1992). Johnson (1992) found that choir teachers who had
attended Comprehensive Musicianship workshops focused their teaching more on
conceptual learning than those who were not trained in Comprehensive Musicianship.
Two studies have examined teachers at the elementary and collegeatesievell
(Boyle, 1971; Brown, 1999).

Another two studies explored band directors’ acceptance of Comprehensive
Musicianship (Bell, 1987; Cargill, 1986). Cargill (1986) examined band directors to find
that they were more likely to incorporate Comprehensive Musicianship prsdipiey
had a positive attitude toward Comprehensive Musicianship, if they had received
instruction in their college preparation, and even more so if the training had ocaurred i
conducting rather than methods courses. Parkes (1988) explored an in-service course
focusing on Comprehensive Musicianship for elementary band directors and found that

the teachers felt their undergraduate programs had not prepared therardlyfici
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While many researchers have studied relationships between teachers and th
Comprehensive Musicianship approach, only two studies have related the approach to
students. The studies examined student perspectives and their abilities (Panslene
& Askew, 1998; Sindberg, 2006).

Curriculum.

Researchers have been interested in the development and analysis of
Comprehensive Musicianship curricula as well as the comparison of the Comprehensive
Musicianship approach with other methods.

Development.

Many studies have focused on the development of curricula and teaching methods
incorporating Comprehensive Musicianship in areas such as performing erssemble
general music, instrumental lessons, and college/university music mo{Baookhart,

1983; Van Patten, 1997). Four studies examined the development of a Comprehensive
Musicianship curriculum for secondary choral classes (Gumm, 1991; Johnson, 1992;
Linton, 1967; Whitlock, 1981), while Russell (1978) completed a similar study with high
school orchestra. Concerning general music courses, Porter (1964) developed an
integrated course in music literature, theory, and small ensemble perterifoa gifted

high school students. Granville-Price (1987) developed a Comprehensive Musicianship
approach for a keyboard history/literature mini-course for adolescenh&tudesummer
keyboard music programs.

Individual music courses were not the only topic of research, however. An
Icelandic-American curriculum for general music at all levels weated from 1977-

1981 (Woods, 1978). Woods (1973) also completed a similar study developing and
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evaluating a music curriculum that emphasized Comprehensive Musiciamsiogrses

from preschool through high school and found it to be effective, despite the lack of a
control group for comparison. Black (1972) developed a model for a collegiate program
of Comprehensive Musicianship.

Edwards (1979) successfully created, implemented, and assessed an indtructiona
objectives model for teaching a high school elective course emphasizing ¢mi&easit
ideas of the time: Comprehensive Musicianship, aesthetic education, and accountabilit
Results of the study show that students’ musical tastes were broadened ahdidrds
benefited from the integrated approach toward studying music.

Concerning instrumental lessons, research exists on Comprehensive Mhagicians
and the teaching of piano, tuba, and violin. Most of the studies on Comprehensive
Musicianship in instrumental lesson settings have focused on the teaching of piano
lessons and individual teachers who have incorporated it (Capp, 1995; Chyu, 2004,
Crum, 1998; Fast, 1997; Forester, 1997; Yim, 2001). Two studies investigated learning
tuba (Call, 2000; Shaw, 1984), and two studies explored violin teaching (Strange, 1990;
Wentworth, 1978).

Comparison.

Many researchers have compared the Comprehensive Musicianship apptbhach wi
other approaches toward teaching in different types of courses. Two studies have
compared Comprehensive Musicianship with other teaching methods in genetal musi
(Madhosingh, 1984; Rogers, 1975). Rogers (1975) compared the effects of teaching
Comprehensive Musicianship with traditional songs, contemporary songs, and a

combination, finding that youth music can be effective in teaching Comprehensive
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Musicianship. Madhosingh (1984) compared pitch recognition of students who were
taught with a Comprehensive Musicianship approach and students who were taught with
traditional music instruction, finding that students taught with the Comprehensive
Musicianship approach had significantly higher pitch recognition scores. HHgd9g5)
performed a similar study with choral students. The majority of studiegazorg
Comprehensive Musicianship with other teaching methods, however, have concerned the
teaching of band (Culbert, 1974; Garofalo & Whaley, 1979; Gebhardt, 1974; Parker,
1974; Sherburn, 1984; Swearingen, 1993; Whitener, 1980).

Analysis.

In addition to developing curricula, many studies have also examined and
analyzed existing curricula for principles of Comprehensive Musicianshipser
analyses focus on areas such as college and university instruction, pertstraaed
instruction, and general music instruction.

The examination of Comprehensive Musicianship in colleges and universities
ranges from exploring entire music programs to specific courses (Be8s Braswell,
1980; Jensen, 1990; Kim, 1997; Lein, 1980; Magno, 1993; Rushton, 1994, Willoughby,
1970). In addition to examining Comprehensive Musicianship in entire college music
programs, some researchers have explored Comprehensive Musicianshipadiyanific
music education programs (Chen, 2000; Lein, 1980; Manford, 1983). Some research also
exists examining specific instructors’ use of Comprehensive Musicianshigiin t
teaching (Kress, 1982; Steele, 1988).

Some studies on Comprehensive Musicianship through Performance focused on

entire music programs (Poor, 1999) while others focused on specific types okcourse
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(Sindberg, 1998). While analysis of Comprehensive Musicianship principles in choir is
restricted to two high school studies (Burris, 1988; Lee, 1983), it appears thatrthace
studies concerning the incorporation of Comprehensive Musicianship in orchestra. The
most analysis studies of Comprehensive Musicianship through Performance érave be
completed with band at a variety of age levels (Carlson, 1992; Dammers, 2007; Heavner,
1999; Ireton, 1979; Lawler, 1976; Spearman, 1979; Warner, 1975; Wells, 1974;
Whitener, 1980).

Heavner’s 1999 study on the incorporation of Comprehensive Musicianship
principles in secondary instrumental courses in southern Alabama yieldedtintere
conclusions about the status of Comprehensive Musicianship in a specific type of course
Based on an extensive review of literature on Comprehensive Musicianship and
consultations with experts in the profession, Heavner (1995) developed a theoretical
Comprehensive Musicianship curriculum model in a prior study analyzing the
incorporation of Comprehensive Musicianship principles in beginning band method
books. The theoretical Comprehensive Musicianship curriculum model outlined the
principles of the Comprehensive Musicianship approach, including concepts, content,
activities, instructional literature, and evaluation techniques. Upon completing the
model, Heavner sent it, along with a description of the study, to music educators
experienced in the Comprehensive Musicianship approach, and made revisions based on
feedback. From this model, he created a survey to analyze method books.

Heavner (1999) also developed a questionnaire to analyze the use of
Comprehensive Musicianship principles in secondary instrumental courses based on the

principles outlined in the theoretical Comprehensive Musicianship curriculum model.
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Eighty-four university symphony band students completed the questionnaire about their
experiences with Comprehensive Musicianship principles in secondary instrumental
courses. Heavner used the Chi-Square Goodness-of-Fit Test with the datanndeter

that resulting scores did not match predicted scores for any of the fiveofanaer for

overall comprehensive musicianship. Heavner concluded that principles of the
Comprehensive Musicianship approach were not adequately incorporated in the teaching
of secondary instrumental courses in Southern Alabama.

While there is a considerable amount of literature concerning Comprehensive
Musicianship through Performance, there is a much smaller amount of reseayzingnal
Comprehensive Musicianship in general music. The branch of general musicsthat ha
received the most attention is the instruction of group piano at the community college
junior college, college, and university levels (Brown, 1983; Carney, 1983; Erlings, 1970;
Granville-Price, 1987; Jung, 2004; Kim, 2000; Lee, 1986; Nalbandian, 1994, Osadchuk,
1984). Existing literature on the analysis of the Comprehensive Musicianship approach
in other general music courses is sparse. In 1990, Wong reviewed the music curricula i
primary and secondary schools of Hong Kong, afterwards making the recommerwlation t
include the Comprehensive Musicianship approach. In the United States, Boyle and
Radocy (1973) evaluated 13 school music programs known to use the Comprehensive
Musicianship approach and found that students achieved higher scores on a standardized
test as a result. Mathey-Engelbrect (1990) also examined the use of Compeshensi
Musicianship in elementary general music, while Madhosingh (1984) explored tbe use

Comprehensive Musicianship in middle school general music. No studies, however, have
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examined the incorporation of Comprehensive Musicianship principles in high school

general music.

Summary of research on Comprehensive Musicianship.

The following conclusions from research on Comprehensive Musicianship are

relevant to this study:

1.

In the 1960s, an analysis of the curricular philosophy of the Music Educators
National Conference showed an increase in experimental curricula, including

Comprehensive Musicianship.

. The Hawaii Comprehensive Musicianship Program curriculum, based on

Comprehensive Musicianship, engages all levels of the cognitive domain as well
as including affective and psychomotor activities.

There has been an increase in the implementation of Comprehensive
Musicianship in elementary music textbooks from 1945-1998 as well as in newer
beginning string and band method books.

Many teaching materials are available incorporating Comprehensive
Musicianship in the teaching of group piano.

Youth music can be used effectively to teach comprehensive musicianship.
Band teachers are more likely to incorporate Comprehensive Musicianship
principles if they have a positive attitude toward Comprehensive Musicianship, if
they received instruction in their college preparation, and if the training had
occurred in conducting rather than methods courses.

Some band directors feel that their undergraduate programs had not prepared

them sufficiently to teach Comprehensive Musicianship.
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8. Choir teachers who have been trained in Comprehensive Musicianship focus their
teaching more on conceptual learning than teachers who have not received
training.

9. Students taught through the Comprehensive Musicianship approach score higher
on pitch recognition tests than students taught with traditional music instruction.

10.Many curricula incorporating Comprehensive Musicianship in different high
school general music courses have been developed and judged to be effective.

11.Principles of the Comprehensive Musicianship approach are not incorporated
sufficiently in secondary instrumental music.

12. Students in school music programs that use the Comprehensive Musicianship
approach achieve higher scores on a standardized test than students in fraditiona
music programs.

13.Some researchers choose to analyze curricula for principles of Compvehensi
Musicianship to disseminate positive practices and to identify weaknesses.

Summary

High school general music has existed in the United States for over one hundred
years in many forms, such as music appreciation, guitar class, and music théxe
some music teachers believe that the purpose of general music is to offer dardesse
musically talented students, others believe that it is the core of the high sulsiol
program. Because of the flexibility with content, general music courseslina
potential to interest a wide range of students; however, of the varying attitwederd the
value of general music and the status of music as an elective may have guajebieral

music from being a constant offering in American high schools.
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Compared to general music in elementary and middle school, there is a paucity of
resources and research on general music in high school. Existing researclopit the t
can be grouped into the following categories: students and teachers, other topics, and
curriculum development, analysis, and evaluation. Researchers havedmalyzcula
and teaching practices in high school general music courses to dissenshai@tieces
and to identify weaknesses. More research is needed, however, in this understudied field
of music education.

Comprehensive Musicianship is an approach toward teaching music holistically
instead of isolating the subject into courses of specific skills or content. Thaaalppr
grew out of the Seminar on Comprehensive Musicianship held in 1965. Participants of
the seminar agreed that students should learn about music by participatingga afra
musical activities including performing, describing, and creating withiatyasf styles
of music. The Comprehensive Musicianship approach toward teaching music is based on
five principles: content, concepts, activities, instructional literature, aridagia
techniques. After the seminar, programs were designed and implementedrfetyaofa
courses ranging from elementary general music to high school perfoemsegbles to
college music theory courses. Comprehensive Musicianship through Performance
developed as a branch of Comprehensive Musicianship focusing on teaching music
holistically through performing ensembles or private lessons. A smaltyafigexts
and journal articles exist on the implementation of Comprehensive Musicianship in a
variety of music courses as well as a small body of research.

Research in the field of Comprehensive Musicianship includes studies on the

development, analysis, and influence of Comprehensive Musicianship; materials;
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teachers and students; and curriculum development, comparison, and analysis. Some
studies have shown that teachers who have received training in Comprehensive
Musicianship are more likely to implement principles of it into their teachingnyM

studies have shown positive effects on students taught with the Comprehensive
Musicianship approach in both performing ensembles and general music courslgs. Last
many studies have also examined the incorporation of Comprehensive Musicianship
principles in certain settings such as performing ensembles, instrunesstaid,
college/university programs, and general music. Researchers anatyzela for

principles of Comprehensive Musicianship to disseminate positive practices and to
identify weaknesses.

Heavner’s (1999) study on the incorporation of Comprehensive Musicianship
principles in secondary instrumental courses determined that the principlesoivere
adequately incorporated into the teaching of secondary instrumental coursesenrsout
Alabama. The present study serves to build on Heavner’'s (1999) study by examining a
new curricular area: high school general music.

Contribution of Present Study to Literature

While research studies have examined the use of the Comprehensive
Musicianship approach in a variety of teaching situations, no literature exists on t
current practice of incorporating Comprehensive Musicianship principles indfigbls
general music courses. It is unknown whether music teachers are using théshabpr
high school general music courses and if so, how equally the principles of the hpproac
are incorporated. The present study will extend the current literature on €@ngive

Musicianship by exploring the incorporation of principles of the Comprehensive
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Musicianship approach in an unexplored curricular area: high school general rhusic. |
will shed light on the current practices in high school general music courseduate
the level to which Comprehensive Musicianship principles are included.

The results from this study will be most valuable to high school general music
teachers, music or fine arts administrators, and music teacher educa®studijhmay
influence high school general music teachers to reflect on their own coursesroirket
their inclusion of Comprehensive Musicianship principles. Music or fine arts
administrators may benefit from learning about an approach toward teachiiegmatis
they may find beneficial to their programs. Also, it may cause them to evtiaatewn
music programs to determine what principles of the Comprehensive Musicianship
approach are or are not being included. Music teacher educators may benefiefrom
results of this study by learning the principles of the Comprehensive Musig@anshi
approach that high school general music teachers are incorporating eljegudthose
that need more emphasis to be incorporated adequately in the future. Ultimgtely, hi
school general music students may benefit from the results of this study i€Huhers

learn from it and are able to provide them with a more comprehensive music@ducati
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Chapter 3: Methodology
Purpose of the Study

The purpose of this study was to determine the percentage of undergraduate
elementary education majors and music majors at a mid-Atlantic unjetsit reported
experiencing principles of the Comprehensive Musicianship approach during gfeir hi
school general music experiences. To clarify the method of the study, detailed
descriptions of the research design and procedure are given. This chaptesdbet
following sections: sample selection, access and permissions, development of the
Comprehensive Musicianship questionnaire, data collection procedure, and data analys
procedure.

Resear ch Design and Procedure
Sample selection.

The population for the study was 273 undergraduate students at a single mid-
Atlantic university — 75 elementary education majors enrolled in a music funtiEme
course and 198 music majors. Out of the population, 43 students contributed usable
responses, producing a 15.75% return, similar to the 15.24% return in the pilot study.
The participants were traditional university undergraduates, ranging inoagd 8 to 24.
University students were chosen as participants to replicate a sitndsrdone by
Heavner (1999) concerning the incorporation of Comprehensive Musicianship principles.
While Heavner surveyed students who had taken high soistnimentalcourses, this
study surveyed students who had taken high sa@wdral musicourses to collect
information that will add to the body of research on the use of the Comprehensive

Musicianship approach.
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Students were used rather than teachers for an additional measure afyacktura
has been found that teaching practices claimed to be used by teachers laraysaieen
upon observation (Cargill, 1986; Carlos, 2005; Wang & Sogin, 1997). In addition to
accuracy of data, college students were chosen because the researeheuners
graduate student at the university with convenient access to undergraddatdssand
their contact information.

Access and permissions.

The sample was chosen primarily because of the ease of access tadipapit
The researcher taught 50 of the elementary education majors and waaldadity
convince the other teacher of the course to give some class time so that studénts coul
participate in the study. The researcher was also in contact with the Uddetgra
Studies Director who agreed to assist in sending e-mail invitations to the najsrs to
participate in the study. Permission was sought and granted from both the &ssociat
Director of the School of Music as well as the Assistant Dean of the College @tibduc
to invite these students to participate.

Development of the Comprehensive Musicianship questionnaire.

The questionnaire used in the present study was adapted from Heavner's (1999)
guestionnaire analyzing the principles of Comprehensive Musicianship in secondary
instrumental courses. He developed the original questionnaire based on the five
principles outlined in the theoretical Comprehensive Musicianship curriculum model.
The majority of the questionnaire was comprised of five main questions regtreing
incorporation of the Comprehensive Musicianship principles in secondary instrumental

courses.
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Content validity of the model.

Heavner (1999) confirmed the validity of the theoretical Comprehensive
Musicianship curriculum model through consultation with experts in the profession. The
experts agreed that the model was representative of the essentiatgleme
Comprehensive Musicianship.

Content validity and reliability of the questionnaire.

Upon completion of his questionnaire, Heavner (1999) sent it along with a
description of the study to music educators familiar with the Comprehensive
Musicianship approach for suggestions and approval. To further test its validity, Heavne
also showed the survey to other experienced music educators for examination of the
clarity of the survey, and revisions were made based on feedback.

Heavner tested the reliability of his survey through a pilot study in which
participants completed the same survey twice at intervals of about 2 monthslgag
the Percent of Agreement Test, a test-retest reliability s¢o®& evas calculated,
indicating a close agreement of participants’ initial and second responses.

Because the questionnaire used in the present study was so closely adapted from
Heavner’s (1999), the only test of reliability or validity necessary walastudy to
ensure the content validity of the questionnaire (Ma & McCord, 2007). Only one change
needed to be made to the questionnaire as a result of the pilot study. On the consent
form, “Name of subject” was replaced with “Name of participant” because s
participants in the pilot study wrote the name of the music course they had takad ins

of their own name. The questionnaire can be seen in Appendix A.
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Modification of the questionnaire.

Permission to use and modify Heavner’s (1999) questionnaire was sought and
granted. Modifications were made to Heavner’s questionnaire to align with fhespur
of this study — exploring the use of Comprehensive Musicianship principles in high
school general music courses rather than secondary instrumental courseswerbe
some items on Heavner’s original questionnaire that were not included on the one used in
the present study. The name of the student’s high school and the state in which it was
located were not asked on the present questionnaire as it was not deemed necessary
information for this study. Also, the evaluation area of “attitude” was not inclucke i
present study because the researcher did not feel that it was an esgmtialfabe
Comprehensive Musicianship approach upon reviewing the literature.

In addition to these changes, other questions were added to the present
guestionnaire to acquire information considered important for the current study.
Participants were asked to identify their gender as male or female tmithetérow
representative the sample was of the population. A new gquestion was added in which
students were asked to select which of many suggested general music coursad they
taken: performance-based, listening-based, technology-based, academioatombor
other. Students could select as many types of courses as they had taken. An option was
available for students to select “other” if a course was not listed, andimtite name of
the course. This question was added primarily to list examples of high schaall gene
music courses so that participants would know if their experiences were agplc i
study, and to focus participants’ thoughts on the specific high school general music

course they had taken. Additionally, the researcher was interested to see mdtainly
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types of general music courses students had taken, but also to see if any texgdd em
in the use of Comprehensive Musicianship principles in certain types of courses. In
addition to this question, terms and phrases such as timbre, ear-training, ahdahnaly
listening were defined throughout the questionnaire to clarify the content of $teogae
and eliminate confusion.

In Heavner’s (1999) original survey for the use of Comprehensive Musicianship
in secondary instrumental courses, questions were posed concerning the incorporation of
musical literature including Western European art music, Western musionsatiered
to be European art music, and Eastern or African music. The latter categ@stem or
African music was changed on the questionnaire used in the present study to world
music. Eastern and African music are still included in this category, whderftom all
other cultures is included as well. This change was made because, as Chbksy et a
(2001) pointed out, “CM programs of study are based on all types of music from all
countries and cultures” (p. 122). Willoughby (1971) concurred, “By definition,
comprehensive musicianship suggests the study of a wide variety of mudes| sty
including not only Western art music from chant to the present but other types ofANester
and non-Western musics” (pg. vii).

Nominal scales, in which participants select from provided answersliegcri
their traits or behaviors, were used for all of the questions due to the type ofatiéorm
needed (Creswell, 2005). Aside from three questions about students’ background
information, the rest of the questions were structured so that students could Sgbstt
or “no” response, allowing for clear answers and quick response time. Thanetal t

needed to take the questionnaire was between five and 10 minutes.
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The first section of the questionnaire included questions about participants’
background information. First, participants were asked to indicate theirrggnde
selecting “male” or “female”. Then participants were asked to inglitet year in which
they graduated from high school by selecting one of the options from the pashis)or
“Other.” Lastly, students were asked to select as many of the spoces of general
music courses as they took in high school.

The rest of the questions concerned students’ experiences with the fivplgsinci
of the theoretical Comprehensive Musicianship curriculum model. First, studests wer
asked about the incorporation in their courses of the seven concepts in the
Comprehensive Musicianship approach: timbre, rhythm, harmony, form, melody,
tonality, and texture. Then students were asked about the inclusion in their counges of t
nine content areas in the Comprehensive Musicianship approach: music theory, music
history, music literature/style, ear-training, composition, improvisatiafpieance,
conducting, and music aesthetics. Next, students were asked which of thpdwetty
activities in the Comprehensive Musicianship approach were included in their courses
performing, creating, conducting, analytical listening, and discussingfolltwing
guestion asked students about the inclusion in their courses of three types of music:
Western European art music from three or more different musical periodgerWmusic
not considered to be European art music from 3 or more different countries or cultures,
world music from three or more different countries or cultures. Finally, skidemne
asked whether or not they had been evaluated in their courses in the following three

areas: descriptive competence, performance competence, and aeaipetence.
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Data collection procedure.

Prior to initiating the study, permission to survey the university undergesduat
was sought and granted from the Institutional Review Board, the School of Music, and
the School of Education. Before administering the questionnaire to the selecpiel, sa
pilot study was conducted to evaluate content validity and to identify potential psoblem
(Lumsden, 2007; Ma & McCord, 2007). Former elementary education majors from the
music fundamentals course were sent an invitation by e-mail with a link to take the
guestionnaire online and a short description of the questionnaire (Singh & Burgess,
2007). The e-mail invitation can be seen in Appendix B.

A Web-based questionnaire was used for the pilot study and for the music majors
in the main study because it was inconvenient to access the participants in person. A
Web-based survey is defined as “those survey instruments that physisalé/oe a
network server (connected to either an organization’s intranet or the Internetjaind t
can be accessed only through a Web-browser” (Jansen, Corley, & Jansen, 2007).
Additional advantages of a Web-based survey are the low cost of data collection,
increased response to sensitive questions, flexible time constraints, quiakauinal
time of responses, structured responses, built-in checks for respondent errorsearid ea
data collection and analysis (Lumsden, 2007; Ma & McCord, 2007; Roberts, 2007; Singh
& Burgess, 2007). Some disadvantages of web-based questionnaires include the need for
participants to have computer and web access as well as sufficient cosiilg¢o
navigate the survey (Thomas, 2004). Also, the researcher could not ask for piaricipat
in person or give an immediate reward, which may have increased paiditcjhawever

it was hoped that since the students for the pilot study knew the researchesgénelrer
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had taught these students in previous semesters), they would be more likely fgapartic

In addition, the researcher was still able to offer an incentive (a candy lemery

student who completed the questionnaire. It was hoped that an offer of a reward,
however small, would be more likely to increase student participation. Although the pilot
study was done online, participants were given directions on how to receive waem re

in person.

The background color of the Web-based questionnaire was selected with attention
to its appeal (Ma & McCord, 2007; Singh & Burgess, 2007). The questionnaire was
divided into nine pages to appear shorter and decrease fatigue, and thus drop-out rate, of
online participants (Ma & McCord, 2007). After completing the questions on a page,
participants were asked to click the “Next” or “Prev” buttons to continue to the fotlow
or previous pages (Lumsden, 2007; Singh & Burgess, 2007). The questionnaire was
designed so that participants could not advance to the following page unless all questions
were answered with an appropriate response to avoid incomplete and unusable responses
(Singh & Burgess, 2007).

Before beginning the questionnaire, the pilot sample was notified that they woul
receive instructions at the end of the questionnaire about how to receive a qaasly ba
reward for their participation. The last question on the online questionnaire asked
students to enter the last three digits of their university ID number to rebeivesward
by showing their ID number to the researcher for verification. This vgasdaine to
avoid students submitting multiple responses for the reward (Ma & McCord, 2007;

Roberts, 2007).
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Out of 105 students to whom the pilot survey invitation was sent, only 16
responses were received, yielding a 15.24% return. It is unknown as to why the response
rate was low, but the researcher received some e-mails from former stindigceting
that they would have liked to have taken the questionnaire, but had not taken a qualifying
course in high school. It is not certain, but perhaps the low response rate was due in part
to a lack of students who had taken high school general music courses. Aside from a few
invalid responses to “Name of subject” on the consent form, responses from the pilot
study were valid because they gave the information that was being sought.

For the main study, 273 elementary education majors and music majors were
invited to complete the questionnaire. Of these, 75 were elementary educatia major
who were given the opportunity to complete a hard copy of the questionnaire at the end
of a class period in an effort to increase participation. It was hoped thatrerstedents
already knew the researcher (the researcher taught these studentsjeaasgked to
participate in person, they would be more inclined to help out by participating on the
spot. Thirteen responses were collected, only 12 of which could be used. This yielded a
16.00% return from elementary education majors. Since the questionnaire was
administered to these students in person, the researcher was able to asletblasnt
how many students had taken a high school general music course after giving a
description and examples of types of courses that fit the definition. All of the Student
who acknowledged taking such a course completed the questionnaire voluntarily. This,
along with some responses to the pilot study, suggested that the low response kete may
due at least in part to low enrollment in high school general music courseghmathar

lack of interest in participating in the study. Additionally, the return ratel@mentary
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education majors (16.00%) was close to the return rate for the pilot study (15.24%) and
the main study (15.75%), giving further evidence that the low participation mightebe
to the fact that many students do not take high school general music courses.

Music majors were sent an e-mail invitation asking for their participatimugh
the Web-based questionnaire, similar to the pilot study. It was hoped that since the
researcher knew some of the music majors and since the study was incefiedthte
music majors would be more likely to participate in the study. Also, it was hoped that
music majors would have taken more high school general music courses than take gener
population. One and two weeks after the initial e-mail invitations were seotyfop e-
mails were sent to the music majors in an effort to increase participatnene-mail
invitation and follow-up e-mails can be seen in Appendix B.

The researcher offered an incentive (a candy bar) to every student whotedmple
the questionnaire to increase participation. Participation in the questionnaire wa
voluntary and participants acknowledged this by completing a consent form at the onset
of the questionnaire.

Data analysis procedure.

Upon completion of the questionnaires, data were cleaned to remove scores from
guestionnaires that were either incomplete or not applicable (i.e. questisnnaifgich
students reported about non-general music experiences such as private voice lessons,
home school curriculum, or teaching as an assistant in women'’s chorus). Five
incomplete questionnaires and four inapplicable questionnaires were removed from the

data pool.
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The only incomplete responses were from participants who completed the Web-
based questionnaire. It was designed so that participants could not proceed to the next
guestion without submitting an answer. In the incomplete questionnaires, paricipant
answered questions up to a certain point and then stopped, perhaps because of a technical
difficulty or because they did not wish to continue. In one situation, the same patticipa
made two incomplete attempts, which may be an indication of technical diffscultie

A wave analysis was performed on the data to determine any bias in responses
among groups of participants based on the week during which they completed the
guestionnaire (Creswell, 2005). The number of “yes” responses, indicating that
participants had experienced a particular Comprehensive Musicianship greleiplent,
was calculated per group. From this number, the mean number of “yes” resposises wa
also calculated.

Descriptive statistics including percentages and rank order were used to answe
the research questions. Percentages were calculated for each prinitipléhebretical
Comprehensive Musicianship curriculum model as well as an overall Comprehensive
Musicianship experience. First, individual responses were assigned anadaatifi
number. Data were then scored by assigning a numerical value to eacha&spegsry
for each question on the questionnaire (Creswell, 2005). Since all of the questions were
nominal, categorical scales were used in which the researcher aytéisargned
numbers to each response (Creswell, 2005).

Single-item and summed scores were used to determine the level of ingonporat
of Comprehensive Musicianship principles in high school general music courses- Single

item scores, reflecting each person’s response for each questionplested for each
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of the elements of Comprehensive Musicianship in question (Creswell, 2005). A
summed score of all of the questions about Comprehensive Musicianship for each
participant was collected to determine the overall Comprehensive Musi@anshi
experience of each participant (Creswell, 2005). Percentages of particytemt
experienced each Comprehensive Musicianship principle were placed in rank order from
highest to lowest.

Summary

An outline of the research design and procedure for the study was described in
this chapter. The sample was chosen for their convenience, and access tocipargarti
was granted prior to the study. The questionnaire used in the present studpptad a
from that used in Heavner’s (1999) study on the incorporation of Comprehensive
Musicianship in secondary instrumental courses. Heavner determined contéityt vali
and reliability of the questionnaire, and a pilot test was conducted in the preseribstudy
further confirmation. A few changes were made to Heavner’s questionnaire tatmake
relevant to the study of high school general music. Data were collectadieneentary
education majors completed a hard copy of the questionnaire in person and when music
majors completed the Web-based questionnaire. Finally, data were driajyze
calculating percentages of participants who experienced each princiglg and

determining the rank order of the principles based on the percentages ofrexgerie
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Chapter 4: Results

In this chapter, results of the questionnaire are presented. First, participants
background information is given, including gender, year of high school graduation, and
types of high school general music courses taken. Then, data answering each of the
research questions is provided. The results are summarized at the end of thie chapte

After cleaning the data, a total of 43 of the original 52 responses remained usable.
A wave analysis was performed on the data to determine any bias in response$ amongs
groups of participants based on the week during which they completed the questionnaire
(Creswell, 2005). The percentages of “yes” responses for each group, displagbtkin T
2, were compared. The percentage of “yes” responses for each group varsechibgh
as 17% between elementary education majors and music majors from the third week.
The greatest difference among the music majors was 11%, found between those who
completed the questionnaire in the first week and those in the third week. Overall, music
majors reported experiencing 12.9% more of the principle elements of the
Comprehensive Musicianship approach than elementary education majors. Based on the
small differences among the groups of respondents, there appears to be mthieias i
responses.

Gender

Thirty-two (74.42%) of the responses were from females and 11 (25.58%) were
from males. Out of the elementary education majors’ responses, 11 wererfralesfe
and one was from a male. Out of the music majors’ responses, 21 were from terdales

10 were from males.
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Table 2

Percentage of “Yes” Responses per Group in Wave Analysis

Group Number of Participants Percentage
Elementary education majors 12 53.40
Music majors week 1 16 69.44
Music majors week 2 10 59.26
Music majors week 3 5 70.37
Music majors total 31 66.31

Year of High School Graduation

The distribution of participants’ year of high school graduation can be seen in
Figure 1. None of the participants graduated from high school in 2004 and none selected
“Other” to indicate that they graduated before 2004 or after 2009; thereforendgeeofa
years of high school graduation of the participants is from 2005 to 2009. The highest
number of participantd\N= 17) graduated from high school in 2007 while the lowest
number N = 2) graduated in 2005.

Types of High School General Music Cour ses

Students reported taking a variety of types of high school general music courses
representing each category listed on the questionnaire: performaeck-sening-
based, technology-based, academic, and combination. While some participadlis initi
selected “Other,” the courses described by the participants in the requirbdxevere
not considered by the researcher to be general music courses, or should have been

grouped in another category. For example, some experiences that were notednsider
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general music courses were assisting to teach freshman women’sattiog the AP
(Advanced Placement) Music Theory exam without actually haven taken a,andse

home school curriculum that included music study. The response that should have been
grouped in another category was “IB Music.” 1B (International Baccakie) Music

was listed on the questionnaire as an example of a combination course, and as a result
the participant’s response was changed from “Other” to “Combination.” The digtnbut

of the different types of courses taken by participants is presented in Figure 2.

Year of High School Graduation
18 17(39.53%)
16
14
12 11 (25.58%)
10 —9(20.93%)—
8 N
° 4 (9.30%) B
4 2 (4.65%) B
20(0.00%) | B Bl 0 (0.00%
2004 2005 2006 2007 2008 2009  Other
Year

Figure 1.Distribution of Elementary Education Majors’ and Music Majors’ Year of High
School Graduation.

While the majority (60.47%) of participants reported taking one type of high

school general music course, many reported taking more than one. Almost 26%
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(25.58%) of participants reported taking two courses, 9.30% reported taking three

courses, and 4.65% reported taking four courses.

Types of General Music Courses Taken
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Figure 2.Distribution of Types of High School General Music Courses Taken by
Elementary Education Majors and Music Majors.

Resear ch Questions

Results from data analysis of the questions about Comprehensive Musicianship

allowed the researcher to answer each of the original research questions.

1. What percentage of elementary education majors and music majors experienced

each of the seven concepts within the theoretical Comprehensive Musicianship

curriculum model in high school general music courses?

The percentages of participants who experienced each of the seven concepts of

music within the theoretical Comprehensive Musicianship curriculum model in high
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school general music courses can be seen in Table 3 in decreasing orderticAlapts
reported learning about rhythm while only 55.81% of students, the smallest percentage,
reported learning about timbre. Over 50% of participants experienced all sekien of t
concepts.

Table 3

Percentages of Participants who Experienced the Seven Concepts within the Géleoreti
Comprehensive Musicianship Curriculum Model

Musical element Number of “Yes” responses Percentage
Rhythm 43 100.00
Melody 41 95.35
Harmony 40 93.02
Form 32 74.41
Tonality 29 67.44
Texture 27 62.79
Timbre 24 55.81

2. What percentage of elementary education majors and music majors experience
each of the nine musical content areas within the theoretical Comprehensive
Musicianship curriculum model in high school general music courses?

The highest percentage of experienced content was music theory (86.05%), whil
the lowest percentage was conducting (23.26%). The percentages of particigants w
experienced each of the nine musical content areas within the theoreticaeGengive
Musicianship curriculum model in high school general music courses can be seen in

Table 4 in decreasing order.
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Table 4

Percentages of Participants who Experienced the Nine Content Areas within the
Theoretical Comprehensive Musicianship Curriculum Model

Musical content area Number of “Yes” responses Percentage
Music theory 37 86.05
Performance 36 83.72
Ear-training 32 74.42
Composition 23 53.49
Music history 20 46.51
Music literature/style 20 46.51
Music aesthetics 20 46.51
Improvisation 15 34.88
Conducting 10 23.26

3. What percentage of elementary education majors and music majors experienced
each of the five musical activities within the theoretical Comprehensive
Musicianship curriculum model in high school general music courses?

The five musical activities appear to be somewhat tiered in their inclustogh
school general music courses. While 83.72% of participants reported both discndsing a
performing music in their high school general music courses, creating anticahaly
listening were experienced by a little more than half of the participantsduCting was
the least experienced of all, with only 25.58% of students reporting havinggetdatin

such an activity. The percentages of participants who experienced ehelfioét
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musical activities within the theoretical Comprehensive Musicianshipcalum model
in high school general music courses can be seen in Table 5 in decreasing order.

Table 5

Percentages of Participants who Experienced the Five Activities withirtda &tical
Comprehensive Musicianship Curriculum Model

Musical activity Number of “Yes” responses Percentage
Discussing 36 83.72
Performing 36 83.72
Creating 25 58.14
Analytical listening 24 55.81
Conducting 11 25.58

4. What percentage of elementary education majors and music majors experienced
each of the three categories of instructional literature within the tiesdret
Comprehensive Musicianship curriculum model in high school general music
courses?

Out of the Comprehensive Musicianship principles described to this point,
instructional literature is the least experienced by participants stuldg. None of the
categories was experienced by more than 75% of the participants, and toere i
difference of about 20% between each of the categories in rank order. Theguprsef
participants who experienced each of the three genres of instructionalifdexgthin the
theoretical Comprehensive Musicianship curriculum model in high school general mus

courses can be seen in Table 6 in decreasing order.
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Table 6

Percentages of Participants who Experienced the Three Categories of Instructional
Literature within the Theoretical Comprehensive Musicianship Curriculum Mode

Categories Number of “Yes” responses Percentage
Western European art music 30 69.77
Western non-art music 21 48.84
World music 12 27.91

5. What percentage of elementary education majors and music majors experienced
each of the three evaluation techniques within the theoretical Comprehensive
Musicianship curriculum model in high school general music courses?
Approximately 50% of participants experienced all of the evaluation technigues i

the Comprehensive Musicianship approach. The percentages of participants who
experienced each of the three evaluation techniques within the theoretiqadleBiensive
Musicianship curriculum model in high school general music courses can be seen in
Table 7 in decreasing order.

Table 7

Percentages of Participants who Experienced the Three Evaluation Techniques within
the Theoretical Comprehensive Musicianship Curriculum Model

Evaluation technique Number of “Yes” responses Percentage
Performance competence 34 79.07
Descriptive competence 29 67.44

Creative competence 21 48.84
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6. What overall percentage of principle elements of the theoretical Comprehensive
Musicianship curriculum model did elementary education majors and music
majors experience in high school general music courses?

The five principles of the theoretical Comprehensive Musicianship curriculum
model can be subdivided into 27 principle elements, such as rhythm, creative
competence, performing, music theory, and world music. Out of the 27 principle
elements of the theoretical Comprehensive Musicianship curriculum model,gzantsci
overall experienced 62.70% of them in high school general music courses.

7. What is the rank order of the Comprehensive Musicianship principles and
principle elements incorporated in the experiences of elementary education
majors and music majors in high school general music courses?

The rank order of the five principles of the theoretical Comprehensive
Musicianship curriculum model experienced by participants is displayed in §able
Almost 50% (48.84%) of the participants experienced all five of the principleshn hig
school general music courses. The range between the most and least eegberienc

principles is 29.57%.
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Table 8

Rank Order of Principles of the Theoretical Comprehensive Musicianship Curriculum
Model

Principle Percentage
Concepts 78.41
Evaluation techniques 65.12
Activities 61.40
Content 55.04
Instructional literature 48.84

The rank order of the 27 principle elements of the Comprehensive Musicianship
approach is displayed in Table 9. The only element experienced by all participants w
rhythm, while melody and harmony approached 100% as well. Percentages of
experiences relating to performance were consistently close togetherhigher range
while experiences relating to conducting were consistently clos¢htergn the lower
range. Experiences relating to creating music were not consistentytatgther, but

were all toward the lower half of the rank order.
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Table 9

Rank Order of Principle Elements of the Comprehensive Musicianship Approach

Element Number of “Yes” responses Percentage
Rhythm 43 100.00
Melody 41 95.35
Harmony 40 93.02
Music theory 37 86.05
Discussing 36 83.72
Performance (content) 36 83.72
Performing (activity) 36 83.72
Performance competence (evaluation) 34 79.07
Ear training 32 74.42
Form 32 74.42
Western European art music 30 69.77
Descriptive competence 29 67.44
Tonality 29 67.44
Texture 27 62.79
Creating (activity) 25 58.14
Analytical listening 24 55.81
Timbre 24 55.81
Composition 23 53.49
Creative competence (evaluation) 21 48.84
Western non-art music 21 48.84
Music history 20 46.51
Music literature/style 20 46.51
Music aesthetics 20 46.51
Improvisation 15 34.88
World music 12 27.91
Conducting (activity) 11 25.58
Conducting (content) 10 23.26

Note Words in parentheses indicate the principle associated with the element to avoid
confusion between principle elements with similar names.

Summary of Major Results

Fourty-three elementary education majors and music majors completed the
guestionnaire about their experiences with Comprehensive Musicianship in high school
general music courses. Responses were completed by 32 females ands11 male

Participants graduated from high school between 2005 and 2009 with the highest number
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(N = 17) graduating in 2007. Participants took a variety of types of high school general
music courses representing all five of the categories, including perforrhased;
listening-based, technology-based, academic, and combination courses. The highe
number of participantd\(= 28) took performance-based courses.

For each of the five principles and 27 principle elements of the theoretical
Comprehensive Musicianship curriculum model, percentages were calculateel for t
number of university undergraduates who experienced them in high school general music
courses. The seven concepts were experienced in the following order from taghes
lowest frequency: rhythm, melody, harmony, form, tonality, texture, and timlre. T
nine musical content areas were experienced in the following descending order of
frequency: music theory, performance, ear training, composition, music histosic
literature/style, music aesthetics, improvisation, and conducting. The fiveainus
activities were experienced in the following descending order: discupgirigrming,
creating, analytical listening, and conducting. The three genres afctnstral literature
were experienced in the following descending order: Western European art musi
Western music not considered to be European art music, and world music. Lastly, the
three evaluation techniques were experienced in the following descending order
performance competence, descriptive competence, and creative competence.

Overall, university undergraduates reported experiencing 62.70% of the principle
elements of the theoretical Comprehensive Musicianship curriculum model. The rank
order of the five Comprehensive Musicianship principles from most to least exqaegtie
was determined: concepts, evaluation techniques, activities, content, andiorstfuct

literature. The rank order of Comprehensive Musicianship principle elements was
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determined with rhythm, melody, and harmony experienced most frequentlg,wdrid
music, conducting (activity), and conducting (content area) were experieastd |

frequently.



81

Chapter 5: Discussion

The purpose of this study was to determine the percentage of undergraduate
elementary education majors and music majors at a mid-Atlantic unyeisit reported
experiencing principles of the Comprehensive Musicianship approach during ¢feir hi
school general music experiencés.this chapter, results are discussed to further
understand the incorporation of Comprehensive Musicianship principles in high school
general music. The chapter includes the following sections: explanaticsuti§ye
relationship of results to existing studies, limitations of the study, intigireafor further
research, and overall significance of the study.

Explanations of Results

The results of this study show that while the principles and principle elements of
the theoretical Comprehensive Musicianship curriculum model are incorpardteghi
school general music courses, there is inconsistency in their application amdooiwc
for improvement. The results show the principle elements that have been experienced
frequently and those in which an improvement in implementation needs to be made. The
principle elements that were experienced by less than 50% of the partiepdrgsem to
need the most attention from teachers are creative competence, Westiernohu
considered to be European art music, music history, music literature/stigie, m
aesthetics, improvisation, world music, and conducting.

Wave analysis.

Results of the wave analysis show that, on average, music majors experienced

12.91% more principle elements of the theoretical Comprehensive Musicianship

curriculum model than elementary education majors. While the exact reasons a
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unknown, it may be that music majors took more rigorous types of high school general
music courses that included more content and skills because of their gresagstiin

music. Another reason could be that music majors are more familiar with thenggeani

of the Comprehensive Musicianship principle elements, and as a result have a better
knowledge of whether or not they experienced them. Although brief descriptions of each
principle element were given, the terms may have still been unclear wpzarts

lacking a strong musical background.

Gender.

Out of the sample of 43 university undergraduates, 74.42% were female while
only 25.58% were male. This difference may have been a result of the targetipopulat
chosen in convenience sampling: elementary education majors and music majors. Out of
the entire population of 75 elementary education majors who were asked to complete the
guestionnaire, only four were male. Out of these four, only one completed the
guestionnaire. The gender difference could also be a result of the type of students w
were eligible to complete the questionnaire. Out of the elementary educajore amal
music majors, perhaps females were more likely to have taken a high schoal gener
music course while males might have been more interested in performing essemble
other, non-music courses.

Type of high school general music course.

The types of high school general music courses that participantseckfaking
yielded interesting results. Performance-based courses and acaderséesdad
drastically higher rates of enrollment than listening-based, technologgsbas

combination courses. Perhaps this is because performance-based classesnonol
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active and student-centered learning than listening-based, technology-based, or
combination courses. This course content might be more appealing to students than that
found in other types of courses. Academic courses such as AP Music theory are often
offered in high schools to prepare students for college music study. Students might be
more inclined to take these types of courses to receive college credit or teebe be
prepared for college study. Also, because the majority of participargsmesic majors,
it is logical that many of them (and not many of the elementary educatiorsinamrld
have taken academic music courses in high school in preparation for their oudiege
Upon further reflection on the question about type of high school general music
course, the researcher has determined that the wording may have been unclear. The
guestion reads, “Check the type(s) of music course(s) you took for credit atglour hi
school.” A student who took one general music course that involved music technology
and performance may have selected both “Performance-based” and “TecHradegy
because the instructions did not make it clear to select only one option per course.
Because this data is not central to the research questions, it is not causatfoomycern,
but should be considered in the discussion of results.

Results of resear ch questions.

Concepts.

Of the seven concepts within the theoretical Comprehensive Musicianship
curriculum model, rhythm, melody, and harmony had the highest percentages of
participant experience in high school general music courses. Rhythm is oftelecshs
the foundation of all music, so it is not a surprise that every participant reported

experiencing it. To a certain extent, students must have a basic understankytignof r
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melody, and harmony to understand form, tonality, and texture, which were experienced
less often. Timbre was experienced the least often, yet does not rely on thedgsooi
other elements for its understanding. All concept elements were expdrignatleast

50% of the participants, however, and this did not occur with any other principle of the
Comprehensive Musicianship model.

Content.

The greater diversity in the experiences of the nine content areas ofdtetitia¢
Comprehensive Musicianship curriculum model may be due to the fact that these area
have been traditionally isolated as separate subjects of music study. Ineadsers’
education, separate courses in music theory and music history are often offéred, a
teachers continue to teach the subjects separately to their own students. Some high
schools even offer courses in these separate subjects. As a result, the wide range i
experience of these nine content areas is not surprising.

Of the nine musical content areas in the Comprehensive Musicianship model,
music theory, performance, and ear-training were experienced by theanospants,
while improvisation and conducting were experienced by the fewest participanen G
the responses to the question about the types of high school general music courses, these
results are fitting. The percentages of students who experienced composition, mus
history, music literature/style, and music aesthetics all grouped togethermiddle-
lower end of the list. It is not surprising that improvisation was the second least
experienced content area considering that many music teachers do not know how to

improvise, or do not feel uncomfortable improvising themselves (Bell, 2003).
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While music teachers learn to conduct in their training, it is apparentlyt ghakil
most teachers are not passing on to their high school general music students. Since
conducting is a skill used primarily by music teachers, conductors, and direictors
musical ensembles, it is not surprising that music teachers would not teadtutients
this skill. With so many other content areas to teach that are immedippigable to
students’ performing and understanding of music, teaching students to leadlmusic
ensembles might seem unnecessary. Perhaps music teachers feel dhskilt Ietter
left to college students who have chosen to make a career out of music.

Activities.

Discussing and performing music tied as the most experienced actwtietthe
five within the theoretical Comprehensive Musicianship curriculum model. Sitoilar
the most experienced musical content areas, these results align withtile tgpes of
courses participants took in high school. While performing music is crucial to
performance-based courses, discussing music is vital to any type of muske. cour
Creating and analytical listening were experienced in similar amob®114% and
55.81% respectively. Similar to the results of the musical content areas, condaging w
reported to be the least often experienced musical activity. This might laenexiby
the reasons previously described for the low percentage of experience in conasieting
concept.

Instructional literature.

Compared to the other principles of the theoretical Comprehensive Musicianship

curriculum model described to this point, instructional literature is the lepstierced

by participants. This seems to indicate that the high school general music texdees
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to focus on one or a few types of musical literature rather than presentiyglifiarent
types. The results may also be due to confusion over the descriptions of the types of
literature. Participants may not have known how to categorize music that theyl studi
high school.

Out of the three categories of instructional literature, Western Euroggansac
was the most experienced (69.77%). This is surprising, given the prominence of popular
music over classical music in society. It is not surprising, however, when aomgitihe
amount of music teachers’ college education that focuses on art music. A paoisiesn
when music teachers spend most of their education learning about western Earbpean
music, but are expected to teach a variety of styles of music.

The second most experienced genre of music was Western music not considered
to be European art music (48.84%), while world music was experienced by only 27.91%
of the participants. Perhaps this is because teachers do not receive enougtneatucat
different genres of world music to feel comfortable including them in theisesur
While music education majors are often required to take two semesters ofhistmiy
and music theory based on Western European art music, there is often no requirement for
study in world music. A survey of undergraduate music education curriculum content
found that 42.3% of the programs do not include a study of music in world cultures
(Schmidt, 1989).

Evaluation techniques.

Similar to the results of the previous research questions, participants reported
experiencing the three evaluation techniques within the theoretical Compvehens

Musicianship curriculum model in the following descending order: performance
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competence, descriptive competence, and creative competence. Given that evaluation of
music performance is perhaps the most authentic form of assessment in music, and
performance-based courses were the most frequently taken coursescipapést it is

not surprising that 79.07% of participants experienced performance competence.
Descriptive competence was experienced by 67.44% of participants. il libgit the
number would be high considering the variety of types of courses students reported
taking, but it is also surprising that the number is not higher since describingaoulsic

be incorporated into the assessment in any type of music course.

Approximately 49% (48.84%) of participants reported being assessed in their
creative competence. Perhaps the low percentages of experience witte gneatiple
elements is due to music teachers who are wary of assessing student® creat
competence because it is a somewhat subjective task. It is difficult to qsamiéone’s
creativity and teachers might not want to deal with negative reactions from stadent
the possibility of stifling students’ future creativity with a caticemark. Also, teachers
might not feel qualified or comfortable teaching composition and improvisation.cMusi
teachers might have never composed or comfortably improvised before aforéhere
would not consider teaching it. Improvisation and composition are not often course
requirements for music education majors, but are skills that students arexéeted
to be taught in other courses, or expected to absorb or synthesize somehow on their own.
To increase the creation of music among high school general music studeatsjuber
be more adequate teacher preparation in the areas of music creation aegstaeiss
Objective rubrics detailing the grading criteria will assist teescimethe fair assessment

of students’ creativity.
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Overall Comprehensive Musicianship experience.

Participants in this study on average experienced only 62.70% of the principle
elements of the theoretical Comprehensive Musicianship curriculum model. While
participants experienced at least half of the Comprehensive Musicianshiplpsnci
elements, changes could be made to equalize the experience of all principlesahmong
students. Given that Comprehensive Musicianship reached its peak in the 1970s, it is not
surprising that teachers do not incorporate the principle elements more oftehis Wha
surprising, however, is that the more recent national standards call for the same
principles, yet they are not taught equally. With limited class time and mcbkdla
teacher education though, it is understandable why teachers do not incorporateeall of t
principles of the Comprehensive Musicianship approach into their teaching of high
school general music courses. On a positive note, all students reported expggaenci
least 25% of the principle elements.

Rank order of principles.

The rank order of the five principles and 27 principle elements of the thebretica
Comprehensive Musicianship curriculum model showed the order in which they were
most experienced by participants. As previously described, it seems lbgicabncepts
would be the most experienced principle by participants because they can easily be
applied to any type of music course. The low percentage of experience witlotinatl
literature seems to indicate that high school general music courses did aotaussy of
categories of instructional literature.

Concerning the rank order of principle elements of the Comprehensive

Musicianship approach, participants’ responses showed consistency when they tesponde
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with similar percentages in the elements concerning performance (cargant

performance 83.72%, activity: performing — 83.72%, evaluation technique: perf@man
competence 79.07%). These results show that some students performed music in class,
but were not assessed on their performance. While the principle elemeing telat
conducting (content area: 23.26% and activity: 25.58%) were the last two in the rank
order, there is a slight difference in the data. Because the percentagestvesren,

some students must have conducted as an activity in class, but never actunaty lear

about it as a content area. The four principle elements relating to cnaating

(activity: creating — 58.14%, content area: composition — 53.49%, evaluation technique:
creative competence — 48.84%, and content area: improvisation — 34.88%) weredscattere
throughout the middle-lower end of the list, showing some inconsistency in persentage
of experience. The musical activity creating encompasses both compasdion a
improvisation, so its higher percentage than the individual percentages of the content
areas of composition and improvisation is logical. The percentage of particigents w
were assessed in their creative competence was lower than those wienegger

creating and composing music, indicating that some students experienceakcthotses,

but were not assessed on them. Overall, the rank order shows what principleslement
are being taught frequently and what ones need to be taught more frequently.

Relationship of Resultsto Existing Studies

Hanley and Montgomery (2002) pointed out the lack of research concerning
music education curriculum, particularly in the areas of curriculum effeesgand the
lack of replication of studies. The present study replicated the work of Heavney (1999

who examined the incorporation of Comprehensive Musicianship principles in secondary
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instrumental music. The present study adds to the body of research by exah@ning
incorporation of Comprehensive Musicianship principles in a new content area: high
school general music.

Because of the limited amount of existing research on high school genei@al mus
and Comprehensive Musicianship, there are not many studies with which the results of
the present study can be compared. One relationship between the present study and
existing literature is Reimer’s (1965) call for courses of study in ligbhd general
music. Although the Comprehensive Musicianship approach is not itself a course of
study, it provides an outline of course content that can be applied to any course,
particularly a high school general music course. If music teachers usgaptioach
when designing courses of study in high school general music, results from skedies |
the present one might be very different.

Boardman (1980) identified the inadequate preparation and lack of high school
general music teachers, while Parkes (1988) identified the inadequadeaticapof
elementary band directors regarding the Comprehensive Musicianship apprbasb. T
findings may relate to some of the results in this study. If teachers aselhprepared
to teach improvisation, world music, or an overall integrated music course, they may not
feel comfortable teaching them, and choose to exclude them from their currictiusn
may explain the low percentages of experience in these areas in the sieenAlso
supporting this idea from the opposite side are Johnson’s (1992) and Cargill’s (1986)
findings that choir teachers and band directors who received training in Comprehens
Musicianship were more likely to incorporate Comprehensive Musicianshippsesci

than did those who were not trained.
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Besides Heavner's (1999) study, no other studies have examined the content and
curricula of high school general music courses. In analyzing data, H€&988) used
the Chi-Square Goodness-of-Fist to determine whether or not observed scores
matched predicted scores. The closer the observed scores came to the predested scor
the more adequately the principle was incorporated. The present study usedgescent
as a way of comparing data instead of Chi-Square scores because théeesehrmot
feel that the method of obtaining predicted scores was sufficient. Percesttagea
clear description of what participants experienced without factoring dhgbiens.
Consequently, results from this study cannot be compared with those from Heavner’s
study, although some associations can be made.

Heavner (1999) ranked the five principles in order of how close their observed
scores came to matching the predicted scores, while the present study ranked the
principles from highest to lowest percentages of experience. There agstintgr
similarities and differences between the results from the two studmesmast striking
difference is that the principle that came closest to matchingatistore in Heavner’'s
(1999) study was instructional literature, which was the least experiennenpie in the
present study. This indicates that secondary instrumental courses use ganety of
instructional literature than high school general music courses. This is swyprisi
considering general music courses have the flexibility to include gleya$tmusic.
Secondary instrumental ensembles, on the other hand, generally have a set
instrumentation with which to work, creating the possibility for limited geonfe
repertoire. Aside from that major difference, the rank order of the other foulppesic

was the same in both studies, indicating similar teaching practices betacmrary
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instrumental and general music teachers in the areas of concepts, evalubtimuéss
activities, and content.

The observed score for overall comprehensive musicianship in Heavner’s (1999)
study did not match the predicted score, indicating that comprehensive musicianship
overall was not incorporated in the teaching of secondary instrumental ensentides. T
overall percentage of Comprehensive Musicianship principles experienced isghetpr
study is 62.70%. Because the present study did not use predictions, the results cannot be
directly compared to Heavner’s (1999).

Heavner (1999) identified three areas that were in special need of attantion i
secondary instrumental courses: creating, conducting, and analyticahtistéihile
conducting is also one of the three least experienced principle elements in high school
general music courses, the other two least experienced principlentdessze world
music and improvisation. Creating and analytical listening were in the loWef tiae
rank order in the present study, however. It is not surprising that improvisation was not
one of the areas needing special attention in Heavner’s (1999) study sioicéssg
instrumental ensembles are performance-based and many include immoyvias
surprising, but encouraging, that secondary instrumental ensembles incorptdte w
music more than general music courses because of the typical instruomeztakithe
researcher’s experience of hearing many ensembles play privédtern European art
music or Western non-art music.

Because the principle of content was the least sufficiently incorponatetpfe
in secondary instrumental courses, Heavener (1999) identified the principletléme

the category that needed the most attention: ear-training, composition, irapoovis
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conducting, and music aesthetics. The latter three principle elementhevénece least
experienced principle elements in the present study as well, once againgshow
similarities between teaching practices of secondary instrumentgkeaedal music
teachers. Ear-training and composition were experienced more frequentlypresbet
study, however. It seems logical that teachers of general music coorddsdevote
more time to these areas rather than teachers of performing ensemidescaurses
may tend to be guided by concert preparation. The two other least experieneatl cont
elements in the present study were music history and music literat@e/styl

The different methods of data analysis between the present study and Heavner’s
(1999) study made comparison of results difficult, but similarities and diffesewere
revealed. Both studies concluded that the five principles of the theoretical
Comprehensive Musicianship curriculum model were not equally experienced by the
participants. The main difference between the results of the two stuthes is
instructional literature was the most incorporated principle in secondanymesital
ensembles and the least incorporated principle in high school general musis.cdinse
other four principles were incorporated similarly between the two studies.

Limitations of the Study

The results of this study cannot be generalized to the entire population of
university undergraduates who have taken general music courses for thozes reairst,
the sample size used in this study was not large enough. According to Creswell (2005), a
sample size of at least 300 participants would be necessary to generalezeilise This
number was calculated using 50/50 as the proportion of the sample with cham@cherist

95% confidence interval, and 6% sampling error (Creswell, 2005). The small sEmple
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43 participants used in this study does not meet the criteria for generalizivegentire
population.

Further, it is unknown whether the low response rate was due to disinterest in
participation or because not many students took high school general music.cdhises
uncertainty could have been resolved by opening participation in the study tothay of
students and asking them first whether or not they took a high school general music
course. Since the population of students who were sent invitations to participate was not
restricted to only those who had taken high school general music scores, allowing all
the students to answer at least one question would have shown more clearly the number
of students who had taken high school general music courses and the number who did not
want to participate.

Second, the sample was selected through convenience sampling, a type of
nonprobability sampling in which participants are selected because thesadabla for
study (Creswell, 2005). In addition to the small sample size, this process thgdlee
sample indicates that the results may not be representative of the entiaipopul
(Creswell, 2005). Because undergraduates from one university and fronicapegis
(elementary education majors enrolled in a music fundamentals course and ajass§ m
were selected, the sample was also not representative of the total populationrsftynive
undergraduates. The high percentage of female students majoring in elementary
education also might have created an unrepresentative sample of the population.

Third, 52 responses to the questionnaire were initially received, while only 43
were considered applicable after cleaning the data. For a varietgsains previously

described, nine responses could not be used. Some of them may have been prevented



95

with more explanation or by having all participants complete the questionmaieesion.

Even though an e-mail address was given with which participants could e-maibgsiesti
about the questionnaire, no questions were received, although some questions were
answered during the live administration of the questionnaire to the elementaayi@duc
majors. Technical problems may have also played a role in the responses tluatlyvere
completed up to a certain point. Perhaps administering the questionnaire in perdon coul
have eliminated those problems.

Implicationsfor Further Research

This study engenders many new ideas for further research on the topigpsPerha
the most obvious idea is to replicate the study with a larger and more regresenta
sample so that the results can be generalized to the entire population. Avoiding the
limitations previously described, researchers could obtain a more accurataf wlat
principle elements of the Comprehensive Musicianship approach high school general
music students’ experience. Although it would be more difficult to obtain participants
and permission, it may be even more revealing to survey high school students who have
recently completed a general music course since the information wouldbenftleir
minds.

Aside from the main results of the present study, interesting results eghpear
when comparing subgroups of the sample based on gender, major, and type of high
school general music course taken. For example, in a comparison of female@and mal
responses, the most frequently selected category of high school generalourssdyy
females was performance-based (62.50%), while the most frequently sebdetguly by

males was academic courses (90.91%); however, the percentage of males wéd report
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taking performance-based courses (72.73%) was still higher than the percentage of
females (62.50%). In a comparison of elementary education and music majors, both
groups had similar percentages of students who had taken performance-baseg courses
however, a large difference appeared in the percentage of students who took@academ
music courses. In a comparison of all groups of participants, all percentagesatif ove
Comprehensive Musicianship experience were greater than 50%. The highestapgercent
of overall Comprehensive Musicianship experience was from students who had taken
technology-based courses (80.25%), while the lowest percentage was frantalgm
education majors (53.40%). Another study could look into these differences more
thoroughly and examine the causes of them.

Another idea for future research would be to study student preference for the
Comprehensive Musicianship approach or a single-method approach. A study could be
performed in which two or more sections of the same course, for example ctass gui
could be taught. In one class, the Comprehensive Musicianship approach would be used,
in which students experience all 27 of the principle elements. The other classeéde
taught each with a single-method approach. For example, one class could focus on just
learning to play guitar, while another class could focus on learning to wrgee fior
guitar. Students would express their preferences for aspects of the coursndtdhe
the course, during the course, or both. It could be done either with a qualitative or
guantitative study. It is important to consider students’ enjoyment in theirrgaas it
affects their motivation.

An equally if not more important study would be to repeat the same experiment

previously described, but measure students’ achievement at the end in areas such as
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performing, describing, and creating music. It is important to know how effebgve
Comprehensive Musicianship approach is when compared to other approaches. A
longitudinal study could also compare the success in college music study ofstudent
were taught with the Comprehensive Musicianship approach versus students who were
not.

Continuing with studies of high school students, it would be valuable to learn why
students choose certain music courses. While some students do not have more than one
option at their high school, other students may have the option of choosing from many
music electives. Knowing the decision-making factors of students could helhetea
adjust their courses so that they better meet the desires and needs afdbeisstBy
doing this, music teachers might be able to entice a greater percentage chbah s
students to continue their music education.

Another idea would be to survey high school general music teachers to determine
their knowledge of, attitudes toward, and use of the Comprehensive Musicianship
approach. Comprehensive Musicianship is no longer a widely-used phrase, and some
music teachers are completely unfamiliar with it. It is important to knoshé&zs views
on the subject to determine how to proceed in promoting and implementing this
methodology.

Just as valuable as knowing teachers’ views on Comprehensive Musicianship is
knowing how those views were cultivated in music teacher education. A survey of
college and university music education programs could reveal what music seacher
are not learning about Comprehensive Musicianship. This would reveal areas in need of

improvement to best educate future music teachers.
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Along the same lines of music teacher’ preparation, it is important to know how
confident and comfortable music teachers are with teaching the prin@piergk of the
Comprehensive Musicianship approach. It is important to know why certain elements
such as conducting and improvising are experienced so infrequently. If it is belcause o
lack of teacher preparation, it is important for music teacher educatorswat&make
adjustments to benefit future music teachers and ultimately future musintstude

A study could be performed in which Comprehensive Musicianship curricula are
created and evaluated for a variety of high school general music courses. This
knowledge would allow teachers to learn what kinds of concepts, content, activities,
instructional literature, and evaluation techniques work with actual students iicspec
types of courses. Seeing sample lesson plans would give teachers ideastbtose
grow from in their own teaching. Similarly, a qualitative study could be peedin
which the best practices of high school general music teachers who use the
Comprehensive Musicianship approach are revealed. The same two ideas could be
repeated with music teacher education courses so that college and univers#gnprogr
can get ideas for practically implementing and teaching about the Compuehensi
Musicianship approach.

Overall Significance of the Study

Music programs in American high schools are dominated by performing
ensembles, which primarily emphasize the skill of performing. The nationdbsts
for music, however, emphasize three main skill areas in music: performsugibaey,
and creating. Because of the flexibility in content and structure, general cousses

may be an ideal venue for high school students to learn all three of these valdigble ski
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Comprehensive Musicianship is an approach that emphasizes these three skills in an
integrated approach toward learning music. High school general music dbiatses
utilize the Comprehensive Musicianship approach may be a successful option for high
school music education. Because of a lack of research, the current status of
Comprehensive Musicianship in high school general music courses is unknown.

This study contributes to the limited, but growing body of research on high school
general music and Comprehensive Musicianship. Only one other study has examined t
incorporation of Comprehensive Musicianship in a specific type of course — secondary
instrumental ensembles (Heavner, 1999). No other studies have examined curricular
content and teaching practices in high school general music courses.

Results from this study indicate that principles of the Comprehensive
Musicianship approach are not incorporated equally into the teaching of high school
general music courses. Of the five principles of the theoretical Comprahens
Musicianship curriculum model, the only one experienced by more than 75% of
participants was concepts. The area in most need of improvement in high school general
music courses is instructional literature. Almost 50% of participantsierped all five
of the principles, however, indicating that many teachers are incorporating
Comprehensive Musicianship principles.

While not able to be generalized to a larger population, conclusions from this
study might cause music teachers, fine arts administrators, and muker tedgcators to
evaluate their own programs regarding Comprehensive Musicianship in high school
general music. Music teacher educators might realize that a shiftischi@emusic

teacher preparation, perhaps in the areas of improvisation and world music. $-ine art
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administrators and music teacher educators might realize that theirpmgiams are

not as comprehensive or integrated as they could be. Perhaps further stliiesionie

analyzing the incorporation of Comprehensive Musicianship principles in high school

general music courses or developing curricula for high school general cousses

using the Comprehensive Musicianship approach. While the implications of this study

cannot be predicted, it may at least spark thought or discussion. Willoughby (1971) made

the observation that
Complete musicianship development cannot be achieved in any one course or
even a sequence of courses, but continues throughout life; therefore, the
responsibilities of the teacher are to help the student acquire tools and
competencies which he can then use outside his formal schooling, and to
stimulate his appetite for continued growth in his own musicianship and in his
ability to cope with unfamiliar pieces and new musical experiences (p. 38).

Similarly, this study is just the beginning of a deeper exploration on an imptapantn

music education.
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Appendix A

Comprehensive Musicianship in High School General Music Courses Questionnaire

High School Music Experiences Questionnaire

1. Consent Form

You may print this page for your records.,

*q, Project Title: A Questionnaire for Principles of the Comprehensive Musicianship
Approach in High School General Music Courses as Reported by Undergraduate
Students Enrolled in a Mid-Atlantic University

Why is this research being done?

This is a research project being conducted by Janet Montgomery at the University of
Maryland, College Park. We are inviting you to participate in this research project
because you are at least 18 years of age and you are an undergraduate music major or
an elementary education major enrolled in MUED155: Fundamentals for the Classroom
Teacher. The purpose of this research project is to determine what percentage of
undergraduate students at a mid-Atlantic university reported that they experienced
principles of the Comprehensive Musicianship approach in their high school general
music experiences. This information will add to the current body of research in music
education and may assist music educators who are interested in improving their
teaching of high school general music.

What will | be asked to do?

The procedures involve one session during which you will be asked to complete a
guestionnaire about your experience in a high school general music class. Questions
will be asked concerning the use of Comprehensive Musicianship principles in the
class. Topics of questions will include concepts, content, activites, instructional
literature, and evaluation. The total time for your participation will be between 5 and 10
minutes.

What about confidentiality?

We will do our best to keep your personal information confidential. To help protect your
confidentiality, (1) the questionnaires will be anonymous and will not contain
information that may personally identify you and (2) data will be stored in a locked filing
cabinet and a password-protected computer. If we write a report or article about this
research project, your identity will be not be revealed because it will nat have been
collected as data.

What are the risks of this research?
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High School Music Experiences Questionnaire

There are no known risks associated with participating in this research project.

What are the benefits of this research?

This research is not designed to help you personally, but the results may help the
investigator learn more about the use of the Comprehensive Musicianship approach in
high school general music courses. We hope that, in the future, other people might
benefit from this study through improved understanding of the use of the
Comprehensive Musicianship approach in high school general music courses.

Do | have to be in this research? May | stop participating at any time?

Your participation in this research is completely voluntary. You may choose not to take
part at all. If you decide to participate in this research, you may stop participating at any
time. If you decide not to participate in this study or if you stop participating at any time,
you will not be penalized or lose any benefits to which you otherwise gqualify.

What if | have questions?

If you have any questions about the research study itself, please contact Janet
Montgomery at: University of Maryland School of Music, 2110 Clarice Smith Performing
Arts Center, College Park, MD 20742-1620, (telephone) 301-405-5503, or (e-mail)
janetm@umd.edu

If you have questions about your rights as a research subject or wish to report a
research-related injury, please contact: Institutional Review Board Office, University of
Maryland, College Park, Maryland, 20742; (e-mail) irb@umd.edu; (telephone) 301-405-
0678

This research has been reviewed according to the University of Maryland, College Park
IRB procedures for research involving human subjects.

Statement of Age of Participant and Consent

Your electronic signature below indicates that:

you are at least 18 years of age;

the research has been explained to you;

your questions have been fully answered; and

you freely and voluntarily choose to participate in this research project.
Hame of Particinant

Data
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High School Music Experiences Questionnaire

2. Background Information

* 1, Gender
() Fomaia
O wae
¥ 2, Year of graduation from high school.
() 2004
O 2005
o
O 2007
O s
O 2009

[i:l Oiher (ploass specify)

¥ 3, Check the type(s) of music course(s) you took for credit at your high schoal,

D Performanca-based (&g, Guiler Class, Hewboard/Plano Class, Voice Class, Reck Band, Maniachi Enasmble, Parcusaion Ensamile,

Handbaell Cheir, World Drumming, Beginning Instrumental Music, Jazz Improvisation)

| | Listering-oased (o.p- Music Approciation, Popular Music, Music History, Warld Music, Musical Thealer, Jazz Hislory, History of Rog)
D Tachnolagy-based (8.0, Music Teshmalsgy, Sound Enginasding, Music Compositisn]

| | Academic (e Music Theary, AP Music Theory, Music Elements, Jazz Theary)

|:| Combination (g Genaral Music, 18 Music)

| | Oiher (ploass specify)




High School Music Experiences Questionnaire

3. Concepts

Wara the following concepds taught and denveloped in your high school ganaral music class?

X {, Timbre: quality of sound that distinguishes different types of sound production
O Yes
g j -

¥ 2. Rhythm: variation of the length of sounds and silences in music

Q Yes
O Nao
¥ 3. Harmony: use of simultaneous pitches or chords
O v
{::I N
* 4. Form: the organization of different sections of music

() wes
) he

*5, Melody: a succession of musical tones perceived as a single entity; a tune
() e
O

¥g, Tonality: a system of music in which pitches are related to one another based on a
key center or tonic

() wes
O Ra
*¥ 7, Texture: the number and character of musical parts playing at the same time
O ras
{.) Mo
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High School Music Experiences Questionnaire

4. Content

Did you receive instruction in the fallowing musical areas in your high school general music class?

X {, Music Theory: study of musical elements, such as harmony, rhythm, meter, etc.
O Yes
g j -

¥ 2, Music History: study of the evolution of music through different historical time
periods

U You
O Hi

* 3 Musie Literature/Style: study of many different pieces of music to determine different
genres of music and style characteristics

O v
Cj Mo

¥4 Ear Training: identifying musical elements such as intervals and harmony by ear
(listening)

() wes
O Ra
*5 Composition: writing one's own music
() ves
() e
¥g, Improvisation: ereating music by performing it on the spot without writing it down
O kil
Q Mo

¥ 7, Performance: making music by singing or playing instruments (traditional or non-
traditional)

Pt

() ves
() ne




High School Music Experiences Questionnaire

* g, Condueting: using gestures to direct a musical performance

Y
L) ¥es
L

lrj Hix

¥ 9 Music Aesthetics: study of the expressive qualities of music

"
L) Yes
R

Pt

IL.JI [L15]
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High School Music Experiences Questionnaire

5. Activities

Did you participate in the following musical activites in your high school general music class?

Xq, Performing: making music by singing or playing instruments either in class orin a
class performance outside of class time

O You
O N

¥ 32 Creatl ng: composing, improvising, or arranging music

U You
O Hi

¥3 Conducting: using physical gestures to direct a musical performance
O v
|::| ha

¥ 4, Analytical Listening: critical listening to music to determine musical elements and
understand the composition

O ves
O

¥ 5, Discussing: talking about music with others in class
() ves
O [at]

107



High School Music Experiences Questionnaire

6. Instructional Literature

Was the following muosical Merature included (in class or at concarts) in your high schoal ganaral music class?

X {, Western European art music from three or more different musical periods (e.q.
Renaissance, Barogue, Classical, Romantic, 20th Century)

O You
O N

* 2 Western music not considered to be European art music from three or more different
countries or cultures (e.g. Folk, Traditional, Jazz, Rock)

O

) ne

* 3. World music from three or more different countries or cultures (e.g. Japan, India,
Africa, aboriginal Australia)

O e
O
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High School Music Experiences Questionnaire

7. Evaluation

Wera you avaluatad in the following areas in your high school ganeral music class? (Each type of evaluation needs 1o be
prasant onby once to receive an aflirmative responsa.)

¥ {, Descriptive Competence: ability to describe music and musical elements
O You
Q Mo

* 2 performance Co mpetence: ability to perform music accurately and expressively

U Yes
O N

¥ 3, Creative Competence: ability to create music through improvisation, composition, or
arrangement.

O s
I:_::I Hi
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High School Music Experiences Questionnaire

8. Incentive

To ensura that each student has only taken the survey ance, entar the last thres digits of your university 1D numbaer.

To receive a candy bar for laking the Eme to complete this survey, bring your 1D ta the music edecation aflice {room
21300} in the Clarice Smith Perfarming Arts Canter anylime it is open.

1. Last 3 digits of university ID number
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High School Music Experiences Questionnaire
9. Thank you!

Thark you vary much for your ime!
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Appendix B

Questionnaire Invitations
Dear former MUED155 students,

| have contacted you because you are one of my former students in MUED155:
Fundamentals for the Classroom Teacher. | am conducting a reseaech foromy
Master’s thesis and | could use your help!

If you have taken a music course for credit in high school that was NOT choir, band, or
orchestra and you are 18 years or older, you are eligible to participate in this
guestionnaire. Participation in the questionnaire is voluntary and will take apjateky
5-10 minutes.

Here is a link to the questionnaire:
http://www.surveymonkey.com/s.aspx

This link is uniquely tied to this questionnaire and your email address. Please do not
forward this message.

On the consent form, it indicates that the researcher is Dr. Janet Montgdsheris my
thesis advisor and this is just a formality - it is really my study.ouf lyave any
guestions, you can contact me at any time at jsitarz@umd.edu

As an incentive, anyone who completes the questionnaire will receive instruations
how to receive a free candy bar

Thank you for your time and your help! | hope you are doing well. Keep me posted on
your life!

Sincerely,
Jane Sitarz

Please note: If you do not wish to receive further emails about this, plekshe link
below, and you will be automatically removed from the mailing list.
http://www.surveymonkey.com/optout.aspx
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Dear Undergraduates at the University of Maryland School of Music,

My name is Jane Sitarz and | am a Master’s student in Music Education at vieesityi

of Maryland. | am contacting you because you are a music major and | coulnbuse y
help with my Master's thesis research project!

If you have taken a music course for credit in high school that was NOT choir, band, or
orchestra and you are 18 years or older, you are eligible to complete thisrmueass.
Participation is voluntary and will take approximately 5-10 minutes.

As an incentive, anyone who completes the questionnaire will receive instruations
how to receive a free candy bar

Here is a link to the questionnaire: http://www.surveymonkey.com/s/hsgensiralm
If you have any questions, you can contact me at any time at jsitarz@umd.edu
Thank you for your time and your help!

Sincerely,
Jane Sitarz



114

Dear music undergraduates,

Need a pick-me-up during finals week? It's not too late to earn your free banéy
filling out an online questionnaire that only takes about 5-10 minutes!

You may recall that last week you received an e-mail asking for yougipation in a
research study for my Master’s thesis. If you have taken a music coudmggh ischool
that was not choir, band, or orchestra and you are 18 years or older, you areteligible
participate. You can access the questionnaire with the following link:
http://www.surveymonkey.com/s/hsgeneralmusic

Someday you may be in a similar position needing participants for a reseayglss |
hope you will help me out if you can! Thank you very much.

Sincerely,
Jane Sitarz
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Dear music undergraduates,

You may recall that two weeks ago you received an e-mail from me askiggur
participation in a research study for my Master’s thesis. | want to thankdhpse who
have participated by completing the online questionnaire! Your participation has
been extremely helpful.

If you have not yet completed the questionnaire, this is my final reminder anfbple

you to participate in my study! If you have taken a music course in high schoobthat w
not choir, band, or orchestra and you are 18 years or older, you are eligible to complete a
guestionnaire that takes approximately 5-10 minutes to complete. You can hecess t
guestionnaire with the following link: http://www.surveymonkey.com/s/hsgenasim

Someday you may be in a similar position needing participants for a resealyiss |
hope you will help me out if you can! Thank you very much and have a fabulous
summer!

Sincerely,
Jane Sitarz
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