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undergraduate students. The first question in the section on camaraderie asks survey 

participants about the importance of concert attendance. Does that individual believe it is 

important to show up to the events of others, or for others to show up to their events? Is there a 

difference in importance between recitals and large ensemble concerts? In terms of putting 

studio policy into practice, it would likely be helpful to know what to prioritize. 

There is little research devoted to bonding events in studios specifically, but many 

sources emphasize the importance of peer support. Attar discusses the importance of 

paired practice and mentor relations between students. Two sources discuss the 

importance of cooperation amongst students (Attar, 2010; Theobald, Eddy, Grunspan, 

Wiggins, Crowe 2017). Studies by Austin (1990; 1991) indicate efforts should be made 

to minimize competitive pressure and focus on peer feedback and personal growth 

(Austin, 1990; 1991). The second question in the camaraderie section asks respondents to 

indicate the importance of bonding activities with studio colleagues such as study groups, 

mock auditions, informal student gatherings, or studio parties. 

The role of competition in music is a prevalent topic of discussion in the 

literature, along with discussion of emphasizing a mastery goal orientation instead of 

performance goal orientation and peer comparison (Anguiano, 2006; Austin, 1990; 1991; 

Hendricks, 2009; Mawang, Kigen, & Mutweleli 2018; Sandene, 1997; Smith, 2005). This 

question discerns whether collegiate clarinet students generally believe the role of 

competition in their major helps them grow as individuals. 

Immediate feedback from professors and peers is important (Attar, 2010; Austin, 

1991). Immediate feedback is also helpful in facilitating flow experiences (Custodero, 

2002). The next questions are related to achievement sharing, and whether students prefer 
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to receive peer feedback in studio class directly from their peers or anonymously, and 

whether there is a preference between spoken or written feedback. It also addresses 

student preferences for addressing critical, demeaning or fear-based feedback in the 

studio, and whether the professor takes an active role in addressing this kind of negative 

feedback. It is important for a studio environment to be a safe place for students (Attar, 

2010; Clemmons, 2009; Siqing et al., 2014). 

Creativity Background 

The strength of a studio comes from its diversity. Many sources in the literature 

emphasized the importance of respecting the diversity of talents and learning approaches of 

studio peers and adapting lessons to individual students. (Attar, 2010; Austin & Vispoel, 1998; 

Englert et al., 2019; Jensen, 2005; Robyn, 2010; Williams, 2002). All the questions in the first 

part of the creativity section deal with student beliefs on the importance of incorporating non- 

traditional performance mediums or pieces, collaboration with other instruments/areas 

of expertise, multidisciplinary or multicultural involvement in music performance, 

arrangements/adaptations, and improvisation. The second part of the creativity section 

explores whether or not participants believe they or their studio are actually pursuing these 

creative endeavors. 

An area worth noting is improvisation. Riggs (2006) suggests improvisation can 

be used as a tool to encourage flow through combining spontaneity of expression with a 

sense of play (Riggs, 2006). A study of the proportions of formal practice time such as 

fundamentals or problem solving and informal practice time such as playing music for 

fun or improvisation in the practice of young musicians found that the amount of time 

less advanced musicians and more advanced musicians spent on informal practice was 
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about the same. The more advanced musicians simply spent more time on formal practice 

than their peers, indicating that informal practice is still an important part of the routine 

of more advanced musicians (Sloboda, Davidson, Howe & Moore, 1996). Multiple 

studies suggest the use of improvisation in collegiate studio teaching is important to 

develop expressivity in performance (Attar, 2010; Higgins & Campbell, 2010; Sloboda, 

1991). 

Subjects and Recruitment 

An attitudinal survey using a Likert type scale was sent to current collegiate clarinet 

studio professors known to the principal investigator as well as their department chairs. Email 

recipients then chose whether they wished to take the survey and/or pass it along to their 

students. The survey was also shared through Facebook to active clarinet pages where the 

primary investigator was already a member. The target audience for the survey was adults 18 

and over who were either current students in the area of music education or performance in 

clarinet as majors, minors, graduate students, or a recent graduates of collegiate clarinet studio 

programs (graduating within the last five years). Clarinet professors who are instructors of 

record for clarinet studio instruction at institutions of higher education were also invited to 

participate. Recruitment scripts for email correspondence and social media can be found in 

appendices B and C respectively. These recruitment scripts were approved by the Institutional 

Review Board for the University of Kentucky prior to contact with potential participants. The 

survey had an approximate duration of five minutes, and was open to responses for three 

weeks. The aggregate results of this survey are presented here, and are also presented in sub- 

groups by gender identity and/or degree program of the participant. 

Respondent demographics are worthy of consideration. Of the total survey responses, 
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there were 110 female-identifying participants and 74 male-identifying participants. Five 

participants identified as non-binary, and three preferred not to answer. 135 undergraduate 

students responded to the survey, while only 27 graduate students responded. Of the 

undergraduates, 69 were music education majors, 71 were music performance majors, and 

eight were music minors. These numbers include 13 participants who were double majors in 

both music education and music performance. Of the 27 graduate students that responded, 16 

were masters students. Two of these were studying music education and the remaining 14 

were studying music performance. The 11 doctoral student respondents were all studying 

music performance. 46 professors were contacted directly via email, and 28 professor survey 

responses were received. 

While there were a total of 201 responses, some were removed as duplicates. A 

number of responses were flagged because the short answer response given was identical 

in verbiage and punctuation to another response. The numerical data in each of these 

responses were then compared, and if every Likert type scale numerical answer was also 

identical, the repetitious response was removed. Nine responses were removed from the 

data through this process. 
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I am motivated to work harder when… 

someone else is praised by the studio instructor in 
front of the studio/in a group. 3.71 

I am praised by the studio instructor in front of the 
studio/in a group. 4.23 

I am praised by the studio instructor individually in 
a lesson. 4.4 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Results 

Aggregate Results 

Data are on a five point Likert type scale. A score of one indicates the participant 

strongly disagrees. A score of two indicates the participant disagrees. A score of three 

indicates the participant is neutral. A score of four indicates the participant agrees. A 

score of five indicates the participant strongly agrees. Graphs are organized according to 

the grouping of questions as presented on the survey. 

Figure 1, Praise in Studio Class; Aggregate Data 
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It is important to me that… 

my studio and peers respect my time away 
from the university and avoid contacting me 

if possible. 

I have contact information for my studio 
peers. 21 

I can reach my professor immediately should 
the need arise. 4.44 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Figure 2, Teaching Strategies; Aggregate Data 

2.88 

4

Figure 3, Contacting the Studio; Aggregate Data 

I understand concepts better when my professor 
teaches using… 

sarcasm. 2.69 

humor. 4.12 

personal anecdotes. 4.02 

1 1.5 2 2.5 3 3.5 4 4.5 5 
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Realistically High Expectations 

I have realistically high expectations of 
myself. 4.4 

My professor communicates realistically 
high expectations to me in lessons. 4.44 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Figure 4, Goal Tracking; Aggregate Data 

Figure 5, Realistically High Expectations; Aggregate Data 

I learn best when my professor tracks lesson 
progress and goals using a(n)… 

verbal agreement. 2.8 

physical record, ex: lesson notebook. 3.68 

electronic record, ex: word document. 3.67 

1 1.5 2 2.5 3 3.5 4 4.5 5 



37 

It is important to me that… 

I attend recitals involving my studio 
colleagues. 4.63 

my studio professor attend my recitals. 4.82 

my studio colleagues attend my recitals. 4.48 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Figure 6, Large Ensemble Concert Attendance; Aggregate Data 

Figure 7, Recital Attendance; Aggregate Data 

It is important to me that… 

I attend large ensemble concerts involving 
my studio colleagues. 4.33 

my studio professor attend my large 
ensemble concerts. 3.88 

my studio colleagues attend my large 
ensemble concerts. 3.82 

1 1.5 2 2.5 3 3.5 4 4.5 5 
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I believe the role of competition in my major 
(chair placement auditions, concerto 

competitions, etcetera) helps me grow as an 
individual. 

5 
4.5 

4 
3.5 

3 
2.5 

2 
1.5 

1 

3.84 

1 

Figure 8, Studio Bonding; Aggregate Data 

Figure 9, The Role of Competition; Aggregate Data 

It is important to me that my studio colleagues 
bond together through… 

studio parties. 4.03 

informal student gatherings. 4.1 

mock auditions. 3.42 

study groups. 3.14 

1 1.5 2 2.5 3 3.5 4 4.5 5 
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Adressing Critical, Demeaning, or Fear Based 
Feedback 

My professor addresses critical, demeaning, 
or fear based feedback that occurs between 

students during class. 
3.51 

My professor addresses critical, demeaning, 
or fear based feedback that occurs between 

students outside of class. 
3.42 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Figure 10, Studio Class Feedback; Aggregate Data 

Figure 11, Addressing Critical Feedback; Aggregate Data 

I prefer to receive peer performance feedback in 
studio class… 

electronically/in writing. 3.4 

spoken live/in-person. 4.09 

directly from my peers. 4.12 

anonymously from my peers. 2.66 

1 1.5 2 2.5 3 3.5 4 4.5 5 
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I find it effective when my professor addresses 
critical, demeaning, or fear based feedback from 

students during studio class by… 

letting students work out conflict amongst 
themselves. 

speaking to the whole class about 
ap k. propriate ways to give peer feedbac 4.44 

addressing the behavior outside of class with 
the individual. 

addressing the behavior in class with the 
individual immediately. 

1 1.5 2 2.5 3 3.5 4 4.5 5 

I find it effective when my professor addresses 
critical, demeaning, or fear based feedback from 

students outside of studio class by… 

letting students work out conflict amongst 
themselves. 2.6 

speaking to the whole class about 
ap k. propriate ways to give peer feedbac 4.12 

addressing the behavior outside of class with 
the individual. 4.14 

1 1.5 2 2.5 3 3.5 4 4.5 5 

2.5

4.0

43.
5

Figure 12, Addressing Critical Feedback During Class; Aggregate Data 

Figure 13, Addressing Critical Feedback Outside Class; Aggregate Data 
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I believe it is important to incorporate… 

improvisation. 

arrangements/adaptations. 

multidisciplinary or multicultural 
involvement in music performance. 

collaboration with other instruments/areas 
of expertise. 

non-traditional performance mediums or 
pieces. 

4.6 

4.63 

4.47 

1 1.5 2 2.5 3 3.5 4 4.5 5 

I/my studio incorporate(s)… 

improvisation. 2.52 

performances of arrangements/adaptations. 3.81 

multidisciplinary or multicultural 
involvement in music performance. 

collaboration with other instruments/areas 
of expertise. 

non-traditional performance mediums or 
pieces. 

3.52 

3.74 

3.98 

1 1.5 2 2.5 3 3.5 4 4.5 5 

3.76 

4.1

Figure 14, The Importance of Creative Elements; Aggregate Data 

Figure 15, The Incorporation of Creative Elements; Aggregate Data 
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Short Answer Responses 

The following prompt was given as an optional short answer question at the end 

of the survey: Is there anything else you would like to discuss that you believe is 

important to facilitating a positive learning environment within your studio? Minor 

editing was done for spelling and grammar, but otherwise responses are included as they 

were written by participants. Professor names were redacted along with any potentially 

identifying information. 

• Hugs.

• A caring, yet challenging (within reason) professor who makes all students feel

important and worthy of his/her time.

• I think it’s important that professors stand up for what’s right on social media (i.e.

posting about BLM or LGBTQ+ rights in a positive way) because it makes

everyone feel welcome. It also helps when professors go by students’ preferred

pronouns and names, and actually take the time to learn them.

• Just giving off a positive review on things instead of jumping right into what

needs to be worked on instead of what went well.

• I think professor accessibility to students is very important. Keeping an open

communication between student and teacher proved to be very helpful during my

masters. I would say because of that, I grew the most as a musician.

• I think it’s important to center the individual student when coming up with goals

and expectations. Everyone should be held to realistically high standards, but that

looks different according to each individual musician and person.
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• Teach students how to work with others and that we write our recommendation

letter every day not just with our professor but also our colleagues who will be

our lifelong colleagues.

• Open and honest communication from professors to students about performance,

expectations and failures. More importantly though, that such information gets

shared only with that student and relevant parties (TA, ensemble instructor) and is

NOT gossiped about with other students or unnecessary parties.

• Professor facilitating resources.

• Clear written goals and progress reports for students to have a consistent medium

to compare themselves too.

• I think it is extremely important for the professor to treat every student with the

same degree of respect regardless of major - for example, to ensure that education

majors feel that they receive the same challenges and opportunities as

performance majors if they so choose. I also believe that it is helpful to have a

similar degree of respect between undergraduate and graduate students - everyone

is on a musical journey; some people are just at different stages of education.

• Overly critical/demeaning feedback isn't much of an issue at all in my studio, so

responses about such may be off.

• I believe my studio has an incredibly positive learning environment due to the

kind nature of my professor and the feeling of community among my studio peers.

Having a healthy relationship with your colleagues and professors is vital.
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• Clarinet players have the added option for clarinet quartets. While maybe not a

mainstream medium, there is enough repertoire and clarinets in the roles for this

to be a great way to get to know you studio mates.

• I think everyone within a studio should be comfortable with each other. Not

necessarily friends, but that would be nice as well. Music is more rewarding when

you perform it with people you are good friends with.

• Encouraging strong self-identity so you do not feel too much imposter syndrome.

Allowing the student to make decisions, as well as being transparent with what

other students are working on. I find a strong dislike to competitive aspects, even

though I usually can place high—I find they cause unnecessary stress and only

teach a student to practice hard when the material is visually seen (name on a list,

chair high) rather than trying to push for intrinsic motivation.

• X is the most supportive and kind professor I have ever had. I believe that studio

members need to bond more.

• Professors should not be possessive over their students. Students should be

encouraged to seek out diverse learning experiences, including with other

clarinetists where/when appropriate.

• Trusting people to not make fun of each other. Teachers genuinely caring. No

favoritism.

• I believe playing in clarinet choir with each other promotes a sense of

togetherness within the studio.
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• There are people in my studio who do not give constructive feedback. It results in

many students feeling terrible about themselves and it’s not helpful to their

progress.

• Studio professors should be kind when giving feedback. Students are more

resistant to feedback from profs when the prof degrades the student, laughs at the

student, or says inappropriate things.

• I really think improvisation is undertaught and would provide many musical and

personal benefits to clarinet studios.

• I think that the professor should end the lesson early if for any reason they are

feeling out of character or particularly irate that day. It is okay for a professor to

save face and keep the respect/trust of their student by not berating the student,

but by sending a calm email later expressing your concerns about the student's

performance in the lesson. There are tactful ways to handle serious points of

contention. It is not only a good reputational skill to have, but is also the humane

thing to do. If you are going to be an educator, acting with even the smallest drop

of empathy goes a long way with people. Nobody wants to be the crazy monster

professor.

• Addressing the difference between confidence and ego.

• I think the most vital part is getting to know each other’s goals and aspirations.

That way we can help each other achieve our goals!

• Talking about rehearsal ethics.
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• A studio professor that responds promptly to correspondence (emails, etc.)

facilitates great communication and therefore a more positive learning

environment.

• If the studio professor is respectful and supportive, the studio will generally

follow suit.

• How often are studio members encouraged to discuss their emotions around a

piece/performance? How does this affect the studio?

• X used to gossip about students to the others in the studio. We weren’t allowed to

play anything besides traditional clarinet music. He blew off recitals and juries.

He told us we were a waste of his time. He bragged about giving C’s to students

he didn’t like. He told students they were faking documented disabilities. So don’t

do any of that and it should be positive.

• WHAT A WASTE OF TIME! The design of the survey is juvenile. Your study

advisor should have not approved it! This shows what low academic standards the

study of music has descended to in our colleges and universities.

• Mutual respect between students and the teacher are critical to the success of any

studio endeavor. If students know or suspect that the instructor does not have the

best interests of the students in mind at all times, then it's 'game over' for that

studio.
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I am motivated to work harder when… 

someone else is praised by the studio 
instructor in front of the studio/in a group. 

3.78 
3.68 

I am praised by the studio instructor in front 
of the studio/in a group. 

4.11 
4.31 

I am praised by the studio instructor 4.38 
individually in a lesson. 4.41 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 

I understand concepts better when my professor 
teaches using… 

sarcasm. 2.73 
2. 6 

humor. 4.09 
4.12 

personal anecdotes. 3.92 
4.09 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 

 Results by Gender Identity 

Figure 16, Praise in Studio Class; Data by Gender Identity 

Figure 17, Teaching Strategies; Data by Gender Identity 
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I learn best when my professor tracks lesson 
progress and goals using a(n)… 

verbal agreement. 2.89 
2. 71 

physical record, ex: lesson notebook. 

electronic record, ex: word document. 

3.42 
3.86 

3.43 
3.81 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 

Figure 18, Contacting the Studio; Data by Gender Identity 

Figure 19, Goal Tracking; Data by Gender Identity 

It is important to me that… 

my studio and peers respect my time away 
from the university and avoid contacting me 

if possible. 

3.01 
2.76 

I have contact information for my studio 
peers. 

4.05 
4.32 

I can reach my professor immediately should 4.56 
the need arise. 4.38 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 
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It is important to me that… 

I attend large ensemble concerts involving 
my studio colleagues. 

15 
4.46 

my studio professor attend my large 
ensemble concerts. 

my studio colleagues attend my large 
ensemble concerts. 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 

Figure 20, Realistically High Expectations; Data by Gender Identity 

4. 

3.5
5 

4.0

2 
3.97 

3.6 

Figure 21, Large Ensemble Concert Attendance; Data by Gender Identity 

Realistically High Expectations 

I have realistically high expectations of 
myself. 

4.47 

4.39 

My professor communicates realistically 
high expectations to me in lessons. 

4.37 

4.48 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 
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It is important to me that my studio colleagues 
bond together through… 

studio parties. 3.97 
4.06 

informal student gatherings. 4. 
4.18 
02 

mock auditions. 3.41 
3.42 

study groups. 3.11 
3.15 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 

Figure 22, Recital Attendance; Data by Gender Identity 

Figure 23, Studio Bonding; Data by Gender Identity 

It is important to me that… 

I attend recitals involving my studio 
colleagues. 

4.47 
4.72 

my studio professor attend my recitals. 4.77 
4.85 

my studio colleagues attend my recitals. 4.28 
4.61 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 
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I prefer to receive peer performance feedback in 
studio class… 

electronically/in writing. 3.34 
3.42 

spoken live/in-person. 4.04 
4.11 

directly from my peers. 4.08 
4.15 

anonymously from my peers. 2.43 
2.75

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 

Figure 24, The Role of Competition; Data by Gender Identity 

Figure 25, Studio Class Feedback; Data by Gender Identity 

I believe the role of competition in my major 
(chair placement auditions, concerto 

competitions, etcetera) helps me grow as an 
individual. 

Males 3.95 

Females 3.81 

1 1.5 2 2.5 3 3.5 4 4.5 5 



52 

I find it effective when my professor addresses 
critical, demeaning, or fear based feedback from 

students during studio class by… 

letting students work out conflict amongst 
themselves. 

speaking to the whole class about 
appropriate ways to give peer feedback. 

addressing the behavior outside of class with 
the individual. 

addressing the behavior in class with the 
individual immediately. 

2.47 2.63 

4.3 
4.52 

3.93 4.15

3.47 3.6

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 

Figure 26, Adressing Critical Feedback; Data by Gender Identity 

Figure 27, Addressing Critical Feedback During Class; Data by Gender Identity 

Adressing Critical, Demeaning, or Fear Based 
Feedback 

My professor addresses critical, demeaning, 
or fear based feedback that occurs between 

students during class. 

3.81 
3.27 

My professor addresses critical, demeaning, 
or fear based feedback that occurs between 

students outside of class. 

3.36 
3.43 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 
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I believe it is important to incorporate… 

improvisation. 3. 3.86 
66 

arrangements/adaptations. 

multidisciplinary or multicultural 
involvement in music performance. 

collaboration with other instruments/areas 
of expertise. 

non-traditional performance mediums or 
pieces. 

4.05 
4.16 

4.57 
4.64 

4.59 
4.66 

4.46 

1 1.5 2 2.5 3 3.5 4 4.5 

4.48 

5 

Males Females 

Figure 28, Addressing Critical Feedback Outside Class; Data by Gender Identity 

Figure 29, The Importance of Creative Elements; Data by Gender Identity 

I find it effective when my professor addresses 
critical, demeaning, or fear based feedback from 

students outside of studio class by… 

letting students work out conflict amongst 
themselves. 

speaking to the whole class about 
appropriate ways to give peer feedback. 

addressing the behavior outside of class with 
the individual. 

2.72 
2.52 

3.99 
4.19 

3.94 
4.23 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Males Females 
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I am motivated to work harder when… 

someone else is praised by the studio 
instructor in front of the studio/in a group. 

3.7 
3.68 

I am praised by the studio instructor in front 
of the studio/in a group. 

4.37 
4.23 

I am praised by the studio instructor 4.3 
individually in a lesson. 4.42 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 

Figure 30, The Incorporation of Creative Elements; Data by Gender Identity 

Results Comparing Undergraduates to Graduates 

Figure 31, Praise in Studio Class; Data by Graduate/Undergraduate 

I/my studio incorporate(s)… 

improvisation. 2.2.63
45 

performances of arrangements/adaptations. 

multidisciplinary or multicultural 
involvement in music performance. 

collaboration with other instruments/areas 
of expertise. 

non-traditional performance mediums or 
pieces. 

3.78 
3.81 

3.47 
3.59 

3.64 
3.86 

1 1.5 2 2.5 3 3.5 4 

3.97 

4.5 

4 

5 

Males Females 
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It is important to me that… 

my studio and peers respect my time away 
from the university and avoid contacting me 

if possible. 

I have contact information for my studio 
peers. 

22 
18 

I can reach my professor immediately should 4.48 
the need arise. 4.48 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 

Figure 32, Teaching Strategies; Data by Graduate/Undergraduate 

3 
2.83 

4
4. 

Figure 33, Contacting the Studio; Data by Graduate/Undergraduate 

I understand concepts better when my professor 
teaches using… 

sarcasm. 2.37 
2.92 

humor. 3.93 
4.14 

personal anecdotes. 3.93 
3.98 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 
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Realistically High Expectations 

I have realistically high expectations of 
myself. 

My professor communicates realistically 
high expectations to me in lessons. 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 

Figure 34, Goal Tracking; Data by Graduate/Undergraduate 

Figure 35, Realistically High Expectations; Data by Graduate/Undergraduate 

I learn best when my professor tracks lesson 
progress and goals using a(n)… 

verbal agreement. 2.52 
2.86 

physical record, ex: lesson notebook. 3.48 
3.73 

electronic record, ex: word document. 3.74 
3.66 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 
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It is important to me that… 

I attend recitals involving my studio 
colleagues. 

my studio professor attend my recitals. 

my studio colleagues attend my recitals. 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 

Figure 36, Large Ensemble Concert Attendance; Data by Graduate/Undergraduate 

Figure 37, Recital Attendance; Data by Graduate/Undergraduate 

It is important to me that… 

I attend large ensemble concerts involving 
my studio colleagues. 

4.41 
4.34 

my studio professor attend my large 
ensemble concerts. 

4.37 
3.78 

my studio colleagues attend my large 4.07 
ensemble concerts. 3.73 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 
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I believe the role of competition in my major 
(chair placement auditions, concerto 

competitions, etcetera) helps me grow as an 
individual. 

Graduates 3.69 

Undergraduates 3.82 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Figure 38, Studio Bonding; Data by Graduate/Undergraduate 

Figure 39, The Role of Competition; Data by Graduate/Undergraduate 

It is important to me that my studio colleagues 
bond together through… 

studio parties. 4. 
4.19 
02 

informal student gatherings. 4. 
4.26 

05 

mock auditions. 3. 
3.52 
36 

study groups. 3. 
3.26 

07 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 
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Adressing Critical, Demeaning, or Fear Based 
Feedback 

My professor addresses critical, demeaning, 
or fear based feedback that occurs between 

students during class. 

3.35 
3.41 

My professor addresses critical, demeaning, 
or fear based feedback that occurs between 

students outside of class. 

3.65 
3.22 

1 1.5 2 2.5 3 3.5 4 4.5 5 

Graduates Undergraduates 

Figure 40, Studio Feedback; Data by Graduate/Undergraduate 

Figure 41, Adressing Critical Feedback; Data by Graduate/Undergraduate 

I prefer to receive peer performance feedback in 
studio class… 

electronically/in writing. 3.07 
3.56 

spoken live/in-person. 

directly from my peers. 

3.98 
4.3

4 
4.11 

anonymously from my peers. 2 
2.77 

1 1.5 2 2.5 3 3.5 4 4.5 5 
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I find effective when my professor addresses 
critical, demeaning, or fear based feedback from 

students outside of studio class by… 

letting students work out conflict amongst 
themselves. 

speaking to the whole class about 
appropriate ways to give peer feedback. 

addressing the behavior outside of class with 
the individual. 

2.19 
2.65 

4.04 
4.44 

4.27 
4.09 

1 1.5 2 2.5 3 3.5 4 4.5 5 
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Figure 42, Critical Feedback During Class; Data by Graduate/Undergraduate 

Figure 43, Critical Feedback Outside Class; Data by Graduate/Undergraduate 

I find it effective when my professor addresses 
critical, demeaning, or fear based feedback from 

students during studio class by… 
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speaking to the whole class about 
appropriate ways to give peer feedback. 

addressing the behavior outside of class with 
the individual. 

addressing the behavior in class with the 
individual immediately. 
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I/my studio incorporate(s)… 

improvisation. 2.24 2.78 

performances of arrangements/adaptations. 

multidisciplinary or multicultural 
involvement in music performance. 

collaboration with other instruments/areas 
of expertise. 

non-traditional performance mediums or 
pieces. 

3.73 
3.85 

3.4 
3.7 

3.59 
3.93 

3.88 
4.37 
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Figure 44, The Importance of Creative Elements; Data by Graduate/Undergraduate 

Figure 45, The Incorporation of Creative Elements; Data by Graduate/Undergraduate 

I believe it is important to incorporate… 
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I am motivated to work harder when… 
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4.5 
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3.5 
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2.5 
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1.5 
1 

4.46 
4.17 

3.61 

4.445.28

3.67 
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4 4.13 4.25 4.44 4.36 4.42 

3.88 4
4.27 

3.91 
4.19 

3.85 
3.46 3.56 

I am praised by the studio instructor individually in a lesson. 

I am praised by the studio instructor in front of the studio/in a group. 

someone else is praised by the studio instructor in front of the studio/in a group. 

Results by Degree Program 

Some participants listed more than one degree program, only the highest degree 

program was used for sub-group data. If an undergraduate was a double major in 

performance and education they were included in the sub-groups for both, and were also 

included in the double majors subgroup. Some studio professors did not read or did not 

understand the instructions on how to fill out the form, and left many or all of the 

questions blank. Their responses were omitted for the questions left blank. 

Figure 46, Studio Class Feedback; Data by Degree Program 
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It is important to me that… 
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I can reach my professor immediately should the need arise. 

I have contact information for my studio peers. 

my studio and peers respect my time away from the university and avoid contacting me if possible. 

Figure 47, Teaching Strategies; Data by Degree Program 

Figure 48, Contacting the Studio; Data by Degree Program 

I understand concepts better when my professor teaches 
using… 

4.5 
4 

3.5 
3 

2.5 
2 

1.5 
1 

4.04.01 3. 4.18 
96 3.92 3.77

4.25 

3.63 
4 

4.274.31 
3.88 3.82 4

3.06 
2.74 2.62 2.75 

2.44 2.27 
1.81  

personal anecdotes. humor. sarcasm. 



64 

Realistically High Expectations 
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My professor communicates realistically high expectations to me in lessons. 

I have realistically high expectations of myself. 

Figure 49, Goal Tracking; Data by Degree Program 

Figure 50, Realistically High Expectations; Data by Degree Program 
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It is important to me that... 
5 4.44 

4.748.62 
4.41 4.58 

4.81 
4.58 4.649.69 4.848.943.94 

4.5 
4.941.73 4.845.946.81 

4.36 
4 

4.25 

4 

3 

2 

1 

my studio colleagues attend my recitals. my studio professor attend my recitals. 

I attend recitals involving my studio colleagues. 

Figure 51, Large Ensemble Concert Attendance; Data by Degree Program 

Figure 52, Recital Attendance; Data by Degree Program 
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my studio colleagues attend my large ensemble concerts. 

my studio professor attend my large ensemble concerts. 

I attend large ensemble concerts involving my studio colleagues. 
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Figure 53, Studio Bonding; Data by Degree Program 

Figure 54, The Role of Competition; Data by Degree Program 

It is important to me that my studio colleagues bond together 
through… 
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Adressing Critical, Demeaning, or Fear Based Feedback 
5 

4.16 4.12 

4 
3.91 

3.73 
3.38 3.33 3.53 3.46 3.47 

3.03 3.15 3.25 3.25 
3.07 
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UndergraduatesUndergraduates Double Majors Music Minors 

in Music 
Education 

in Music 
Performance 

Masters 
Students 

Doctoral 
Students 

Professors 

My professor addresses critical, demeaning, or fear based feedback that occurs between students outside of 
class. 
My professor addresses critical, demeaning, or fear based feedback that occurs between students during 
class. 

Figure 55, Studio Class Feedback; Data by Degree Program 

Figure 56, Addressing Critical Feedback; Data by Degree Program 
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Figure 57, Addressing Critical Feedback During Class; Data by Degree Program 
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speaking to the whole class about appropriate ways to give peer feedback. 
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Figure 58, Addressing Critical Feedback Outside Class; Data by Degree Program 

I find it effective when my professor addresses critical, 
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Figure 59, The Importance of Creative Elements; Data by Degree Program 

I believe it is important to incorporate… 
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Figure 60, The Incorporation of Creative Elements; Data by Degree Program 
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Discussion 

Analysis of Aggregate Data 

This analysis goes through the aggregate data for each question grouping on the 

survey. Inferences are drawn based on the averages of all the responses from participants. 

The first group of questions in the communication section dealt with motivation related to 

praise occurring individually in lessons as opposed to in the studio or in a group. Survey 

responses indicated praise was highest when a student was praised individually in a 

lesson (4.4), closely followed by being praised in the studio or a group (4.23). Someone 

else being praised in front of the studio or group was associated with the lowest response 

(3.71). Responses indicate students generally want to be praised in an individual setting. 

It is less impactful to hear about the achievements of others in a group setting. It may be 

most effective to limit group sharing of individual accomplishments to especially notable 

achievements. 

Responses for the second group of questions compared student understanding of 

concepts when personal anecdotes (4.02), humor (4.12), or sarcasm (2.69) were used by 

teachers for instruction. Responses indicate the use of both personal anecdotes and humor 

were both effective. However, sarcasm was viewed as having a detrimental impact on 

student understanding. In general, sarcasm should be avoided. 

Responses for the third grouping of questions in the communication section 

focused on contact information and the ability to reach the professor and studio peers. It 

was very important that students be able to reach their professor immediately should the 

need arise (4.44). It was also very important that students have contact info for their 

studio peers (4..21). Respondents indicated they were less interested in their peers 



73 

avoiding contact if possible (2.88). The results indicate that generally respondents find it 

very important to have contact information for everyone in the studio, and do not mind 

being contacted because they want to be able to contact others if the need should arise. 

The fourth question group in the communication section compared respondent 

preferences for goal tracking in lessons. Respondents were generally somewhat positive 

about using an electronic record, such as a word document (3.67), and using a physical 

record, such as a notebook (3.68), but were less interested in using verbal agreement. 

Generally, respondents want a clear record of lesson expectations, regardless of how this 

record is kept, in addition to any verbal agreement in the actual lesson. 

The final question grouping in the communication section compares realistically 

high expectations being presented in lessons with whether the student has realistically 

high expectations of themselves. The responses were virtually identical for both 

questions, averaging to 4.44 and 4.4 respectively. This indicates the high numbers of 

musicians plagued with performance anxiety are not anxious because of external or 

internal expectations. 

The first grouping in the camaraderie section analyzed the importance of 

attendance for large ensemble concerts. Responses indicated it was generally important 

that studio colleagues (3.82) and the studio professor (3.88) attend large ensemble 

concerts. Respondents held themselves to a higher standard than their colleagues and 

professors, indicating it was very important that they attend large ensemble concerts 

involving their colleagues (4.33). This difference seems to indicate there are other, more 

personal reasons for attending concerts involving colleagues besides simply support, such 

as learning about repertoire or the appreciation of live music. 
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The second grouping of questions in the camaraderie section focused on the 

importance of recital attendance. Respondents indicated it was very important that studio 

colleagues attend recitals (4.48), studio professors attend recitals (4.82), and that they 

attend recitals involving colleagues (4.63). Recital attendance had the highest average of 

any question on the survey. 

The third group of questions in the camaraderie section compared respondent 

preferences for studio bonding activities. Activities more academic in nature, such as 

study groups (3.14) or mock auditions (3.24), were found to be less important to 

respondents. However, more casual activities such as informal student gatherings (4.1) or 

studio parties (4.03) were important to respondents. In general, respondents indicated 

they would like to bond with studio colleagues in more casual settings and academic 

pursuits should be left to academic settings. 

The next question in the camaraderie section gauged whether respondents believe 

the role of competition in their major helps them grow as individuals. The response was 

fairly positive, with survey responses averaging to 3.84. This would indicate the role of 

competition in studios is generally handled well. 

The fourth group of questions in the camaraderie section dealt with respondent 

preferences for receiving performance feedback in studio class. Responses indicated a 

clear preference for receiving feedback directly from peers (4.12) instead of anonymously 

from peers (2.66). Respondents also preferred spoken or in-person feedback (4.09) 

instead of electronic or written feedback (3.4). These comparisons show performance 

feedback in studio class is most effective when it is spoken directly to the performer. 
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The fifth group of questions in the camaraderie section asked respondents if 

studio professors address critical, demeaning, or fear based feedback that happens in or 

outside studio class. Responses indicated these things were not consistently addressed 

both during class (3.51) and outside of class (3.42). 

The next two sets of questions in the camaraderie section dealt with how 

respondents would like critical, demeaning, or fear based feedback to be dealt with 

during or outside of class. Responses indicated that if this kind of negative feedback 

occurs during studio class, the strong preference is to have the professor address the 

whole class on appropriate ways to give feedback (4.44), followed by addressing 

behavior outside of class with the individual (4.08). Respondents were less interested in 

having the professor address the behavior in class with the individual immediately (3.54), 

and were against letting students work out conflict amongst themselves (2.66). This held 

true for addressing negative feedback among students that occurred outside of class as 

well. The strong preference was to speak to the entire class about appropriate ways to 

give feedback (4.12) and to address the behavior with the individual outside of class 

(4.14). Respondents did not want students to be left to work out the conflict themselves 

(2.6). 

The data on respondent preferences for conflict resolution are consistent 

regardless of location. It is important that the entire studio understand how to give 

effective feedback. If critical, demeaning, or fear-based feedback does occur, this 

behavior should be addressed with the individual, without an audience. There is no need 

to create a potentially awkward or embarrassing situation with the whole studio present. 

However, it is vital that the professor step in and address critical feedback. Students want 
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help in finding resolutions, and it seems like in general this sort of feedback is not as 

consistently addressed, as much as the respondents would like. The professor needs to 

take an active role in conflict resolution whether it occurs in or outside studio class. This 

role is something that should be explored in future research. 

The first grouping of questions in the creativity sections dealt with the importance 

of a variety of different creative music-making endeavors are in the studio. Non- 

traditional performance mediums or pieces (4.47), collaboration with other 

instruments/areas of expertise (4.63), and multidisciplinary or multicultural involvement 

in music performance (4.6) were found to be most important to respondents. 

Arrangements and adaptations were found to be slightly less important (4.13), and 

improvisation was still important but lagged behind the other pursuits (3.76). 

The second grouping of questions in the creativity section explored whether or not 

respondents and their studios actually incorporated each of these things. Respondents 

indicated a fairly good integration of non-traditional performance mediums or pieces 

(3.98), collaboration with other instruments/areas of expertise (3.74), and performances 

of arrangements/adaptations (3.81). Multidisciplinary or multicultural involvement 

in music performance lagged a bit behind these endeavors (3.52), and improvisation had 

the lowest response by a large margin (2.5). While studios could generally do a better job 

of incorporating these creative elements, the data indicates many studio professors do not 

have a background in improvisation. Conceptions of improvisation and teaching 

methodology may be worth exploring in future research. 
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Analysis of Data by Gender Identity 

Data separated into subgroups by gender identity were remarkably consistent. 

Nearly every survey question had a difference of less than one-half point on the Likert 

type scale. Only two responses differed by a greater margin. The first was studio 

professor attendance for large ensemble concerts. Female-identifying respondents 

indicated it was important to them (4.09) that studio professors attend large ensemble 

concerts while male-identifying respondents were less emphatic (3.55) about studio 

professor attendance. The second question with a difference of greater than one-half point 

was whether respondents thought studio professors addressed critical, demeaning, or fear 

based feedback that occurred during studio class. Female-identifying respondents were 

less sure this sort of feedback was being addressed (3.27) than their male-identifying 

counterparts. 

Only female-identifying and male-identifying respondents were analyzed by 

subgroup because other groups had very few respondents. Only three subjects indicated 

they preferred not to answer, five indicated they were non-binary, and none indicated 

other. This, in comparison to the 110 female-identifying subjects and 76 male-identifying 

subjects, led to the decision that data would not be representative for the smaller groups 

so it was not included. 

Analysis of Data Comparing Undergraduates to Graduates 

Data comparing undergraduate students to graduate students were also very 

consistent. The majority of responses differed by less than one-half point on the Likert 

type scale between undergraduate and graduate students. However, there were eight 

questions with a difference greater than .5. The first of these questions dealt with the use 
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of sarcasm by the professor to help with student understanding of concepts in lessons. 

Undergraduate students were fairly neutral (2.92) but graduate students were less tolerant 

of sarcasm (2.37). However, for both groups, neither average represented a positive 

response to the use of sarcasm. Instructors should generally avoid sarcasm with the 

exception of individual students that specifically indicate they view sarcasm favorably. 

The second question with a notable difference in graduate and undergraduate 

responses was the importance of studio professor attendance at large ensemble concerts. 

Undergraduate student respondents indicated this was fairly important (3.78) while 

graduate students indicated it was very important (4.37). The divide may be because 

older students are more likely to have principal or solo parts, and find professor support 

or feedback at large ensemble performances to be more valuable than students who are 

assigned multiple players to a part. This inference is supported by an analysis by degree 

program in the next section. 

The next two questions with a notable difference in responses both investigated 

the way peer performance feedback is presented in studio class. Anonymous feedback 

was viewed slightly unfavorably by undergraduates (2.77) and more unfavorably by 

graduate students (2). This was the greatest difference between graduate and 

undergraduate students. Undergraduates were also more positive about electronic or 

written feedback in studio class (3.56) than graduate students were (3.07). This difference 

may be accounted for by understanding younger students are less experienced and likely 

less comfortable with offering feedback than graduate students. Therefore, they may 

prefer to be anonymous and have more time to process their thoughts by writing or typing 
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them. To address this, professors should address the studio class at the beginning of each 

semester about appropriate ways to give peer performance feedback. 

The next question with a notable difference in responses dealt with allowing 

students to work out conflicts from critical, demeaning, or fear-based feedback that 

occurred in studio class by themselves. Undergraduate students viewed this slightly 

negatively (2.6) while graduate students were solidly against allowing students to work 

out conflict on their own (1.96). The difference in opinion may be accounted for by the 

older student population having a lower tolerance for social discord. 

The final three questions with a distinct difference between graduate and 

undergraduate populations center on the importance and implementation of creative 

endeavors in the studio. Improvisation is noteworthy since there was a notable difference 

in undergraduates and graduates who believed it was important to incorporate 

improvisation in studio learning, 3.65 and 4.22 respectively, and this difference extended 

to the perceived use of improvisation in the classroom, 2.24 and 2.78 respectively. These 

numbers indicated graduate students placed a higher priority on improvisation than 

undergraduates, and were also more likely to use improvisation in the studio. Although, 

improvisation was ranked the lowest importance of the creative endeavors by a large 

margin in the aggregate data, and was also the least likely overall to be used in the studio 

environment. 

The other notable gap in this section was the use of non-traditional performance 

mediums or pieces. Graduate students were much more likely to engage in this kind of 

learning (4.37) than undergraduate students (3.88). This could be accounted for by 

graduate students having more opportunities for this type of collaboration by virtue of 
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their generally higher levels of playing and more numerous social connections. They may 

also be more likely to come up with ideas and be able to implement them. Mentor 

relationships between graduate and undergraduate students and encouragement or 

assistance from the professor may help to overcome this difference. 

Analysis of Data by Degree Program 

Survey data separated into averages by degree program highlighted many notable 

differences. Almost every question had averages differing by one-half point or more. 

Because a difference of one-half point or more was commonly found in responses, only 

margins of one point or greater between degree programs will be addressed in this 

section. Data for each degree program is presented for all survey questions in the results 

section. 

The use of sarcasm to help students understand concepts in lessons was the first 

question with a greater than one point average spread of responses. Professors viewed 

sarcasm most unfavorably (1.81), followed by doctoral students (2.27) and masters 

students (2.44). Double majors (2.62), undergraduates in music education (2.74), music 

minors (2.75), and undergraduates in music performance (3.06) were less opinionated 

about the use of sarcasm. It is notable that professors were more opposed to the use of 

sarcasm than any of the students. The data indicates sarcasm is certainly controversial 

and should generally be avoided. However, some students, particularly undergraduates 

and those in the area of performance, may find it to be helpful. 

The second notable area focused on preferences for the way professors track 

lesson progress. For the use of an electronic record, there were two outliers to the general 

results. Double majors strongly preferred using an electronic record (4.38) while music 
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minors were completely neutral (3). Respondents from other degree programs were 

relatively positive, and their averages ranged from 3.64 to 3.88. The use of a physical 

record had several outliers as well. Masters students were less enthused (3.19), but double 

majors (4.08) and music minors (4.38) were supportive of using a physical record. 

Responses from other degree programs ranged from 3.54 to 3.91. Music minors were the 

major outlier for the use of a verbal agreement (3.5). Other responses for use of a verbal 

record ranged from 2.38 to 2.87. The overall observation should be to adjust to the 

student. The majority want to use a record in addition to a verbal agreement, but 

individual preferences should determine whether a physical or electronic agreement is 

used for goal-tracking in lessons. Professors should adapt to the preferences of 

individuals. 

The next question with a spread of larger than one point was attendance of the 

studio professor and studio colleagues at large ensemble concerts. Music minors found it 

least important for studio colleagues to attend large ensemble concerts (3.25), while 

professors (4.15) and masters students (4.25) found it to be important. Other responses 

were between 3.68 and 3.82. In terms of studio professor attendance at large ensemble 

concerts, double majors found it to be less important (3.38), followed by undergraduates 

in music performance (3.54), and music minors (3.63). Undergraduates in music 

education found studio professor attendance to be more important (3.96), along with 

professors (4) and doctoral students (4.18). Masters student indicated it was very 

important (4.5). This further supports the idea that more experienced players find 

professor attendance to be important because they are more likely to have principal or 

solo parts. 
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Peer feedback in studio class was the next question with a greater than one point 

variation across degree programs. Anonymous feedback was rated low, but master and 

doctoral students both averaged to a 2. Undergraduate performance majors viewed 

anonymous feedback somewhat less unfavorably (2.54), followed by professors (2.62) 

and music minors (2.88). Undergraduate education majors (3.04) and double majors 

(3.08) were more neutral. Electronic feedback had an even wider range of responses, with 

two major outliers. Doctoral students viewed electronic feedback somewhat negatively 

(2.55) while double majors viewed it quite positively (4.15). Professors were neutral (3) 

while masters students (3.44), undergraduate education majors (3.59), undergraduate 

performance majors (3.61), and music minors (3.75) were somewhat positive. Because 

electronic feedback was so divisive, and anonymous feedback was somewhat divisive 

and generally viewed negatively, it may be best for studios to avoid both. Respondents 

indicated spoken, in-person feedback directly from studio peers was much more 

effective. 

Professor involvement in addressing critical, demeaning, or fear based feedback 

was another area with a large span of responses based on the degree program of 

respondents. Professors thought they were effective in addressing negative feedback 

occurring both outside of class (4.16) and during class (4.12). However, students were 

less confident. Responses from students were usually closer to 3.5, and some groups 

responded much closer to 3. Undergraduate education majors thought negative feedback 

during class was not always addressed (3.03) and masters students indicated negative 

feedback occurring during class was not always addressed (3.07). The disconnect 

between professor and student perception is notable. 
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Allowing students to work out conflict stemming from critical, demeaning, or fear 

based feedback that occurred during studio class was also a topic with differing opinions. 

Double majors were neutral (3), music minors (2.88) and professors (2.81) were still 

fairly neutral. Undergraduates in education (2.59) and in performance (2.66) were slightly 

negative. Doctoral students (2.09) and masters students (1.88) were solidly opposed to 

leaving students to resolve conflict themselves. This would indicate older students are 

more likely to prefer the professor resolve conflict and in general the studio professor 

should take a more active role in conflict resolution. 

The final area with notable differences between degree programs was the use of 

collaborations and improvisation in studios. Collaboration had a particularly wide spread 

of responses with music minors reporting fairly little collaboration (2.63) while 

professors (4.36) and double majors (4.46) reported many opportunities for collaboration. 

Music minors should also be offered opportunities for inclusion in chamber ensembles 

and other collaborations. In terms of improvisation, professors reported the most (3.5) 

followed by doctoral students (3). Responses from other degree programs ranged from 

2.22 to 2.63, indicating improvisation is not generally used often in studios. This may be 

due to misconceptions about the nature of improvisation (improvisation does not have to 

be jazz), or that many studio professors are not trained in improvisation. 

Analysis of Short Answer Responses 

Many interesting ideas were presented by respondents in the short answer prompt 

at the end of the survey. Beginning lessons with positive observations instead of 

immediately listing off areas for improvement was mentioned, as well as providing kind 

and constructive feedback. This is related to how to give feedback effectively, and is a 
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skill both professors and students should work to improve. Respondents also mentioned 

studio bonding, particularly through quartets or studio clarinet choir rehearsals and 

performances. These would both be interesting topics to add to a future survey with a 

greater focus on studio bonding. Another response mentioned goal sharing among 

students so studio members can support each other in working toward goals. Having 

clear, recorded goals for reference in lessons was also mentioned. 

Several responses focused on the leadership of the studio professor and the impact 

on students. A respectful and supportive professor often translates to a respectful and 

supportive studio. Students should be encouraged by their professor to seek out different 

perspectives when appropriate. Prompt feedback, effective communication, and equal 

respect for all degree programs were also mentioned by respondents. Several respondents 

mentioned the teacher genuinely caring for the students. One comment mentioned the 

idea that colleagues are often lifelong colleagues and we write our recommendation letter 

every day. A strong sense of community in the studio was often mentioned in responses. 

Professors should also adapt and adjust lessons and goals to students as individuals. 

One comment in particular should be addressed. “WHAT A WASTE OF TIME! 

The design of the survey is juvenile. Your study advisor should have not approved it! 

This shows what low academic standards the study of music has descended to in our 

colleges and universities.” Because this comment came from a professor, it highlights the 

importance of integrating music education curriculum into performance degrees. It is 

important for future educators to learn and implement effective learning strategies for 

working with students, such as keeping feedback positive (Sandene, 1997; Weiss 2019). 

Even though students in music performance degrees may not be teaching in traditional 
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classrooms, they still interact with and provide feedback to students, which can have a 

profound impact on students’ growth both personally and academically. 

Conclusions 

It is essential that the professor adapt their teaching to the student in individual 

lesson instruction. This applies to the use of teaching tools like humor, personal 

anecdotes, and particularly the use of sarcasm. Goals should be recorded, but whether a 

notebook or a word document is used should be adapted to student preferences. Verbal 

agreement alone is insufficient. Goals should be tailored to the individual student. 

Students need to have an open line of communication with the professor. All students 

regardless of major should be given access to creative opportunities and collaborations 

such as chamber music or clarinet choir when possible. Students should also be 

encouraged to explore creative performance ideas they have relating to their degree 

program. 

Intentional studio class instruction and bonding are also essential to a positive 

studio environment. The entire studio should have access to contact information for their 

studio colleagues. Students should be encouraged to attend large ensemble concerts when 

possible and the professor should make the same effort. Recital attendance should be a 

priority for both studio colleagues and the professor. Students should engage in informal 

bonding activities throughout the academic year, including events such as studio parties. 

Collaboration with peers in chamber ensembles should be encouraged. Student feedback 

in studio class should be spoken directly, and the class should be instructed at the 

beginning of each semester on appropriate ways to give feedback. If there is a situation 

during or outside of class where critical, demeaning, or fear-based feedback occurs, the 
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professor should address this with the individuals involved outside of class. The professor 

should take an active role in building a supportive studio community and addressing 

conflict within the studio. 

Areas for Further Research 

Several potential areas for further research were discovered while creating this 

thesis. The section on creativity, and particularly the questions focusing on improvisation 

indicated this is an area in music performance that could benefit from greater exploration. 

Potential research avenues could include classroom improvisation and non-jazz 

improvisation. It may also be beneficial to find the ratio of studio professors who are 

comfortable teaching improvisation to those who are not, and the processes used by those 

who are comfortable teaching improvisation so other professors can learn. 

Another area in the creativity section could be the use of self-selected repertoire 

in studios. How often are students allowed to choose their own repertoire with teacher 

supervision? Does self-selected repertoire have the same positive effects on motivation 

among collegiate students that it did on K-12 students in the research? 

Respondents had a clear preference that studio professors take an active role in 

conflict resolution. Another research area may investigate the type of action this entails 

for professors. Research questions could include how the resolution of conflict or social 

discord should be addressed in the studio, and how studio professors can effectively 

address bad behavior in conversation with individuals. 

The final, and perhaps most important research area that emerged is the 

integration of education pedagogy in performance programs and encouraging research 

involvement for individuals specializing in performance areas. Further research should 
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question whether there is a knowledge gap in education pedagogy for those in music 

performance programs as opposed to education programs, what this gap includes, and 

how can it most effectively be filled. Studio professors are teachers too. While the role of 

a professor is different from the role of a band director working in K-12 schools, both 

should still have an educational background to inform decisions about how to motivate 

students and present effective feedback. Collegiate music studios should be included in 

the body of music education research, which implies the involvement of studio professors 

with backgrounds in performance. 
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Appendix A: Survey of Students and Professors 

Facilitating a Positive Collegiate Clarinet Studio Environment Survey 

I am a student in the Master of Music program in clarinet performance as well as the 
clarinet teaching assistant at the University of Kentucky. I am conducting a research 
study to identify strategies used by collegiate clarinet professors and students that aid in 
the cultivation of a positive studio environment, as well as student and professor opinions 
relating to collegiate clarinet studio characteristics. 

I am inviting you to complete a five minute survey on the above topics. As a research 
participant, you have the right not to answer any question, and to withdraw your 
participation at any time. 

Your participation in this study is voluntary. If you choose not to participate, or to 
withdraw from the study at any time, there will be no consequences or penalty. You must 
be 18 or older and a current student in the area of music education or performance in 
clarinet as a major, minor, graduate student, or a recent graduate of a collegiate clarinet 
studio program (graduating within the last five years) to participate in this study. Clarinet 
professors who are instructors of record for clarinet studio instruction at institutions of 
higher education are also invited to participate. 

There are no foreseeable risks or discomforts to your participation, and no direct benefits 
to your participation either. Anyone who is interested in receiving a copy of the 
completed thesis on Cultivating a Positive Collegiate Clarinet Studio Environment, which 
will include the results of this survey, may send an email directly to Katherine Breeden at 
katherine.breeden@uky.edu. 

Your response to the survey is anonymous. This means no names, IP addresses, email 
addresses, or any other identifiable information will be collected with the survey 
responses. We will not know which responses are yours if you choose to participate. The 
results of this study may be used in reports, presentations, or publications. Results will be 
shared only in the aggregate form, but may be analyzed by smaller sub-categories based 
on the degree program or gender identity of the respondents. 

Please be aware, given the inherent nature of information gathering surveys conducted 
over the internet anonymity can never be fully guaranteed, but we will make every effort 
to safeguard your data once we receive it from Google Forms. 

If you have any questions concerning this research study, please contact Katherine 
Breeden, the principal investigator, at katherine.breeden@uky.edu. If you have any 
questions or grievances about your rights as a research volunteer, contact the staff in the 
University of Kentucky Office of Research Integrity at 859-257-9428 or toll-free at 1- 
866-400-9428.

By checking the box you agree to be a part of this study. 

mailto:katherine.breeden@uky.edu
mailto:katherine.breeden@uky.edu
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Demographic Information 

I am currently completing or am a recent graduate (less than five years ago) of the 
following music degree program with clarinet as a primary instrument, or I am a 
collegiate clarinet professor. (Select all that apply) 

• Undergraduate Student in Music Education
• Undergraduate Student in Music Performance
• Music Minor
• Masters Student in Music Education
• Masters Student in Music Performance
• Doctoral Student in Music Education
• Doctoral Student in Music Performance
• Collegiate Clarinet Studio Professor

I identify as 
• Prefer not to answer
• Male
• Female
• Non-binary
• Other

Please Note: Graduate students who have attended multiple college institutions should 
pick one studio they feel is most representative of their collegiate learning experience, 
and fill out the form only once based on this studio. Professors should respond based on 
how they run their own studios. 

Communication 
1 Strongly disagree 
2 Disagree 
3 Neutral 
4 Agree 
5 Strongly Agree 

I am motivated to work harder when… 
I am praised by the studio instructor individually in a lesson. 1  2 3 4 5 

I am praised by the studio instructor in front of the studio/in a group. 1 2 3 4 5 

someone else is praised by the studio instructor in front of the studio/in a group. 1 2   3 
4 5 

I understand concepts better when my professor teaches using… 
personal anecdotes. 1 2 3 4   5 
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humor. 1 2 3 4   5 

sarcasm. 1 2 3 4 5 

It is important to me that… 
I can reach my professor immediately should the need arise. 1 2 3 4 5 

I have contact information for my studio peers. 1 2 3 4 5 

my studio and peers respect my time away from the university and avoid contacting me if 
possible. 1 2 3 4 5 

I learn best when my professor tracks lesson progress and goals using a(n)… 
electronic record, ex: word document. 1 2 3 4 5 

physical record, ex: lesson notebook. 1 2 3 4   5 

verbal agreement. 1 2 3 4   5 

My professor clearly communicates realistically high expectations to me in lessons. 1 2 
3 4 5 

I have realistically high expectations of myself. 1 2 3 4  5 

Camaraderie 
1 Strongly disagree 
2 Disagree 
3 Neutral 
4 Agree 
5 Strongly Agree 

It is important to me that… 
my studio colleagues attend my large ensemble concerts. 1 2 3 4 5 

my studio professor attend my large ensemble concerts. 1 2 3 4 5 

I attend large ensemble concerts involving my studio colleagues. 1 2 3 4 5 

my studio colleagues attend my recitals. 1 2 3 4 5 

my studio professor attends my recitals. 1 2 3 4 5 
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I attend recitals involving my studio colleagues. 1 2 3 4 5 

It is important to me that my studio colleagues bond together through… 
study groups. 1 2 3 4 5 

mock auditions. 1 2 3 4   5 

informal student gatherings. 1 2 3 4 5 

studio parties. 1 2 3 4 5 

I believe the role of competition in my major (chair placement auditions, concerto 
competitions, etcetera) helps me grow as an individual. 1 2 3 4 5 

I prefer to receive peer performance feedback in studio class … 
anonymously from my peers. 1 2 3 4   5 

directly from my peers. 1 2 3 4   5 

I prefer to receive peer performance feedback in studio class… 
spoken live/in-person. 1 2 3 4 5 

electronically/in writing. 1 2 3 4 5 

My professor addresses critical, demeaning, or fear based feedback that occurs 
between students outside of class. 1  2 3 4 5 

My professor addresses critical, demeaning, or fear based feedback that occurs 
between students during class. 1  2 3 4 5 

I find it effective when my professor addresses critical, demeaning, or fear 
based feedback from students during studio class by… 
addressing the behavior in class with the individual immediately. 1  2 3 4 5 

addressing the behavior outside of class with the individual. 1  2 3 4 5 

speaking to the whole class about appropriate ways to give peer feedback. 1 2 3 4 5 

letting students work out conflict amongst themselves. 1  2 3 4 5 
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I find it effective when my professor addresses critical, demeaning, or fear 
based feedback from students outside of studio class by… 
addressing the behavior outside of class with the individual. 1  2 3 4 5 

speaking to the whole class about appropriate ways to give peer feedback. 1 2 3 4 5 

letting students work out conflict amongst themselves. 1 2 3 4 5 

Creativity 
1 Strongly disagree 
2 Disagree 
3 Neutral 
4 Agree 
5 Strongly Agree 

I believe it is important to incorporate… 
non-traditional performance mediums or pieces. 1 2 3 4 5 

collaboration with other instruments/areas of expertise. 1 2 3 4 5 

multidisciplinary or multicultural involvement in music performance. 1 2 3 4 5 

arrangements/adaptations. 1 2 3 4   5 

improvisation. 1 2 3 4   5 

I/my studio incorporate(s)… 
non-traditional performance mediums or pieces. 1 2 3 4  5 

collaboration with other instruments/areas of expertise. 1 2 3 4 5 

multidisciplinary or multicultural involvement in music performance. 1 2 3 4 5 

performances of arrangements/adaptations. 1 2 3 4   5 

improvisation. 1 2 3 4  5 

Other 

Is there anything else you would like to discuss that you believe is important to 
cultivating a positive learning environment within your studio? (short response) 
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Thank you for your participation. Anyone who is interested in receiving a copy of the 
completed thesis on Perspectives on Cultivating a Positive Collegiate Clarinet Studio 
Environment: A Survey of Students and Professors, which will include the data from this 
survey, may send an email to Katherine Breeden at katherine.breeden@uky.edu. 

mailto:katherine.breeden@uky.edu
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Appendix B: Recruitment Script for Email Correspondence 

Hello (insert name here), 

I am a current student in the Master of Music program in clarinet performance as well as 
the clarinet teaching assistant at the University of Kentucky with Scott Wright. I 
completed my undergraduate degree at Arizona State University in clarinet performance 
with Robert Spring and Joshua Gardner. I am conducting a research study to identify 
strategies used by collegiate clarinet professors and students that aid in the cultivation of 
a positive studio environment, as well as student and professor opinions relating to 
collegiate clarinet studio characteristics. 

You are invited to respond to a short survey via Google Forms which will take 
approximately five minutes. I am requesting that you forward this email to your students 
as well so they may respond to the survey if this research is of interest to them. 
Responses will be anonymous, and results will be shared only in the aggregate form. 

Your participation in this study is voluntary. You must be 18 or older and a current 
student in the area of music education or performance in clarinet as a major, minor, 
graduate student, or a recent graduate of a collegiate clarinet studio program (graduating 
within the last five years), or a current collegiate clarinet studio professor to participate in 
this study. 

I would appreciate you taking this survey, as well as forwarding this email to your 
clarinet studio on my behalf. Any questions about this research may be directed to the 
principal investigator at katherine.breeden@uky.edu. 

Thank you, 
Katherine Breeden 

mailto:katherine.breeden@uky.edu
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Appendix C: Recruitment Script for Social Media 

I am a student in the Master of Music program in clarinet performance as well as the 
clarinet teaching assistant at the University of Kentucky. I am conducting a research 
study to identify strategies used by collegiate clarinet professors and students that aid in 
the cultivation of a positive studio environment, as well as student and professor opinions 
relating to collegiate clarinet studio characteristics. 

You are invited to respond to a short survey via Google Forms which will take 
approximately five minutes. Responses will be anonymous, and results will be shared 
only in the aggregate form. 

Your participation in this study is voluntary. You must be 18 or older and a current 
student in the area of music education or performance in clarinet as a major, minor, 
graduate student, or a recent graduate of a collegiate clarinet studio program (graduating 
within the last five years), or a current collegiate clarinet studio professor to participate in 
this study. 

If you believe that research like this is important please feel free to share this post. 

Thank you! 
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Appendix D: Subject Demographics of Survey Responses 

Gender Identity (192 total responses) 

Female 110 

Male 74 

Non-binary 5 

Prefer not to answer 3 

Undergraduate Students (135 total responses) 

Music Education Majors 69 

Music Performance Majors 71 

Music Minors 8 

Double Majors in Music Education and Music Performance 13 

Graduate Students (27 total responses) 

Masters Students 16 

Masters Students in Music Education 2 

Masters Students in Music Performance 14 

Doctoral Students 11 

Doctoral Students in Music Education 0 

Doctoral Students in Music Performance 11 

Professors (28 total responses) 
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