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ABSTRACT 
 

The purpose of this study was to examine undergraduate and graduate piano 

majors' confidence in selecting, performing, and teaching piano repertoire by diverse 

composers (women composers and composers of color (BIPOC)). A secondary purpose 

was to investigate their beliefs about and experiences learning piano repertoire by diverse 

composers. Specifically, (a) the types of experiences piano majors have learning piano 

repertoire by diverse composers, (b) how confident piano majors are in teaching 

repertoire by diverse composers, and (c) potential relationships that exist between piano 

majors' experience learning, beliefs about, and confidence teaching repertoire by diverse 

composers. Undergraduate and graduate piano majors that attend National Association of 

Schools of Music (NASM) accredited schools across the United States were invited to 

participate in this survey study. Data were collected from undergraduate and graduate 

piano majors in Fall 2021 (N = 180).  

 Results indicated that respondents with more experience learning repertoire by 

diverse composers and with higher beliefs related to composers of diverse repertoire were 

more confident in their abilities selecting and teaching diverse repertoire. Results also 

indicated that respondents had more experience learning works by women composers 

than BIPOC composers, and respondents had little experience learning works by women 

BIPOC composers. Overall, respondents (regardless of gender or race) believed that the 

inclusion of traditionally underrepresented composers was important and expressed a 

desire to include this repertoire among the literature they learn and teach. However, most 

indicated that they did not consider gender or race when selecting repertoire to learn and 

to teach. Most respondents who did not currently learn or teach repertoire by diverse 



 

 xv 

composers expressed that more preparation as part of their collegiate program would 

increase their likelihood of teaching diverse repertoire. Implications for piano majors, 

instructors of academic piano coursework, and applied/private piano instructors are 

discussed. 
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CHAPTER 1: INTRODUCTION 

The repertoire studied by classical pianists throughout their musical and technical 

development often is saturated by the works of white, male composers. The “core” 

repertoire—the piano works nearly all classical pianist learn—typically do not include 

works by diverse composers (Chu, 2002; Conflenti, 1978; Gould, 2005; Hunter, 1985; 

Lagrimas, 2016; Race, 1980). Classical piano standards (e.g., Bach preludes and fugues, 

sonatas by Beethoven, Mozart, and Haydn, and Chopin’s nocturnes and etudes) 

undoubtedly hold musical and technical merit and should be experienced by students. 

However, an exclusively Eurocentric repertoire may not appeal to modern day students 

(Anderson & Campbell, 2010), present relatable role models (Campbell, 2002), or 

promote a learning curriculum that welcomes and supports all (Hess, 2017, 2018). 

Through broadening the piano repertoire to include both the traditional canon and works 

by minority composers, students can be better supported. Additionally, piano teachers 

must be prepared to teach music by diverse composers that fall outside of the established 

Eurocentric framework. Eurocentrism is defined as “a cultural phenomenon” that views 

the histories and cultures of Western-Europe societies as preeminent and superior to the 

culture of other societies and “views the histories and cultures of non-Western societies 

from a European or Western perspective” (Pokhrel, 2011, p. 321). Eurocentric standards 

were established to help maintain a status quo; and is a product of the societal racism, 

sexism, and general disparity that has historically denied minority composers access to 

the musical arena throughout history (Hess, 2018). For the few minority composers who 

were able to write, oftentimes they were not given fair opportunities to have their works 
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performed, published, and critiqued with the same respect as their white, male 

contemporaries.  

Piano teachers choose literature based on its level of difficulty, length, genre, 

form, technical elements, and overall appeal (Burnham, 2003; Chen, 2008; Elliot, 2005; 

Lu, 2002). Teachers often believe that technical and musical skills can be introduced and 

reinforced through a variety of works and that the literature is merely a tool through 

which concepts are taught (Bulow, 2019; Chin, 2008; Coutts, 2018; Pierson, 2020). 

Others may choose repertoire because of its established popularity among the repertoire. 

Regardless, the teacher’s skills and ability to use the “tool” (piano literature) to help the 

student develop their piano abilities are more indicative of the student’s success than the 

use of a specific piece or composer. Since the use of specific literature is not necessary 

for student development, there is no reason to exclude certain composers from the canon. 

However, without deliberate/intentional programming of piano works by diverse 

composers, broadening of the repertoire will fail and the traditionally Eurocentric 

influence upon the repertoire will continue to perpetuate. “The choice of songs and other 

materials used in the music classroom is often rooted in the history of the music teacher, 

not that of the students” (Kelly-McHale, 2018, p. 61). Issues should be acknowledged 

and addressed to dismantle this system. Piano students should be exposed to and learn the 

music of composers of both their own and other races and genders (Broadbent, 2016; 

Kim, 2011). Through proactively exposing piano students to works by diverse 

composers, future piano teachers’ knowledge of the piano repertoire will be expanded, 

and they will be equipped with the resources and expertise to teach and perform music by 

composers of all genders and races.  
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Piano Recital Programming   

Traditions in Piano Recital Programming. Since the 1800s the format and 

context of the classical piano recital has remained largely unchanged. Outside of 

ensembles devoted to performing new music or pianists that independently pursue 

learning lesser-known repertoire, the core recital repertoire has been predominantly 

comprised of a small group of composers (e.g., Bach, Beethoven, Chopin, Liszt) whose 

works are most frequently performed (Conflenti, 1978). Such Eurocentric programming 

is rooted in Western colonization and a generally racist and sexist society (Campbell, 

2002; Hess, 2017, 2018). Musicians have been presented with mainly one 

ideal/representation of who classical composers are—White men. As a result, it is no 

surprise, that the core repertoire reflects these same power dynamics and hierarchies that 

historically have dominated society. The predictability of piano recitals is deep-rooted. 

When attending a solo piano recital, oftentimes the audience members can ascertain (a) 

its length (typically between an hour and an hour and a half long), (b) format (at least 

one, but often more large scale work(s)), and (c) that perhaps there will be a theme, such 

as a specific musical period (e.g., Romantic era music), or contain works from multiple 

stylistic periods (Chen, 2008; Chu, 2002; Conflenti, 1978). The parameters of piano 

recitals are not right or wrong (as if the complexity of programming selections could be 

labeled by such simplistic designations). Rather, such expectations have simply become 

tradition. Eurocentric recital traditions inherently exclude non-White and non-male 

genders from the recital repertoire canon. Their exclusion from the canon is an oversight 

that disservices music students and future music teachers from a full, broad knowledge of 

the piano repertoire (Kindall-Smith et al., 2011). Without the opportunity to explore non-
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Eurocentric repertoire and experiment within the context of a piano recital, students may 

not gain confidence and the necessary knowledge to select and teach diverse repertoire to 

their own students (Robbins, 2019). Therefore, broadening piano recital traditions may 

allow for the inclusion of more literature from which teachers can choose, and for 

pianists to gain experience in performing a greater variety of musics.  

Undergraduate and Graduate Piano Recitals. Most collegiate music students 

must prepare and perform a summative recital as a portion of their degree curriculum. 

These degree recitals (both at the undergraduate and graduate level) are particularly 

uniform in their design. Teacher and student most often collaborate to select the 

repertoire the student will perform (Burnham, 2003; Lagrimas, 2016). The student’s 

interests (in specific works or styles) are considered alongside the teacher’s knowledge in 

selecting literature that will best showcase the student’s strengths and abilities (Burnham, 

2003) while meeting the length, style, and any other established parameters potentially 

required by the institution. While most institutions do not prescribe specific composers or 

stylistic period requirements, teachers and students may consider upcoming competition 

or audition requirements (Lagrimas, 2016) when choosing recital program literature. 

While piano degree recitals are often dominated by the works of a “core” set of 

composers, with teacher support, students can explore and potentially select recital 

literature by underrepresented composers.  

According to Chu (2002), students most often program the works of Beethoven, 

Chopin, Bach, Liszt, Mozart, Debussy, Haydn, Schubert, Rachmaninoff, Schumann, and 

Ravel on degree recitals. Similarly, Hunter (1993) identified, Bach, Chopin, Beethoven, 

Brahms, Debussy, Scarlatti, Rachmaninoff, Mozart, Bartók, and Ravel as the most 
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programmed composers for piano recitals. Conflenti (1978) found that among 628 

concert programs, a Beethoven composition was performed on 45.9% (n = 288) of 

recitals; and 43.6% (n = 274) of concert programs included a Chopin work. Stylistically, 

works by composers from the classical and romantic eras were most often programmed 

(Hunter, 1985). Rich (1973) found that 95.0% (n = 401) of programmed repertoire was 

written in the 19th century.  

Degree recitals are typically an hour to an hour and a half long (Lagrimas, 2016) 

and pianists usually program multiple works—including at least one sonata (Race, 1980). 

The formulaic nature of the piano degree recital reinforces the established norms and 

meets the conventional expectations of professional piano recitals. This means that, aside 

from the exception of students and teachers who are self-motivated to discover repertoire 

by lesser-known composers, oftentimes works by composers that fall outside of the 

traditional canon are not programmed. While researchers have thoroughly examined the 

existing structure (Race, 1980), the most frequently programmed repertoire (Chen, 2008; 

Chu, 2002; Conflenti, 1978), and factors that influence repertoire selection (teacher input, 

audition and competition requirements, audience appeal, length, form) among piano 

majors (Burnham, 2003; Lagrimas, 2016), the inclusion of music by diverse composers 

among programmed repertoire has yet to be explored among piano recitals.  

Youth Music Association Piano Contest Requirements. Competitions, contests, 

festivals, and other graded music achievement-related events organized by state music 

associations vary in their performance requirements. Some states (e.g., Arkansas, 

Kentucky, New York) provide participants with suggested solo piano repertoire lists, 

performance length regulations, and memorization requirements (AMTA, 2021; Hickey’s 
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Music Center, 2021; KMTA, 2014). These lists are often referred to as prescribed music 

lists (PMLs). As evidenced through examining various state PMLs for piano, they are 

overwhelmingly dominated by the works of White, male composers (Cremaschi, 2021). 

On most lists, just one or two minority composers (by race or gender) are included. Such 

a small representation of diverse composers may suggest that those who create PMLs fail 

to consider race or gender as a factor when selecting repertoire. The minimal 

representation present among these lists may be interpreted as tokenism (Marcho, 2020; 

Thiessen, 2021)—the practice of making a symbolic effort to give the appearance of 

sexual or racial equality in a group through recruitment of a small number of people from 

underrepresented groups (Guldiken et al., 2019). Such an approach can be perceived as 

ingenuine, superficial, and may be discouraging to students who are not authentically 

represented among repertoire composers.  

Despite their popularity, PMLs are not utilized by all state/organization music 

festivals. For example, Oklahoma and Connecticut do not provide suggested repertoire 

lists for state solo piano performances via PMLs, but instead require that works are 

stylistically contrasting—either by representative time periods or by character (CMTA, 

2018; OMTA, 2021). Despite the open-endedness of requirements from states without 

PMLs, pianists still overwhelmingly program works by White, male composers 

(Cremaschi, 2021). Beginner and early intermediate level pianists may be more likely to 

program a woman composer as compared to a man given that many late twentieth and 

twenty-first century educational composers are women (e.g., Melody Bober, Eugénie 

Rocherolle, Martha Mier, Catherine Rollin). As a student progresses to more difficult 

material, they perform works by women less often as evidenced on state PMLs. The 
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decrease in performed works by women may be attributed to the lack of intermediate and 

advanced level repertoire composed by women that are easily available. Women have 

been welcomed into the field of current educational composers due to their knowledge 

and skills. However, historically, women were largely unwelcomed in the field of 

composing—particularly for more virtuosic performance. The exclusion of most women 

from composing (prior to the late 19th century) had two major effects: (1) fewer works 

by women exist from previous historical periods, and (2) the existing works by women 

were often lesser known since they were not celebrated like the works of their male 

colleagues. While Cremaschi’s (2021) research findings provides data on the gender and 

racial representation of piano works performed in pre-college competitions, further 

research is needed to examine the gender and racial representation of state PMLs and pre-

college students’ attitudes and feelings toward the literature included on these lists.  

The Eurocentric Music Education Curriculum   

Impacts of the Eurocentric Curriculum. The Eurocentric music curriculum, 

which traces back to the colonization of North America, has been reinforced through 

centuries of practice (Anderson & Campbell, 2010; Campbell, 2002; Hess, 2017, 2018). 

Its effects are far reaching and impact all students of the American music education 

system. A Eurocentric music curriculum perpetuates colonization and grants access to 

those with privilege (Oberhofer, 2020). Regardless of intention, when music is taught 

through this lens, students learn that the Eurocentric repertoire, ideas, and approaches are 

superior (Campbell, 2002). Such an approach creates an “us” versus “them” environment 

where students must reconcile with how they fit into the established Eurocentric 

curriculum (Oberhofer, 2020). Through this format, any inclusion of diverse composers is 
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viewed as peripheral and done as an act of tokenism; works often are presented 

tangentially to the “main” curriculum (Hess, 2015). To gain genuine meaning, composers 

that fall outside of the European canon must be fully integrated to contextualize and give 

meaning to students (Kelly-McHale, 2018). Through this approach, the repertoire can be 

authentically broadened. According to Hess (2015), only then can the fluidity and 

interconnectedness of the entire repertoire be personified to students. 

Benefits of an Inclusive Approach. Shifting music education curriculum away 

from a Eurocentric approach towards a more culturally inclusive environment holds 

significant benefits for students. Doing so may afford teachers opportunities to better 

serve the needs of present-day students and support students’ overall success. Culture is a 

“critical variable” in learning (Lind & McCoy, 2016, p. 11). Through understanding its 

role and influence on a learner’s perspective, experience, and knowledge, teachers can 

more thoughtfully design and instruct curriculum. Culturally responsive teaching (CRT) 

“connects schooling to the lives and learning styles of culturally diverse student 

populations” (p. 20). CRT is defined as, “using the cultural characteristics, experiences, 

and perspectives of ethnically-diverse students as conduits for teaching them more 

effectively” (Gay, 2002, p. 106). According to Gay’s definition, the curriculum is 

informed by the students being served and thus, immediately becomes more relatable to 

the students.  

Oftentimes, a teacher’s choice of repertoire is rooted in their own history and 

enculturation, rather than that of their students (Kelly-McHale, 2018). Teachers should 

carefully consider their repertoire selections to successfully create a curriculum that 

embraces the identities and experiences of all students in the classroom/lesson. CRT is a 
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multi-faceted concept that requires the construction of new systems that are built on 

greater equity to take place for its successful implementation (Butler et al., 2007; Hess, 

2017; Moore, 2019). Systems that acculturate (where learners must adjust their culturally 

based skills, knowledge, and experience to align with the larger (predominant) culture), 

should be replaced by those that enculturate (considers the existing cultural themes of 

students’ lived experience) to create culturally relevant classrooms (Lind & McCoy, 

2016). The implementation of systems that consider the culture of learners rather than 

require their assimilation ensures that knowledge (e.g., information, experience, skills) 

becomes more accessible and equitable (Lind & McCoy, 2016). While literature 

selections alone will not create a culturally responsive classroom, and cannot create 

equity, their use in the piano lesson can positively impact students. Through the inclusion 

of diverse composers in lesson curricula, the lived experiences of students are considered, 

repertoire is contextualized, and students are more likely to relate with the repertoire 

composers. The impacts of including diverse composers within the curriculum has been 

explored in choral (Shaw, 2012), band (Bennett, 2020; Hendrick, 2018; Rohan, 2011), 

general music (Hess, 2017; Hickling-Hudson, 2003; Kelly-McHale, 2018; McIntyre, 

2013), and orchestra (Hess, 2018) settings, as well as among music education majors 

(Kindall-Smith, 2011; Robbins, 2019). Despite the extant research in other areas of 

music, the concept of CRT has yet to be examined within the piano field.  

Role Models in Music Education 

Access to role models has proven beneficial to the success of all students (Prince, 

2015; Shin et al., 2016). For minority students, access to relatable role models is 

especially pertinent to their success (Evans, 1992; Lockwood, 2006; Quimby & de Santis, 
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2006). The inclusion of diverse composers in the piano repertoire would provide 

opportunities for students of all races and genders to identify role models with similar 

lived experiences to their own (i.e., representation). The inclusion of diverse composers 

benefits students as they embark on their musical endeavors. For women, access to role 

models makes success in their chosen field more attainable and relevant (Ivaldi & 

O’Neill, 2010). Through seeing other women succeed, they become more confident in 

their own abilities to succeed. The positive impact of same-gender role models on 

females has been explored in a variety of settings such as among high school students, 

(Nixon & Robinson, 1999), within the STEM fields (Herrmann et al., 2016), among 

undergraduate students (Lockwood, 2006), and among PhD economic students 

(Neumark, 1996). Within the field of music, the impact of female role models upon 

female students has been documented in some settings. Among female band conductors, 

Gould (2001) found that when available, women band directors sometimes served as role 

models to music students with aspirations to be a band director. Among musician and 

non-musician adolescents, Ivaldi and O’Neill (2010) found that female participants held 

higher aspirations beliefs when their musical role model also was female. To better 

examine potential relationships between female role models and students in the piano 

field, further research is necessary.   

For Black students, access to role models increases the likelihood that high school 

students will continue to pursue music in college, both as a leisure activity or career path 

(Hamann & Walker, 1993). Their self-confidence and motivation improve when 

presented with an exemplar in the field to learn from, emulate, or witness success 

(Hamann & Cutietta, 1996; Hamann & Walker, 1993). Representation within the selected 
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literature is an accessible way for teachers to present students with exemplars in their 

field. Regardless of the teacher’s gender or race, through intentional programming they 

can provide students with repertoire written by composers with similar lived experiences 

to the student (Robbins, 2019). While the students’ repertoire does not need to be entirely 

comprised of same-race or same-gender composers, including such pieces within the 

student’s literature studied may benefit the student’s motivation and development.  

Piano Teacher Training  

Throughout the second half of the 20th and 21st century, collegiate piano degrees 

have evolved to reflect students’ career paths as both performers and teachers (Pearce, 

1985). This evolution shifted from the 19th and first half of the 20th century, when piano 

teachers often received little formal teacher education. Instead, piano teachers developed 

their skills through emulating their own piano teachers’ practices and beliefs, as well as 

through trial and error (Keene, 1982)—the traditional apprenticeship model. While 

teaching preparation is incorporated into nearly all modern piano degrees (Pearce, 1985), 

specific course requirements vary among institutions of higher education. Most 

colleges/universities require piano majors to complete at least one pedagogy course 

(Johnson, 2002). These courses are designed to prepare students to operate a private 

studio through exposure to concepts such as teaching repertoire, piano method books, 

ensemble repertoire, teaching philosophies, studio policies, learning theories, and any 

other topic the pedagogy instructor deems pertinent (Chiang, 2009; Johnson, 2002; 

Meyers, 2014; Milliman, 1992). According to two previous studies, the most popular 

required texts among piano pedagogy courses were James Bastien’s How to Teach Piano 

Successfully and Marienne Uszler, Stewart Gordon, and Elyse Mach’s The Well-
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Tempered Keyboard Teacher (Johnson, 2002; Milliman, 1992; Schons, 2005). While 

these texts are filled with helpful information for piano pedagogy students, each 

publication utilizes a Eurocentric curriculum and diverse composers are almost entirely 

excluded. Given the lack of inclusion in pedagogy course texts, students may not be 

exposed to a full representation of piano teaching repertoire through study of the required 

texts alone. 

Given that piano pedagogy text content lacks composer diversity, the 

responsibility of teaching inclusion in programming/literature selection falls upon the 

instructor to independently include the topic in their course curriculum. Pedagogy courses 

are not standardized in regard to curricular structure, so the inclusion of diverse 

composers is entirely possible (Elgersma, 2012). Instructors of almost any course choose 

topics based on what they deem most important and, often, related to their own expertise. 

Familiarity also plays a significant role in chosen course curricula. If pedagogy 

instructors are unfamiliar with the works of diverse composers, they may be less likely to 

include them in their course curriculum (Kelly-McHale, 2018). Consequently, future 

piano pedagogy teachers (i.e., current piano majors) should be exposed to a full 

representation of the piano repertoire (including diverse composers) so that their 

familiarity-based choices as an instructor are more wide-ranging and diverse. “The choice 

of songs and other materials used in the music classroom is often rooted in the history of 

the music teacher” (Kelly-McHale, 2018, p. 61). Through the lens of Kelly-McHale’s 

research findings, the inclusion of repertoire by diverse composers and from diverse 

cultures within a music teacher preparation program may more adequately prepare future 

teachers to confidently teach from a fully representative pedagogical canon. To better 
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understand the impact of including diverse composers in the curriculum, further research 

is needed: a complete understanding of the effects of composer diversity inclusion within 

piano pedagogy course curricula is difficult to surmise. While educators are aware of (a) 

typical topics, (b) the most frequently used course texts, and (c) most popular 

assignments and projects included in piano pedagogy course curricula, the impacts of 

exposure to diverse composers on pedagogy student’s confidence selecting and teaching 

repertoire by diverse composers remains unclear.  

Self-efficacy  

Self-efficacy (SE) is a central mechanism of human agency (Bandura, 1982). 

Bandura, who first popularized this term, defined SE as an individual's belief in their 

capacity to execute behaviors necessary to produce specific performance 

attainments (Bandura, 1997). Our choices and actions as individuals are directly 

influenced by our SE in any given situation. Our willingness and motivation to complete 

any task is a culmination of our related past experiences and the SE that exists because of 

these experiences (Schunk, 1995). Since each challenge or task necessitates unique 

requirements and circumstances, “self-efficacy beliefs are context-specific, rather than a 

global trait” (Regier, 2016, p. 6). SE is situation dependent. For example, an individual 

can possess high SE in performing solo piano works, while holding low SE in performing 

chamber works.  

Self-efficacy is constructed through four central domains: mastery experiences 

(positive and negative experiences completing a task), vicarious experiences (observing 

others successfully complete a task), social persuasion (receiving positive verbal 

feedback), and psychological cues (internal mental, emotional, and psychological 
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feedback) (Bandura, 1997). The culmination of these four domains is represented through 

an individual’s past experiences which, in turn, informs their SE in a specific situation. 

Mastery experience is the most influential of the four domains and shares a direct 

relationship with SE (Burak, 2019; Steele, 2010; de Vries, 2013; Zelenak, 2014). As the 

amount of positive mastery experiences an individual has increases, so does their SE. 

Inversely, the more negative mastery experiences an individual has, the more negatively 

their SE is impacted. For example, as an undergraduate student builds upon their positive 

teaching experiences, their SE in teaching also positively grows. Conversely, if a student 

experiences increased negative teaching episodes, their SE likely will also be negatively 

impacted. SE has been studied in a variety of musical settings including among secondary 

band directors (Regier, 2016), among music teachers (Hendricks, 2015; Wagoner, 2011), 

and in relation to teaching Puerto Rican music (Quesada, 1992). However, SE as it relates 

to piano majors’ confidence learning, selecting, and teaching varied literature has yet to 

be explored. 

Music Teacher Self-efficacy  

Preservice Teachers. Researchers have identified a variety of components that 

influence SE among preservice music educators. A common thread among existing extant 

literature is the centrality of mastery experience towards building teacher SE (Biasutti & 

Concina, 2017; Burak, 2019; Ekinchi, 2014; Regier, 2016; Steele, 2010; de Vries 2013; 

West & Frey-Clark, 2018; Zelenak, 2014). Preservice music educators find participation 

in student teaching or similar mastery experiences as most impactful upon the 

development of their teacher identity and SE (Prichard, 2013). Their SE can be 

designated into two dimensions: “personal music teaching efficacy beliefs” and 
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“classroom management efficacy beliefs” (Prichard, 2013, p. iv). Both areas can be 

impacted by a variety of experiences such as mentoring, field experience (including 

student teaching), and peer interaction. 

Also related to experience, Burak (2019) found that while degree and gender did 

not impact preservice music educators’ SE, their year as a collegiate student did. Those 

students who were further along in their collegiate studies demonstrated higher levels of 

SE than early-career college students. This correlation may have been attributed to the 

experiences that students gained through the student teaching experience, since these 

internships typically occur towards the end of degree study. Additionally, the completion 

of more courses, related readings, assignments, and interactions with faculty and peers 

may add to more seasoned students’ higher SE (Kaleli, 2020). These findings indicate 

that a concerted collective of mastery experiences are most essential in developing high 

SE in future music teachers.   

In-service Teachers. Among in-service music teachers, identified SE was one of 

three characteristics (along with nonverbal communication and leadership) associated 

with effective music educators (Steele, 2010). Like preservice teachers, the SE beliefs of 

in-service teachers were directly influenced by their experience (Biasutti & Concina, 

2017; Steele, 2010; de Vries, 2013; Wagoner, 2011). When measuring a teacher’s SE in 

relationship to their abilities (ability to persevere through adversity, ability to problem 

solve, and set goals in an achievable way) each year of completed teaching experience 

resulted in added teacher SE; higher SE and higher music teacher commitment also 

shared a direct relationship (Wagoner, 2011). Those with higher SE were more willing to 
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spend personal time, money, and energy to teach and be involved in professional 

activities.  

Through their investigations of practicing teachers, Regier (2016) and Biasutti 

and Concina (2017) indicated that formal education had a positive impact upon teacher 

SE. Their findings show that those with more collegiate education held higher beliefs in 

their abilities as a music teacher than those with less post-secondary education. In 

contrast, other researchers (West & Concina, 2018) found that the mode of experience 

was not nearly as important as the existence of experience (in any form). Regardless of 

the means through which piano teachers gained experience, those with 11 or more years 

of teaching experience held higher SE levels than those with 10 or fewer years of 

experience (West & Concina, 2018). Rather than the setting of experience (traditional 

collegiate education or alternative certification), the years spent actively teaching has 

proven to be the greatest indicator of SE among music educators.  

Participation in in-service music teacher workshops help provide supplemental 

avenues of experience and resources to teachers (Quesada, 1992). These workshops 

afford teachers opportunities to interact with colleagues, further develop their teaching 

skills, and engage in vicarious experiences. (Other factors that influence music teachers’ 

SE are social skills, beliefs about their musical ability, and gender (Biasutti & Concina 

2017)). Biasutti and Concina found that men in their study held higher SE than women in 

their teaching abilities; other factors, such as social skills, teaching experience, and 

beliefs about musical abilities also influenced participants’ SE level. The domain of 

verbal persuasion influences in-service teachers via parent, teacher, and school principal 

feedback (de Vries, 2013). Through the encouragement of positive feedback, teachers 
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built their SE. Although experience has proven to be the most significant predictor of SE, 

acknowledging other influential factors is important in understanding the interplay of 

each factor and its contribution to the overall development of teacher SE.  Given the 

extensive research on SE in the school music education field, it remains unclear how 

these findings align with those who teach private piano. 

Self-efficacy Among Music Students. The development of SE in music students 

most strongly relates to the domains of mastery experience and vicarious experience 

(Hendricks, 2009; Zelenak, 2011, 2014). Regardless of ensemble type, grade level, and 

music aptitude scores, mastery experience outranked vicarious experience as music 

students’ strongest influence of SE (Zelenak, 2014). Performance is one means through 

which music students can gain mastery experience (Zarza-Alzugaray et al., 2020). 

Therefore, performances and similar learning opportunities (e.g., juries, masterclasses, 

rehearsals) may be essential for all music students in developing their SE skills. Without 

these experiences, students may struggle to gain confidence and may be discouraged 

from continuing their musical pursuits. While of lesser influence, music aptitude also can 

predict SE in music performance (Zelenak, 2011). Zelenak defined musical aptitude as 

“an individual’s innate potential to learn music” (p. 14), that is, a combination of genetic 

and environmental factors (Hutton, 2013). While some constructs of musical aptitude 

(e.g., sense of rhythm) can be easily measured, other components, such as commitment to 

music, are more difficult to ascertain (Hallam et al., 2002). Accurately measuring an 

individual’s musical aptitude may be challenging through use of a single measurement 

test, rather, measuring musical aptitude may require multiple tests to investigate the 

interaction of varying components on musical aptitude and SE. While Hutton (2013) 
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explored the effect of SE on musical aptitude test performance, further research is needed 

to investigate the role SE plays in influencing the relationship between music aptitude 

and music achievement. 

 Although mastery experience is the most influential of the four domains of SE, 

acknowledging the influence and interconnectedness of the other domains (vicarious 

experience, verbal feedback, and psychological cues) is necessary to understand their 

impact on SE (Hendricks, 2009). Vicarious experiences (observing others successfully 

complete a task) influence music students by allowing them to witness other students 

succeed (Arslan, 2012; Bandura, 1997). Access to vicarious experiences can inspire 

students, present them with successful role models (Eglimez, 2015), and make a goal 

more achievable (Legette, 2014), as well as help those with low SE beliefs feel more 

capable (Zelenak, 2014). Social persuasion, in the form of verbal feedback from 

conductors or ensemble leaders, encouragement from peers, and admiration from 

audiences, may impact music students’ SE (Zelenak, 2011). Influential psychological 

cues (internal mental, emotional, and psychological feedback) may manifest through a 

student’s level of fatigue or bodily reactions to performing (e.g., sweaty palms, racing 

heart) (Redmond, 2010). The way in which the four domains of SE influence a person is 

unique to the individual, although, a more complete understanding of these components 

and their interplay can help educators better serve their students.  

  Compounding factors such as gender can have an influence on the SE levels of 

music students (Burak, 2019; Eglimez, 2015; Jelen, 2017; Nielsen, 2004). Among piano 

majors, women have reported higher levels of performance anxiety than men, as well as 

lower SE beliefs in their performance skills (Eglimez, 2015; Jelen, 2017; McPhersen, 
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2006). Similarly, music students who represent racial minorities may struggle to build 

vicarious experience, which can impact their SE (Eglimez, 2015). Given that vicarious 

experiences provide social models with which the student can relate (Arslan, 2012), this 

may pose some challenges for minority students since representation within the field is 

often lacking for non-White musicians. The importance of vicarious models supports the 

need for same-gender and same-race roles models among piano students. With the 

inclusion of diverse composers among the topics and experiences to which music 

students are exposed, their SE related to the topic may positively increase (given the 

proven impact of experience on SE) and students may gain the necessary tools to 

incorporate diverse composers among the repertoire they teach or perform. However, the 

impacts of said experiences are unknown among piano majors. To understand the impact 

of exposure to diverse composers upon their SE more fully, examination of piano majors’ 

experience with learning diverse repertoire and resulting SE seems warranted. 

Need for the Study  

Historically, the Western piano repertoire is Eurocentric in nature (Debal, 1989; 

Hunter, 1985; Lagrimas, 2016). While this established Eurocentric repertoire pervades, it 

no longer serves the present-day student. The Eurocentric curriculum is a product of 

colonization that marginalizes individuals through an imposed hierarchy of “the most 

valued” or “most important (Hess, 2018). A traditionally Eurocentric system also fails to 

accurately reflect the demographics and lived experiences of present-day students, which 

can alienate certain learners and result in disinterested students (Beggs, 2019; Butler, 

2007; Hess, 2017).  
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Substantial research findings support the importance of role models and, 

specifically, relatable role models (by gender, race, or general lived experience) (Evans, 

1992; Gilbert, 1985; Haas & Sullivan, 1991; Karunanayake & Nuata, 2004; Lockwood, 

2006; Quimby & De Santis, 2006). Researchers suggested that access to role models 

promotes a lasting relationship with music, builds confidence, and encourages students to 

pursue a career in the field (Hamann & Walker, 1993). In music, role models come in 

varied forms—teachers, conductors, fellow performers, and even composers of works 

studied. Additionally, music instructors (including piano) do not deem the composer of a 

piece as one of the most important components when selecting literature for study, rather, 

the work’s musical and technical merit, as well as appropriateness for their student, takes 

precedence (Burnham, 2003). Since performance literature regularly is used as a tool to 

teach technical and musical skills, expanding the teaching repertoire to include the works 

of diverse composers will not hinder the musical or technical development of students. 

Rather, the inclusion of diverse composers likely will benefit students as their technical 

and musical needs can be met while they are exposed to potential same-race and same-

gender role models.  

Undoubtedly, music teachers represent a summation of previous experiences. 

They are influenced and shaped by their own teachers, the repertoire they learn and 

perform, the interactions with their peers, and the pedagogy they are taught (Keene, 1982; 

Pearce, 1985). Music educators teach what they have been taught because that is where 

they are most confident—where they hold the highest levels of SE (Kelly-McHale, 2018). 

Experience learning and confidence teaching diverse repertoire has been studied among 

music education majors with varying primary instruments (Robbins, 2019), yet the topic 
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has yet to be explored among piano majors. Investigating the potential relationships 

between piano majors’ experiences learning, their beliefs about, and their confidence 

teaching diverse repertoire is necessary in order to understand potential relationships 

between their experience learning and confidence teaching diverse repertoire, and their 

beliefs related to diverse repertoire’s role in the curricula. The data I gathered through 

this research can better inform piano degree curricula to prepare future piano educators to 

teach music by diverse composers. Through investigating these areas, the piano teaching 

repertoire can broaden to include both the traditional Western canon and the works of 

traditionally underrepresented composers to ensure that developing pianists are learning a 

fully representative repertoire, and shift away from a Eurocentric focus to better meet the 

needs of the 21st century piano major.  

Purpose of the Study  

The purpose of this survey study was to examine undergraduate and graduate 

piano major’s confidence in selecting, performing, and teaching piano repertoire by 

diverse composers. A secondary purpose was to investigate their beliefs about and 

experience learning diverse piano repertoire.   

Research Questions  

1. What experiences do undergraduate and graduate piano majors have learning 

piano repertoire by diverse composers during their collegiate studies (as a student 

enrolled in piano lessons, literature, or pedagogy courses)?  

2. How confident are undergraduate and graduate piano majors in teaching 

repertoire by diverse composers?  
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3. What are the relationships between confidence among learning/performing, 

selecting, and teaching repertoire by diverse composers?  

4. What impact does undergraduate and graduate piano majors’ experience learning 

piano repertoire by diverse composers have on their ability to teach piano 

repertoire by diverse composers to their current and/or future students?  

Definitions of Terms  
 
The following operational definitions were used in this study: 

• Composer of Color – The term composer of color will refer to a composer who 

identifies as Blank, Indigenous, or a Person of color (BIPOC). 

• Diverse Composers – For the purpose of this research, a diverse composer will 

be defined as a composer who does not identify with the U.S. Census definition of 

White male: Males having origins in any of the original peoples of Europe, the 

Middle East, or North Africa (Jones, M.J.A., 2020; 

https://www.census.gov/topics/population/race/about.html).  

• Eurocentric – “A cultural phenomenon” that views the histories and cultures of 

Western-Europe societies as preeminent and superior to the culture of other 

societies and “views the histories and cultures of non-Western societies from a 

European or Western perspective” (Pokhrel, 2011, p. 321). 

• Literature – For the purpose of this research, literature will be defined as the 

entire scope of compositions available for an instrument (i.e., piano).  

• Repertoire – For the purpose of this research, repertoire will be defined as 

composition(s) written for a specific instrument (i.e., piano).  
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• Self-efficacy – An individual’s beliefs in their capacity to execute behaviors 

necessary to successfully perform a task (Bandura, 1997). 

• Traditional Canon – For the purpose of this research, traditional canon will be 

defined as repertoire that aligns with the practices of Eurocentrism.  

Delimitations 

1. Study participants will include undergraduate and graduate piano majors that 

attend National Association of Schools of Music (NASM) accredited schools 

across the United States and are enrolled full or part-time during the Fall 2021 

semester.  

2. Current piano majors attending NASM accredited schools will be invited to 

participate. Excluding music schools that are not NASM accredited may limit the 

generalizability of the study.  
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CHAPTER 2: REVIEW OF RELATED LITERATURE 

Purpose of the Study  

The purpose of this survey study was to examine undergraduate and graduate 

piano major’s confidence in selecting, performing, and teaching piano repertoire by 

diverse composers. A secondary purpose was to investigate their beliefs about and 

experience learning diverse piano repertoire.   

Piano Recital Programing  

Traditions of Piano Recital Programming. Solo piano recitals are a direct 

consequence of the creation and implementation of the piano into society’s middle class 

(Dubal, 1989). Prior to the nineteenth-century, classical music was financially supported 

by and performed for the upper classes and society’s elite (Grout, 1988). With the onset 

of the 19th century came the rise of the middle class and their newfound ability to access 

and support the arts. Public performances became popular, and the middle class flocked 

to watch the virtuosic musicians, including pianists, of the time. The piano was a 

relatively new instrument and had impressive capabilities when compared to its 

predecessor, the harpsichord (Loesser, 1954). As a result, the piano became a fixture in 

middle-class family homes for at-home practice and entertainment. The new, impressive 

abilities of the piano were also showcased by virtuoso performers which resulted in the 

growing popularity of both solo piano performances and the international piano virtuoso 

(Wollenberg & McVeigh, 2017). Individuals like Franz Liszt—who played his first solo 

recital in 1839—began touring and performing impressive and flashy recitals that 

demonstrated both his own skills and those of the piano (Dubal, 1989). From these early 
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recitals, trends of the period were established that have become traditions so heavily 

observed that they are often still followed in the 21st century (Chu, 2002).  

Along with Liszt, Clara Schumann is credited as an impressive virtuoso and 

concertizer of her time (Steegmann, 2004). As a result of both Liszt and Schumann’s 

performance practices, performing solo piano recitals from memory became the expected 

norm for piano recitals; the standards set by Liszt and Schumann in their early solo piano 

recitals largely have been observed for nearly 200 years (Ge, 2017). During their careers 

in the 18th century, solo piano recitals could last multiple hours and sometimes included 

chamber works along with solo performances (Race, 1980). Recitals often included 

several major works, and perhaps a few smaller works, usually written by White male 

composers trained in the Western art music tradition (Campbell, 2002).  

The programming formula is supported by the findings of multiple researchers 

who have examined the concert programs and performance practice from the early 19th 

century to the 21st century (Chu, 2002; Conflenti, 1978; Hunter, 1985; Lagrimas, 2016). 

The historically Eurocentric programming of piano recitals can be attributed to Western 

colonization and the elitist societal structures perpetuated by colonization—both in Liszt 

and Schumann’s 19th century concerts and present-day performances (Hess, 2017; 2018).  

Although the context of the piano and the piano’s role in society has shifted from an item 

found in most living rooms commonly used as entertainment in everyday life (Parakilas 

et al., 2000), the format of piano recitals have remained overwhelmingly the same over 

the course of time (Ge, 2017). 

Historically, the pieces programmed on solo piano recitals were largely written by 

living composers. Additionally, performers were popular and served a public role 
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(Pedroza, 2002). Concert music was the popular music of the day for middle- and upper-

class individuals, and performers often presented their own compositions (Parakilas et al., 

2000). This was not simply done as an act of arrogance or to build their publicity and 

publishing rights. Rather, performer and audience agreed that performing one’s own 

works was most effective in conveying their artistic voice and interpretation at the piano 

(Debal, 1989). In addition, improvisation was no longer an integral aspect of keyboard 

performances (Gould, 2005). Liszt began performing recitals completely of his own 

work, highlighting both the virtuosity of his abilities and in his compositional writing 

(Dubal, 1989). During this Romantic era, piano recitals were contextually relevant to the 

general public. Recitals were accessible and the works that were programmed were newly 

or recently composed by the performers or their colleagues (Wollenberg & McVeigh, 

2017). Although the piano recital traditions of the 21st  century largely mirror those of 

the 19th century, the piano’s role within society is vastly different. The contextual 

relevance that piano—specifically of late Classical and Romantic era music—has 

changed (Parakilas et al., 2002) and, for most of the 21st century general public, it is no 

longer a part of leisure entertainment (Yuhas, 2017).  

Shifts in Recital Traditions. Since the emergence of the solo piano recital in the 

early 19th century, established traditions have become further ingrained to meet the 

increasingly formal and academic nature of performances (Chu, 2002). As mentioned, 

early recitals sometimes featured chamber repertoire. Prior to 1860, 77.5% (n = 40) of 

piano recitals included at least one chamber work (Gould, 1983). This can be attributed to 

the use of harpsichord, its role within a chamber ensemble such as the trio sonata (Bond, 

2003). Between 1861 and 1890, 16.7% (n = 60) of piano recitals featured at least one 
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chamber work. This is a significant change that highlights the public and performer 

preference to solo works. From 1921 to 1980, none of the documented piano recitals (N= 

120) included chamber works. Since the 1860s, a large shift in piano recitals from mixed 

(chamber and solo works) to entirely solo has occurred. The shift from piano recitals 

comprised of both solo and chamber works to exclusively solo may reflect the changing 

attitude towards Western classical music among the general public. Whereas Western 

music concerts were historically a popular social outing accessible to the public (Loesser, 

1954), they are now viewed as less accessible by the public in the 21st  century and do 

not serve the same social role (Yuhas, 2017). The previous social role of piano recitals 

created an environment that was less formal and reflected a more open format that 

welcomed works outside of strictly solo literature and collaboration within the “piano 

recital.” However, as the structure of the piano recital has become more formalized, 

chamber works are now typically omitted. There are exceptions among piano recitals that 

include a chamber work within the program, but often, when an individual attends a 

piano recital in the 21st  century, they typically expect to hear exclusively solo piano 

works.   

Other trends have evolved over time, such as the popularity of various composers 

included on recital programs. Some composers (e.g., Bach, Mendelssohn) have waned in 

programming popularity while others (e.g., Liszt, Beethoven, Chopin) remain as popular 

on present day recitals as when their compositions were performed by the composers 

themself and their contemporaries (Gould, 1983). Another popular practice among early 

piano recitals was the composer serving as performer of their own work (Debal, 1989). 

Improvisation in the classical setting by composer-performers was also a popular trait 
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that has waned in popularity (Woosley, 2012). For example, both Lizst and Clara 

Schumann were notorious and celebrated for performing their own compositions (Debal, 

1989; Steegmann, 2004). In contrast, 20th and 21st century performers do not often 

compose the works they perform (Debal, 1989). The shift from performing one’s own 

works to performing the works of others, raises what Debal (1989) considered an ethical 

question, which may result in performers who perform their own compositions being 

deemed self-righteous, or opportunistic. In contrast, historically, the performance of one’s 

own compositions was viewed as the best means to express their own artistic voice and 

abilities (Debal, 1989). 21st century classical performers most often interpret the works 

of others to showcase their artistic voice and abilities and no longer improvise at the 

piano (Woosley, 2012); they have become more conservative in programming 

contemporary works (Chu, 2002). As with the inclusion of chamber music, changes to 

piano recital traditions may be connected to the evolving role of classical music among 

the general public. Where once virtuosic pianists were viewed as the “superstars” of the 

time, and performance of their own work was welcomed, piano recitals have evolved. In 

the 21st century, piano recitals are part of a specialized field that almost entirely presents 

the works of others and has less contextual relevance to the lives of the everyday public.  

The number of works and length of works performed on a typical piano recital 

also has changed. In the 1920s and 1930s, short works were largely preferred over longer 

works. Recital programs often included, at most, one sonata “of modest length” (Race, 

1980). In the 1960s and 1970s, this trend shifted; longer, more substantial works (often 

sonatas) were the most programmed pieces (specifically Chopin’s Sonata in B Minor and 

Liszt’s Sonata in B Minor) (Conflenti, 1978). Recital programs from Carnegie Hall, the 
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New England Conservatory, and the Eastman School of Music during the 1934–35, 

1954–55, 1974–75, and 1994–95 seasons also revealed a change in the length of 

programmed pieces (Chu, 2002). Prior to the 1930s, short, entertaining works were 

popular among pianists; however, data from later decades reveal a preference for “more 

serious and academic… longer or multi-movement works” (p. 2). Over time, the 

traditions established at the inception of the piano recital have evolved to the current 

manifestation of the piano recital. Although some trends (e.g., length of works, 

programming of chamber works; programming of one’s own works) have changed, most 

traditions have remained largely intact. Rather than contemporary works, piano 

compositions selected for recital programming most often represent previous historical 

periods. This may be attributed to the Eurocentric nature of Western music and recital 

traditions (Campbell, 2002; Hess, 2018). Rather than evolve with the interests of the 

public, Western classical music remains aligned with the standards established in 19th 

century White Europe.  

State Music Associations Youth Contest Repertoire. Piano competitions, 

festivals, contests, and other graded performance-based evaluations are popular events 

among piano teachers and their students. Such events have been found to motivate 

students (Tye, 2004), measure their progress (Davidson & Scutt, 1999), and develop their 

musical skills (Mitchell, 2016). While most state music organizations host some iteration 

of performance-based evaluation, the repertoire and other performance requirements vary 

among them. Some state organizations (e.g., Arkansas, Kentucky, New York) provide 

prescribed music lists (PMLs) that suggest repertoire for students to play (AMTA, 2021; 
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Hickey’s Music Center, 2021; KMTA, 2014). As evidenced by reading through state 

PMLs, the majority of the works listed are by White, male composers.  

The Kentucky Music Teachers Association (KMTA) Keyboard Festival has two 

divisions for pianists. For both divisions, “students must play two pieces from contrasting 

compositional periods” (KMTA Handbook, 2021, p. 5). Additionally, “the chosen pieces 

should be contrasting in character” (p. 8). The KMTA Keyboard Festival has two solo 

piano repertoire divisions. Division 1 includes Level 7 and 8 works (as designated by Dr. 

Jane Magrath’s leveling system) that are appropriate for intermediate students (Magrath, 

1995). Of the 38 works included on the Division 1 list, one composer is a woman 

(Eugénie Rocherolle), and one composer is Latino (Heitor Villa-Lobos) (KMTA 

Handbook, 2021, p. 5–7). Similarly, the Division 2 list (appropriate for late intermediate 

and early advanced students) includes 57 composers, none of which are women and two 

of which are Latino (Alberto Ginastera and Villa-Lobos). The PMLs used by Kentucky 

are comparable to those used by other states that utilize a PML system (e.g., Arkansas, 

New York). Preliminary examination suggests that similar PML lists are dominated by 

the works of White, male composers. Though this is limited data and further, formal 

research of state PMLs is needed, one might expect similar results across other state 

PMLs.  

Instead of providing a PML list, the Delaware Music Teachers Association 

(DMTA) provides a list of suggested collections from which teachers can select 

repertoire for their students to perform during state piano festivals (DMTA, 2021). Like 

the KMTA’s list, the composers included in the collections on the DTMA’s suggested 

repertoire list are overwhelmingly White, male composers. While the composers included 



 

 31 

in the listed collections is analogous, the use of suggested collections rather than specific 

pieces allows for more possibilities when selecting repertoire. The DMTA also includes 

the following statement on the suggested repertoire for festivals: “This listing is only a 

guide. Students are not required to play only the specific music listed” (DMTA, 2021 p. 

1). Including this statement further reiterates to teacher’s that they can chose repertoire 

outside of this prescribed list, which allows for more teacher autonomy and the 

heightened possibility for underrepresented composers to be programmed by student 

participants. 

While state music organization PMLs include repertoire that often is popular 

among piano teachers, the composers included on these lists are homogeneous in nature 

(AMTA, 2021; Hickey’s Music Center, 2021; KMTA, 2014). These lists do not 

accurately reflect the demographics of the present-day piano student, nor do they portray 

a complete representation of the pedagogical piano canon. Noticeably missing are works 

by underrepresented composers such as women and racial minorities. Literature by 

underrepresented composers holds musical and technical merit, and is available to piano 

teachers and students via resources like International Music Score Library Project 

(IMSLP) or through publishing companies (e.g., Alfred Publishing, Hildegard 

Publishing). Collections similar to those suggested by the DMTA, but that include works 

by underrepresented composers, are available through the same publishers (e.g., At the 

Piano with Women Composers, Edited by Maurice Hinson (Alfred Publishing); American 

Women Composers: Piano Music from 1865–1915, Edited by Sylvia Glickman 

(Hildegard Publishing); Black Women Composers: A Century of Piano Music (1893–

1990), (Hildegard Publishing); Children’s Carnival, Op. 25, No. 1–6, by Amy Beach 
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(Hildegard Publishing); Children’s Album, No. 1, Op. 36, by Amy Beach (Hildegard 

Publishing)). While PMLs may help teachers select appropriately challenging music for 

their students, teachers may not look beyond those lists for potential repertoire. Solely 

referencing PMLs when selecting works for students inadvertently limits repertoire which 

may prevent underrepresented composers from inclusion among the studied literature and 

prevent a true representation of the available piano canon.  

Rather than use PMLs, other states (e.g., Alabama, Arizona, Connecticut, 

Georgia, Oklahoma) require student participants to play contrasting pieces for state piano 

events. The specific constraints of requirements vary among states. Most states that do 

not use PMLs require that students “perform two pieces of contrasting styles” (e.g., 

Arizona, Colorado, Connecticut, Oklahoma) (ASMTA, 2021). Other states music 

organizations (e.g., Georgia Music Teachers Association) require that one piece is 

“Baroque or Classical (through Beethoven)” and one piece is “Romantic, Impressionistic, 

or Contemporary” (GMTA, 2021, p. 1). In Alabama, district piano auditions guidelines 

instruct participants to play, “two works of contrasting style from one of the five classical 

periods of music” (AMTA, 2021, p. 1). The third piece does not follow these parameters. 

Instead, teacher and student can repeat a historical style presented in one of the first two 

selections, or include “a transcription, arrangement, hymn, pop music, jazz, or student’s 

own composition” (AMTA, 2021, p. 1). The latter requirement seems uncommon in 

comparison to other piano festival requirements, since state piano festival events typically 

include music from mainly the traditional Western music periods and may allow for 

exploration outside of the traditional Western pedagogical canon.  
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Piano Degree Recital Programming Considerations. Recitals are a 

fundamental component of piano study and the piano profession. To effectively teach, 

pianists must be able to perform the repertoire in an engaging and musically appropriate 

manner (Gray, 1998). Thus, recitals are a common requirement of piano degrees in 

collegiate music programs; most degrees require a senior-year recital, or one each during 

both junior and senior years (NASM, 2021). A small group of composers dominate 

recital programming, particularly for undergraduate and graduate students (Hunter, 1985; 

Lagrimas, 2016). Often, students choose repertoire from contrasting musical periods 

(e.g., Baroque, Classical, Romantic, 20th Century, 21st Century) by composers that 

reflect the “core” of piano repertoire (e.g., Chopin, Beethoven, J. S. Bach, Liszt, 

Schubert, Brahms, Debussy, Mozart, Haydn, Scarlatti, Schumann, Prokofiev, Bartok, 

Ravel) (Lagrimas, 2016). Among piano majors surveyed by Hunter (1985), Beethoven, 

Chopin, Bach, Liszt, Mozart, Debussy, Haydn, Schubert, Rachmaninoff, Schumann, and 

Ravel. Chopin, Beethoven, and Bach were consistently ranked as the most programmed 

composers on degree recitals. Additionally, works from the Romantic and Classical 

period music were most often programmed.  

When building a recital program that engages audiences and meets any necessary 

criteria, pianists consider several factors. Contrast and balance are often primary 

considerations of performers (Chu, 2002). Performers often seek to present a program 

that includes music from multiple stylistic periods and includes at least one sonata (Race, 

1980). Length is another consideration that influences programming decisions, and most 

degree recitals are one hour to one and a half  hours long (Race, 1980). Additionally, 

undergraduate and graduate students (and their teachers) may consider competition and 
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audition requirements when selecting recital repertoire (Lagrimas, 2016). Particularly for 

undergraduate students, the repertoire they perform for graduate program auditions and 

their senior recital typically match. Social influences are also considered when 

developing recital programs. For piano students preparing a recital, the process can be 

inherently social. Oftentimes there is collaboration between student and teacher and 

consideration of the social needs of the performer (Elliot, 2005). Focus is placed not just 

on the finished product, but the process of creating a successful recital program (Elliot, 

2005).  

Teacher and student typically build the recital together, requiring the teacher to 

consider the students interest, strengths, goals, personality, and needs (Burnham, 2003). 

Through this experience, the student learns stylistic practices of different periods of 

Western music and adds to their canon of learned repertoire. Since our experiences as 

students strongly influence our actions as teachers, the recital preparation experience is 

formative to students who will one day teach (Butler, 2007). Exposing students to all 

piano composers via piano lessons and recital preparation is unrealistic, however, 

including composers outside of the established “core” canon may help students integrate 

similar composers into their repertoire and future curriculum (Robbins, 2019). This is an 

opportunity for student and teacher to explore new composers and potentially piano 

repertoire by composers outside of the Eurocentric canon.  

Audience Influence upon Recital Programming. Performers seek to engage the 

audience by catering to their strengths as performers—an approach to programming that 

not only applies to pianists, but all musicians (Tomlinson, 2000). Diversity in style (e.g., 

works from different Western music time periods, varied tempo, and contrasting 
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character) has been a longstanding influence in selecting repertoire that will interest 

audiences, while showcasing a performer’s artistry and command of the instrument 

(Chen, 2008). In the second and third decade of the 21st century, diversity beyond the 

stylistic era and character of the piece has begun to be considered when selecting 

repertoire, as a result of audience appeal. Specifically, audiences seek to experience 

music that is relatable (to them) in concerts and recitals (Botstein, 2007). Audiences 

desire music with context that relates to their own story, family history, interests, and 

reality; such representation can be achieved through the inclusion of works by diverse 

composers.  

Along with audiences, pianists’ interest in the works of diverse composers and the 

desire to expand beyond the Eurocentric standards of the profession has grown in the 21st 

century which has resulted in increased research into BIPOC (Black, Indigenous, People 

of Color) (Adams, 2021; Hsu, 2016; Khoo, 2014; Li, 2019; Park, 2017; Soares, 2002; 

Wang, 2011) and women composers (Broadbent, 2016; Hsu, 2016; Huang, 2019; Kim, 

2011; Li, 2019; Lin, 2017; Soares, 2002; Wang, 2011; Wiley, 2013). As Chu (2002) 

found, audiences, music managers, and marketers believed including unfamiliar works on 

concert programs to be beneficial to the success of the performance. Despite being a 

means through which to provide audiences (and performers) with unfamiliar and lesser-

known works, minority composers (by race or gender) are underrepresented in the 

classical repertoire (Hunter, 2003). This lack of representation is viewed as a result of 

tradition and colonialism, rather than an indication of the music’s quality (Hess, 2017). 

To adapt to the current needs and interest of audiences, performers should consider 
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programming diversity more broadly (i.e., beyond style, tempo, form, and length) to 

include demographics such as the race and gender of the composers represented.  

Composer Diversity in Recital Programming. Historically, the composers of 

the Western music tradition featured in concert were of the same gender and race as the 

performers (i.e., male and White). While 19th century exceptions like Clara Schumann 

(famed as a composer and performer) existed, they were often the exception. The 

homogeneity of traditional classical music programming has resulted in exclusion; works 

by composers of color and female composers have been infrequently performed (Hunter, 

1993). The environment, role of classical music in society, and audience are vastly 

different in the 21st century than they were 100 to 200 years prior. Thus, intentional 

concert programming (Chu, 2002) that considers an expanded repertoire, would better 

meet the interests and diversity of present-day audiences.  

Despite the stronghold of traditions, recent decades show performers eagerness to 

program lesser-known works (Chu, 2002). Modern-day programs reflect less uniformity 

and a concern in building interest in repertoire by diverse composers (Chu, 2002). 

Classical music performance attendance has declined for decades (Vives, 2013; Yuhas, 

2017). In addition, music students are swapping their studies in classical music for 

experience playing other music genres (Yuhas, 2017). This change may be attributed to 

the lack of relatability students find when learning the standard Western music repertoire 

(Beggs, 2019). Psychologically speaking, students are more likely to constantly pursue an 

activity in which they are competent, relate to, and have autonomy (Evans et al., 2012). 

In this context, relatedness can be defined as “the need to feel socially connected and 

integrated” (p. 603). Through centuries of building exclusionary repertoire and 
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programming standards, students are more likely to feel a lack of connection to the 

repertoire they learn and its role within their life (Kindall-Smith et al., 2011). Similarly, 

they may feel a lack of autonomy in selecting the repertoire they study and the focus of 

their music studies (Hedrick, 2018). To ensure student interest and prolonged 

engagement in learned repertoire, teacher and student working to choose literature for 

study may create a sense of relevance and choice for the learner.  

Resources for Diverse Recital Programming. Despite the deeply ingrained 

standards of Eurocentrism within Western music, those musicians interested in expanding 

the repertoire have made progress in creating resources and databases that are easily 

accessible to teachers and students. Several initiatives (listed in Table 2.1) have made 

their mission to make music by diverse composers accessible to teachers, students, and 

audiences. The purpose of these resources is not to replace the repertoire that students 

have traditionally studied, but rather to expand the repertoire and ensure that all works 

are accessible and represented among the canon.  
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Table 2.1 Diverse Repertoire Databases 

Title of Database Authors 
 

Website 

Institute for Composer 
Diversity  

Rob Deemer https://www.composerdiversity.co
m/  

The Wind Repertory 
Project 

Nikk Pilato https://www.windrep.org/Nikk_Pil
ato  

International Music 
Score Library Project 
(IMSLP) 

 https://imslp.org/wiki/Main_Page  

ColourFULL Music  Jodie Blackshaw https://www.colourfullmusic.com/j
odie-blackshaw-aus  

Music by Black 
Composers 

Barton Pine https://www.musicbyblackcompos
ers.org/#:~:text=%23BlackLivesM
atter,in%20the%20classical%20m
usic%20sphere.  

Database of Repertoire 
by Underrepresented 
Composers 

League of American 
Orchestras  

https://americanorchestras.org/data
bases-of-repertoire-by-
underrepresented-composers/  

Resources of 
Underrepresented 
Composers 

Major Orchestra 
Librarians’ Association, 
Inc.  

https://mola-inc.org/p/education  

Activist Music, LLC Alex Shapiro  https://www.alexshapiro.org/ASPu
rchase.html  

A Seat at the Piano  Evan Hines, Brendan 
Jacklin, Annie Jeng, 
Clare Longendyke, Susan 
Yang, and Ashlee 
Young. 

https://www.aseatatthepiano.com/a

bout 

Piano Music She 
Wrote 

Sandra Mogensen and 
Erica Sipes  

https://www.pianomusicshewrote.

com/ 

 

 

Through utilizing existing resources and continuing to explore diverse composers, 

performers and audiences can experience music by a variety of musicians—both within 

and outside of the Eurocentric canon. Doing so may lead to repertoire selections that are 

more fulfilling for patrons and performers (whether from the standard Western music 
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repertoire, lesser-known Eurocentric composers, or minority composers). As the public 

grows increasingly diverse, classical music’s break from its self-imposed restraints of 

exclusivity may rebuild interest and relevancy in the art form, and create performances 

that are more relatable and meaningful to both the modern performer and audience 

member. 

American Symphony Orchestra 

The domination of White male composers in the standard repertoire is not unique 

to the piano world. Orchestra, choral, and band ensembles historically and presently 

experience the same reality (e.g., Bowman, 2020; Hash, 2005; Marcho, 2020). American 

symphony orchestra (SO) programs have been heavily dominated by the works of 

Eurocentric composers (Hess, 2018; Marcho, 2020) since their inception. Data findings 

from 1982 to 1987 designate Mozart, Beethoven, Brahms, Tchaikovsky, and Haydn as 

the most frequently programmed composers among American SOs (Price, 1990). 

Research findings collected from examining the 2015–2016 season programs of 89 SOs 

show a strong inclination to the works of Eurocentric composers (O’Bannon, 2015); 

Beethoven, Brahms, and Mozart made up 18.0% (n = 274) of all selections performed by 

the examined orchestras. Among their programmed repertoire, the five most represented 

nationalities in concert performance were Germany (n = 335, 22.5%), Russia (n = 245, 

16.1%), America (n = 226, 14.8%), Austria (n = 187, 12.3%), and France (n = 149, 

9.8%). Griffiths (2010) reported that 98.0% (n = 4799) of the 4897 works performed by 

10 different SOs during the 2018–19 season were composed by men; 99.0% were by 

White men. Despite the more than 30-year gap between programming examined in 

Price’s, Griffiths’, and O’Bannon’s studies, their findings support the consensus that 
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concert programming practices have remained generally consistent with little change to 

the most performed composers (Matthews, 2009).  

Among the repertoire performed by SOs, women composers are significantly 

underrepresented in comparison to men. O’Bannon (2015) found that during the 2015–16 

season, only 1.7% (n = 2,978) of programmed works by SOs were by women composers. 

This trend is common among orchestras and, despite growing interest in the topic, 

women continue to rarely be programmed (Brown, 2018; Huizenga, 2018; Service, 

2015). Similarly, the works of racial minorities are seldom performed by SOs (Beyer, 

2019; Gariazzo, 2021; Griffiths, 2020). The exclusion of composers outside of the 

Eurocentric canon can be alienating to minority members of audiences and music 

students. To remain significant to everyday life, Botstein (2007) suggested that SOs 

program innovative and relevant repertoire that reaches “beyond the confines of a concert 

hall… [and] abandons politically correct notions about how ethnicity and class constitute 

barriers to the appreciation of classical music” (p. 175). Through broadening the 

orchestral canon, SOs could present concert programs that help maintain their role and 

contextual relevance among increasingly diverse audiences and music students.  

Youth Ensembles  

 In addition to professional music organizations, preference to a core repertoire 

dominated by Eurocentric composers also extends to youth ensembles. Though extant 

research is limited, data from a 2019 study by Pope revealed that approximately 84.6% (n 

= 324) of compositions performed by 39 youth orchestras were written after 1850 and 

only 7.1% (n = 27) were composed after 2000. Performance selections were most heavily 

dominated by the composers Tchaikovsky, Dvorak, and Brahms (Pope, 2019; Zabanal, 
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2020). In addition to more contemporary works, women and BOPIC composers also were 

rarely featured among youth orchestra programmed repertoire. During the 2015–16 

season, 384 works were performed among 39 surveyed youth orchestras; less than 1.0% 

of those (n = 3) were written by women (Pope, 2019). Such demographics of performed 

works does not reflect the membership of contemporary youth orchestras. While many 

girls participate in these ensembles, works by women are rarely experienced by youth 

orchestra members (Griffiths, 2019). In contrast, research findings indicate that non-

White students are underrepresented in both youth orchestras and the repertoire 

programmed by these ensembles (Griffiths, 2019; Pope, 2019; Zabanal, 2020). The 

disparity in representation between non-White and White orchestra members and 

composers indicates not only a predominantly Eurocentric repertoire, but issues with 

equity, recruitment, and appeal (Butler et al., 2007; Clements, 2009; Walker & Hamann, 

1995). While the representation of women composers among youth orchestra repertoire 

has been explored, more research is needed to evaluate the inclusion of BIPOC 

composers in youth orchestra performance repertoire. 

Youth Ensemble Repertoire Selection. Repertoire selection is an important task 

for directors of all ensembles. Audience appeal, performer appeal, and balance within the 

concert program are major considerations (Chu, 2002). Selecting works that entice 

audience members to attend performances, maintain the interest of the ensemble, and 

meet the financial needs of the ensemble requires skill (Apfelstadt, 2000). Youth 

ensemble directors must also consider the developmental level of their ensemble and use 

nuance to select repertoire that is appropriately challenging and engaging (Apfelstadt, 

2000; Chen, 2018; Tyndall, 2014).  
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Hopkins (2013) suggested using Csikszentmihalyi’s Flow Theory and Vygotsky’s 

Zone of Proximal Development (ZPD) to guide repertoire selection. Both theories 

support the practice of selecting repertoire that is appropriately challenging for students. 

When utilizing flow theory, the challenge of the piece is equally balanced with the 

student’s abilities which allows students to function in their “optimal state” and can be 

used as a guide when selecting repertoire (Csikszentmihalyi, 1990). If the challenge is too 

high, students will be discouraged, lose interest, and miss technical and musical 

development opportunities. If the piece is too simple, they will become bored, again lose 

interest, and lack musical and technical development. Such an approach aligns with 

Vygotsky’s ZPD which can be defined as “the distance between the actual developmental 

level as determined by independent problem solving and the level of potential 

development as determined through problem solving under adult guidance or in 

collaboration with more capable peers” (Vygotsky, 1978, p. 86). Like Flow Theory, the 

ZPD requires careful consideration of material and sequencing. While the ZPD places 

focus upon the role of educator as facilitator to help students effectively attain more 

knowledge, Flow Theory also requires educators to carefully sequence material that 

promotes students access to the “Flow Channel” (where skill and challenge are balanced) 

and encourages student engagement. As Hopkins asserts, when used in tandem, these 

theories can help guide educators to effectively teach and select repertoire.  

For youth bands and orchestras, considerations like musical components (Tyndall, 

2014), technical skills (dynamics, rhythms, and fingerings) (Wasiak, 2020), difficulty 

(Chen, 2018), role within the curriculum (Bennett, 2020), and the ensembles abilities and 

limitations (Howard, 2001) are the most integral considerations when selection youth 



 

 43 

ensemble repertoire. Specifically for youth wind bands, experience of the ensemble, 

amount of rehearsal time available, and instrumentation of ensemble (Carney, 2005) are 

carefully considered by directors when selecting repertoire. Logistical considerations 

such as key, clef, range, bowing technique, solo passages, rhythmic considerations, and 

phrasing influence youth orchestras conductors’ repertoire choices (Pickney, 2000). 

Attention to a criteria framework of three areas— “consideration of the composer, the 

repertoire itself, and the needs of the ensemble” (Barber, 2017, p. 3)—were used to guide 

programming decisions among youth choral groups. 

Despite the unique considerations relevant to each instrument and ensemble type, 

youth ensemble directors report considerable overlap in the musical, logistical, and 

technical traits they consider to select effective, and musically and technically appropriate 

repertoire for their ensembles. Some of these considerations may also apply to the piano 

setting (Chu, 2002; Lagrimas 2016). While considerable research examining the 

repertoire selection parameters of youth choral, band, and orchestra ensembles, further 

research is needed in the piano area, specifically in the components that influence youth 

pianist repertoire selections.  

Diversity in Youth Ensemble Programming. In the 21st century, band directors 

have begun considering race and gender when selecting repertoire (Bennett, 2020; 

Bowman, 2020; Howard, 2001; Marcho, 2020). Researchers also have begun 

investigating the programming of works by diverse composers and from diverse cultures 

for youth ensembles (Bennett, 2020; Bowman, 2020; Huizenga, 2018; Hunsaker, 2011; 

Marcho 2020; Service 2015). While interest in underrepresented composers has grown 

during the late 20th and early 21st centuries, male composers continue to dominate 
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repertoire programmed for performance. This phenomenon may be attributed to a lack of 

resources (access to scores), preference to familiar works (which prevents innovation), 

lack of knowledge, and outside pressures from administrators and parents (Marcho, 

2020). While ensemble directors may desire more diverse programming, the logistical 

challenges of discovering quality music and accessing scores may prevent them from 

doing so. In fact, some directors have confirmed that they believe it important to 

understand and consider the home cultures of their students when choosing repertoire, 

and to program music by composers and styles outside of the standard classical canon 

(Beyer, 2019; Hunsaker, 2011; Rotjan, 2017). These directors recognize the impact that 

programming works by diverse composers can have on the increased enjoyment in music 

making, connection to music, cultural validation (Flenaugh, 2012) and overall sense of 

community orchestra members experience (Stelle, 2018).  

In an attempt to promote greater diversity and inclusion among ensemble 

repertoire, Funk (1994) provided a model for diverse programming. Funk proposed a 

curriculum that deviates from the established Eurocentric standards and theme often used 

in concert to include works form European composers along with non-European cultures 

(e.g., Latin American, Jewish, and African). Though his approach may reflect a positive 

shift toward intentional programming, Funks creates broad “diverse titles” that often 

represent entire continents, without considering the many unique cultures that exist 

within each of these umbrella terms. Shaw (2012) expanded on the idea of non-

Eurocentric concert programming by considering the student ensemble members. They 

propose considering questions like, “What pieces would capitalize on their cultural 

knowledge?” and “What music would build upon my students’ prior experiences?” (p. 
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76). The approach Shaw proposed not only expands programming beyond traditional 

selections, but provides directors with questions to ponder that—when asked and 

considered carefully—could involve their students’ unique lived experiences. Such an 

approach to selecting performance literature may lead to more diverse representation of 

both the cultures and interests of student musicians.  

Youth wind band ensemble directors believe that multicultural learning is an 

effective way for students to build their comprehensive knowledge of music and the 

world (Chen, 2018). Despite this belief, expansion of the repertoire to include diverse 

composers has been modest and slow to come (Baker & Biggers 2018; Carney, 2005; 

Chen, 2018; Howard, 2001; Wasiak, 2010). Works by women composers are not as often 

published by major companies and are briefly mentioned on state repertoire lists which 

may discourage directors from programming their works when planning for graded 

performances (Baker & Biggers, 2018; Creasap, 1996). When surveyed, 39.3% (n =45.6) 

of participants had not programmed a work by a female composer, and 84 of the 117 

participants (71.8%) could not recall the name of a women wind band composer (Jensen, 

2014). Additionally, of the 1,167 selections on the state wind band literature lists, only 

3.0% (n = 35) were composed or arranged by women (Baker & Biggers 2018) and the 

“core” repertoire for middle school bands in the state of Georgia consists of just 17 works 

in total (Howard, 2001). State wind band lists from across the United States are 

exceedingly repetitive (Bennett, 2020). When examined, just 20 composers made up over 

57.0% (n = 3,892) of the recommended wind band state repertoire lists (Bennett, 2020). 

Among choirs, similar statistics exist. Data from Texas state literature lists show 325 
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(12.0%) of the 2,757 works were composed or arranged by women (Baker & Biggers 

2018).  

Directors in each field (band, orchestra, choir) have named “lack of access to 

scores” as a major inhibitor to programming lesser known and diverse music (Chen, 

2018; Funk, 1994; Marcho, 2020; Pickney, 2000; Shaw, 2012). However, online access 

has made scores more available than ever before. It seems that few reasons remain for 

ensemble directors’ ambivalence to broaden the inclusion of diverse composers and 

works among their programmed literature. One reason that may inhibit ensemble 

directors from broadening their repertoire selections is that veteran teachers may not have 

been exposed to diverse repertoire during their own teacher preparation.  

Since “initial teacher education programs cannot provide teachers with all the 

competencies that educating 21st century students require” (Knight, 2002, p. 239) 

professional development activities are important in continuing in-service teacher 

education. Professional development (PD) provides opportunities through which in-

service teachers can explore topics that they may not have learned during their teacher 

preparation and continue to advance their skills (Bowles, 2003). PD can effectively 

influence and change teachers’ practice and is thus an important aspect of in-service 

teachers continued education (Bush, 2007). Friedrichs (2001) found that among the 242 

public school music teachers they surveyed, “(a) hosting a guest clinician or teacher, (b) 

observing other rehearsals, (c) attending music conferences, and (d) attending concerts” 

ranked as the most effective and valuable professional growth activities (p. 13). 

Additionally, some teachers were interested in broadening representation among the 

repertoire they use in the classroom. Tarnowski & Murphy (2003) found that 45.6% (n = 
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128) of in-service teachers expressed interest in participating in professional development 

activities centered on a world music approach. Music teacher interest in PD activities and 

the known benefits of engaging in these activities provide evidence of the importance of 

PD opportunities for in-service teachers. Continued education can serve as a tool for 

equipping teachers with the experience and necessary tools for including more diverse 

repertoire within their teaching curriculum. The resources previously mentioned (Table 

2.1 Diverse Repertoire Databases) have made finding and accessing appropriate 

resources accessible. Through actively selecting literature that represents a variety of 

cultures and more importantly represents the cultures and backgrounds of students, youth 

ensemble directors can introduce students to motivating works they can relate to, and 

ultimately better serve their development as musicians.   

Eurocentrism in Education  

Since the onset of Western colonization, Eurocentrism has dominated America’s 

educational systems (Gustafson, 2009). The impacts of a Eurocentric system are far 

reaching and have effectively influenced curriculum choices and the accessibility of 

education to individuals (Campbell, 2002; Fitzpatrick, 2012; Hess, 2017). Its curriculum 

imposes a hierarchy of “the most valued” or “the most important” perspective (that of the 

White, Western European perspective) (Hess, 2018). Doing so labels anything that does 

not fit into this category as “lesser than” (Oberhofer, 2020). Despite the hierarchal, 

harmful nature and outdated ways of this Eurocentric system, tradition has allowed 

Eurocentrism to continue to exist (Hickling-Hudson et al., 2003). However, the 

Eurocentric model does not meet the needs of nor represent the demographics represented 

by 21st century students (Butler, 2007; Campbell, 2002; Fitzpatrick, 2012; Hess, 2015, 
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2017, 2018; Shaw, 2012). To meet the diverse needs of present-day learners, teachers 

must expand the repertoire through exploring music, composers, and traditions that are 

outside of the established Eurocentric model.  

Hindrances of Eurocentrism. Eurocentrism bears negative consequences for 

students in the American educational system (Hess, 2015; Hess et al., 2017), and creates 

division among groups (Battiste, 2009; DaCunha, 2016). Since Eurocentrism imposes a 

hierarchy of perspectives, those perspectives that do not align with Eurocentrism’s ideals 

are immediately deemed “the other” or “lesser than” (Oberhofer, 2020). This creates an 

“us” versus “them” environment that requires students to reconcile how they fit into the 

Eurocentric system. In North America, Western classical music is often treated as the 

“ethnic core music” (Hess, 2015); it is given privilege by being considered the ideal 

(Hess, 2018). This treatment diminishes the value of all other music and ensures that non-

Eurocentric music maintains a peripheral role in the curriculum. Moreover, Eurocentric 

systems are exclusionary and exclusively grants access to the privileged (i.e., those that 

most align with the ideals of Eurocentrism). The impact of the Eurocentric approach 

directly impacts who is given access to study music in a formal setting (Oberhofer, 2020). 

Those who align with the Eurocentric norms are more valued, and those who do not risk 

loss of access and resources. The use of Eurocentric standards to determine access and 

resources for students is a form of gatekeeping which further indoctrinates the 

Eurocentric model. Gatekeeping can be understood as “the actions that parties undertake 

to manipulate access within a field” (Gellerstein, 2021, p. 12). Through gatekeeping, 

cultures that challenge the Eurocentric approach may be continually excluded from 
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curricula, thus preventing students of diverse cultures from representation within the 

material they learn in school.  

 A Eurocentric curriculum also fails to accurately reflect the diversity of present-

day students (Beggs, 2019; Butler, 2007). The importance of representation in music 

curriculum is proven (Clark, 2005; de Clercq, 2020). However, when ascribing to a 

purely Eurocentric approach to curriculum development, an accurate representation of the 

population is ignored. Instead, White—particularly White men—are disproportionally 

represented among composers while White women and BIPOC are largely excluded 

(Hess, 2017). Such an approach to programming repertoire—which “is the curriculum” 

(Reynolds, 2000, p. 31) in most music ensemble courses—can leave students who do not 

identify with the Eurocentric standards feeling alienated and often less interested in the 

material (Hess, 2017). To gain meaning and support interest in the material (in this case, 

the music that is studied), contextualization is necessary (Evans et al., 2012; Mohanty, 

2003). Contextualization not only of the composer’s life, but also in how the material 

relates to the student’s life. The process becomes more successful when the student can 

relate to the composer (Hamann & Walker, 1993). Thus, representation of more than one 

perspective is necessary to support all students and encourage their connection and 

interest in the studied material.  

Shift Towards an Inclusive Curriculum. As society grows increasingly 

pluralistic, education requires both teachers and a curriculum that considers the influence 

of culture on learning (Butler, 2007). To achieve this perspective, music education must 

broaden its scope through shifting from a Eurocentric-centered curriculum towards 

culturally responsive teaching (CRT). Doing so is of benefit to all students (Kindall-
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Smith, 2011). Using a culturally responsive framework in the classroom ensures that (a) 

diversity is respected; (b) all learners are motivated; (c) the learning environment is safe, 

inclusive, and respectful; (d) the curriculum is interdisciplinary; and (e) justice and equity 

are supported (Wlodkowski et al., 1995). A culturally responsive approach considers the 

lived experiences and perspective of the learner, as well as the deep influence culture has 

on the way students learn (Beggs, 2019; Stoicovy, 2002; Stoicovy et al., 2004). 

Oftentimes, educators teach using a similar approach and content to what they know 

(Butler, 2007). Further, their choice of repertoire is heavily influenced by their own 

experience and enculturation, rather than that of their students (Kelly-McHale, 2018). To 

better serve students and effectively present (and represent) music in a culturally relevant 

manner, music education must challenge the paradigm of exclusivity in repertoire and 

pedagogy by expanding the material and cultures represented within curricula (Kindall-

Smith et al., 2011).  

Trends among Music Organizations. Among music organizations, 

representation within the music curriculum is a topic of importance and discussion. The 

College Music Society (CMS) stated that their mission is to “Promote music teaching and 

learning, musical creativity and expression, research and dialogue, and diversity and 

interdisciplinary interaction” (CMS, 2021, para. 1). The CMS’s mission is supported by 

research Clements (2009), who proposed that a 21st century music student should have a 

“working knowledge of American musics,…an awareness of the pluralistic nature of 

most musical traditions, including Western art music,” and understand “various music 

cultures from many perspectives” (p. 53).  
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Similarly, the Music Teachers National Association’s (MTNA) mission “is to 

advance the value of music study and music making to society and to support the 

professionalism of music teachers” (MTNA, 2021, para. 1). In 2019, MTNA released a 

diversity and inclusion statement that identified the organization’s fundamental purpose 

as to “ensure access to music study for all students and promote a vital and enlightened 

music culture for all people” (MTNA, 2021, para. 1). “MTNA is committed to diversity, 

equity, and inclusion in the music teaching profession . . . [and] committed to greater 

diversity, equity, and inclusion within the association itself” (MTNA, 2021, para. 1).  

National Association for Music Education (NAfME) published a summary of  

“Vision 2020” that outlines a vision for music education in the first 20 years of the 21st 

century (Thornton, 2021). The document reads, “all music has a place in the curriculum. 

Not only does the Western art tradition need to be preserved and disseminated, but music 

educators also need to be aware of other music that people experience and be able to 

integrate it into classroom music instruction” (NAfME, 2021, para. 5). Although unique 

in their specific approaches and semantics, each of these established professional 

organizations appears to acknowledge the importance of a diverse curriculum, promote 

the study of music outside of the Eurocentric curriculum (that benefits and relates to all 

students), and encourages educators to consider different cultural perspectives with equal 

importance.  

Traits of Culturally Responsive Teachers. Culturally responsive teachers are 

easily identified through both their actions and the curriculum they choose to share with 

their students (Brown, 2007). Researchers and professionals in- and outside of the 

education realm have attempted to define culturally responsive teaching (CRT) through 
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teacher traits and behaviors. Wlodkowski and Ginsberg (1995) stated that (a) established 

inclusion; (b) a favorable attitude toward the learning experience via personal relevance 

and choice; (c) enhanced meaning where student perspective and values are considered; 

and (d) engendered competence that promotes student’s confidence in learning something 

they value, represent the motivational conditions that create a culturally responsive 

classroom. Ladson-Billings (2001) identified three traits of culturally relevant teaching: 

(a) a focus on individuals student’s achievement; (b) the teacher’s cultural competence 

and ability to help students build cultural competence; and (c) a sense of sociopolitical 

consciousness. Gay (2002) acknowledged five traits of culturally responsive teachers: 

their ability to (a) develop a cultural diversity knowledge foundation; (b) design 

culturally relevant curricula; (c) build a learning community in which cultural caring 

exists; (d) establish cross-cultural communications; and (e) establish consistency in 

classroom instruction. Villegas and Lucas (2002) identified six characteristics of 

culturally responsive teachers: they (a) are socio-culturally responsive; (b) have affirming 

views of students from diverse backgrounds; (c) believe they should and can help bring 

educational change that makes education more responsive to all students; (d) understand 

and can promote learners’ knowledge construction; (e) know about the lives of their 

students, and (6) use their knowledge of student’s lives to inform instruction that uses 

their existing knowledge as foundation for expansion.  

The common thread through each framework for culturally responsive teachers is 

the attention educators must give to knowing about their student’s lives, using that 

information to inform their curricula, and creating an environment that fosters discussion 

and communication in the pursuit of education that is reflective of the students. To meet 
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these traits, teachers must critically engage in issues of social justice, study a wide range 

of musics (not just traditional Western canon), and contextualize material (Beggs, 2019; 

Hess, 2017).  

Models for Culturally Responsive Teaching. Research into the traits and 

implementation of CRT have resulted in the creation of models that portray varied 

approaches for integrating a culturally responsive approach into class curriculum. Hess 

(2015) applied Chandra Talpade Mohanty’s (2003) three pedagogical models of 

inclusions to the musical setting (2015). The first two models, “Musician-as-Tourist” and 

“Musician-as-Explorer,” succeed in including other musics in the classroom but fail to do 

so in a manner that is both meaningful and eliminates the established Eurocentric model. 

When added to the existing curriculum in such a manner, the works from diverse cultures 

or composers are treated peripherally or tangentially (Hess, 2015). The Eurocentric 

curriculum is still perceived as the core curriculum, while the other works are treated in a 

tokenistic manner (Marcho, 2020; Thiessen, 2021). Tokenism is superficial; sexual or 

racial minorities are included as a symbolic effort to portray true representation and 

inclusion (Drye, 2021). A tokenistic approach is ingenuine and can discourage students 

that recognize its insincerity. Since the first two models treat multiculturalism 

tangentially, and thus utilize a tokenistic approach, they are not ideal for the music 

classroom.  

The third model Hess adapts from Mohanty’s template is the “Comparative 

Musics Model,” which encourages teachers to build a curriculum that acknowledges 

differences and commonalities as they “exist in relation and tension with each other in all 

contexts” (Mohanty, 2003, p. 242). Through this comparative model, the 
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interconnectedness of material is addressed to demonstrate power relations, the 

intersectionality of race, class, and gender to contextualize material (Hess, 2015). The 

“Comparative Musics Model” is ideal since its use in the classroom helps facilitates that 

considers the relationships between music from different cultures and time periods (Hess, 

2015). Rather than isolated study of topics, through this approach, the context of a 

musical tradition is highlighted, which in turn incorporates race, gender, class, power 

relations, and nationality into classroom discussion. Students can learn how one musical 

traditional has informed another and begin thinking of music in broader, more 

interconnected terms (Hess, 2015). Exposure to musical cultures through this approach 

may help to make material more relatable to students and their peers.    

Benefits of an Inclusive Curriculum. Utilizing an inclusive approach in the 

classroom (or lesson) benefits all students (Kindall-Smith, 2011). For culturally 

responsive and inclusive teaching, educators must be willing to expand their knowledge 

and learn the cultural characteristics and contributions of different ethnic groups (Brown, 

2007). An inclusive approach ensures that teachers do not simply teach what they have 

been taught, but rather, consider their student’s backgrounds and needs when designing 

curriculum. Using an inclusive approach helps students develop their sense of identity 

(Butler, 2007). When students can relate to material and can see individuals that they 

relate to as part of the curriculum, their identity development may be encouraged 

(Hedrick, 2018). Identity development is influenced by an individual’s racial, social, and 

cultural background, and can in turn, positively impact their self-esteem (Hale, 2001). 

Through considering these facets of a student’s background, and thus using an inclusive 
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teaching approach, educators can help students develop a positive sense of identity with, 

connection to, and interest in the curriculum.  

 Researchers have extensively investigated the positive impact of role models on 

students’ development (Gillespie et al., 1991; Goodrich, 2020; Hamann & Walker, 1993; 

Ivaldi et al., 2010; Jones & Parkas 2009; Lockwood, 2006). For minority students, 

relatable role models are important and often more difficult to find (Evans et al., 2012; 

Lockwood, 2006; Quimby & de Santis2006) due to lack of representation in the field. 

Adopting an inclusive curriculum is one means through which all students can gain 

access to role models. When students find relatable music role models, they become more 

motivated (Gay, 2000; Wlodkowski & Ginsberg, 1995), their goals become more 

attainable and their beliefs in their own abilities grow (O’Neill et al., 2010), and they are 

more likely to continue their relationship with music (Hamann & Walker, 1993). 

Implementation of CRT allows educators to build an inclusive classroom where students 

are reflected in the curriculum and thus are more likely to find relatable role models 

within the curriculum. 

 To move beyond the established Eurocentric educational system towards an 

inclusive system that meets the needs of all students, major changes must occur. Those 

involved in the education system must strive to include all voices, including those voices 

that are currently missing from the curriculum and, in the case of music, from the 

repertoire (Kelly-McHale, 2018). Through systemic changes to schools and universities 

via reformed policy, attitudes, curriculum, assessment procedures, instructional styles and 

strategies, and materials of instruction, a more inclusive education system can evolve 

(Campbell, 2002). Students can be empowered towards ownership of their own learning 
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(Cassio, 2021). Additionally, students who learn in a culturally relevant and 

representative environment can become increasingly motivated (Gay, 2000; Wlodkowski 

& Ginsberg, 1995) and find material more relatable (Hess, 2015). When appropriate 

contextualization of material occurs, teachers are better able to meet the diverse needs of 

21st century students.  

Role Models  

Role models serve as mentors who share knowledge and experience, encourage, 

and challenge students. Through mentorship, they support developing students (Hays et 

al., 2000), and influence the development of their identity (Freer et al., 2012). For 

minority students, researchers have found the visibility of same gender or race role 

models to be desirable to students and may be influential to their career goals (Evans, 

2012; Haas & Sullivan, 1991; Lockwood, 2006). In the music field, role models—

specifically for minority students—provide visibility and motivation for achieving goals. 

The existence of relatable role models “make[s] a specific behavior appear attractive and 

attainable by presenting personal characteristics with which individuals identify” (Gould, 

2001, p. 14). For minority students who are not traditionally represented in the music 

field, access to role models gains greater significant (Lockwood, 2016). These students 

become motivated by witnessing same-gender or race role models succeed in the music 

field and are able to more easily believe in the attainability of their own goals and success 

(O’Neill & Ivaldi, 2010).  

Women Role Models. Along with representation, access to same gender role 

models can have a positive impact on a woman’s self-perceived belief in their own 

abilities and potential for success (Lockwood, 2016). Women students with same gender 
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role models hold higher beliefs in her abilities and attainment potential than women 

students with men role models (O’Neill & Ivaldi, 2010). Male students can also be 

susceptible to a lack of confidence, perceived ability, or relatability to role models; 

however, male role models are more prevalent within the music field. The ingrained 

integration of men in the music field—particularly in leadership positions—is so present 

that male music students were found to be less effected by the gender of their role model 

(Lockwood, 2016). Male students also appeared to hold higher beliefs in their musical 

competence than did females (Eccles et al., 2002). Additionally, their heighted beliefs 

may be attributed to their observation that there are more male musicians in the adult 

world (O’Neill & Ivaldi, 2002). Given the dominance of males in the music field, and the 

need for women to have same-gender role models, representation of women in 

professional musical roles may positively impact women music students.  

A lack of role models may have a direct influence on the number of students that 

play an instrument (O’Neill & Ivaldi, 2010). Despite a desire for more role models, 

women musicians were influenced by and cited other women musicians as role models 

(Gould, 2001). Access to such role models is a relatively recent development. Prior to 

1985, women band directors in the field were unable to cite any female band directors as 

role models, most possibly because their existence was rare (Gould, 2001). The women 

who participated in the study likely served as pioneers in a field that traditionally almost 

completely consisted of men band directors. The desire for same-gender role models is 

desired by many women musicians. Despite the progress for women musicians, 

continued and broader visibility and representation may prove valuable for women 
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musicians (along with non-binary musicians and musicians of color) in the field of music 

(Lockwood, 2016; O’Neill & Ivaldi, 2010).  

Racial Minority Role Models. As with gender, access to same-race role models 

impacts a student’s self-perceived ability to thrive and their sense of belonging within a 

field. Most racial minority music students seek role models that are of the same race or 

gender (Hamann & Cutietta, 1996). However, “many music programs lack a ‘critical 

mass’ of minority music students and faculty who can act as role models” (Clements, 

2009, p. 54). Limited “scholarly and music role models” (Floyd Jr., 1989, p. 155) for 

black students may reduce the number of black students who pursue careers in music, 

specifically classical music. Like same-gender role models, access to same-race role 

models can provide an exemplar in the field (Fitzpatrick et al., 2014). 

For collegiate music students, the existence of same-race role models can create 

an inviting campus experience (Clements, 2009). According to Hamann and Walker 

(1993), pre-college students were more likely to continue to pursue music at the 

collegiate level as a music major, as a member of an ensemble, or through enrollment in 

various music courses. Among music majors from traditionally marginalized populations, 

access to role models and mentors can positively impact their retention within degree 

programs (Hamann & Walker, 1993)—they are able to interact with mentors who are 

both successful in the field, and who come from similar backgrounds to their own 

(Fitzpatrick, 2012; Rezai-Rashti et al., 2010). Access to such experiences can be 

motivating and enlightening to students since minority teachers present unique 

perspectives on background and culture (DeLorenzo, 2012). Whether intentional or 

unintentional, race is considered by students when choosing a role model. Thus, 
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accessibility to positive relatable role models must be considered by music educators, 

private instructors, and others in the field to attract and retain students to careers and 

leisure activities in music.   

Underrepresented Populations in Music Textbooks. One place where White 

males are featured more heavily than females and racial minorities are in music textbooks 

and related publications (Baker, 2003; Bernabé-Villodre & Martínez-Bello, 2018; Karpf, 

1994). The use of a Eurocentric music curriculum in most educational institutions 

supports the use of heavily male dominated textbooks. When women are included in 

music texts, they are often depicted as amateurs rather than professional musicians 

(Bernabé-Villodre & Martínez-Bello, 2018) and usually are done so sparingly (Lam, 

2018). Among text illustrations, males were depicted twice as often as females (Bernabé-

Villodre & Martínez-Bello, 2018). A survey of 3,500 images from music history 

textbooks revealed illustrations that perpetuated exclusion, underrepresentation, and 

stereotyping in music, such as in instrument choice (Koza, 1992). Representation in 

music textbooks means that students may feel more empowered to continue to “pursue 

music by presenting to them prominent musicians who have overcome obstacles and 

contributed to musical development” (Lam, 2018, p. 21). Additionally, when used 

effectively, music textbooks can help music educators teach their students about women’s 

role in music history (Baker, 2003). While notably absent from music textbooks, few 

researchers have specifically explored the representation of racial minorities in music 

texts. Further research is needed to better understand any potential impact racial 

representation may have on young musicians’ motivation and achievement.  
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Mentorship by Role Models. Mentorship provides valuable guidance and 

expertise to music students. Role models are one avenue through which mentorship can 

be facilitated. For marginalized groups, finding mentors can prove challenging yet 

essential. Students seek mentorship from role models with lived experiences like their 

own (Fitzpatrick et al., 2014). Such role models can provide inspiration and motivation to 

students in multiple areas of their lives. Those students without relatable role models may 

experience greater insecurity and fear of mishandling field related challenges 

(Fitzpatrick, 2014). Furthermore, access to gender- and race-matched role models was 

particularly efficacious among minority students’ beliefs in their goals (Fitzpatrick, 

2014). Role models can provide the living proof (i.e., representation) to underrepresented 

students, that their goals are indeed possible.  

For young students, mentorship from older students or pre-service teachers was 

found to be beneficial to their social and musical development (Macleod et al., 2020). 

The authors found that when a minority student was paired with a “near-peer” (a mentor 

from the same community), that their performance skills, social skills, and feelings of 

accomplishment improved. These young students also felt more confident and 

comfortable playing songs with their “near-peer” mentor than alone. For students, access 

to mentors with a similar lived experience has been found to promote their overall 

development (Hamann & Walker, 1993) and helped to build their musicianship skills and 

musical identity (Gillespie, 1999; Jones & Parkas, 2009). Students can observe and learn 

from an exemplar in the field that has reached similar goals that they aspire to achieve. 

Mentorship provides valuable guidance as music students transition from student to 

teacher or performer (Russell et al., 2015). For some music students, underrepresentation 
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within the field can complicate a meaningful connection with a mentor; one who truly 

understands the student’s lived experiences and potential race- and/or gender-related 

challenges within the field (DeLorenzo, 2016). To better serve students, greater access to 

race-and gender-matched role models should be integrated into the music field and 

further investigated—particularly in the area of piano study, where such research is scant.  

Self-efficacy  

Self-efficacy (SE) is defined as an individual’s beliefs in their capacity to execute 

behaviors necessary to successfully perform a task (Bandura, 1997). It is central to our 

human agency, decision making, and actions in any given situation (Bandura, 1982). An 

individual’s SE is a culmination of their previous positive and negative experiences 

related to the task at hand (Hoy et al., 2009). Because SE is so heavily influenced by past 

experiences (Bandura, 1997), it is malleable. Researchers have highlighted direct 

correlations between experience and SE in music (e.g., Burak, 2019; Steele, 2010; 

Zelenak, 2014). As an individual builds upon their positive experiences, their perceived 

ability to succeed at that given task or skill also positively grows. Conversely, as an 

individual encounters negative experiences with a task, their SE related to that task or 

skill diminishes. 

SE is influenced by events and experiences and thus has the potential to grow and 

develop among all individuals (Bandura, 1982). Children, teens, and young adults are 

most successful in developing their SE since, as young students’ progress through their 

studies, their SE often grows (Redmond, 2010). In contrast, adults are more likely to hold 

fixed views about their abilities and potential related to a topic and may in turn struggle 

to build SE (Regier, 2016). However, SE development is achievable for those adults who 
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believe their skills have the potential to develop (Biasutti & Concina, 2017). Rather than 

a fixed mindset (the individual believes they have a certain skill level that cannot be 

improved with effort), the individuals utilize a growth mindset, in which they believe in 

their potential to improve through effort (Dweck, 2007). SE can be transformative and 

hold powerful implications for accomplishment. It is a domain in which students have 

autonomy and can deliberately develop their ability in a given skill and, in turn, their 

related SE.  

Due to SE’s positive impact on student achievement, researchers have 

investigated the phenomenon in a variety of educational settings and populations (Britner 

& Pajares, 2006; Hutchison, 2006; Pajares & Valiante, 1999; Tang et al., 2004). For 

musicians, SE is a strong predictor of how successful a performance will be (McPherson 

& McCormick, 2003). While other aspects like motivation, practice, and knowledge do 

influence success, a strong and consistent correlation exists between SE and performance 

outcome (Jelen, 2017). Those with higher SE are more likely to have positive 

performance experiences. Therefore, considering a student’s current level of SE and how 

a given experience may potentially impact their SE beliefs is important when building 

curriculum and performance opportunities for students (McPherson & McCormick, 

2003). Consideration of motivation, experience, and knowledge helps teachers and 

students alike in the development of both the student’s SE and performance skills. 

Factors can be categorized into four main domains (mastery experience, vicarious 

experience, social persuasion, psychological feedback) that were first set forth through 

Bandura’s research (1997).  
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The Four Main Sources of Self- efficacy. Self-efficacy is developed through 

four main sources of influence: mastery experiences (positive and negative experiences 

completing a task), vicarious experiences (observing others successfully complete a task), 

social persuasion (receiving positive verbal feedback), and psychological feedback 

(internal mental, emotional, and psychological feedback) (Bandura, 1997). Each of these 

four domains of influence are a culmination of the individual’s past experiences, which 

represents their present competence, confidence, and self-perceived ability (Biasutti & 

Concina, 2017). Research findings suggest that mastery experiences are the most 

influential of the four domains (Bandura, 1997; Burak, 2019; Steele, 2010; de Vreis, 

2013; Zelenak, 2014). Mastery experiences can be defined as an individual’s positive and 

negative experiences completing a task (Bandura, 1997). Relevant mastery experiences 

are pertinent to build one’s SE in a given area (Burak, 2019; Steele, 2010; de Vreis, 2013; 

Zelenak, 2014). Doing so, allows students to gain experiences that supports the growth of 

their impressionable SE beliefs.  

Vicarious models also are an integral aspect of developing SE (Bandura, 1997). 

Vicarious models provide social models and allow individuals to observe someone with 

similar characteristics to their own who are themselves experiencing success (Arslan, 

2012). This can have a profound impact on a person’s ability to envision themselves 

achieving the same success. For minority students (gender or race) access to vicarious 

models can prove difficult (Eglimez, 2015). The lack of minority representation in many 

fields results in limited visibility and makes access difficult for minority students. 

Without indirect access to social models, students may struggle to believe in their own 

ability to succeed at a given task or in a given field.  
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Social persuasion and psychological feedback are not typically as influential as 

mastery experience and vicarious models, yet both domains still hold stake in a student’s 

SE (Nielsen, 2004). Social persuasions (sometimes referred to as verbal persuasion) are 

the “opinions expressed by others regarding [an] individual’s capability” (Zelenak, 2019, 

p. 222). Opinions can be received in the form of praise or ridicule from peers, or 

suggestions and advice from teachers or “expert colleagues” (Biasutti & Concina, 2017, 

p. 277). Simply hearing input from others does not impact SE, however, when an 

individual cognitively processes and reflects on the comments, social persuasion then 

takes place (Zelenak, 2019). The individual is either affirmed or diminished in their 

abilities and skills through verbal feedback from peers or mentors. 

Psychological feedback, or cues, are the “degree and quality of arousal brought on 

by engagement in [a] task” (Zelenak, 2019, p.64). Such feedback is represented by an 

individual’s emotional arousal how our body physically reacts to a situation (Redmond, 

2010). For stressful situations, psychological feedback may manifest in agitation, anxiety, 

sweaty palms, or a faster than normal heartbeat (Redmond, 2010). In experiences where 

an individual feels prepared or competent, psychological feedback can be positive (e.g., 

sense of calm, excitement, enthusiasm). Psychological feedback is the least influential of 

the four domains, however, its relationship to SE is nonetheless notable (Redmond, 

2016). Awareness of a student’s psychological feedback is valuable to educators since it 

can help guide activities that successfully build SE (Bandura, 1997). While each of the 

four main sources of SE are unique in their role and impact, each is a necessary 

component to consider when developing student SE in any given skill.  
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Music Teacher Self-efficacy  

Pre-service Teachers. Among pre-service teachers, experience related to their 

field is essential in developing SE. Existing research findings shows that mastery 

experience and teaching accomplishments are fundamental components towards building 

SE in pre-service teachers (Biasutti & Concina, 2017; Burak, 2019; Ekinchi, 2014; 

Regier, 2016; Steele, 2010; de Vreis, 2013; West & Frey-Clark, 2018; Zelenak, 2014). 

The student teaching experience is particularly successful in developing SE and, 

according to pre-service music teachers, is the most crucial experience of their teacher 

education (Prichard, 2013). Experience is imperative to gaining confidence in any skill. 

For future teachers, access to classroom student teaching is imperative to gaining 

necessary experience and confidence. Student teaching experiences allow pre-service 

teachers the ability to observe an expert teacher (vicarious model), teach students 

(mastery experience), and receive feedback related to their teaching (social persuasion) 

(Legette, 2014). Without access to experience gained through classroom student teaching, 

pre-service teachers may be unable to engage in the experiences necessary to build their 

SE in the classroom. 

Outside of direct teaching experience, a student’s year of study also impacts their 

SE. Undergraduate students in their third or fourth year are often more confident than 

first- and second-year undergraduate students (Burak, 2019). Heightened confidence may 

be attributed to the amount of coursework that has been completed, classroom teaching 

experiences/field work, interactions with colleagues and peers, related readings, 

completed assignment and overall academic achievement (Kaleli, 2020). In addition, high 

academic achievement and SE are related—a correlation that has been well established in 
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other fields (Bassi et al., 2007; Oguz & Ataseven., 2008; Stankov et al., 2012). In music, 

pre-service music teachers with higher academic achievement were also more likely to 

hold higher SE beliefs (Kaleli, 2020). Additionally, a pre-service music teacher’s 

attitudes towards teaching (Kaleli, 2020), love of teaching, love of music and feelings of 

skillfulness in music (Thornton et al., 2002) can impact their SE beliefs. Pre-service 

music teachers who hold strong beliefs about their skills and admiration of music and 

teaching may have previous positive experiences that led to the development of 

heightened SE. Similarly, those who hold high admiration for the field of music teaching 

are more likely to have higher SE beliefs. To better understand potential relationships 

between love of teaching, love of music, and feelings of skillfulness in music, specifically 

among piano teachers, further research is needed.  

In-Service Teachers. In-service music teachers identify SE as one of three 

characteristics (along with nonverbal communication and leadership) that is associated 

with effective music educators (Steele, 2010). Mastery experience—which helps teachers 

develop confidence related to their expertise (Biasutti & Concina, 2017)—was found to 

be the most reliable predictor of SE (Burak, 2019; Steele, 2010; de Vries, 2013; 

Wagoner, 2011; Zelenak, 2014). Previous research findings indicated that teachers who 

possessed a more formal education (i.e., college degree) held higher SE than those with 

informal teacher preparation (Biasutti & Concina, 2017; Regier, 2016). Still, other 

researchers reported that the mode of experience was not nearly as important toward 

developing SE as was having experience (Ekinchi, 2014; West & Frey-Clark, 2018). 

Among piano teachers, confidence levels are similar between those with traditional 

training (i.e., undergraduate or graduate degree coursework) and those with alternative 
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training (i.e., other certification programs) (West & Frey-Clark, 2018). Rather than the 

type of experience, it was the amount of experience that proved a more reliable indicator 

of SE. West & Frey-Clark found that teachers with 11 or more years of teaching 

experience (regardless of their training setting) had more SE than teachers with 10 or less 

years of teaching experience. The apparent correlation between years of experience and 

SE indicates the importance of mastery experience in building SE—not only for future 

music educators, but for those current in-service teachers as well.  

Along with mastery experience, verbal persuasion also influences in-service 

teacher SE. In addition, those teachers with higher SE also displayed higher levels of 

music teacher commitment (Wagoner, 2011). Music teacher commitment is defined as 

one’s willingness to expend personal time, money, and energy to teach, and to be 

involved in professional activities (Wagoner, 2011). As a teacher’s SE grew, their 

willingness to personally contribute their own funds and energy to their professional 

work life also grew. Factors like musical background (Hallam et al., 2009), current 

engagement in music making (Holden & Button, 2006), and beliefs about musical ability 

(Biasutti & Concina, 2017) have been found to impact a teacher’s SE. Each factor is 

influenced by a teacher’s past experience in music (the genre(s) of music, instruments, 

reading, theory, and aural skills learned), their present experiences actively engaging in 

music making alone or with others (Holden & Button, 2006), and the agreements they 

have made with themselves about their musical ability based upon their past and present 

experiences (Biasutti & Concina, 2017). Through these factors, the influence and 

importance of mastery experience is again reiterated.  
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Access to resources and experience are other key contributors to in-service music 

teacher SE development. The ability to engage in professional development, as well as 

access to resources in in-service teacher education, have been identified as the factors that 

most significantly impact their SE (de Vreis, 2013). Access to development opportunities 

such as in-service workshops can positively impact the SE beliefs of teachers (Quesada, 

1992). Since in-service teachers no longer have access to coursework as part of a 

collegiate teacher education program, these veteran educators are more reliant on their 

place of employment to provide resources and professional development opportunities. A 

common thread among these indicators is access. Access to resources, experience, and 

general exposure to the knowledge needed to gain confidence and expertise in their field. 

Additionally, knowledge of repertoire influenced teacher’s SE levels (Ekinci, 2004). 

Teachers with a broad knowledge of the repertoire, basic piano behaviors and reading 

skills, basic technical piano skills, and theoretical music knowledge report higher SE. 

Teachers with more background knowledge have the ability to confidently provide 

students with information, wisdom, and the resources to hone their skills. Ekinci (2004) 

did not specify how a full knowledge of the repertoire was quantified, specifically, if a 

designated set of parameters or the participants personal judgement served as a 

measurement tool. The ambiguity leaves unclear if piano composers of all genders and 

races were included in the study and, therefore, considered when measuring a teacher’s 

SE.  

Self-efficacy Among Music Students. Similar to pre- and in-service music 

teachers, mastery experience is undoubtedly the most influential factor in developing SE 

amid music students (Hendricks, 2009; Zelenak, 2011, 2014). Among music students, 
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grade level and ensemble type did not impact SE scores: music aptitude scores were only 

slightly indicative of SE scores (Zelenak, 2014). In a 2011 study, Zelenak found that 

along with mastery experience, social/verbal persuasion is the second most influential 

domain for music students. Social persuasion can come from peers, teachers, parents, or 

ensemble conductors. Other researchers suggest that vicarious models were the second 

most influential domain for music students (Hendricks, 2009; Zelenak, 2014). Vicarious 

models can be accessed through peers, specifically the opportunity to witness other 

students succeed (Arslan, 2012; Bandura, 1997). Regardless of a student’s SE beliefs 

(high or low), access to vicarious models has proven to positively impact their SE 

(Zelenak, 2014). For students already exhibiting high SE beliefs, access to positive 

models can reaffirm those beliefs. However, witnessing negative vicarious models (e.g., 

peers struggling) can adversely impact those highly efficacious students. In contrast, for 

students with low SE beliefs, witnessing other students struggle with achievement can 

help them feel more capable in their own abilities. Further research is needed to better 

understand these phenomena in music students and specifically pianists. 

Gender and Self-efficacy. While experience is the predominant influence of SE 

development, researchers have found strong correlations between an individual’s gender 

and SE beliefs (Burak, 2019; Eglimez, 2015, Hendricks, 2009; Jelen, 2017; Kaleli, 2020; 

Nielsen, 2004). Despite female students holding higher beliefs about the teaching 

profession, males often display higher SE beliefs in their teaching abilities than females 

(Kaleli, 2020). Outside of the music field, similar relationships have been found between 

the teacher SE beliefs of males and females (Concannon & Barrow, 2009; Gungor, & 
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Özdemir, 2017; Hackett & Betz, 1989; Matsui, 1990). Each of these study’s findings 

indicated that male teachers hold higher SE beliefs than female participants.    

Among students in collegiate music programs, men are often more efficacious in 

their abilities than females (Hendricks, 2015; Nielsen, 2004). In relation to performance, 

female student performers experience higher performance anxiety (Jelen, 2017). For 

pianists, female students experienced lower SE beliefs than their male counterpoints 

(Eglimez, 2015). While research findings indicate that female students held lower SE 

beliefs than males (Hendricks, 2015; Nielsen, 2004), SE beliefs can evolve and are 

particularly malleable among children, teens, and young adults (Redmond, 2010). Since 

students are often learning in a school setting or similar environment with teacher/mentor 

guidance, they are more susceptible to acknowledge their ability to grow and achieve 

their capabilities. Hendricks’ (2015) research findings support this assumption.  While 

female students held significantly lower SE at the onset of a three-day orchestra festival, 

by the midpoint of the event, their SE beliefs were comparable to the males (Hendricks, 

2015). The researcher attributed the change in belief levels to social persuasion and 

mastery experience through the opportunity to participate and “demonstrate their 

capability to perform” (p. 928). Outside of this research setting, public performances 

(mastery experiences) were particularly successful at building SE among female students 

(Zarza-Alzugaray et al., 2020). While extant literature supports the premise that gender 

impacts SE beliefs among young musicians (Eglimez, 2015; Hendricks, 2015; Jelen, 

2017; Nielsen, 2004), these researchers also attributed SE levels to an individual’s 

experience. Further research is necessary to investigate the interaction between gender 

and other compounding factors such as parental support, grade/year in school, instrument 
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family, and social skills. In addition, existing related research focuses on two-gender 

identity (male and female). Exclusion of those who do not align with male or female 

gender identities prevents a full understanding of the potential relationships between 

gender and SE.  

Piano Teacher Training  

Formal piano pedagogy courses were first offered in the United States in the early 

20th century. Decades later, the piano pedagogy degree was introduced to American 

colleges and universities (Uszler & Larimer, 1984). Prior to intensive degree programs 

that educated future piano instructors, those wishing to teach piano gained expertise 

through emulating the practices of their own teachers and the trial and error of their own 

teaching (Keene, 1982). Beginning in the 1980s, collegiate instructors placed greater 

emphasis on preparing piano majors as both performers and educators during degree 

program study (Pearce, 1985). For 21st century students, pedagogy coursework has 

become integral to a piano major’s education (Uszler, 1985). Teaching skills often are 

included in the coursework for nearly all piano majors, regardless of their specific degree 

track. Emphasis, however, does not mean uniformity; a single standardization of 

pedagogy course requirements does not exist (Grausam, 2005). Rather, course 

requirements vary among degrees (e.g., piano performance, piano performance and 

pedagogy, piano pedagogy) within and across institutions. Despite a structured lack of 

uniformity, commonalities in pedagogy course offerings do exist.  

One commonality among most piano degree programs is the requirement of at 

least one pedagogy course (Johnson, 2002). Research findings show that, among 126 

accredited music programs offering undergraduate piano degrees, 42.9% (n =36) offered 
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at least one undergraduate pedagogy core course (Johnson, 2002). Of 84 graduate piano 

degree programs examined, only 61.9% (n = 52) offered a graduate piano pedagogy core 

course (Milliman, 1992). Rather than a stand-alone course, the remaining 38.1% (n = 32) 

of institutions (a) offered either pedagogy as an independent study, (b) only required 

graduate students without undergraduate pedagogy coursework to enroll in a pedagogy 

course, or (c) simply did not offer graduate pedagogy study. Milliman (1992) and 

Johnson (2002) both found that James Bastien’s How to Teach Piano Successfully (1988) 

and Marienne Uszler, Stewart Gordon, and Elyse Mach’s The Well-Tempered Keyboard 

Teacher (1990) were reported as the two most required texts for undergraduate and 

graduate pedagogy students. Both books reflect a comprehensive guide toward 

developing piano teaching skills. Repertoire is a thoroughly discussed topic in both 

publications; however, among the chapters that discuss repertoire for elementary, 

intermediate, and advanced students, works by composers that are outside of the 

historically Eurocentric piano repertoire are excluded (Bastien, 1973; Uszler et al., 1999).  

The most common pedagogy course requirements included observations of in-service 

teachers and teaching practicums—at multiple levels and in varied settings (Abankwa & 

Mikkilä-Erdmann, 2016; Elgersma, 2012). Researchers reported the most common 

pedagogy course topics: pre-school methods, beginning methods, adult/hobby methods, 

teaching literature, selecting teaching repertoire, studio management, lesson planning, 

teaching philosophy, learning theories, group teaching, teaching technical skills, music 

technology, and the history of piano pedagogy (Chiang, 2009; Johnson, 2002; Meyers, 

2014; Milliman, 1992). Topics such as “teaching literature” are broad and could 

potentially include works by diverse composers. However, of the surveyed piano 
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pedagogy professors from Milliman’s (1992) and Johnson’s (2002) studies, none 

included diverse composers or composers outside of the Eurocentric piano tradition 

among topics in their piano pedagogy courses. The absence of underrepresented 

composers from the curriculum demonstrates a potential lack of awareness in piano 

works outside of the traditional pedagogical piano canon. Further and more current 

investigation of the inclusion of diverse composer representation in these courses seems 

warranted.  

 As a requirement of piano pedagogy courses, some instructors require students to 

subscribe to popular piano publications such as Clavier Companion, and/or join local, 

state, or national piano organizations (Chiang, 2009; Johnson, 2002; Meyers, 2014; 

Milliman, 1992). Organization membership and magazine subscription requirements can 

afford students opportunities to explore literature outside of the typical teaching canon. In 

the 21st century, articles addressing the contribution of minority composers to the piano 

repertoire have been included within Clavier Companion publications (Claiborne & 

González-Miller, 2020; Cornett, 2021; González-Miller, 2021; Lazarus, 2021; Sanchez, 

2021; Worcester-Jones, 2020). Given that the opportunity to learn about piano works by 

diverse composers is not standardized across college pedagogy curricula, it remains the 

student’s responsibility to seek out personal growth in this area actions. Further 

exploration of underrepresented composers within the piano pedagogy field may provide 

more knowledge on the topic and further avenues for students to potentially broaden their 

knowledge of the piano repertoire.  

 The lack of standardization and general variety of topics included within typical 

piano pedagogy courses is of overall benefit to students and instructors (Elgersma, 2012). 



 

 74 

Pedagogy instructors can tailor material to meet the needs and interests of individual 

students, and exploit their own interests and expertise as educators—as can an instructor 

of any collegiate course. However, to provide pedagogy instructors with the proper tools 

to prepare future piano teachers for educating a diverse student demographic, a full 

representation of the literature should be considered (Southcott et al., 2010; Vagts, 1989). 

This includes not just the White, male composers who have dominated the piano 

repertoire for centuries, but also minority (by gender or race) composers of piano music 

(Belz, 2006; Ben, 2018). Through exposure to a broadened depiction of the piano 

repertoire, in- and pre-service teachers can more fully and effectively share their 

knowledge and explore a potential expertise.  
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CHAPTER 3: METHODOLOGY 

Purpose of the Study  

The purpose of this survey study was to examine undergraduate and graduate 

piano majors’ confidence in selecting, performing, and teaching piano repertoire by 

diverse composers. A secondary purpose was to investigate their beliefs about and 

experience learning diverse piano repertoire. 

Research Questions 

1. What experiences do undergraduate and graduate piano majors have learning 

piano repertoire by diverse composers during their collegiate studies (as a student 

enrolled in piano lessons, literature, or pedagogy courses)?  

2. How confident are undergraduate and graduate piano majors in teaching 

repertoire by diverse composers?  

3. What are the relationships between confidence among learning/performing, 

selecting, and teaching repertoire by diverse composers?  

4. What impact does undergraduate and graduate piano major’s experience learning 

piano repertoire by diverse composers have on their ability to teach piano 

repertoire by diverse composers to their current and/or future students?  

Research Design  

For this research, I utilized a survey for data collection across a wide population. 

Surveys are particularly effective in asking individuals about their background, 

experiences, and beliefs (Mitzka & Elpus, 2018). Online surveys have been used over 

past decades and are now more broadly used than ever (Hai-Jew, 2019). They are easily 

accessible and function well from most devices, they have accessibility accommodations, 
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and allow for responses to be tracked and downloaded (Hai-Jew 2019). I constructed 

survey items using similar, previously conducted research and guides for creating 

effective survey data collection tools (Devore, 1989; Robbins, 2019; Ruel et al., 2016). 

For further validity, I used my previous research on the topic (Klein, 2021) to inform 

prompt selection. Additionally, surveys allow information to be gathered from a large 

pool of people in multiple locations (Ruel, 2019). The use of a survey as my data 

collection tool allowed me to efficiently disseminate my survey to potential participants 

over a large geographical area.  

The electronic web-based survey instrument Qualtrics Lab, Inc. (2021) was used 

to conduct this survey. This instrument was available at no cost to all faculty members 

and graduate students through the University of Oklahoma. A web-based survey was 

chosen because of its accessibility to participants, and the ease with which it could be 

disseminated to potential participants (Hai-Jew 2019).  

Participants Selection  

 I defined my target population as current undergraduate or graduate piano majors 

enrolled in a National Association of Schools of Music (NASM)—accredited program. 

Piano major was defined as an undergraduate or graduate student whose primary 

instrument was piano and was enrolled during the Fall 2021 semester in one of the 

following programs: Bachelor of Arts (BA), Bachelor of Musical Arts (BMA), Bachelor 

of Music Education (BME), Master of Music (MM), Master of Music Education (MME), 

Doctor of Musical Arts (DMA), Doctor of Music (DM), or Doctor of Philosophy (PhD). 

Piano majors could be enrolled as part- or full-time students. I intentionally recruited 

participants from the Northwest, Southwest, West Central, South Central, Southern, and 
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East Central, and Eastern regions of the United States. The seven chosen region 

designations align with the divisions recognized by the Music Teachers National 

Association (MTNA), as shown in the following image from the MTNA website (2021).  

 

Figure 3.1  

Divisions of MTNA  

 

 

Access to Potential Participants. I used NASM’s directory to identify accredited 

institutions in each region that offered undergraduate and graduate degrees in piano. 

Once I classified appropriate institutions in each region, I used the institution’s website to 

identify the chair of the piano department. I contacted each school’s piano department 

chair (or piano faculty member, if a department chair was not designated). I sent each 

piano department contact (chair or faculty member) a recruitment letter and asked them 
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to share the recruitment letter and survey link with undergraduate and graduate piano 

majors during the Fall 2021 semester at their institution. After one week, I sent a 

reminder email to piano department contacts with the request that the email again be 

forwarded to current undergraduate and graduate piano majors, and after two weeks, I 

sent one final reminder.  

As an incentive to participate, all respondents were offered the opportunity to 

enter their email address into a drawing for one of 10 $50 prepaid Visa gift cards. Once 

the survey closed, I used a random number generator to select recipients of the gift cards. 

Research Questionnaire  

 I designed the data collection tool, which was informed by related surveys guides 

for creating effective survey data collection tools (Doyle, 2012; Regier, 2016; Robbins, 

2019; Ruel et al., 2016; San Miguel May, 2010; Westlund, 2016; Zhang, 2015). In 

addition, my experience as an undergraduate and graduate piano major, informal 

discussion with my piano major colleagues through the years, as well as my previous 

research on the topic of piano major’s experience learning and teaching repertoire by 

diverse composers (Klein, 2021) helped to inform the prompts I included in the survey. 

The survey title is Piano Major’s Relationship with Diverse Repertoire. The first page of 

the survey served as the informed consent. Respondents had the option to deny consent, 

in which case they were brought to a page thanking them for their time and ending the 

survey. Those who consented to the survey selected “yes, I consent” and proceeded to 

complete the survey. Following the informed consent, the survey included four sections. 

Following the first section (demographics), the remaining three sections of the survey 

were organized into three topic areas: experience, beliefs, and confidence. The same topic 
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areas were used in my previous research (Klein, 2021) and were edited and adjusted to 

meet the needs of the current study. 

I formatted the survey to first examine experience, then beliefs, and lastly 

confidence to ask respondents about their past (experience), present (beliefs), and future 

(confidence) relationships to learning and teaching repertoire by minority composers. 

First, individuals gain experience through learning a topic, being a part of an event, or 

exposure to a subject. Next, individuals form beliefs based on that experience or lack 

thereof. Lastly, individuals gain confidence that is influenced by our experience and 

beliefs. In terms of this subject, students gain a level of experience learning repertoire by 

diverse composers (the experience level can be non-existent, small, moderate, or large), 

they form beliefs about diverse repertoire, and finally gain a level of confidence 

indicative of their beliefs and experience learning diverse repertoire. 

Section 1: Demographics. In Section 1, I requested demographic information 

using multiple choice or short answer prompts. Demographic questions placed at the 

beginning of a survey yield higher response rates without impacting the response rate of 

the remaining questions (Teclaw, et al., 2012). The following demographic information 

was collected from respondents:  

• Degree Level (survey item 3) 

• Major (survey item 4) 

• Current institution location (state) (survey item 5) 

• Public or private status of their institution (survey item 6) 

• Gender Identify (survey item 7) 

• Ethnicity (Hispanic, Latino, or Spanish) (survey item 8) 
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• Race (survey item 9) 

• Age (survey item 10) 

For Survey Item 3 (degree level), respondents were given three options, 

Bachelors, Masters, or Doctoral. This was to ascertain their role as a collegiate student–

are they an undergraduate or graduate student? As collegiate major (Survey Item 4) 

respondents were given the options of Piano Performance, Piano Performance and 

Pedagogy, Piano Pedagogy, Collaborative Piano, Piano, and Music Education, or the 

option to write in their major if it is not listed. These majors were selected because of 

their popularity among music majors whose primary instrument is piano. The “other” 

category served as an opportunity for respondents to list less popular degrees among 

piano majors, such as musical theatre and sacred music. Survey item 5 prompted 

respondents to share the state in which their collegiate institution was located.  

For Survey Item 7, respondents were asked to self-describe their gender identity. I 

used resources from The University of Oklahoma’s Gender and Equality Center (2021) as 

a guide for creating survey questions about gender. To be as inclusive as possible, a short 

response format was used. This allowed respondents to write their identity in their own 

words. Ethnicity and race related questions were informed by the United States Census 

Bureau (2021). The revisions suggest a separate category for ethnicity (Hispanic or 

Latino) and the use of five categories to collect data on race (American Indian or Alaska 

Native, Asian, Black or African American, Native Hawaiian or Pacific Islander, and 

White) (Census Bureau, 2021).  

Section 2: Experience with Diverse Repertoire. Section 2 of the survey was 

titled, Experience with Diverse Repertoire. The purpose of Section 2 was to gather 
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information related to respondents collegiate experience playing repertoire by diverse 

composers. A 4-point, Likert-type scale was used in this section: “never” (0), “seldom” 

(1), “sometimes” (2), “often” (3). I used anchors for these prompts that focused on 

frequency, specifically, the frequency with which respondents have had exposure to 

diverse repertoire. Frequency was used as the Likert measurement since it most 

effectively measures their level of experience.  

Section 2 began with a prompt related to all diverse repertoire before diverging 

into three subsections, organized by composer type (women composer, composers of 

color, and women composers of color). The initial prompt asked respondents to indicate 

their level of agreement with the following:  

• I teach repertoire by composers I have had previous experience playing (Survey 

Item 11). 

Survey Item 11 was informed by previous research I have conducted (Klein, 2021) and 

was designed to measure if experience influences the repertoire selections respondents 

made as teachers. Reponses to this prompt provided insight towards the influence of past 

repertoire experience upon future repertoire selections. 

Following Survey Item 11, the questionnaire then addressed respondents’ 

experience learning piano works by women composers, then composer of color, and then 

women composers of color. Each of these three sections was identically formatted—only 

the subject of the prompt was changed to match the topic of the present section. For 

example, each subsection began with the prompts, “_______ were included in my 

collegiate applied piano study.” In the first subsection (Women Composers), this prompt 

read, “Women composers were included in my collegiate applied piano study.” In the 
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second subsection (Composers of Color) this prompt read, Composers of color were 

included in my collegiate applied piano study.” And for the third subsection (Women 

Composers of Color), this prompt read, “Women Composers of color were included in 

my collegiate applied piano study.” In each prompt, the subject was bolded to provide 

respondents with extra clarity of the present topic of discussion. I chose to organize the 

“Experience” portion of the survey into subsections by topic to add ease for respondents 

and in turn minimize potentially inaccurate responses due to reading errors. Each 

subsection began with a series of Likert- scale type questions, then a dichotomous 

question, and short answer responses. See Figure 1 for a visual model of the nine prompts 

included in each subsection.  
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Figure 3.2  

Response Items for “Experience” by Topic  

 

 

 

 

 

 

 

 

I adapted survey items related to the inclusion of repertoire by diverse composers 

within course curriculum (e.g., applied piano, piano literature) (survey Items 12, 13, 21, 

22, 30, 31) from a survey study conducted by Westlund (2016), who investigated student 

perceptions and attitudes related to diversity of music in their high school band 

classroom. Prompts related to the inclusion of repertoire by diverse composers in 

Composers 
of Color 

 

Women 
Composers 

 

Women 
Composers 

of Color 
 

• _________ were included in my collegiate applied piano study (Survey 
Item 12, 21, 30). 

• _________ were included in the curriculum of my collegiate piano 
literature course(s) (Survey Item 13, 22, 31). 

• I have (had) positive experiences learning music by _________ (Survey 
Item 14, 23, 32). 

• I have sought out performance opportunities that program music by 
_________ (Survey Item 15, 24, 33). 

• I like to attend performances that program _________ (Survey Item 
16, 25, 34). 

• Are you currently learning a repertoire piece by a _________? (Survey 
Item 17, 26, 35). 

• How many works by _________ have you programmed for a degree 
recital? (Survey Item 18, 27, 36). 

• How many works by _________ have you programmed for a non-
degree recital (in or out of the school setting)? (Survey Item 19, 28, 
37). 

• Name up to five _________ whose piano works you have studied 
(either in applied lessons or piano literature course(s)) in your 
undergraduate and/or graduate studies (Survey Item 20, 29, 38).  
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respondents’ pre-service teacher training was adapted to suit the present population of 

undergraduate and graduate piano majors. Survey items about performance opportunities 

and diverse composers (survey Items 15, 16, 24, 25, 33, 34) was modeled after prompts 

from previous research I conducted (Klein, 2021). These items measured respondents’ 

desire for experience learning music by diverse composers, and their self-motivated or 

independent desire to attend performances that feature repertoire by diverse composers.  

Regier’s (2016) questionnaire related to the self-efficacy (SE) of secondary band 

directors in concert, marching, and jazz ensemble pedagogy informed survey items 

related to the overall positive or negative experience of respondents (survey Items 14, 23, 

32). I adapted the prompt “I have had positive experiences teaching jazz band music in 

the past” to fit the present study (e.g., “I have had positive experiences learning music by 

women composers”). Survey prompts designed to gather information regarding 

respondents’ degree recital programming (survey Items 18, 19, 27, 28, 36, 37) were 

adapted from a survey conducted by Zhang (2015), who investigated and compared 

“pre-service and in-service music teachers’ perceptions of readiness to teach East Asian 

vocal music” (p. 14). I used these survey questions to measure respondents’ perception of 

readiness through musical and pedagogical experience. I asked respondents if they had 

programmed works by women composers, composers of color, and women composers of 

color using open-ended prompts (survey Items 18, 19, 27, 28, 36, 37) adapted from 

Zhang’s research, which focused on works from East Asia (Japan, China, and Korea).  

The final prompt in each subsection (survey Items 20, 29, 38) measured 

respondents’ knowledge of and ability to recall specific composers they had studied from 

each category (women composer, composer of color, and women composer of color). For 
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each prompt I included five blank spaces for respondents to submit their responses. If a 

respondent could not name five composers from each category, they had the option to 

leave space(s) blank. I modified these prompts from past research (Collins, 2020; Klein, 

2021; Robbins, 2019) to better direct respondents to answer with composers of piano 

music they had studied in their degree programs, rather than composers of any genre 

(e.g., large ensemble, small ensemble, or non-piano solo music). Again, the purpose of 

the experience portion of the survey was to measure respondents’ experience learning 

repertoire by diverse composers during their degree coursework by their level agreement 

with Likert-type scale prompts, responses to dichotomous questions, providing the 

number of works they had studied by female and composers of color, and their ability to 

list female composers, composers of color, and female composers of color.  

Section 3: Beliefs Related to Diverse Composers. In Section 3, “Beliefs related 

to Diverse Composers,” I examined respondents’ opinions and views related to the 

importance of including repertoire by diverse composers in degree coursework and its 

role within the curriculum and performances. This section included a series of 12 

prompts.  Respondents were instructed to rate their level of agreement with each phrase 

using a 5-point, Likert-type scale. While a 6-point scale eliminates the possibility of a 

neutral response (Fink, 2013), using this Likert-scale format can force respondents to 

“commit to a certain position even if the respondent may not have a definite opinion” 

(Croasmun et al., 2011, p. 20). For this reason, and the strong possibility that some 

respondents may have a genuinely neutral opinion to some prompts, I used a 5-point 

scale to measures their level of agreement: “Strongly disagree” (1), “disagree” (2), 

“neither agree nor disagree” (3), “agree” (4), and “strongly agree” (5). 
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The first nine items in Section 3 (Survey Item 39–51) began with the prompt, “I 

believe…”. I adapted questions in this section from the data collection tools of several 

researchers (Robbins, 2019; San Miguel May, 2010; Westlund, 2016) and reflect 

respondents’ beliefs of the benefit (survey Items 39–42) and importance (Survey Item 

43–46) of learning music by composers of varying races or genders. I modified prompts 

from their surveys for inclusion in the present study to measure respondents’ beliefs of 

the topic of diverse composers (e.g., If the respondent believed studying music by a 

composer the student could relate to is important, did the respondent consider relatability 

(to themselves or their student) when choosing repertoire to learn and teach?). Survey 

Item 47—regarding the contextual importance of studied repertoire—was informed by 

existing research on the effects of music educators’ teaching background, experience, and 

support on their attitudes and expectations of urban students (Doyle, 2012). A portion of 

Doyle’s survey was designed to investigate respondent’s beliefs about providing 

contextual relevancy to the works being studied and to the student’s backgrounds.  

The final four prompts (survey Items 48–51) in this portion of the survey deviated 

from the previous “I believe…” format. For this reason, I placed these prompts at the end 

of the section to avoid confusion. I included these prompts to assess respondents’ 

awareness of composer gender or race when selecting repertoire (e.g., Do you consider 

composer diversity when choosing repertoire for themselves or their students?). These 

prompts again were informed by Robbin’s (2019) research investigating “undergraduate 

music education students’ commitment to promoting the music of diverse composers” (p. 

iii). See Table 3.1 for a complete list of all prompts in Section 3.  
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Table 3.1  

Response Items for Beliefs 

(Q#39) I believe students benefit from learning music by composers of their own 
race. 

  
(Q#40) I believe students benefit from learning music by composers of other 

races. 
  
(Q#41) I believe students benefit from learning music by composers of their own 

gender. 
  
(Q#42) I believe students benefit from learning music by composers of other 

genders. 
  
(Q#43) I believe it is important to teach music by composers of all genders. 
  
(Q#44) I believe it is important to teach music by composers of all races. 
  
(Q#45) I believe it is important to play and/or perform music by composers of all 

genders. 
  
(Q#46) I believe it is important to play and/or perform music by composers of all 

races. 
  
(Q#47) I believe it is important to understand the context (information about the 

composer, piece, style, musical period, etc.) within which a piece was 
composed. 

  
(Q#48) I consider the gender of a composer when choosing literature for myself 

to learn. 
 

(Q#49) I consider the gender of a composer when choosing literature for my 
students. 

  
(Q#50) I consider the race of a composer when choosing literature for myself to 

learn. 
 
  
(Q#51) I consider the race of a composer when choosing literature for my 

students. 
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Section 4: Experience with Diverse Repertoire. In Section 4, “Experience with 

Diverse Repertoire,” I investigated respondents’ confidence in teaching repertoire by 

diverse composers to their current or future students. In addition, I measured their 

confidence in teaching diverse repertoire and standard Western music repertoire. For this 

section, I used an 11-point agreement scale that allowed respondents to be more specific 

in their responses than a smaller scale would allow (Fink, 2013). Use of an 11-point scale 

also adheres to Bandura’s (1997) suggestion that scales used to measure self-efficacy 

(SE) items should use a response format that allows for a varying degree of responses. 

The 11-point scale (measuring from 0–10) has been further legitimized through its 

reliability and validity when used in other music settings (e.g., Hendricks, 2009; 

McPherson, 2003), supporting the need to use an established SE scale.  

The first six prompts in this section (survey Items 52–57) addressed the 

respondents’ overall self-perceived preparedness to teach diverse repertoire, and the level 

of preparation gained through their collegiate studies. Survey items were adapted from 

Robbin’s (2019) and Zhang’s (2015) research, and were included with the intent to 

measure respondents’ self-perceived ability to select and teach repertoire by diverse 

composers. I was interested in investigating the impact of respondents’ experience 

learning diverse repertoire on their perceived ability and confidence to teach said 

repertoire. These prompts provided insight towards respondents self-perceived ability 

both in their independent pursuits and through their collegiate program curriculum.  

The next series of prompts (survey Items 58–69) in Section 4 were used to 

explore respondents’ confidence as it relates to their current and future repertoire and 

curriculum plans. Did respondents plan on incorporating diverse repertoire into their 
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teaching? Would they incorporate more diverse repertoire if they felt more prepared to do 

so? In survey Items 60 and 61, I asked respondents if they currently teach works by 

women composers or composers of color. Only if respondents answer “no” to either of 

these prompts were they directed to the respective Survey Item 60a or 61a. 

The final three prompts were designed to measure respondents’ confidence 

teaching repertoire by different kinds of composers—women composers, composers of 

color, and composers from the established traditional Western music canon. I included 

these prompts so that I could compare respondents’ confidence levels between teaching 

repertoire by composers from each group.  See Table 3.2 for a complete list of all 

prompts in Section 4 of the survey. 

 

  



 

 90 

Table 3.2  

Response Items for Confidence  

 
(Q#52) 

 
I feel prepared to teach piano repertoire by women composers. 

  
(Q#53) I feel prepared to teach piano repertoire by composers of color. 
  
(Q#54) My graduate and/or undergraduate studies prepared me to teach music 

by women composers. 
  
(Q#55) My graduate and/or undergraduate studies prepared me to teach music 

by composers of color. 
  
(Q#56) I feel confident in my abilities to teach piano repertoire by woman 

composers. 
  
(Q#57) I feel confident in my abilities to teach piano repertoire by composers of 

color. 
  
(Q#58) I look forward to incorporating music by composers of all genders into 

my teaching studio/classroom. 
  
(Q#59) I look forward to incorporating music by composers of color into my 

teaching studio/classroom. 
 

(Q#60) I currently teach repertoire by women composers. 
 
 
(Q#60a) 

  
I would teach more repertoire by women composers 
if I felt more prepared to do so” (Only answered by 
respondents that answered “no” to Survey Item 60). 

  
(Q#61) I currently teach repertoire by composers of color. 
 
(Q#61a) 

  
I would teach more repertoire by composers of color 
if I felt more prepared to do so” (Only answered by 
respondents that answered “no” to Survey Item 61). 

  
(Q#62) I would teach more repertoire by composers of color if I felt more 

prepared to do so. 
  
(Q#63) I actively seek out teaching repertoire (e.g., education repertoire for 

beginner-late intermediate pianists) by women composers. 
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Table 3.2 (continued) 
 
 
(Q#64) I actively seek out advanced repertoire (e.g., collegiate and professional 

level repertoire) by women composers. 
  
(Q#65) I actively seek out teaching repertoire (e.g., education repertoire for 

beginner-late intermediate pianists) by composers of color. 
  
(Q#66) I actively seek out advanced repertoire (e.g., collegiate and professional 

level repertoire) by composers of color. 
  
(Q#67) Rate your level of confidence in teaching piano repertoire by woman 

composers. 
  
(Q#68) Rate your level of confidence in teaching piano repertoire by composers 

of color. 
  
(Q#69) Rate your level of confidence in teaching piano repertoire from the 

traditional Western music canon. 
 

 

Procedures  

Pre-Data Collection. The preliminary document was sent to members of the 

dissertation committee on September 22, 2021. I was approved at the proposal defense on 

October 3, 2021. I made revisions and modifications based on committee feedback, then 

submitted to the OU Institutional Review Board for review. Approval for the research 

was granted by the OU-IRB on October 5, 2021.  

Data Collection. On October 6, 2021, I distributed the recruitment email and 

survey link to piano department chairs or piano faculty members (when a chair was not 

designated), requesting that the recruitment email and survey link be shared with their 

current undergraduate and graduate piano majors. Ten days later, I sent a reminder email 

to the same piano department chairs or piano faculty with the request to again forward the 
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message to their current piano majors. The survey remained open for a total of 3 weeks 

and closed on October 22, 2021.  

Data Analysis 

Data were collected through the Qualtrics (2021) online software system. I 

subsequently cleaned up the data (Morgan et al., 2013) in preparation for entering into the 

Statistical Package for the Social Sciences (SPSS) software. There I labeled data as 

categorical or continuous variables, and then analyzed the data using descriptive 

statistics. Once data was entered and labeled, I utilized exploratory data analysis to better 

understand the data and verify if outliers, non-normal distributions, missing values, or 

other data input errors existed (Morgan et al., 2013). For the exploratory data analysis, I 

used histograms, frequency tables, boxplots, and descriptive statistics. I reported 

descriptive statistics of all demographics (i.e., respondents’ degree level, age, school 

location (state), gender, race, the type of institution they attend (public or private)) and 

measured variables. Analysis of the descriptive statistics also allowed me to determine if 

(a) the data were normally distributed, and (b) assumptions for further post-hoc statistical 

tests were met (Russell, 2018). When the necessary assumptions were met, I used 

inferential statistical tests (e.g., t-tests, ANOVA) to determine the relationships between 

various combinations of variables and created latent variables using the categories 

“experience,” “beliefs,” and “confidence.” Specifically, I determined potential 

relationships between experience and confidence teaching diverse repertoire, and 

demographic data and confidence teaching diverse repertoire (e.g., confidence and 

gender, confidence and race, experience and gender, experience and race) through 

correlations.   
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CHAPTER 4: RESULTS 
 

The purpose of this survey study was to examine undergraduate and graduate 

piano major’s confidence in selecting, performing, and teaching piano repertoire by 

diverse composers. A secondary purpose was to investigate their beliefs about and 

experience learning diverse piano repertoire. Specifically, I examined (a) what experience 

undergraduate and graduate piano majors have learning piano repertoire by diverse 

composers, (b) how confident piano majors are in teaching repertoire by diverse 

composers, and (c) potential relationships between piano majors’ confidence among 

learning/performing, selecting, and teaching repertoire by diverse composers.  

During October 2021, I distributed the survey—Piano Majors’ Relationship with 

Diverse Repertoire (PMDR)—to 574 email addresses affiliated with National 

Association of Schools of Music (NASM) accredited schools. I gathered the email 

addresses of piano professors, chairs of piano departments, or chairs of music 

departments from each collegiate institution’s music department website. Initial data 

obtained from respondents (N = 242) were analyzed using SPSS version 28.0. Once I 

imported the dataset from Qualtrics, I used exploratory data analysis (Russell, 2018) 

procedures to examine the data for missing or incomplete values and psychometric 

properties. Respondents were provided the option to skip any survey prompt, including 

prompts related to demographic information. As a result, some respondents left some or 

all demographic information blank, but completed other sections of the survey. Since 

these respondents completed most of the questionnaire, I chose to include their surveys as 

valid responses. Still, 62 separate responses were excluded, since these respondents failed 
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to complete nearly all (or the entirety) of the survey. The result was a total of 180 survey 

responses, which served as the usable response rate for my study.  

Basic descriptive statistics are presented in the preceding section. First, I present 

basic demographic information (i.e., gender, race, ethnicity) followed by information 

related to respondents’ degree level, program name, and age.  Finally, data related to the 

collegiate institution type (i.e., public or private) and location. On average, the survey 

took respondents 12 minutes and 23 seconds to complete.  

Descriptive Analysis 
 
Respondent Demographics  
 
 Gender, Race, and Ethnicity. Of the valid response surveys (N = 180), most 

respondents identified as female (n = 104, 57.8%). The majority of respondents were 

White (n = 116, 64.4%) and not of Hispanic ethnicity (n = 159, 88.3%). Of those 

respondents who did not identify as White, the remaining majority identified as Asian (n 

= 34, 18.9%). Complete demographic information of respondents can be found in Table 

4.1. 
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Table 4.1  

PMDR Respondents’ Demographic Information  

 Frequency % 
Gender   
     Female 104 57.8 
     Male 68 37.8 
     Genderqueer 1 0.6 
     Non-binary 1 0.6 
     Not reported 6 3.3 
Race   
     White 116 64.4 
     Asian 34 18.9 

     Black or African  
     American 11 6.1 

     American Indian or  
     Alaska Native  2 1.1 
     Other 16 8.9 
     Not reported  1 0.6 
Hispanic, Latino, or Spanish Ethnicity   
     No 159 88.3 
     Yes 18 10.0 
     Not reported  3 1.7 

 
Note: N = 180 

 

Degree Level, Degree Major, and Age. Undergraduate students pursuing a 

bachelor’s degree (n = 118, 65.6%) comprised the majority of respondents. Most 

respondents were Piano Performance majors (n = 93, 51.7%). Of the remaining 

respondents, Music Education was the next most frequently identified major (n = 20, 

11.1%). Additionally, 11.1% (n = 20) of respondents selected “other” and listed Music 

Therapy, Music and Worship, Interdisciplinary Studies, Composition, General Music, 

and Music Theory, and dual degrees (e.g., Piano Performance and Music Education) as 

their major. Complete degree level and degree program information in Table 4.2. 
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Table 4.2  

PMDR Respondents’ Degree Level and Degree Program 

Degree Frequency % 
     Bachelors 118 65.6 
     Masters 35 19.4 
     Doctorate 23 12.8 
     Other 4 2.2 
Major   
     Piano performance 93 51.7 
     Music Education 20 11.1 
     Piano performance and Pedagogy 18 10.0 
     Piano 15 8.3 
     Piano Pedagogy 12 6.7 
     Collaborative Piano 2 1.1 
     Other 20 11.1 

 
Note: N = 180 

 

Respondents ranged in age from 18–39 years old. Most respondents (n = 143, 

79.4%) fell into the age bracket of typical undergraduate students, which is not surprising 

since most respondents reported that they were seeking an undergraduate degree. The 

average respondent age was 22.5 years. Complete age information is listed in Table 4.3.  

 

Table 4.3  

PMDR Respondents’ Age  

Age Frequency % 
     18–25 143 79.4 
     26–30 23 12.8 
     31–35 5 2.8 
     36–40 3 1.7 
     Not reported  6 3.3 

 
Note: N = 180 
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 Collegiate Institution Type and Location. Nearly three-fourths of respondents 

attended public institutions (n = 140, 77.8%). Among all respondents, 33 states were 

named when providing the location of their collegiate program. Indiana (n = 15, 8.3%), 

Oklahoma (n = 15, 8.3%), Florida (n =12, 6.7%), and Texas (n = 9, 5.0%) represented the 

states with the highest number of recorded responses. The highest number of respondents 

were from states located in the Southern (n = 49, 27.2%), South-Central (n = 34, 18.9%), 

and West Central (n = 28, 15.6%) regions of the US, as defined by the Music Teachers 

National Association (MTNA). Complete respondent collegiate institution type is found 

in Table 4.4, and complete geographic region information is found in Figure 4.1.  

 

Table 4.4  

PMDR Respondents’ Collegiate Institution Type  

Collegiate Institution Type Frequency % 
     Public 140 77.8 
     Private 45 25.0 
     Unsure 5 2.8 
     Not reported 3 1.7 

 
Note: N = 180 
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Figure 4.1  
 
PMDR Respondents’ Collegiate Institution Location (State) 

 

 

Note: N = 180. Regions are represented by colored numerals: Northwest (dark green), 

Southwest (light green), West Central (yellow), South Central (dark blue), Southern 

(gray), East Central (light blue), and Eastern (red). 

 

Experience  
 

Repertoire Selection. Survey prompts 13–42 examined factors that influenced 

piano majors’ repertoire selection in their lessons as a student and as a teacher. When 

selecting repertoire to teach and learn, respondents indicated that their personal repertoire 

lists, their teacher’s input, and their own input influenced repertoire selections. Overall, 

respondents were more likely to teach repertoire that they had experience playing, with 

most indicating that they often (n = 84, 46.7%) or sometimes (n = 45, 25.0%) taught 

repertoire by composers they had previously experienced. Most respondents reported that 
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they were often (n = 75, 41.7%) or sometimes (n = 86, 47.8) responsible for selecting the 

repertoire they studied in applied lessons. Just one respondent (0.6%) indicated that they 

were never responsible for selecting repertoire in their applied lessons. See Table 4.5 for 

complete information on pianists’ repertoire selection.  

 

Table 4.5  

PMDR Respondents’ Repertoire Selection Influences 

 Never Seldom Sometimes Often Not 
Reported 

I teach repertoire by 
composers I have previous 
experience playing. 
 

29 
(16.1%) 

20 
(11.1%) 

45 
(25.0%) 

84 
(46.7%) 

2 
(1.1%) 

I am responsible for 
selecting the repertoire I 
study in applied piano 
lessons.  
 

1 
(0.6%) 

18 
(10.0%) 

86 
(47.8%) 

75 
(51.7%) 

 

My teacher is responsible 
for selecting the repertoire I 
study in applied piano 
lessons. 

6 
(3.3%) 

36 
(20.0%) 

80 
(44.4%) 

58 
(32.2%) 

 

 
Note: N = 180 

 

Experience: Women Composers  
 

Overall, most respondents indicated some level of opportunity to learn works by 

women composers, doing so seldom (n = 55, 30.6%) or sometimes (n = 75, 41.7%) (M = 

2.71, SD = 0.88). Most piano majors indicated that they sometimes (n = 78, 43.3%) had 

the opportunity to attend performances that included music by women composers on the 

program. In applied study, the most common frequency for learning works by women 
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composers was “never” (n = 65, 36.1%). Most respondents reported that they never (n = 

44, 24.4%), seldom (n = 53, 29.4%), or sometimes (n = 58, 32.2%) had opportunities to 

perform in concerts or recitals that included music by women composers. Among piano 

literature curricula, respondents most frequently indicated that they seldom (n = 50, 

27.8%) studied women composers. Similarly, when comparing applied study and 

performance to academic coursework, respondents indicated that they more frequently 

studied women composers in piano literature courses (M = 2.57) than in applied lessons 

(M = 2.03). See Table 4.6 for a complete list of pianists’ responses regarding experience 

with works by women composers. 
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Table 4.6  

PMDR Respondents’ Experience Learning Repertoire by Women Composers  

 Never Seldom Sometimes Often Not 
Reported 

I have had opportunities 
to learn music by 
women composers. 
 

16 
(8.9%) 

55 
(30.6%) 

75 
(41.7%) 

34 
(18.9%) 

 

I have had opportunities 
to attend performances 
that program music by 
women composers. 
 

13 
(7.2%) 

46 
(25.6%) 

78 
(43.3%) 

43 
(23.9%) 

 

Women Composers 
were included in my 
collegiate applied piano 
study. 
 

65 
(36.1%) 

56 
(31.1%) 

47 
(26.1%) 

12 
(6.7%) 

 

Women composers 
were included in the 
curriculum of my 
collegiate piano 
literature course(s). 
 

27 
(15.0%) 

50 
(27.8%) 

63 
(35.0%) 

31 
(17.2%) 

9 
(5.0%) 

I have had opportunities 
to perform in concerts 
or recitals that program 
music by women 
composers. 
 

44 
(24.4%) 

53 
(29.4%) 

58 
(32.2%) 

25 
(13.9%) 

 

 
Note: N = 180 

 

When asked if they were currently learning a piano piece by a women composer (at the 

time the study took place), most reported not doing so (n = 123, 68.3%) (see Table 4.7).  
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Table 4.7  

PMDR Respondents Currently Learning Repertoire by Women Composers  

 Yes No 
Are you currently learning a piano piece 
by a women composer? 

57 
(31.7%) 

123 
(68.3%) 

 
Note: N = 180  

 

I asked respondents how many works by women composers they had 

programmed for a degree and non-degree recitals. Pianists indicated that they were more 

likely to program repertoire by women composers on non-degree recitals. On degree 

recitals, more than half of respondents had not programmed any repertoire by women 

composers, and over 92.2% (n = 166) of respondents had programmed two or less works 

by a woman composer. On non-degree recitals, 50.0% (n = 90) of respondents reported 

programming at least one work by a woman composer. Responses indicate that piano 

majors were slightly more likely to program works by women composers on non-degree 

recitals (in or out of the school setting) (see Table 4.8).  
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Table 4.8  

PMDR Respondents’ Experience Learning Repertoire by Women Composers  

 0 1–2 3–4 5 or more Not 
Reported 

How many works by 
women composers have 
had programmed for a 
degree recital? 
 

124 
(68.9%) 

42 
(23.3%) 

6 
(3.3%) 

5 
(2.8%) 

3 
(1.7%) 

How many works by 
women composers have 
you programmed for a 
non-degree recital? 

90 
(50.0%) 

54 
(30.0%) 

19 
(10.7%) 

15 
(8.4%) 

2 
(1.1%) 

 
Note: N = 180  

 

While the amount of opportunity to study works by female composers varied 

among respondents, findings suggest that most piano majors participating in this survey 

had at least some experience learning compositions from this demographic. Findings 

further indicate that, while most respondents had studied women composers to some 

capacity, a notable number of piano majors did not have such an experience as part of 

their collegiate studies. When compared to opportunities to perform, more piano majors 

had accessibility to concerts and recitals that program works by women composers as an 

audience member than a performer.   

 
Experience: Composers of Color  
 

Respondents most often reported that they sometimes (n = 60, 33.3%) or seldom 

(n = 67, 37.2%) had had the opportunity to learn music by composers of color. The 

opportunity to experience concerts and recitals that program music by composers of color 
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as an audience member (M = 2.73, SD = 0.90) was reported most frequently as 

sometimes (n = 78, 43.4%) or seldom (n = 43, 23.9%). Respondents most frequently 

reported that composers of color were never included in their lessons (n = 63, 35.0%), 

and that works by composers of color were seldom included in their lesson repertoire (n = 

60, 33.3%). Similar to their experiences with women composers, piano majors reported 

that composers of color were more frequently included in piano literature course 

curriculum than in their applied piano study. Still, piano majors most frequently indicated 

that they never (n = 41, 22.8%), seldom (n = 57, 31.7%), or sometimes (n = 53, 29.4%) 

studied composers of color in piano literature courses. College piano majors sometimes 

(n = 60, 33.3%) or seldom (n = 67, 37.2%) performed on concerts or recitals that 

included works by composers of color. See Table 4.9 for a complete list of pianists’ 

responses regarding experience with works by composers of color. 
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Table 4.9  

PMDR Respondents’ Experience Learning Repertoire by Composers of Colors 

 Never Seldom Sometimes Often Not 
Reported 

I have had opportunities to 
learn music by composers 
of color. 

23 
(12.8%) 

67 
(37.2%) 

60 
(33.3%) 

22 
(12.2%) 

8 
(4.4%) 

I have had opportunities to 
attend performances that 
program music by 
composers of color. 
 

18 
(10.0%) 

43 
(23.9%) 

78 
(43.3%) 

33 
(18.3%) 

8 
(4.4%) 

Composers of color were 
included in my collegiate 
applied piano study. 

63 
(35.0%) 

60 
(33.3%) 

41 
(22.8%) 

9 
(5.0%) 

7 
(3.9%) 

Composers of color were 
included in the curriculum 
of my collegiate piano 
literature course(s). 

41 
(22.8%) 

57 
(31.7%) 

53 
(29.4%) 

17 
(9.4%) 

12 
(6.7%) 

I have had opportunities to 
perform in concerts or 
recitals that program music 
by composers of color. 

23 
(12.8%) 

67 
(37.2%) 

60 
(33.3%) 

22 
(12.2%) 

8 
(4.4%) 

 
Note: N = 180 

 

When asked if they were currently learning a piano piece by a composer of color (at the 

time the study took place), most reported not doing so (n = 123, 68.3%) (see Table 4.10).  
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Table 4.10  

PMDR Respondents Currently Learning Repertoire by Women Composers  

 Yes No Not Reported 
Are you currently learning a piano 
piece by a composer of color? 

56 
(31.1%) 

115 
(63.9%) 

9 
(5.0%) 

 
Note: N = 180 

 

I also asked pianists how frequently they programmed works by composers of 

color on degree and non-degree recitals. While most respondents did not program works 

by composers of color in either setting, they appeared to be more inclined to program 

these works on non-degree recitals: 32.8% (n = 59) programmed 1–2 works on non-

degree recitals, while only 25.6% (n = 46) programmed the same amount on degree 

recitals. See Table 4.11 for a complete report of the number of works by composers of 

color programmed by college pianists.  

 

Table 4.11  

PMDR Respondents’ Experience Learning Repertoire by Women Composers 

 0 1–2 3–4 5 or 
more 

Not 
Reported 

How many works by 
composers of color have 
had programmed for a 
degree recital? 

112 
(62.2%) 

46 
(25.6%) 

7 
(3.9%) 

3 
(1.7%) 

12 
(6.7%) 

How many works by 
composers of color have 
you programmed for a non-
degree recital? 

85 
(47.2%) 

59 
(32.8%) 

11 
(6.1%) 

12 
(6.7%) 

13 
(7.2%) 

 
Note: N = 180 
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Overall, responses to various prompts within this section mirrored those from the 

previous section on women composers. While the level of access to experiences learning 

the works of composers of color during their collegiate studies varied, the large majority 

of respondents did report access to some level of exposure to this repertoire. 

 

Experience: Women Composers of Color  
 

Piano majors most frequently responded that they never had the opportunity to 

learn music by women composers of color during their collegiate studies (n = 75, 41.7%). 

Respondents most often reported that they seldom (n = 62, 34.4%) or never (n = 53, 

29.4%) had the opportunity to attend performances that included works by women 

composers of color. Most piano majors indicated that piano works by women composers 

of color were never included in their applied piano study (n = 108, 60.0%). Similarly, 

women composers of color were never (n = 88, 48.9%) or seldom (n = 43, 23.9%) 

included in the curriculum of their collegiate piano literature courses. Finally, the 

majority of piano majors indicated that they never (n = 93, 51.7%) or seldom (n = 44, 

24.4%) were afforded opportunities to perform works by women composers of color. See 

Table 4.12 for a complete list of college pianists’ experiences with works by women 

composers of color.  
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Table 4.12  

PMDR Respondents’ Experience Learning Repertoire by Women Composers of Colors 

 Never Seldom Sometimes Often Not 
Reported 

I have had opportunities 
to learn music by 
women composers of 
color. 
 

75 
(41.7%) 

53 
(29.4%) 

32 
(17.8%) 

5 
(2.8%) 

15 
(8.3%) 

I have had opportunities 
to attend performances 
that program music by 
women composers of 
color. 

53 
(29.4%) 

62 
(34.4%) 

40 
(22.2%) 

10 
(5.6%) 

15 
(8.3%) 

Women composers of 
color were included in 
my collegiate applied 
piano study. 
 

108 
(60.0%) 

35 
(19.4%) 

18 
(10.0%) 

4 
(2.2%) 

15 
(8.3%) 

Women composers of 
color were included in 
the curriculum of my 
collegiate piano 
literature course(s). 
 

88 
(48.9%) 

43 
(23.9%) 

24 
(13.3%) 

5 
(2.8%) 

20 
(11.1%) 

I have had opportunities 
to perform in concerts 
or recitals that program 
music by women 
composers of color. 
 

93 
(51.7%) 

44 
(24.4%) 

23 
(12.8%) 

4 
(2.2%) 

16 
(8.9%) 

 
Note: N = 180 

 

When asked if they were currently learning a piano piece by a women composer of color, 

only 16.1% (n = 29) reported they were at the time of this study (see Table 4.13). 
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Table 4.13  

PMDR Respondents Currently Learning Repertoire by Women Composers of Color 

 Yes No Not Reported 
Are you currently learning a 
piano piece by a women 
composer of color? 

29 
(16.1%) 

137 
(76.1%) 

14 
(7.8%) 

 
Note: N = 180 

 

I asked respondents to indicate how many works by women composers of color 

they had programmed on degree and non-degree recitals. The programming of zero 

works by women composers of color was most often reported (degree recital 

programming, n = 142, 78.9%; non-degree recital programming, n = 140, 77.8%). See 

Table 4.14 for complete response frequencies and percentages.  

 

Table 4.14  

PMDR Respondents’ Experience Learning Repertoire by Women Composers of Color 

 0 1–2 3–4 5 or more Not 
Reported 

How many works by 
women composers of 
color have had 
programmed for a 
degree recital? 
 

142 
(78.9%) 

21 
(11.7%) 

2 
(1.1%) 

1 
(0.6%) 

14 
(7.8%) 

How many works by 
women composers of 
color have you 
programmed for a non-
degree recital? 

140 
(77.8%) 

22 
(12.2%) 

2 
(1.1%) 

3 
(1.7%) 

13 
(7.2%) 

 
Note: N = 180 



 

 110 

 

As in the previous subsections (women composers and composers of colors), 

respondents skipped answers in the programming portion of the survey. I attribute this to 

the redundancy of the survey items, since these respondents completed the proceeding 

two survey sections about beliefs and confidence. However, when comparing 

programming results from all three sections, piano majors were more likely to program 

women composers and composers of color than women composers of color on both 

degree and non-degree recitals. Findings further indicate that notably more piano majors 

have never had the opportunity to study works by women composers of color (n = 75, 

41.7%) than composers of color (n = 23, 12.8%) and women composers (n = 16, 8.9%) 

during their collegiate studies.   

 

Ability to Name Diverse Composers 
 

In each subtopic (i.e., women composers, composers of color, and women 

composers of color) of the survey’s experience section, respondents were asked to list 

five composers they had learned about during their collegiate studies. Open-ended 

responses were used for these prompts; respondents were provided with five spaces to list 

composers for each genre. If they were unable to list some or any composers, respondents 

were instructed to leave the text boxes empty.  

Women Composers. With 180 respondents and five possible submissions from 

each piano major, a total of 900 potential responses could have been reported regarding 

women composers. Respondents listed 365 composer names, resulting in a response rate 

of 40.6%. After consolidating repeated composers across respondents, I calculated a total 
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of 96 different women composers. I specified in the instructions that listed composers 

should be a composer of piano works (I did not specify of solo or chamber piano works). 

Two respondents listed Hildegard de Bingen, who does not fit the criteria. Of the 

remaining 95 women composers, all had composed at least one piano work. A total of 80 

of the women composers listed were reported by three or less respondents, and 16 

composers were listed four or more times. Clara Schumann was the most frequently 

named woman composer, listed by 79 respondents (see Table 4.15).  

 

Table 4.15  

Women Composers Listed by 4 or More Respondents   

Composer  Frequency 
Clara Schumann 79 
Amy Beach 34 
Fanny Mendelssohn  33 
Florence Price  28 
Cecile Chaminade  20 
Lili Boulenger 9 
Germaine Tailleferre 8 
Elisabeth Jacquet de la Guerre 5 
Rebecca Clarke  5 
Alexina Louie 4 
Louise Farrenc  4 
Grazyna Bacewicz 4 
Margaret Bonds 4 
Maria Szymanowska 4 
Nadia Boulenger 4 
Valerie Capers 4 
Response Rate   40.6% 

 
Note: N = 180 

 

 Composers of Color. Respondents submitted composer names to 235 of the 

available 900 spaces. I omitted three responses (William Bolcom, Germaine Tailleferre, 
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and George Gershwin) that did not meet the parameter of composer of color, resulting in 

232 valid responses (25.8% response rate). Upon combining repeated entries across all 

respondents, I determined a total of 90 different composers of color. Among the 

composers of color listed, 79 composers were listed by three or less respondents, and 11 

composers were listed by four or more respondents. The most frequently named 

composer of color was Scott Joplin, listed by 44 respondents (see Table 4.16).  

 

Table 4.16  

Composers of Color Listed by 4 or More Respondents   

Composer  Frequency 
     Scott Joplin 44 
     Florence Price 32 
     William Grant Still  15 
     Duke Ellington  9 
     Samuel Coleridge Taylor  8 
     Valerie Capers 5 
     George Walker 5 
     Alberto Ginastera 4 
     John Bologne, Chevalier de Saint-Georges 4 
     Robert Nathaniel Dett 4 
Response Rate  25.8% 

 
Note: N = 180 

 

Women Composers of Color. Respondents listed a total of 27 women composers 

of color (approximately one-third less composers than were named for the women 

composers and composers of color categories). Three composers were listed more than 

three times: Florence Price (37 times), Margaret Bonds (12 times), and Valerie Capers (6 

times). Of the cumulative 900 spaces respondents could complete for this category, only 

88 were completed. I omitted one respondent answer (Clara Schumann) since she did not 



 

 113 

fit the parameter of a woman composer of color, resulting in 87 valid responses (9.6% 

response rate). The response rate for women composers of color was considerably lower 

than composers of color (n = 232, 25.8%) and women composers (n = 365, 40.6%), 

which indicates that piano majors have less experience learning about women composers 

of color during their collegiate studies. See Table 4.17 for a list of women composers of 

color who were reported by four or more respondents.  

 

Table 4.17  

Women Composers of Color Listed by 4 or More Respondents   

Composer  Frequency 
     Florence Price 37 
     Margaret Bonds 12 
     Valerie Capers  6 
Response Rate  9.6% 

 
Note: N = 180 

 

Beliefs 
 
 Benefits about Learning Works by Diverse Composers. In this portion of the 

survey, I sought to gather information about piano majors’ beliefs related to repertoire 

selection and diverse composers. The first two prompts of this section (survey items 43–

44) focused upon learning music by composers of one’s own race(s) and other races. I 

used a 5-point, Likert-type scale for these prompts. Most respondents believed that 

learning music by composers of their own race was important, reporting agree (n = 64, 

35.6%) and strongly agree (n = 57, 31.7%). To the prompt, “I believe students benefit 

from learning music by composers of other races,” piano majors held similar views: 56 
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(31.1%) agreed and 100 (55.6%) strongly agreed. Most respondents agreed that learning 

music by composers of both one’s own race and other races was important.  

 In the next two survey items (45–46), I used the same prompt format, but asked 

respondents to consider composer gender. Piano majors agreed (n = 70, 38.9%) and 

strongly agreed (n = 73, 40.6%) with the belief that students should learn music by 

composers of their own gender. Pianists responded in the same fashion to students 

learning music by composers of other genders (agree, n = 70, 38.9%; strongly agree, n = 

73, 40.6%). 

 In comparison to the last four prompts related to the importance of learning music 

by composers, piano majors rated the importance of teaching composers of all gender and 

races as more important. Most respondents agreed (n = 46, 25.6%) or strongly agreed (n 

= 113, 62.8%) that it is important to teach music by composers of all genders. Similarly, 

respondents agreed (n = 47, 26.1%) or strongly agreed (n = 115, 63.9%) that it is 

important to teach music by composers of all races.  

 Responses to survey items 49–50 reflected piano majors’ beliefs related to the 

performance of music. Most college pianists agreed (n = 47, 26.1%) or strongly agreed (n 

= 112, 62.2%) that it is important to play and/or perform music by composers of all 

genders. In response to the prompt, “I believe it is important to play and/or perform 

music by composers of all races,” respondents mostly agreed (n = 41, 22.8%) or strongly 

agreed (n = 114, 63.3%).  

 When asked whether or not they consider race and gender when choosing 

literature for themselves to learn and for their students to learn (survey items 52–55), 

most pianists’ responses were neutral. The majority of respondents selected that they 



 

 115 

“neither agree nor disagree” that considering gender is important when choosing 

literature for themselves (n = 59, 32.8%) and for their students (n = 70, 38.9) to learn. 

Similarly, respondents indicated that considering race is important when choosing 

literature for themselves (n = 54, 30.0%) and for their students (n = 73, 40.6%) to learn. 

Responses in the “beliefs” portion of the survey indicate that while piano majors believe 

teaching and learning repertoire by composers of all races and genders is important, most 

do not consider race and gender when selecting repertoire to play and to teach. In 

addition, almost all piano majors agreed that understanding the context within which a 

piece was composed is important (n = 171, 95.0%) (i.e., information about the composer, 

the piece itself, style, musical period, relevant historical events). Complete information 

(correlations, means, and standard deviations) for all prompts related to respondents’ 

beliefs can be found in Table 4.18. 
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Table 4.18  
Correlations, Means, and Standard Deviations for PMs’ Beliefs Related to Repertoire by Diverse Composers 

  M SD 1 2 3 4 5 6 7 8 9 10 11 12 13 
 I believe…                
1. Students benefit from learning music by 

composers of their own race. 
3.87 1.04 --             

2. Students benefit from learning music by 
composers of other races. 

4.39 0.81 .55 --            

3. Students benefit from learning music by 
composers of their own gender. 

3.89 0.96 .79 .55 --           

4. Students benefit from learning music by 
composers of their own gender.  

4.16 0.86 .53 .79 .65 --          

5. It is important to teach music by composers 
of all genders. 

4.46 0.86 .31 .58 .40 .59 --         

6. It is important to teach music by composers 
of all races. 
(1 (.6%) not reported).  

4.49 0.83 .32 .60 .36 .60 .89 --        

7. It is important to play and/or perform 
music by composers of all genders. 

4.46 0.85 .32 .58 .39 .60 .87 .90 --       

8. It is important to play and/or perform 
music by composers of all races. 

4.46 0.86 .33 .60 .36 .60 .87 .93 .87 --      

9. I believe it is important to understand the 
context within which a piece was 
composed. 

4.72 0.55 .16 .30 .09 .27 .41 .39 .43 .38 --     

10. Consider gender when choosing literature 
for themselves. 

2.89 1.19 .38 .39 .45 .43 .30 .27 .30 .27 .01 --    

11. Consider gender when choosing literature 
for students. 

2.87 1.12 .32 .36 .36 .40 .28 .25 .29 .25 .00 .91 --   

12. Consider race when choosing literature for 
themselves. 

2.85 1.18 .38 .46 .42 .47 .29 .29 .28 .28 .03 .83 .77 --  

13. Consider race when choosing literature for 
students. 

2.87 1.13 .31 .36 .32 .34 .20 .23 .21 .21 .00 .71 .87 .80 -- 

 
Note: N = 180. Belief items were anchored by a level of agreement scale ranging between 1 (strongly disagree) to 5 (strongly agree); 
Internal consistency α = .83. 

 
116 



 

 117 

Confidence  
 

Confidence in Preparation and Ability to Teach Works by Diverse Composers. In 

the final section of the survey, I sought to investigate piano majors’ confidence teaching 

repertoire by diverse composers. Given prior investigators’ research on self-efficacy (e.g., 

Biasutti & Concina, 2017; Jelen, 2017; Regier, 2016), I used a similar rating scale of 0 to 10 to 

measure pianists’ confidence levels. In the first four prompts of this section (survey items 56–

59), I asked respondents to report their self-perceived level of confidence in their preparation to 

teach works by diverse composers. Respondents rated their confidence level higher when the 

prompt related to women composers than composers of color. For example, the mean answer for 

the prompt, “I feel prepared to teach piano repertoire by women composers,” was 5.76 (SD = 

2.86). For the prompt, “I feel prepared to teach piano repertoire by composers of color,” the 

mean was 5.21 (SD = 2.58). 

Like responses to prompts regarding preparation, data indicate that piano majors were 

more confident in their ability to teach piano repertoire by women composers (M = 6.00, SD = 

2.73) than composers of color (M = 5.50, SD = 2.68) (survey items 60–61). In general, piano 

majors appeared to have more confidence teaching works by women composers. However, while 

confidence levels vary between women composers and composers of color, piano majors 

indicated that they equally look forward to incorporating music by women composers (M = 7.89, 

SD = 2.44) and composers of color (M = 7.99, SD = 2.28) into their teaching studio/classroom.  

Piano Majors’ Inclusion of Works by Diverse Composers. Survey item 64 asked piano 

majors to respond to the dichotomous prompt, “I currently teach repertoire by women 

composers.” Among respondents, nearly three-fourths (n = 131, 72.8%) were not teaching 

repertoire by women composers at the time they responded to the survey. Pianists who answered 
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“no” to this prompt were directed to survey item 64a, where I asked if they would teach more 

repertoire by women composers if they felt more prepared to do so. On a confidence scale of 1 

(very unconfident) to 10 (very confident), these 131 pianists indicated a mean response of M = 

6.61, SD = 3.01 (mode, 10 (n = 30)). This finding indicates that while most respondents were 

confident that they would teach more repertoire by women composers if they felt better prepared 

to teach diverse repertoire, there was a large variance in whether they would actually do so.  

Pianists then responded to a similar set of questions, but regarding composers of color. 

Only 41 pianists (22.8%) were currently teaching repertoire by composers of color at the time of 

this study; 130 (72.2%) were not. Of those piano majors that were not currently teaching works 

by composers of color, 31 (17.2%) were confident that they would teach more representative 

literature if they felt better prepared to do so. Using the same 10-point scale, respondents’ mean 

response was 6.96 (SD = 2.65). See Table 4.19 for the frequencies and percentages of piano 

majors’ inclusion of works by diverse composers. 

 

Table 4.19  

Frequencies and Percentages of Piano Majors’ Current Inclusion of Works by Diverse 

Composers  

 Frequency % 
I currently teach repertoire by women composers.   
     Yes 45 25.0 
     No 131 72.8 
     Not reported 4 2.2 
I currently teach repertoire by composers of color.   
     Yes 41 22.8 
     No 130 72.2 
     Not reported 9 5.0 

 
Note: N = 180  
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Piano Majors’ Confidence Seeking out Diverse Repertoire. In survey items 66–69, I 

asked respondents to rate their confidence in actively seeking out both teaching and advanced 

repertoire by diverse composers. Respondents more often sought out advanced repertoire—

women composers (M = 5.27, SD = 2.73) and composers of color (M = 5.31, SD = 2.64)—than 

they did teaching repertoire by both women composers (M = 4.70, SD = 2.64) and composers of 

color (M = 4.67, SD = 2.56). These findings indicate that piano majors were more confident 

actively seeking out advanced repertoire than teaching repertoire for composers of both 

demographics, and had nearly the same confidence level in seeking out advanced repertoire by 

both demographic groups. 

 Overall Confidence Teaching Diverse and Traditional Western Canon Composers.  

For the final three prompts of the survey, I asked respondents to rate their level of confidence in 

teaching piano repertoire by women composers, composers of color, and composers from the 

traditional Western music canon. These prompts were designed to gain insight into the overall 

confidence of piano majors, and how their confidence in teaching repertoire by diverse 

composers compared to their confidence teaching repertoire from the traditional canon. Piano 

majors reported higher confidence in teaching repertoire from the traditional music canon (M = 

8.07, SD = 1.93) than women composers (M = 6.05, SD = 2.52) and composers of color (M = 

5.61, SD = 2.54). Most respondents rated their confidence as “5” (n = 33, 18.3%) for women 

composers and as “6” (n = 30, 16.7%), for composers of color on the 10-point scale. This differs 

from the most frequent response rating for confidence in teaching repertoire from the traditional 

Western canon; among all respondents, most indicated a confidence level of “10” (n = 48, 

26.7%) for this category. See Table 4.20 for all correlations, means, and standard deviations for 

pianists’ confidence related to repertoire by diverse composers. 
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Table 4.20  

Correlations, Means, and Standard Deviations for PMs’ Confidence Related to Repertoire by Diverse Composers 

  M SD 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 
 
1. 

 
I feel prepared to teach piano 
repertoire by women 
composers. 

 
5.76 

 
2.86 

 
-- 

                  

2. I feel prepared to teach piano 
repertoire by composers of 
color. 

5.21 2.58 .71 --                  

3. My graduate and/or 
undergraduate studies 
prepared me to teach music by 
women composers. 

5.09 2.60 .61 .48 --                 

4. My graduate and/or 
undergraduate studies 
prepared me to teach music by 
composers of color. 

4.57 2.71 .46 .61 .75 --                

5. I feel confident in my abilities 
to teach piano repertoire by 
women composers.  

6.01 2.73 .82 .68 .58 .42 --               

6. I feel confident in my abilities 
to teach piano repertoire by 
composers of color. 

5.50 2.68 .70 .85 .53 .64 .76 --              

7. I look forward to 
incorporating music by 
women composers into my 
teaching studio/classroom.  

7.89 2.44 .30 .18 .22 .18 .30 .23 --             

8. I look forward to 
incorporating music by 
composers of color into my 
teaching studio/classroom. 

7.99 2.28 .27 .29 .21 .20 .28 .31 .91 --            

9. I currently teach repertoire by 
women composers. 

1.74 0.44 .34 .22 .17 .13 .32 .27 .28 .24 --           

10. I would teach more repertoire 
by women composers if I felt 
more prepared to do so. 

6.61 3.01 .19 .15 .14 .08 .21 .16 .36 .32 .06 --          
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11. I currently teach repertoire by 
composers of color. 

1.76 0.43 .27 .27 .12 .14 .26 .30 .23 .24 .72 .20 --         

12. I would teach more repertoire 
by composers of color if I felt 
more prepared to do so. 

6.96 2.65 .16 .25 .07 .17 .21 .21 .31 .29 .04 .85 .04 --        

13. I actively seek out teaching 
repertoire by women 
composers.  

4.71 2.64 .21 .23 .19 .14 .26 .22 .34 .37 .28 .30 .28 .30 --       

14. I actively seek out advanced 
repertoire by women 
composers. 

5.27 2.73 .34 .28 .29 .19 .30 .26 .39 .40 .31 .21 .24 .20 .72 --      

15. I actively seek out teaching 
repertoire by composers of 
color. 

4.68 2.56 .09 .16 .09 .09 .12 .20 .30 .37 .24 .26 .30 .32 .86 .63 --     

16. I actively seek out advanced 
repertoire by composers of 
color. 

5.30 2.64 .19 .25 .14 .14 .16 .25 .35 .43 .25 .19 .25 .18 .60 .85 .73 --    

17. Rate your level of confidence 
in teaching piano repertoire by 
women composers.   

6.04 2.52 .62 .48 .46 .32 .70 .58 .22 .23 .34 .14 .35 .12 .23 .37 .16 .24 --   

18. Rate your level of confidence 
in teaching piano repertoire by 
composers of color.   

5.61 2.54 .49 .51 .39 .40 .50 .66 .14 .21 .39 .15 .33 .16 .18 .32 .24 .38 .79 --  

19. Rate your level of confidence 
in teaching piano repertoire 
from the traditional Western 
music canon.    

8.07 1.92 .35 .30 .25 .21 .35 .34 .26 .20 .28 .07 .31 .12 .17 .25 .19 .26 .54 .47 -- 

 
Note:  N = 180. Confidence items were anchored by a confidence scale ranging between 0 (very unconfident) to 10 (very confident); 

Internal consistency α = .86. 
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Interaction Between Variables 
 
Data Reduction  
 
  The survey addressed three components (i.e., experience, beliefs, confidence) 

that influence piano majors’ relationship with piano repertoire by diverse composers. 

Thus, the survey was formatted in three sections (i.e., experience, beliefs, confidence). To 

better investigate the relationship between experience, beliefs, and confidence, I created 

smaller latent variables (Russell, 2018). I first used analysis to ensure that data was 

normally distributed and all assumptions for statistical tests were met. To examine the 

internal consistency of the survey prompts related to experience, I computed the 

Cronbach’s alpha. The alpha for experience was α = .83 which indicates that the items 

would form a scale that has good internal consistency. The 27 item scores were summed, 

yielding a possible range of scores from 27–108. The 13 survey items that used a 5-point 

scale were used in the beliefs portion of the survey, yielding a possible range of 13–65. 

The Cronbach’s alpha for this portion also was high (α = .91), indicating good internal 

consistency. The confidence portion of the survey included 19 items that used an 11-point 

confidence scale (1–10), yielding a possible range of 19–209. The Cronbach alpha was 

again high for this portion of the survey (α = .86). Variables were normally distributed, 

and using each Cronbach alpha, I deemed the high levels of reliability appropriate for 

subsequent analysis.  

 

  



PIANO MAJORS AND DIVERSE COMPOSERS 

 

124 
 

Table 4.21  

Means and Standard Deviations of Latent Variables  

 M SD Range α 

Experience 55.76 9.93 39–97 .83 

Beliefs 50.16 8.59 27–65 .91 

Confidence 98.73 25.46 42–149 .86 

 
Note: N = 180  

 

 

Relationships Between Latent Variables. In order to examine if any relationship 

existed between the respondents’ experience learning works by diverse composers (M = 

55.76, SD = 9.93) and their beliefs related to repertoire by diverse composers (M = 50.16, 

SD = 8.59), I conducted a Pearson product-moment correlation and found that there was 

not a statistically significant relationship between piano majors’ experience and beliefs (r 

= -.016, p = .85).  

 To examine if a statistically significant relationship existed between the 

respondents’ experience learning works by diverse composers (M = 55.76, SD = 9.93) 

and their confidence teaching repertoire by diverse composers (M = 98.73, SD = 25.46), I 

again conducted a Pearson product-moment correlation. I found a significant relationship 

(r = .29, p = .016) between these two variables. The strength of this association is 

between 0.3 and 0.5 and, thus, the association is considered weak. Similarly, I found a 

significant relationship (r = .24, p = .006) between piano majors’ confidence teaching 

repertoire by diverse composers (M = 98.73, SD = 25.46) and their beliefs related to 
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repertoire by diverse composers (M = 50.16, SD = 8.59). Again, the strength of this 

association is considered weak (r = .24). These findings indicate that respondents who 

held higher beliefs related to repertoire by diverse composers also had more confidence 

in teaching the repertoire, and those with more experience learning repertoire by diverse 

composers were more confident in their teaching abilities.  

 Relationship Between Gender and Experience, Beliefs, and Confidence.  To 

determine if differences existed in the experience of respondents who identified as female 

and as male, I compared the groups using an independent-samples t-test. I decided to use 

the gender identities of female and male to measure values because other gender-related 

responses (non-binary (n = 1), genderqueer (n = 1), not reported (n = 6)) were not large 

enough to yield reliable parametric results. I established the homogeneity of variance 

through the Levene test for equality of variance to check that the variances of both groups 

were equal, F = .01, p = .919. Means were only slightly different between female (M = 

55.92, SD = 9.37) and male (M = 55.07, SD = 9.49) respondents, and I found no 

significant difference between the two groups level of experience learning repertoire by 

diverse composers, t(145) = 0.54, p = .590). 

 I again used an independent-samples t-test and determined that there was a 

statistically significant difference between the beliefs of female and male respondents. 

Inspection of the two groups indicates that the average score for female respondents (M = 

52.51, SD = 7.23) was significantly higher than the score for male respondents (M = 

46.72, SD = 9.39). The Levene test for equality of variance yielded the results, F = 2.02, 

p = .157, and value of t(164) = 4.47, p < .001. In addition to the statistically significant 

finding, practical significance can be assumed based on the medium effect size (d = .69). 
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 An independent-samples t-test revealed there was no significant difference 

between female (M = 102.32, SD = 23.37) and male (M = 92.35, SD = 27.84) 

respondents’ confidence in teaching repertoire by diverse composers. I used the Levene 

test for equality of variance to establish the homogeneity of variance, F = .728, p = .396 

and a t value of t(98) = 1.93, p = .056. See Table 4.22 for a complete comparison of 

gender to experience, beliefs, and confidence regarding college pianists’ and diverse 

repertoire.  
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Table 4.22  

Comparison of Female and Male Respondents’ Experience, Beliefs, and Confidence 

Related to Diverse Repertoire 

Variable           n    M SD t df p 
       
Experience       
     Females 87 55.92 9.37 0.54 145 .590 
     Male 60 55.07 9.49    
Beliefs       
     Females 101 52.51 7.23 4.47 164 < .001 
     Male 65 46.72 9.39    
Confidence       
     Females 55 102.32 23.37 1.93 98 .056 
     Male 37 92.35 27.84    
       

 
Note: N values vary among categories depending on the number of valid responses.  

 

Relationship Between Race and Experience, Beliefs, and Confidence. To 

examine the relationship between respondents’ race and their experience learning 

repertoire by diverse composers, I used the non-parametric Kruskal–Wallace test. I used 

this test rather than an ANOVA since the population size of each race varied and, thus, 

did not meet the assumptions of an ANOVA. To understand the impact of a respondent’s 

race upon experience learning diverse repertoire, I used five groups: White (n = 99), 

Asian (n = 32), Black or African American (n = 8), Mixed Race (n = 3), and American 

Indian or Alaska Native (n = 2). I created the Mixed-Race group from respondents who 

indicated “Other” for their race. While several respondents did not indicate their race, 

four reported that they were Mixed-Race. Of those four respondents, three completed all 

responses for the experience portion of the survey. 
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American Indian or Alaska Native respondents had the highest mean rank (96.50) 

followed by Black or African American respondents (mean rank = 78.69), White (mean 

rank = 75.42), Asian (mean rank = 62.22), and Mixed-Race respondents (mean rank = 

53.33). I found that there was not a statistically significant different between groups (c2 = 

3.91, df = 4, p = .419). 

To examine the impact of race on respondents’ beliefs about repertoire by diverse 

composers, I again used a Kruskal–Wallace test and followed the same procedures for 

determining groups. Groups were: White (n = 111), Asian (n = 35), Black or African 

American (n = 11), Mixed Race (n = 4), and American Indian or Alaska Native (n = 2). 

(The difference among n values can be attributed to the higher number of respondents 

who completed the entire Beliefs portion of the survey). Mixed-Race respondents had the 

highest mean rank (111.50), followed by Black or African American (mean rank = 

97.64), American Indian or Alaska Native (mean rank = 95.00), White (mean rank = 

83.25), and Asian (mean rank = 69.01) respondents. Findings indicate that most non-

White respondents hold higher beliefs about repertoire by diverse composers. Again, 

findings were not statistically significant (c2 = 5.66, df = 4, p = .226). 

I followed the same procedures to examine the impact of respondent’s race on 

their confidence teaching repertoire by diverse composers. Groups included White (n = 

63), Asian (n = 26), Black or African American (n = 4), Mixed Race (n = 3), and 

American Indian or Alaska Native (n = 1). Black or African American (mean rank = 

53.00) had the highest mean response rate, followed by Asian (mean rank = 51.19), 

White (mean rank = 48.56), Mixed-Race (mean rank = 40.17), and American Indian or 

Alaska Native (mean rank = 30.50) respondents. This relationship was not statistically 
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significant (c2 = .982, df = 4, p = .912). While American Indian or Alaska Native 

respondents had the highest mean rank for the Experience latent variable, they had the 

lowest mean rank for the Confidence portion. This contradicts the overall relationship 

trend that more experience predicts greater confidence indicated by findings (Burak, 

2019; Regier, 2016; Zelenak, 2014). See Table 4.23 for a complete comparison of race to 

experience, beliefs, and confidence regarding college pianists’ and diverse repertoire. 

 

Table 4.23  

Comparison by Respondent’s Race and Experience, Beliefs, and Confidence Related to 

Diverse Repertoire  

Variable n Mean 
Ranks 

SD c2 df p 

       
Experience  55.76 9.93 3.91 4 .419 
     American Indian or Alaska  
     Native 

2 96.50     

     Black or African American 8 78.69     
     White 99 75.42     
     Asian 32 62.22     
     Mixed Race  3 53.33     
       
Beliefs  50.16 8.59 5.66 4 .226 
     Mixed Race  4 111.50     
     Black or African American 11 97.64     
     American Indian or Alaska  
     Native 

2 95.00     

     White 111 83.25     
     Asian 35 69.01     
       
Confidence  98.73 25.46 0.98 4 .912 
     White 63 48.56     
     Asian 26 51.19     
     Black or African American 4 53.00     
     Mixed Race  3 40.17     
     American Indian or Alaska  
     Native 

1 30.50     
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Note. N values vary among categories depending on the number of valid responses.  

Relationship between Degree Level and Experience, Beliefs, and Confidence. 

I used a Kruskal–Wallace test to determine the impact of degree level on respondent’s 

experience learning repertoire by diverse composers. I used a Kruskal–Wallace test rather 

than an ANOVA since the group sizes were dissimilar: Bachelors (n = 97), Masters (n = 

31), and Doctorate (n = 22). Doctoral students had the highest mean rank (78.18), 

Bachelor students had the second highest (mean rank = 76.49), and Master students had 

the lowest (mean rank = 76.49). While doctoral students had the highest level of 

experience—perhaps not surprising, given they have the most years of experience pursing 

collegiate degrees—bachelor students had a higher average experience score than master 

students. However, I found that this relationship was not statistically significant (c2 = 

.549, df = 2, p = .760). 

The impact of degree program upon beliefs also was not statistically significant 

(c2 = 1.04, df = 2, p = .596). Master’s students had the highest mean rank (n = 34, mean 

rank = 92.51), followed by doctoral students (n = 23, mean rank = 87.61), and bachelor 

students (n = 113, mean rank = 82.96). Similarly, degree level did not have a statistically 

significant impact on respondents’ confidence levels related to repertoire by diverse 

composers (c2 = 1.86, df = 2, p = .395). Doctoral students had the highest mean rank for 

confidence (n = 9, mean rank = 63.33), followed by Master (n = 19, mean rank = 55.97), 

and Bachelors (n = 75, mean rank = 49.89) students. See Table 4.24 for a complete 

comparison of degree to experience, beliefs, and confidence regarding college pianists’ 

and diverse repertoire.  
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Table 4.24  

Comparison of Respondent’s Degree Level and Experience, Beliefs, and Confidence 

Related to Diverse Repertoire 

Variable n Mean 
Ranks 

SD c2 df p 

Experience  55.76 9.93 0.55 2 .760 
     Doctorate 22 78.18     
     Bachelors 97 76.49     
     Masters 31 70.48     
       
Beliefs  50.16 8.59 1.04 2 .596 
     Masters 34 92.51     
     Doctorate 23 87.61     
     Bachelors 113 82.96     
       
Confidence  98.73 25.46 1.86 2 .395 
     Doctorate 9 63.33     
     Masters 19 54.97     
     Bachelors 75 49.89     

 
Note: N values vary among categories depending on the number of valid responses.  

 

Relationship between Collegiate Institution Type and Experience, Beliefs, 

and Confidence. Respondents had the option to select that their institution was private, 

public, or that they were unsure of its status. To determine the impact of the relationship 

between collegiate institution type and experience, I used a Mann Whitney-U test. I chose 

to use a non-parametric test because nearly three-fourths of respondents attended a public 

(n = 133, 73.9%) or private institution (n = 41, 22.8%) (U = 1639.00, Z = -.756, p = 

.450). Note that the n values vary among experience, beliefs, and confidence dependent 

on the number of respondents who entirely completed that section. Although respondents 
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who attended public institutions had more experience learning repertoire by diverse 

composers, the finding was not statistically significant.  

Similarly, respondents who attended public institutions (n = 130, mean rank = 

89.10) held higher beliefs than those who attended private institutions (n = 38, mean rank 

= 68.75). This finding was statistically significant (U = 1891.50, Z = -2.27, p = .023, r = –

.18). The effect size was rather small to warrant practical significance. Regarding 

confidence, respondents who reported that they attend a public collegiate institution (n = 

69) had a mean rank of 52.09. Those who attended private collegiate institutions (n = 31) 

had a mean rank of 46.97. This finding was statistically not significant (U = 960.00, Z = -

.816, p = .414). See Table 4.25 for a complete comparison of institution type to 

experience, beliefs, and confidence regarding college pianists’ and diverse repertoire. 
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Table 4.25  

Comparison of Respondent’s that Attend Public and Private Institutions and Experience, 

Beliefs, and Confidence Related to Diverse Repertoire 

Variable n   Mean    
Ranks 

    SD U Z p  

Experience  55.76 9.93 1639.00 -.756 .450  
     Public 116 75.37      
     Private 31 68.87      
        
Beliefs  50.16 8.59 1871.50 -2.27 .023  
     Public 130 89.10      
     Private 38 68.75      
        
Confidence  98.73 25.46 960.00 -.816 .414  
     Public 69 52.09      
     Private 31 46.97      

 
Note. N values vary among categories depending on the number of valid responses.  

 

Relationship between Performance and Education Majors and Experience, 

Beliefs, and Confidence. I used ANOVA tests to evaluate the impact of major type, 

specifically between performance-based majors and education-based majors. The 

Performance group (n = 91) included respondents who reported pursuing degrees in 

Performance, Piano, and Collaborative Piano. The Education group (n = 29) included 

music education and pedagogy majors. The third group included respondents who listed 

their major was Piano Performance and Pedagogy; I decided to isolate these respondents 

into their own group because their major is both performance- and pedagogy-based.  

The Education group had the highest mean for experience (n = 29, M = 58.10, SD 

= 9.66), followed by the Piano Performance and Pedagogy group (n = 17, M = 55.47, SD 

= 10.16), and the Performance group (n =  91, M = 55.26, SD = 10.36). Although the 
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Education group mean was highest, mean among each group were closely related. This 

finding was statistically not statistically significant (F = .870, df = 2, p = .421).  

To examine the difference between the belief means of performance and 

education-based major programs, I conducted an ANOVA in which the beliefs were the 

dependent variable and the respondent’s group—Performance (n =107), Performance and 

Pedagogy (n = 18), and Education (n =33)—was the independent variable. I established 

the homogeneity of variance through the Levene’s test for equality of variance, F = 2.21, 

p = .11. Respondents in the Education group had the highest mean (n = 33, M = 54.03, 

SD = 8.59), followed by the Performance and Pedagogy group (n = 18, M = 50.94, SD = 

8.90), and Performance group (n = 107, M = 48.91, SD = 8.96). I found that there was a 

statistically significant relationship between these variables (F = 4.730, df = 2, p = .010, 

η2 = .06). I conducted a Tukey post hoc test to determine where the significant differences 

existed. Respondents in the Music Education group held higher beliefs than those in the 

Piano Performance group. No significant difference existed, however, between the beliefs 

of piano majors in the Piano Performance group and Piano Performance and Pedagogy 

group and the Music Education and Piano Performance and Pedagogy group.   

Finally, education-based majors (n =21) had a higher mean (n = 21, M = 111.10, 

SD = 20.59) than Piano Performance and Pedagogy majors (n = 6, M = 102.17, SD = 

13.89), and performance majors (n = 67, M = 96.79, SD = 26.82) in regard to confidence. 

These findings were not statistically significant; however, the education-based major 

group had a mean confidence score that was higher than both the Piano Pedagogy and 

Performance major group and the Performance group. See Table 4.26 for a complete 
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comparison of major type to experience, beliefs, and confidence regarding college 

pianists’ and diverse repertoire. 
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Table 4.26  

Comparison of Performance and Education majors and Experience, Beliefs, and 

Confidence Related to Diverse Repertoire 

Variable n    M    SD   F df p     η2 

 
Experience  55.76 9.93 0.87 2 .421  
     Education 29 58.10 9.66     
     Performance and  
     Pedagogy 

17 55.47 10.16     

     Performance 91 55.26 10.36     
        
Beliefs  50.16 8.59 4.73 2 .010 .06 
     Education 33 54.03 6.02     
     Performance and  
     Pedagogy 

18 50.94 8.90     

     Performance 107 48.91 8.96     
        
Confidence  98.73 25.46 2.63 2 .077  
     Education 21 111.10 20.59     
     Performance and  
     Pedagogy 

6 102.17 13.89     

     Performance 67 96.79 26.82     
 
Note. N values vary among categories depending on the number of valid responses.  
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CHAPTER 5: DISCUSSION 
 

In this chapter, I discuss the findings from my survey of collegiate piano majors’ 

relationship with works by diverse composers. Research questions and relevant findings 

are discussed in combination with implications and recommendations for future research. 

Additionally, I provide limitations of the research at the conclusion of this discussion. For 

structural purposes, the chapter is organized by research topic.  

Review of Purpose and Research Questions  
 

The purpose of this survey study was to examine undergraduate and graduate 

piano major’s confidence in selecting, performing, and teaching piano repertoire by 

diverse composers. A secondary purpose was to investigate their beliefs about and 

experience learning diverse piano repertoire. Specifically, I examined (a) what experience 

undergraduate and graduate piano majors have learning piano repertoire by diverse 

composers, (b) how confident piano majors are in teaching repertoire by diverse 

composers, and (c) potential relationships between piano majors’ confidence among 

learning/performing, selecting, and teaching repertoire by diverse composers. The 

following questions guided this research study:  

1. What experiences do undergraduate and graduate piano majors have learning 

piano repertoire by diverse composers during their collegiate studies (as a student 

enrolled in piano lessons, literature, or pedagogy courses)?  

2. How confident are undergraduate and graduate piano majors in teaching 

repertoire by diverse composers?  

3. What are the relationships between confidence among learning/performing, 

selecting, and teaching repertoire by diverse composers?  
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4. What impact does undergraduate and graduate piano major’s experience learning 

piano repertoire by diverse composers have on their ability to teach piano 

repertoire by diverse composers to their current and/or future students?  

Piano Majors’ Experience Learning Piano Repertoire by Diverse Composers.  
 

In research question one, I asked respondents, “What experiences do 

undergraduate and graduate piano majors have learning piano repertoire by diverse 

composers during their collegiate studies?” Survey prompts related to this topic 

investigated piano majors’ experience in piano lessons, piano literature and pedagogy 

courses, and performance opportunities afforded as part of their collegiate study.  

Experience in Lessons and Coursework 

Findings indicated that most piano majors had at least some experience learning 

repertoire by diverse composers. However, few regularly studied works by traditionally 

underrepresented composers and found that they were not often included in their 

coursework. When asked, most respondents (n = 149, 82.78%) indicated that they had 

taught piano literature they had experience playing. This finding supports results from 

Kelly-McHale (2018), who suggested that teachers often taught the same material and in 

similar manners to how they themselves were taught. As researchers of previous studies 

have presented (Karmas, 2011; Kelly-McHale, 2018; Thompson et al., 2002), 

respondents in this study self-reported that they at least sometimes taught literature that 

they themselves have already learned. This finding indicates the importance of exposing 

piano majors to repertoire by diverse composers while they are students. If they 

themselves have experience learning works by diverse composers, they may be more 

likely to teach those works to their students in the future. In addition, almost all 
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respondents (n = 179, 99.44%) indicated that they had at least some say in the repertoire 

they studied in applied lessons. This finding supports existing research that suggests 

students and teachers typically work together to choose literature for study and 

performance (Burnham, 2003; Lagrimas, 2016). Students with a broad knowledge of the 

repertoire know of more works, and thus have more varied options for choosing literature 

that meets their technical and musical goals. Greater representation of diverse composers 

in piano literature and similar courses may help students gain a broader knowledge of the 

piano repertoire and make more fully informed selection choices.  

Experience Learning Women Composers and Composers of Color 

Piano majors’ responses were similar when referencing their experience learning 

repertoire by women composers and composers of color. Respondents had more 

experience studying women composers in piano literature courses (n = 144, 80.0%) than 

they did in applied piano study (n = 105, 58.3%). Similarly, piano majors reported nearly 

the same level of experience learning works by composers of color as a portion of their 

piano literature classes (n = 127, 70.6%) than study in applied lessons (n = 110, 61.1%). 

While most respondents had at least some experience learning repertoire by diverse 

composers in piano literature classes, most indicated that they seldom or sometimes had 

the opportunity to gain experience learning works by women composers (n = 113, 62.8%) 

and some reported that they have had no experience (n = 27, 15.0%). Greater inclusion of 

diverse composers in piano literature courses will provide piano majors with more 

experience learning about repertoire by diverse composers. Heightened inclusion of 

diverse composers within the piano literature curriculum also may encourage piano 

majors to more frequently study works by diverse composers in their applied lessons, 
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since, again, teachers are likely to pursue what they have experience with and knowledge 

about (Kelly-McHale, 2018). However, this assumption is not evidenced through the data 

findings of the current study. Further research is needed to explore the possible 

correlation between piano literature curriculum, applied piano lesson repertoire choices 

and piano majors’ confidence teaching repertoire by diverse composers.  

Programming on Degree- and Non-Degree Recitals 

Piano majors were more likely to program at least once piece by a traditionally 

underrepresented composer on non-degree recitals—women composers (n = 88, 48.9%); 

composers of color (n = 82, 45.6%)—than degree recitals—women composers (n = 53, 

29.4%); composers of color (n = 56, 31.1%). Increased programming may be attributed to 

fewer repertoire requirements for non-degree recitals, greater student autonomy in 

programming choice, or collaboration with others (e.g., for chamber works) who suggest 

repertoire by diverse composers. The Likert-type responses I used for survey prompts 

about experience did not allow for respondents to provide explanations as to why they 

program works by diverse composers on various recital types. While I am unable to 

ascertain the specific reason for greater inclusion of diverse composers on non-degree 

recitals based on these data, the findings suggest that diverse composers were more 

widely accepted on recitals that do not directly impact degree requirements and suggest 

that degree requirements may be more exclusionary. Future researchers might investigate 

this phenomenon to better understand recital programming practices and requirements.  

Piano Majors’ Learning Diverse Repertoire 

In response to prompts that asked piano majors if they were learning a piece by a 

composer from various demographic groups at the time of this study, 31.1% (n = 56) 
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reported learning a work by a woman composer and 31.7% (n = 57) indicated they were 

studying a piece by a composer of color. I compared responses to the prompts asking 

respondents if they were currently learning a piece by a woman composer or composer of 

color and found that among the 180 respondents, 96 (53.3%) were learning a piece by a 

woman and/or a composer of color. The inclusion of diverse composers is largely 

unexplored among piano recital programming. However, this finding suggests that piano 

major who responded to this study may learn more works by traditionally 

underrepresented composers than previous piano majors and pre-college pianists as 

evidenced by the generally Eurocentric programming found in past piano recital 

programming research (Chen, 2008; Chu, 2002; Conflenti, 1978; Cremaschi, 2021; 

Hunter, 1985; Rich, 1973).  

Experience Learning Repertoire by Women Composers of Color 

Respondents reported little and, most often, no experience learning works by 

women composers of color in either piano literature courses (n = 88, 48.9%) or applied 

lessons (n = 108, 60.0%), particularly in comparison to their experience learning piano 

repertoire by women composers or composers of color in the same environments. On 

both degree- and non-degree recitals, few respondents had programmed works by women 

composers of color—degree recitals (n = 24, 13.3%); non-degree recitals (n = 27, 

15.0%). Furthermore, women composers of color were mostly “never” or “seldom” 

included in piano majors’ applied lessons (n = 143, 79.4%) or piano literature courses (n 

= 131, 72.8%). These findings indicate that while diversity within the repertoire was 

considered in the collegiate experiences of piano majors’ degree curriculum (to varying 

degrees), the intersectionality of diverse demographics may be overlooked. Women 
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composers of color belong to two traditionally underrepresented groups (i.e., women and 

BIPOC) which causes further scarcity of representation among literature studied by 

pianists. Consideration of the intersectional identities of women composers of color is 

important for both students and instructors to consider when choosing performance 

literature. Such representation could serve as important role models for minority students, 

specifically those who identify as BIPOC women (Hamann & Walker, 1993; Ivaldi & 

O’Neill, 2010). 

Tokenism Related to Women Composers of Color 

As mentioned above, respondents were less familiar with the piano works of 

women composers of color than they were with either women composers or composers of 

color. This discrepancy in familiarity was particularly evident when respondents were 

asked to list composers from each group they had learned during their collegiate studies. 

Each respondent was provided five spaces to list composers from each demographic 

group (e.g., women composer, composer of color, women composer of color). Among the 

180 respondents, that created 900 opportunities (spaces on the survey) for them to list 

composers they were familiar with from each demographic group. Respondents named 95 

different women composers, 90 composers of color, and only 27 women composers of 

color. Of the potential spaces, respondents submitted women composers for 365 of the 

spaces (response rate = 40.6%). Respondents were able to recall noticeably less 

composers of color and completed 232 of the 900 spaces (response rate = 25.8%). 

Women composers of color had the smallest response rate of 9.6%, meaning that 

respondents were able to provide the names of women composers of color for only 87 of 

the 900 spaces. These findings align with those by Robbins (2019), who reported that 
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preservice music educators were able to name far fewer women composers of color than 

women composers or composers of color.  

 In addition, Florence Price was overwhelmingly the only woman composer of 

color that piano majors were able to recall. Without doubt, Florence Price deserves 

inclusion within the curriculum and the works piano majors study based on her large, 

high quality compositional output for beginning to advanced pianists. Florence Price has 

become perhaps the best-known black woman classical composer; but she is by no means 

the only one. The infrequent experience that responding piano majors had with women 

composers of color, and their inability to list any (or only Florence Price) as a women 

composer of color they had studied, suggests that Florence Price may be presented as the 

“token” black women composer for piano. This approach is superficial (Drye, 2021), 

leaves women composers of color as peripheral rather than integrated (Hess, 2015), and 

does not address systemic issues of representation in the classical music degree 

curriculum. A tokenistic approach does not equip piano majors with the knowledge and 

tools they need to truly integrate women composers of color into their knowledge of the 

piano repertoire. The findings from this study highlight the importance of introducing 

piano majors to a wider array of women composers of color to avoid tokenism, and to 

ensure that students gain a more comprehensive knowledge of these women’s 

contributions to the piano repertoire.  

Impact of Gender and Race on Experience 

In the present study, respondents (regardless of gender or race) reported the same 

level of experience learning repertoire by traditionally underrepresented composers. 

Specifically, respondents’ level of experience learning diverse repertoire was nearly 
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identical among female and male piano majors. This finding is important to note, since it 

indicates that all piano majors gain experience learning works by diverse composers—

not solely those piano majors who relate in gender to composers of a traditionally 

unrepresented group.  

While American Indian, Alaska Native, and Black or African American 

respondents did have slightly more experience learning works by diverse composers, the 

finding was not statistically significant, and experience was comparable among all races. 

Again, this finding indicates that all piano majors, regardless of their race, gain similar 

experience learning the works of diverse composers. This finding contradicts previous 

research on piano majors, in which I found that female respondents had more experience 

learning repertoire by diverse composers than male respondents, and that Black or 

African American respondents had more experience than respondents of other races 

(Klein, 2020). However, this earlier study reflected a small sample size; further research 

is needed to verify any trends in the field. While comparable, the levels of experience 

expressed by respondents were somewhat low, which may suggest that more piano 

students and teachers consider the importance of exposing all students to diverse 

repertoire. 

Future Research on Piano Majors’ Experience with Repertoire by Diverse Composers 

Future researchers may consider the use of qualitative approaches to gain a deeper 

understanding of the specific works by diverse composers that piano majors’ program, 

study, and/or perform.  In addition, the inclusion of more prompts about traditionally 

studied composers, in order to more explicitly compare respondents’ knowledge of 

Eurocentric and diverse composers, may be of interest to future researchers. For example, 
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prompts that ask respondents to list five composers from the traditional canon they have 

learned about during their collegiate study, if they feel prepared to teach literature from 

the traditional canon, and if their degree program prepared them to teach literature from 

the traditional canon. By including these prompts, researchers can gain a better 

understanding of how respondents’ experience learning and confidence teaching 

literature from the traditional canon compares to their experience learning and confidence 

teaching works by diverse composers. Experience among piano majors of a specific 

degree level could also be investigated more thoroughly. For example, examining 

undergraduate piano majors’ experiences with diverse composers as lower-division 

(freshman/sophomore) versus upper-division (junior/senior) students. Given that applied 

curricula change over the course of undergraduate study, such research might illuminate 

when within degree study piano majors gain exposure to diverse repertoire, and how 

consistently or inconsistently they gain that experience.  

Piano Majors’ Confidence Teaching Piano Repertoire by Diverse Composers 
 

In research question two, I asked, “How confident are undergraduate and graduate 

piano majors in teaching repertoire by diverse composers?” Questions related to this topic 

examined (a) piano majors’ levels of confidence teaching literature by diverse composers, 

(b) how their confidence teaching literature by diverse composers relates to their 

confidence teaching other works from the traditional canon, and (c) the impact of gender, 

race, and degree program on their levels of confidence.  

Confidence Teaching Repertoire by Women Composers and Composers of Color 

A confidence scale of 0 (very unconfident) to 10 (very confident) was used to 

measure pianists’ confidence levels. Overall, respondents indicated higher confidence 



PIANO MAJORS AND DIVERSE COMPOSERS 

 

146 
 

levels when prompts related to women composers than composers of color. Specifically 

for the prompts, “I feel prepared to teach piano repertoire by _____.” and “My graduate 

and/or undergraduate studies prepared me to teach music by _____.” Findings indicate 

two things: First, on average, confidence levels related to level of preparation through 

their degree program fell mid-scale. Respondents did not feel particularly confident, but 

did not have, on average, markedly low confidence either. Second, while respondents 

were more confident when discussing women composers, the difference is slight; piano 

majors had closely related confidence levels related to both groups. Findings from the 

present survey support those by Robbins (2019), who found that preservice music 

education majors rated their level of preparation to teach women composers higher than 

composers of color, and that the mean score for both responses fell in the middle of the 

scale used. 

Respondents had more confidence in their overall level of preparation to teach 

works by diverse composers than preparation they received specifically as part of their 

degree program. For example, 23 (12.8%) respondents indicated a score of “10” when 

asked if they felt prepared to teach literature by women composers and 16 (8.9%) 

indicated a score of “10” of composers of color. When asked to indicate their level of 

confidence based on their collegiate preparation, 10 (5.6%) indicated a “10” for women 

composers and 12 (6.7%) for composer of color. Higher confidence in overall preparation 

may be attributed to respondents’ personal research into these topics, but the exact reason 

remains unknown. As indicated in earlier prompts, most respondents seldom and 

sometimes learned about traditionally underrepresented composers in piano literature and 

applied lessons. Further inclusion of diverse composers in coursework may increase 
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piano majors’ confidence, both from their collegiate degree program preparation and in 

their overall feelings of preparation.  

Differences in Confidence Related to Gender 

Female respondents were, on average, more confident (M = 102.32, SD = 23.37) 

teaching repertoire by diverse composers than their male counterparts (M = 92.35, SD = 

27.84). While not a statistically significant finding, this difference indicates heightened 

confidence levels among female pianists. Given the impact of mastery experience on self-

efficacy (SE) (Bandura, 1982), this finding may be a result of the greater experience 

female pianists reported regarding learning literature by traditionally underrepresented 

composers (females, M = 55.92, SD = 9.37; males, M = 55.07, SD = 9.49). These findings 

reflect those on role models (Gould, 2001; Lockwood, 2016), which suggested that 

female respondents may have a vested interest in learning repertoire by composers they 

relate to or an interest in promoting greater representation among the repertoire they 

learn. Female piano majors’ interest in learning works by female composers provides 

evidence for the importance of its inclusion among the literature piano majors may study. 

For both piano teachers selecting works for students and pianists choosing works to learn 

and program on recitals, greater inclusion of women composers among the repertoire 

may allow female pianists the opportunity to further develop their experience learning 

and confidence teaching and performing literature by women composers.  

Difference in Confidence Among Traditional Repertoire and Repertoire by Diverse 

Composers 

Respondents were asked to indicate their confidence level teaching piano 

literature by women composers, composers of color, and repertoire from the traditional 
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Western music canon. Although not statistically significant, collegiate pianists were more 

confident teaching piano compositions from the traditional canon (M = 8.07, SD = 1.92) 

than works by women composers (M = 6.04, SD = 2.52) and composers of color (M = 

5.61, SD = 2.54). Given what we know from Milliman (1992) and Johnson (2002), who 

found that the most used textbooks for piano pedagogy courses (during the time of their 

research) did not include discussion or repertoire by traditionally underrepresented 

composers, current findings suggest that these differences might be the result of lack of 

experience or access to tools and resources related to repertoire by diverse composers—

more specifically, teaching repertoire by diverse composers. Piano majors’ lower levels 

of confidence teaching repertoire by women composers and composers of colors aligns 

with the little exposure they gain through common pedagogy course texts.  

While more information is needed to understand why respondents lacked 

confidence in teaching diverse repertoire, potential reasons may include a lack of 

knowledge about repertoire by diverse composers or lack of knowledge related to the 

stylistic practices and compositional influences of repertoire by composers who did not 

align with the Eurocentric canon. Consider, for example, the influence of spirituals in the 

piano works of Florence Price, or African chants in the works of Samuel Coleridge-

Taylor. The traditionally Western music canon does not include perspectives outside of 

the Eurocentric experience (Hess, 2018) and thus, when used in the music classroom, 

does not equip students with the contextual knowledge needed to learn about works that 

fall outside of the traditional canon. Respondents’ confidence levels align with those 

from previous research that indicated Western classical music is often treated as the most 

important and/or is given precedent over other/non-European perspectives (Oberhofer, 
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2020). To increase piano majors’ confidence levels in teaching repertoire by traditionally 

underrepresented composers, university-level coursework should both include and 

contextualize repertoire by diverse composers (Evans et al., 2012).  

Piano Majors’ Attitude Towards Inclusion of Diverse Repertoire 

While confidence levels in teaching diverse repertoire varied among respondents 

and among women composers and composers of color, most pianists wanted to include 

literature by diverse composers in their applied curriculum. Specifically, respondents 

were confident that they look forward to including works by women composers (M = 

7.89, SD = 2.44) and composers of color (M = 7.99, SD = 2.28) in their future teaching 

studio or classroom. These means are markedly higher than their self-perceived level of 

preparedness (women composers, M = 5.76, SD = 2.86; composers of color M = 5.21, SD 

= 2.58) and confidence teaching repertoire by diverse composers (women composers M = 

6.04, SD = 2.52; composers of color, M = 5.61, SD = 2.54). My findings support those of 

Robbins (2019), who found that preservice music education majors reported varied self-

perceived level of preparedness to teach diverse composers and notably strong desires to 

include music by composers of all genders and races in their music classrooms.  

 I believe the difference in means between self-perceived preparedness and desire 

to include diverse composers is important to note. Regardless of their confidence level, 

respondents reported that they looked forward to including diverse repertoire in their 

teaching, indicating that they likely believe the topic is important and deserves inclusion. 

However, the disparity between the responses to these two prompts (i.e., preparedness vs. 

inclusion) may indicate a lack of resources and tools available to piano teachers and 

students. As mentioned in Chapter 2 the most utilized piano pedagogy textbooks do not 



PIANO MAJORS AND DIVERSE COMPOSERS 

 

150 
 

include discussion of diverse repertoire (Johnson, 2002; Milliman, 1992). Music history 

textbooks echo this deficit, in which male musicians and composers are included more 

heavily than females and racial minorities (Baker, 2003). Bernabé-Villodre and Martínez-

Bello’s findings (2018) revealed that males were depicted twice as often as females in 

music textbooks. The continued disparity among representation across the entire music 

genre may contribute to piano majors’ lack of confidence in teaching works by diverse 

composers.  

Future Research on Piano Major’s Confidence Teaching Repertoire by Diverse 

Composers 

Future researchers may investigate more details about several areas related to 

piano majors’ confidence teaching repertoire by diverse composers addressed in the 

current study. For example, what specifically about repertoire by diverse composers 

makes piano majors have less confidence in teaching the repertoire? Is this attributed to a 

lack of knowledge of works within the repertoire? Or lack of knowledge about the 

composer’s life, compositional practices, and cultural and compositional influences? 

Perhaps it is a combination of both, and of other factors. Future survey prompts may ask 

respondents about their confidence contextualizing works by diverse composers (i.e., 

providing background about the composer, the environment within which they lived, 

compositional influences). Prompts may also ask respondents what they believe would 

help improve their confidence (i.e., increased inclusion of diverse composers in piano 

literature classes, more knowledge about resources and databases to access repertoire). 

Further research into the factors that influence piano majors’ lack of confidence may help 

address and amend those deficits in collegiate curriculum and degree requirements.  
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The more detailed comparison of piano majors’ confidence seeking out teaching 

and advanced repertoire by diverse composers may also be of interest to future 

researchers. In the present study, respondents indicated that they were more confident 

seeking advanced repertoire than teaching repertoire by diverse composers. However, my 

survey instrument did not collect information on what factors influence the varied 

confidence levels among teaching and advanced repertoire. Prompts that target why 

respondents lack more confidence in selecting teaching repertoire could provide insight 

into factors that may help build their confidence. Future researchers might ask 

respondents about their knowledge of resources and publications of teaching repertoire, if 

teaching repertoire is included in their pedagogy or piano literature courses, and their 

ability to list any elementary or intermediate level repertoire that piano majors have 

taught by a diverse composer.  

Relationship between Confidence among Learning, Performing, Selecting, and 

Teaching Repertoire by Diverse Composers 

In research question three, I asked, “What are the relationships between 

confidence among learning/performing, selecting, and teaching repertoire by diverse 

composers?” Questions related to this topic investigated how confidence levels differed 

when learning/performing repertoire and teaching repertoire.   

Piano Majors’ Confidence Selecting Advanced and Teaching Repertoire 

Respondents indicated that they were most confident selecting advanced 

repertoire for themselves. Specifically, using a Likert-type scale from 0 (very 

unconfident) to 10 (very confident), respondents were more confident seeking out 

advanced repertoire by women composers (M = 5.27, SD = 2.73) and composers of color 
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(M = 5.30, SD = 2.64) than teaching repertoire by women composers (M = 4.71, SD = 

2.64) and composers of color (M = 4.68, SD = 2.56). These differences in confidence 

may be attributed to piano majors’ lack of experience of teaching repertoire by diverse 

composers (r = .29, p = .016). While accessing repertoire of any level by diverse 

composers can prove difficult, more publications of late intermediate and advanced 

repertoire exist. As mentioned in Chapter 2, concert pianists frequently programmed their 

own compositions for performance (Dubal, 1989). This tradition extends to women 

composers (Clara Schumann) (Steegmann, 2004) and composers of color (Teresa 

Carreño) (Kijas, 2019) who also programmed their own works for solo piano recital 

performance. Late intermediate and advanced works by diverse composers (works more 

likely to be programmed on the composer’s recital) are often better known than their 

teaching repertoire (if it exists or has survived). As a result, piano majors may have more 

experience learning advanced works by diverse composers and be more confident 

seeking out advanced works than teaching works by these composers.  

Access to Scores by Diverse Composers. As mentioned in the discussion of 

Research Question 2, a lack of representation in music textbooks (Bernabé-Villodre & 

Martínez-Bello, 2018; Koza, 1992) may contribute to lower levels of confidence related 

to diverse composers. In addition, access to scores of sheet music may contribute to 

respondents’ levels of confidence. While representation within the piano canon has 

become a popular subject in the field (as evidenced through conference programming and 

piano magazine article publications), accessing works by diverse composers still proves 

difficult. Published scores of advanced piano literature by diverse composers exist, but 

these scores are sometimes difficult to locate for purchase and/or are costly. For example, 
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an international publisher may have the only available edition of a piece, which may be 

costly or difficult to ship, and libraries may be less likely to carry a significant variety of 

scores by traditionally underrepresented composers. Difficulties in accessing scores may 

hinder piano majors from gaining experience with and confidence to teach works by 

diverse composers. Data findings from the study show that most respondents did not 

currently (at the time of the survey) teach repertoire by women composers (n = 131, 

72.7%) or composers of color (n = 130, 72.2%). However, most were confident that they 

would teach more repertoire by women composers (M = 6.60, SD = 3.01) and composers 

of color (M = 6.96, SD = 2.65) if they felt more prepared to do so. Providing easier access 

to the scores of works by diverse composers is one way that piano majors can be 

supported in gaining the necessary experience to feel confident teaching works by this 

underrepresented population.  

To build accessibility, more works by diverse composers should be made 

available through publishing. More frequent publication of works by traditionally 

underrepresented composers would encourage their inclusion among the piano repertoire, 

and allow piano students and teachers greater opportunity to explore and gain experience 

with these works. While companies like Hildegard Publishing are invaluable in the 

pursuit of greater representation within the piano repertoire, publications from an 

increased variety of publishers would help make scores more available to piano students, 

teachers, and performers.  

Although more research is needed to know what aspects prevent piano majors 

from studying works by diverse composers, quality of available scores may be another 

hindrance in pianists’ access to repertoire by diverse composers. Since fewer publications 
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of diverse composer’s works exist, the only available copy may be a copy of a 

handwritten manuscript (examples can be found on www.imslp.org). Oftentimes, 

manuscripts are more difficult to read which may deter pianists from even learning the 

score. Particularly when selecting literature for students to learn, a copy that is difficult to 

read may sway teachers away from choosing the work for students who are still 

developing their reading abilities. I believe that to support piano majors’ in selecting 

repertoire by diverse composers, high quality scores of the repertoire should be more 

readily available.  

Graduate and Undergraduate Respondents’ Confidence Performing and Teaching 

Diverse Repertoire 

Although not statistically significant, doctoral piano majors expressed the highest 

level of confidence in both performing and teaching diverse repertoire. Using the latent 

variable “Confidence,” doctoral piano majors had the highest mean rank (mean rank = 

63.33) followed by master’s piano majors (mean rank = 54.97) and undergraduate piano 

majors (mean rank = 49.89). Doctoral respondents’ higher confidence levels may be 

attributed to the more experience they have gained through already completed 

undergraduate and master’s degrees. This finding supports existing research related to  

self-efficacy (SE) in music education (Biasutti & Concina, 2017; Regier, 2016), where 

authors reported that teachers with more formal education held higher SE than those who 

were not formally trained. For respondents of the present study, greater experience meant 

that doctoral respondents were more confident both performing and teaching repertoire 

by diverse composers. While this finding illustrates the positive implications for pursuing 

multiple degrees in higher education, the relationship between experience and confidence 
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should apply to students at any level. Therefore, increased experience with diverse 

composers while an undergraduate student, may increase those pianists’ confidence 

performing and teaching diverse repertoire.  

Differences in Confidence Between Music Education and Performance Degrees 

When compared, piano majors in music education degree programs (e.g., piano 

pedagogy, music education) (n =21, M = 111.10, SD = 20.59), were more confident in 

their ability to teach literature by diverse composers than performance and education 

programs (e.g., piano performance and pedagogy) (n = 67, M = 96.79, SD = 26.82) and 

performance programs (e.g., performance, collaborative piano) (n = 6, M = 102.17, SD = 

13.89). Although not statistically significant, the difference in confidence among the 

three groups may be attributed to differences in coursework requirements (i.e., more 

pedagogy-focused coursework), personal desire to teach, and opportunities to teach 

among the three groups. Music education majors may have the most confidence in 

teaching because they may be more interested in the process than performance majors, 

whose focus is developing their performance skills. Additionally, music education majors 

likely are afforded increased opportunities to teach, enhancing their experience and thus 

confidence in the practice (Bandura, 1982). 

Typically, piano majors enrolled in a music education degree are required to take 

more music education courses—not only focused on teaching piano, but classes regarding 

the teaching of music and related topics. In addition, some doctoral music education 

programs require full time teaching experience in the field to gain admittance to the 

program (e.g., University of Oklahoma, PhD Music Education in Piano Pedagogy 

program). The coursework and outside teaching experiences of piano majors support 
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existing research related to experience and confidence (Ekinchi, 2014; West & Frey-

Clark, 2018), since, regardless of the source (formal or informal), more experience led to 

greater self-efficacy. Findings from the present survey indicate that exposure to more 

education courses for all piano majors may help build pianists’ confidence as teachers of 

diverse repertoire.  

Future Research on Piano Majors’ Confidence Levels Learning, Performing, 

Selecting, and Teaching Repertoire by Diverse Composers 

Access to repertoire by diverse composers may be of interest to piano pedagogy 

researchers. Presently, finding scores that are accessible and affordable of works by 

diverse composers can be difficult. The difficulty in finding scores may contribute to why 

piano majors did not more frequently learn works by diverse composers and piano 

teachers did not more frequently teach these works. Prompts that ask respondents about 

(a) their knowledge of publishers who specialize in traditionally underrepresented 

composers, (b) if a lack of access to scores impedes their decision to study works by 

diverse composers, and (c) if they would study more works by diverse composers if 

scores were more affordable and accessible, would provide insight into the impact of 

accessibility upon piano majors’ repertoire choices.  

Further research into score accessibility may highlights the difficulty and expense 

of publishing scores, and why some composers choose to self-publish. For piano majors’ 

who do explore repertoire by diverse composers, researchers may investigate how they 

access said repertoire (e.g., online databases, word of mouth, conference presentation 

attendance, articles published on the topic) and what publishers or databases are most 

popular among piano majors. The exploration of access to scores may provide helpful 
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data that examines piano majors’ access to scores by diverse composers and offer 

information that can help address these insufficiencies in the current piano major degree 

curriculum.   

The Impact of Piano Majors’ Experience Learning on their Ability to Teach 
 

In research question four, I asked, “What impact does undergraduate and graduate 

piano major’s experience learning piano repertoire by diverse composers have on their 

ability to teach piano repertoire by diverse composers to their current and/or future 

students?” Questions related to this topic explored the relationship between piano majors’ 

experience learning and their confidence teaching literature by diverse composers.  

Relationships between Experience and Confidence 

Respondents who reported more access to experiences learning works by diverse 

composers also reported more confidence teaching diverse repertoire, as displayed by the 

correlation (r = .29, p = .016) between the two latent variables “experience” (M = 55.76, 

SD = 9.93) and “confidence” (M = 98.73, SD = 25.46). This correlation between 

respondents’ experiences and confidence supports previous research findings that 

highlight the direct relationship between experience and self-efficacy (SE) in musicians 

(e.g., Burak, 2019; Steele, 2010; Zelenak, 2014). SE was defined by Bandura (1997) as 

an individual’s belief in their capacity to perform the necessary behaviors to successfully 

complete a task. In the context of the present study, SE relates to respondents self-

perceived ability to teach repertoire by diverse composers. Piano majors’ responses to 

this survey indicate that those with more experience learning works by diverse composers 

also were more confident in teaching that repertoire.  
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Providing piano majors with experiences as students seems important in an 

attempt to develop their confidence as future teachers. If the goal is to prepare piano 

instructors who are confident teaching repertoire from both the traditional canon and that 

of traditionally underrepresented composers, then piano majors should be presented with 

appropriate experiences while they are a student. Piano majors typically engage in 

performance opportunities, masterclasses, teaching observations, and mock teaching to 

develop their performance and teaching skills while a student. If works by diverse 

composers are included within the repertoire programmed for performance opportunities 

and masterclasses, and are assigned to students in mock teaching and teaching 

observation settings, then confidence levels related to this repertoire may be positively 

impacted. Just as these experiences are imperative to the piano major program, they can 

be utilized to promote an expanded knowledge of and confidence in a widely diverse 

piano repertoire.   

Piano Majors’ Current Inclusion of Diverse Composers 

I asked piano majors if they currently teach repertoire by diverse composers.  

Most reported that they did not currently teach works by women composers (n = 131, 

72.8%) or composers of color (n = 130, 72.2%). Using a scale of 0 (strongly disagree) to 

10 (strongly agree), these respondents later indicated that they would teach more 

repertoire by women composers (M = 6.60, SD = 3.01) and composers of color (M = 

6.96, SD = 2.65) if they felt better prepared to do so. Again, these results support existing 

self- efficacy research findings that suggest those with more experience in a given area 

will have more confidence in their abilities (Regier, 2016). Similarly, regarding the 

prompt related to piano majors’ “looking forward” to include repertoire by diverse 
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composers in their studios (discussed above), responses indicated that regardless of 

experience level, piano majors appeared to have a desire to teach repertoire by diverse 

composers. While roughly one-fourth of respondents currently teach works by diverse 

composers, more would do so if they felt better prepared. Secondly, access to experiences 

with diverse repertoire (e.g., studying, performing, teaching) may help piano major’s 

increase their confidence in these underrepresented works and broaden their knowledge 

of teaching repertoire.  

Piano Majors’ Confidence Related to Contextualization of Repertoire 

In a survey prompt regarding compositional context, I asked respondents to share 

their level of agreement (using a 5-point Likert-type scale) with the statement, “I believe 

it is important to understand the context within which a piece was composed.” Nearly all 

respondents (n = 171, 95.0%) agreed or strongly agreed with this statement. This finding 

reflects the high value piano majors have for the contextualization of repertoire, and may 

be a point for instructors to consider when determining what experiences piano majors 

need to feel confident teaching works by diverse composers. Experience learning not just 

the repertoire, but access to relevant historical information, facts about the composer, the 

style, and compositional influences, all may help piano majors feel more confident 

teaching works by diverse composers. This concept is supported by Hess (2015) who 

asserted that providing context that demonstrates a composer’s or work’s role within the 

larger trends of society allows students to better observe relationships and gain a deeper 

understanding of the material.  

Impact of Experience and Confidence when Selecting Repertoire 
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Respondents largely agreed (n = 46, 25.6%) or strongly agreed (n = 113, 62.8%) 

that it was important to teach repertoire by composers of all genders and agreed (n = 47, 

26.1%) or strongly agreed (n = 115, 63.9%) that it was important to teach repertoire by 

composers of all races Additionally, piano majors agreed (n = 47, 26.1%) or strongly 

agreed (n = 112, 62.2%) that it was important to perform repertoire by composers of all 

genders and agreed (n = 41, 22.8%) or strongly agreed (n = 138, 76.7%) with the same 

statement regarding composers of all races. However, most did not consider gender when 

choosing literature for themselves (n = 125, 69.4%) or their students (n = 128, 71.1%), 

nor did they consider race when choosing literature for themselves (n = 123, 68.3%) or 

their students (n = 131, 72.8%). Since respondents agreed that teaching repertoire by 

composers of all genders and races was important, one might assume that data would 

show that the same respondents considered race and gender when selecting repertoire. 

However, the results here show the contrary. Why did so few respondents consider 

gender and race when choosing literature, despite their belief of its importance for 

inclusion in the classroom/studio? While more information is necessary to understand the 

disparity in responses, contributing factors may be related to experience and, in turn, 

confidence. While piano majors appear to believe it is important to perform and teach 

repertoire by all composers, they may not have the tools and resources to do so. If they 

have not studied women composers and composers of color in their piano literature 

courses, or do not know of resources to access on their own (e.g., composer diversity 

websites, pedagogical resources including representative examples), they may not have 

the necessary information and experience to thoughtfully consider race and gender when 

selecting repertoire. This is supported by existing research on self-efficacy (SE) (Burak, 
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2019; Regier, 2016; Zelenak, 2014) since, again, experience may have impacted their SE 

related to the topic.  

Survey respondents indicated that considering gender and race is important when 

selecting works for study and performance, however, most did not express that they 

themselves considered composer demographics when selecting repertoire to learn and 

teach. The contrasting results from these two prompts—regarding performing/teaching 

versus selecting diverse literature—reflect a disconnect between vocalizing a desire for 

change and taking action to move towards making that change. Piano majors’ beliefs 

indicate that they supported broadening the performance repertoire to include works by 

traditionally underrepresented composers, yet many respondents indicated low follow- 

through to enact this change (the exact reasons for their inaction are cause for further 

research). While I suggested reasons related to lack of experience learning diverse 

repertoire and knowledge of resources/access as possible contributing factors that cause 

piano majors to not consider gender and race in literature selection, these findings 

illustrate an important point: To shift from a Eurocentric to more inclusive curriculum, 

pianists and piano teachers may need to consider gender and race when selecting 

repertoire, and thus teach music, works, or composers that they may not have learned 

themselves as a student (Kelly-McHale, 2018). Doing so may exacerbate the “teaching 

how we were taught” phenomenon (Kelly-McHale, 2018), but encouraging both students 

and in-service instructors/professors to push their comfort boundary seems imperative 

toward meaningful change. These findings also support existing research on culturally 

relevant teaching, which outlines the importance of creating new systems that provide 

greater representation (Butler et al., 2007) for all areas of music education. Piano majors 
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indicated that they believed inclusion was important. To research this desire, strategic 

action to expand the repertoire and provide themselves and their students with 

experiences may be necessary (Hess, 2017).  

Future Research on the Impact of Piano Majors’ Experience Learning 

Repertoire by Diverse Composers on their Confidence Teaching and Selecting 

Repertoire by Diverse Composers 

Future researchers may investigate differences in experience and confidence 

among a respondent group that is more racially balanced. In the current study, most 

respondents were White (n = 116, 64.4%). A survey pool that includes more individuals 

from underrepresented populations would allow researchers to meaningfully compare 

potential differences among varied groups. Respondents in this study reported that they 

did not select diverse repertoire, even though they conversely indicated the importance to 

do so. Investigators may further examine why and how piano majors consider a 

composer’s race and gender of the works they learn and assign, to better understand the 

disconnect between belief and actions of this important and representative phenomenon.  

Implications for the Inclusion of Diverse Repertoire with the Piano Curriculum  
 

Findings from this investigation have implications for a multitude of audiences. 

Piano majors, piano teachers, instructors of piano major course curricula, and piano 

publishers all play important roles in bringing greater accessibility, more experiences and 

greater confidence related to learning, performing, and teaching piano repertoire by 

diverse composers. In the following suggestions for piano majors, instructors of academic 

piano coursework, and applied/private piano instructors, one common thread pervades 

each section—the need for student led change. Students should take initiative to seek out 
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desired repertoire, and to learn contextual information about each work and composer. 

Just as importantly, instructors should give students the encouragement and freedom to 

choose these items. Continued and meaningful change becomes more possible when 

student’s interests, knowledge, and voices are valued and used to help lead progress in 

the piano field.   

Suggestions for Piano Majors  
 
 Piano majors often are in the unique position of both student and teacher, 

simultaneously. Most graduate piano majors teach in some capacity while pursuing their 

degree, and/or taught privately prior to beginning their degree program. Even at the 

undergraduate level, majors may teach piano lessons or tutor collegiate secondary piano 

students. Their unique role allows piano majors to address the broadening of the piano 

repertoire to include diverse composers from both a student and teacher perspective. The 

suggestions for piano students—from this study and related research—are presented 

below. 

• Consider the literature piano majors would like to teach in future 

studios/classrooms and take intentional action to become familiar with this 

repertoire while a student.  

• Seek out performance opportunities (as both an attendee or performer) that 

program diverse literature, or that program works they may like to potentially 

learn or teach in the future.  

• Be proactive and independently curious in discovering repertoire by diverse 

composers. Share new repertoire discoveries with applied instructors to help 

promote continued expansion and change.  
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• Set a goal: I will learn [number of pieces] by a composer from [a traditionally 

underrepresented group] this academic year, perhaps in consultation with their 

applied instructor to further continue discourse regarding representation in 

programming.  

• As a student, attend professional conferences—particularly those that program 

presentations that address diversity within the piano repertoire. Students can often 

register to attend conferences at a discounted or free rate. 

• Discuss diverse composers and their literature with peers. Share ideas, resources, 

and learn from one another. 

• Be an advocate for others who actively program, teach, and present on diversity 

within the piano repertoire by attending their performances and presentations and 

sharing the information you have learned and where you learned it with peers.  

• Seek out a mentor who is vested in the inclusion of diverse literature in the piano 

repertoire, or discuss with a mentor interest in learning more about diverse works.  

• Ask piano instructors (applied, piano literature, and pedagogy) for tools and 

materials that can be used to teach future music students about diverse composers. 

• Seek out publishers that publish collections by diverse composers. 

Suggestions for Instructors of Academic Piano Coursework  
 
 Piano major coursework holds powerful potential for disseminating valuable 

information, resources, and experience regarding all types of literature—including that by 

diverse composers. To utilize this potential, course instructors may need to re-evaluate 

and adapt current curricula to meet the diverse needs of 21st century pianists. The 
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following suggestions could aid instructors in creating coursework that integrates 

repertoire by diverse composers.  

• Create experiences that allow students to build self-efficacy within the 

parameters of the course. This could be achieved through teaching 

observations (both of the student observing teachers or of the student’s own 

teaching), mock in-class teaching, repertoire performance projects, or other 

related activity.   

• Design projects that allow students to explore works by underrepresented 

composers. Give students guided practice in accessing resources and 

analyzing music by diverse composers.  

• Assign student designed projects that encourage independent exploration of 

works by underrepresented composers. Students can design such projects to fit 

their specific interests as a pianist and teacher and introduce the instructor and 

their peers to new works and composers.  

• Utilize a pedagogy text that includes repertoire by diverse composers or, if 

unavailable, supplement the course text with information about said 

composers.  

• Fully integrate works by diverse composers into coursework. Rather than 

treating diverse composers peripherally or introducing one or two composers 

from a specific group (tokenism), teach diverse composers alongside the 

traditional composers already included in course curriculum in order to 

broaden the repertoire.  
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• Consider the intersectionality of many diverse composers. Rather than using 

only White women or men of color to introduce diversity, include an array of 

composers that encompass multiple facets of identity (e.g., women of color, 

transgender composers).  

• Invite guest lecturers who are vested in the inclusion of diverse composers and 

can share resources and relevant piano works with students.  

• Discuss with students what they would like included in the curriculum. This 

could be specific composers, diverse composers in general, or other related 

topics (e.g., four-hand music by diverse composers). Consider their input 

when designing a course curriculum. 

Suggestions for Applied/Private Piano Instructors 
 
 Many of the suggestions above regarding course curricula could apply to applied 

piano instructors, as well. However, I created this category to provide suggestions to 

those specifically teaching applied or private piano lessons to reflect the unique nature of 

the one-on-one instructional setting. Piano teachers in this position hold the benefit of 

regular individual interaction with students. Repertoire can and should be tailored to meet 

the unique needs of each student. These suggestions may help piano teachers more 

proactively address diverse composers in the piano lessons.  

• Carefully select the repertoire that students will study which includes, 

consideration of composer race and gender. Share this process with students and 

under guidance, have them recreate the process.   
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• Encourage students to select one repertoire piece to study each semester by a 

traditionally underrepresented composer. Students may need help finding 

resources for selecting and accessing diverse repertoire.  

• Discuss with students, what works and composers (both traditional and diverse) 

they would like to study. Consider their input when choosing literature, even if 

the specific composition or composer is new or unfamiliar to the teacher.   

• Seek and support those working to make diverse repertoire more known and 

accessible, and share the names and research of these individuals with students.  

• Purchase books for use in the teaching studio that include compositions by 

traditionally underrepresented groups. Purchase a copy for student use that can be 

added to an institution’s pedagogy library or collection of teaching materials.  

• In a university setting, request that the library purchase more scores by diverse 

composers. 

• Share with students the resources that teachers have used to access literature by 

diverse composers.   

• Create performance opportunities that encourage the inclusion of traditionally and 

underrepresented composers alongside one another.    

• Teach not just the repertoire, but its contextual history and relevance as well.   

• Encourage students to explore the intersections of their own identity through 

piano composers and the works they study.   

• Set a goal: I will assign [number of pieces] by a composer from [a traditionally 

underrepresented group] this academic year. 
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• Attend professional conferences—particularly those that program presentations 

that address diversity within the piano repertoire. 

• Be an advocate for others who actively program, teach, and present on diversity 

within the piano repertoire.  

• Be proactive and independently curious in discovering repertoire by diverse 

composers.  

Limitations of this Research  
 

To recruit respondents, I accessed the National Accredited Schools of Music 

(NASM) database to find appropriate undergraduate and graduate degree programs across 

the United States. I located email addresses of piano faculty members, a piano 

department chair, or a music department chair, and emailed my recruitment letter and 

survey link with the request that they forward the survey to their piano majors. This 

method relied on the initiative of music professors to share and follow up with their 

students, and prevented me from knowing how many students were forwarded the email. 

To address this issue, I could have asked piano faculty contacts to email me the number 

of piano majors they forwarded the survey information to. 

A lack of racial diversity in respondents represents another limitation of this 

study. Most respondents were White (n = 116), which makes it difficult to generalize the 

findings outside of this study to the larger population. Since I recruited respondents via 

NASM accredited schools and through piano department contacts, I was unable to recruit 

students specifically from diverse demographics. However, a population that is more 

equally representative of varied races and genders will provide more generalizable 

findings and should be considered by future researchers when recruiting respondents.  
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When assessing perceptions and beliefs, the risk of respondent acquiescence—a 

response bias in which respondents agree to prompts more positively—is always 

possible. This bias could serve as a limitation when asking items related to any aspect of 

the survey, but particularly related to respondents’ beliefs and confidence. In the future, 

the use of more prompts that indirectly ask respondents about their beliefs and confidence 

should be utilized to help eliminate some personal bias.  

In several prompts, I asked respondents to reflect on their piano literature and 

degree recital programs. In these prompts, I failed to account for respondents who may 

not yet had taken piano literature courses or performed a recital at the time they 

responded to the survey. While other prompts allowed students to share their experiences 

(regardless of their specific course enrollment), including the response choice of “Not 

Applicable” would have given these students a more accurate response choice. Thus, the 

data from these responses should be considered carefully and should not be generalized, 

since all piano major respondents were not provided answer options that accurately 

reflected their experience.  

Conclusion  
 
 Representation within music has become an important and frequently discussed 

topic at the beginning of the 21st century. For those who desire to broaden their 

knowledge, the standards established during the onset of colonization make this task 

difficult to act upon. However, desire is the first step to change and—when followed by 

deliberate action—that desire can lead to successful and meaningful change. To equip 

pianists and piano teachers with the tools and resources to expand their knowledge and 

share it with others, they must gain confidence through experience while a student. 
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Experience through coursework, piano lesson, performances, and teaching opportunities 

are integral for students to develop self-efficacy in performing and teaching literature by 

diverse composers. While discussion on this topic continues to dominate aspects of music 

in academia, few studies have evaluated the role of diverse repertoire within the music 

curriculum, and no researchers have (until this study) investigated piano majors’ 

relationship (experience, beliefs, and confidence) with diverse repertoire. Data from this 

study reveals that piano majors often did not feel equipped with the necessary experience 

to teach diverse literature, yet they did find the inclusion of diverse composers important 

in the college piano curriculum. Additionally, pianists appeared to desire the inclusion of 

works by diverse composers in their future teaching studios and classrooms. Through this 

research, I hope to contribute to the growing initiative to expand the piano repertoire to 

include both the works of traditionally studied works and the works of those traditionally 

underrepresented in the piano canon. For the piano profession to broaden the repertoire 

taught and performed to include works by diverse composers, piano teachers and students 

must make deliberate and intentional actions that fosters greater inclusion and 

representation of piano composers who represent a wide range of demographics. 
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Appendix A: Institution Review Board Documentation 
 

Institutional Review Board for the Protection of Human Subjects

Approval of Initial Submission – Exempt from IRB Review – AP01
 

Date: October 05, 2021  IRB#: 13861
 
Principal Approval Date: 10/05/2021
Investigator: Jenna M Klein

Exempt Category: 2       
 
Study Title: An Examination of Collegiate Piano Majors’ Experiences Learning, Beliefs about, and 
Confidence Selecting and Teaching Piano Literature by Diverse Composers
 
On behalf of the Institutional Review Board (IRB), I have reviewed the above-referenced research study 
and determined that it meets the criteria for exemption from IRB review. To view the documents approved 
for this submission, open this study from the My Studies option, go to Submission History, go to 
Completed Submissions tab and then click the Details icon.
 
As principal investigator of this research study, you are responsible to:

� Conduct the research study in a manner consistent with the requirements of the IRB and federal 
regulations 45 CFR 46.

� Request approval from the IRB prior to implementing any/all modifications as changes could 
affect the exempt status determination.

� Maintain accurate and complete study records for evaluation by the HRPP Quality Improvement 
Program and, if applicable, inspection by regulatory agencies and/or the study sponsor.

� Notify the IRB at the completion of the project.
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irb@ou.edu.

Cordially,

Ioana Cionea, Ph.D.
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Appendix B: Main Survey Invitations and Follow-Up Messages 
 

Main Survey Invitation  
Send Date: October 6, 2021 
Subject Line: Piano Composer Diversity Survey Research   
 
Dear Piano Department or Music Department Chair, 
    
My name is Jenna Klein, and I am a Ph.D. in Music Education in Piano Pedagogy 
doctoral candidate at the University of Oklahoma. I am currently working on my 
dissertation that explores piano majors’ experience learning repertoire by 
women composers and composers of color (Black, Indigenous, people of color (BIPOC)) 
and their confidence teaching piano repertoire by underrepresented composers. 
    
For this research, I am seeking both current undergraduate and graduate piano majors to 
complete a brief survey related to these topics. I would like to invite the piano majors at 
your institution to be a part of my study.  
      
I would greatly appreciate it if you would be willing to forward the information below to 
current piano students at your institution. If you have any questions you can contact me 
at jenna.klein@ou.edu or my faculty advisor, Dr. Chris Baumgartner 
at cbaumgartner@ou.edu. 
    
Thank you in advance for your help with this project!     
    
Sincerely,   
Jenna Klein     
 
______________________________________________________________________________________ 

Dear Piano Major, 

 

I am investigating piano majors’ experience learning repertoire by women composers and 

composers of color (Black, Indigenous, people of color (BIPOC)) and their confidence 

teaching piano repertoire by traditionally underrepresented composers. Data from this 

study will be used to examine piano majors’ experience, beliefs, and confidence as they 

relate to repertoire by traditionally underrepresented composers. I hope that results may 

provide informative data on this topic and help teacher educators better prepare piano 

majors.   

 

Please take approximately 10 minutes to complete the linked survey.  All answers will 

remain confidential, there are no known risks, and participation is voluntary. You may 

stop taking the survey at any time without penalty. If there are survey items that make 

you uncomfortable, you can skip these items.   

 

You can access the survey here: 
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Take the Survey 

Or copy and paste the URL below into your internet browser: 
https://ousurvey.qualtrics.com/jfe/form/SV_8302JVUWVt53FYi?Q_CHL=email 

 
This email will be sent out again as a reminder. The survey will close on October 22nd, 

2021. If you have any questions you can contact me at jenna.klein@ou.edu or my faculty 

advisor, Dr. Chris Baumgartner at cbaumgartner@ou.edu. 
 
Thank you in advance for your help with this project!     
    
Sincerely,   
Jenna Klein     
Follow the link to opt out of future emails: 
Click here to unsubscribe 
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Follow-Up Message 
Send Date: October 13, 3021 
Subject Line: Reminder- Piano Composer Diversity Survey Research   
 

Good afternoon, 
 
This is a friendly reminder that the survey Piano Majors’ Relationship with Diverse 
Repertoire will close in 9 days. 
 
If you can please remind your piano majors to complete the survey or forward the 

message below I would greatly appreciate it. Please see the original message below for 

the link. 
 
Thank you in advance for your help with this project!     
    
Sincerely,    
Jenna Klein     
 
_________________________________________________________________________________ 
 
 
Dear Piano Major, 
 
I am investigating piano majors’ experience learning repertoire by women composers 

and composers of color (Black, Indigenous, people of color (BIPOC)) and their 

confidence teaching piano repertoire by traditionally underrepresented composers. Data 

from this study will be used to examine piano majors’ experience, beliefs, and confidence 

as they relate to repertoire by traditionally underrepresented composers. I hope that 

results may provide informative data on this topic and help teacher educators better 

prepare piano majors.   
 
Please take approximately 10 minutes to complete the linked survey.  All answers will 

remain confidential, there are no known risks, and participation is voluntary. You may 

stop taking the survey at any time without penalty. If there are survey items that make 

you uncomfortable, you can skip these items.   
 
You can access the survey here: 
 
Take the Survey 

Or copy and paste the URL below into your internet browser: 
https://ousurvey.qualtrics.com/jfe/form/SV_8302JVUWVt53FYi?Q_CHL=email 

 
This email will be sent out again as a reminder. The survey will close on October 22nd, 
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2021. If you have any questions you can contact me at jenna.klein@ou.edu or my faculty 

advisor, Dr. Chris Baumgartner at cbaumgartner@ou.edu. 
 
Thank you in advance for your help with this project!     
    
Sincerely,   
Jenna Klein     
Follow the link to opt out of future emails: 
Click here to unsubscribe 
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Follow-Up Message 
Send Date: October 20, 3021 
Subject Line: Final Reminder- Piano Composer Diversity Survey Research   

Good morning, 

 

This is one last friendly reminder that the survey Piano Majors’ Relationship with 
Diverse Repertoire will close in just 3 days on Friday, October 22nd. 
 

Thank you to everyone who has forwarded the survey to their students, I am so 

appreciative. For clarification, any student whose primary instrument is piano, regardless 

of major (performance, music ed, music therapy, etc.) is eligible to participate. If you 

could, please remind your piano majors once more to complete the survey or forward the 

message below. Please see the original message below for the link. 

 

Thank you for your help with my research and have a wonderful rest of your semester! 

 

Sincerely,  

Jenna Klein 
 
_______________________________________________________________________________ 
Dear	Piano	Major, 
 
I	am	investigating	piano	majors’	experience	learning	repertoire	by	women	
composers	and	composers	of	color	(Black,	Indigenous,	people	of	color	(BIPOC))	and	
their	confidence	teaching	piano	repertoire	by	traditionally	underrepresented	
composers.	Data	from	this	study	will	be	used	to	examine	piano	majors’	experience,	
beliefs,	and	confidence	as	they	relate	to	repertoire	by	traditionally	
underrepresented	composers.	I	hope	that	results	may	provide	informative	data	on	
this	topic	and	help	teacher	educators	better	prepare	piano	majors.		 
 
Please	take	approximately	10	minutes	to	complete	the	linked	survey.		All	answers	
will	remain	confidential,	there	are	no	known	risks,	and	participation	is	voluntary.	
You	may	stop	taking	the	survey	at	any	time	without	penalty.	If	there	are	survey	
items	that	make	you	uncomfortable,	you	can	skip	these	items.		 
 
You	can	access	the	survey	here: 
 
Take the Survey 

Or copy and paste the URL below into your internet browser: 
https://ousurvey.qualtrics.com/jfe/form/SV_8302JVUWVt53FYi?Q_CHL=email 

 
This	email	will	be	sent	out	again	as	a	reminder.	The	survey	will	close	on	October	
22nd,	2021.	If	you	have	any	questions	you	can	contact	me	at	jenna.klein@ou.edu	or	
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my	faculty	advisor,	Dr.	Chris	Baumgartner	at	cbaumgartner@ou.edu. 
 
Thank	you	in	advance	for	your	help	with	this	project!				 
			 
Sincerely,		 
Jenna	Klein				 

Follow the link to opt out of future emails: 
Click here to unsubscribe 
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Appendix C: Piano Majors’ Relationship with Diverse Repertoire 
 

1. Are you a current student studying piano at the collegiate level? 

o Yes  

o No 
 
If “No” is selected, skip to End of Survey  
 
 
2. Please specify the level of your degree program 

o Bachelors 

o Masters 

o Doctorate 

o Other 
 
 
 
3. What is your major? 

o Piano Performance 

o Piano Performance and Pedagogy  

o Piano Pedagogy 

o Collaborative Piano 

o Piano 

o Music Education 

o Other (Musical Theatre, Sacred Music, etc.): _________________________ 
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4.  In which state is your school located? 
State: 

▼ Drop down menu 

 
 
 
5. Is your school a public or private institution? 

o Public  

o Private 

o Unsure 
 
 
 
6. Gender Identity (e.g., female, male, non-binary): ____________________________ 
 
 
 
7. Are you of Hispanic, Latino, or of Spanish origin? 

o Yes 

o No 
 
 
8. How would you describe yourself? 

o American Indian or Alaska Native 

o Asian 

o Black or African American  

o Native Hawaiian or Pacific Islander 

o White 

o Other: ________________________________ 
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9. What is your age? _______________________________ 
 
 
Indicate your level of agreement with the following statements. Please respond 
considering ALL experiences studying at the collegiate level, both current and past 
experiences: 
 
 
10. I teach repertoire by composers I have had previous experience playing. 
 

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
11. I am responsible for selecting the repertoire I study in applied piano lessons.  

o Never 

o Seldom 

o Sometimes 

o Often 
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12. My teacher is responsible for selecting the repertoire I study in applied piano lessons. 

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
Women Composers: 
 
 
13. Women composers were included in my collegiate applied piano study. 
 

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
14. Women composers were included in the curriculum of my collegiate piano 
literature course(s). 

o Never 

o Seldom 

o Sometimes 

o Often 
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15. I have had opportunities to learn music by women composers. 

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
16. I have had opportunities to perform in concerts or recitals that program music by 
women composers.  

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
17. I have had opportunities to attend performances that program music by women 
composers.  

o Never 

o Seldom 

o Sometimes 

o Often 
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18. Are you currently learning a piano piece by a women composer? 

o Yes 

o No 
 
 
 
19. How many works by women composers have you programmed for a degree recital. 

o 0 

o 1-2  

o 3-4 

o 5 or more 
 
 
 
20. How many works by women composers have you programmed for a non-degree 
recital (in or out of the school setting)? 

o 0 

o 1-2 

o 3-4 

o 5 or more 
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21. Name up to five women composers whose piano works you have studied (either in 
applied lessons or piano literature course(s)) in your undergraduate and/or graduate 
studies. 

o 1. ________________________________________________ 

o 2. ________________________________________________ 

o 3. ________________________________________________ 

o 4.  ________________________________________________ 

o 5.  ________________________________________________ 
 
 
Composers of Color (Black, Indigenous, and people of color (BIPOC)): 
 
 
22. Composers of color were included in my collegiate applied piano study.   

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
23. Composers of color were included in the curriculum of my collegiate piano 
literature course(s).  

o Never 

o Seldom 

o Sometimes 

o Often 
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24. I have had the opportunity to learn music by composers of color.  

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
25. I have had opportunities to perform in concerts or recitals that program music by 
composers of color.  

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
26. I have had opportunities to attend performances that program music by composers 
of color.  

o Never 

o Seldom 

o Sometimes 

o Often 
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27. Are you currently learning a piano piece by a composer of color?  

o Yes 

o No 
 
 
 
28. How many works by a composer of color have you programmed for a degree 
recital? 

o 0 

o 1-2 

o 3-4 

o 5 or more 
 
 
 
29. How many works by composers of color have you programmed for a non-degree 
recital (in or out of the school setting)? 

o 0  

o 1-2 

o 3-4 

o 5 or more 
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30. Name up to five composers of color whose piano works you have studied (either in 
applied lessons or piano literature course(s)) in your undergraduate and/or graduate 
studies. 

o 1. ________________________________________________ 

o 2. ________________________________________________ 

o 3. ________________________________________________ 

o 4. ________________________________________________ 

o 5.________________________________________________ 
 
 
 
Women Composers of Color: 
 
 
31. Women composers of color were included in my collegiate applied piano study. 

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
32. Women composers of color were included in the curriculum of my collegiate piano 
literature course(s).  

o Never 

o Seldom 

o Sometimes 

o Often 
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33. I have had the opportunity to learn music by women composers of color.  

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
34. I have had opportunities to perform in concerts or recitals that program music by 
women composers of color.  

o Never 

o Seldom 

o Sometimes 

o Often 
 
 
 
35. I have had opportunities to attend performances that program music by women 
composers of color. 

o Never 

o Seldom 

o Sometimes 

o Often 
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36. Are you currently learning a piano piece by a women composer of color? 

o Yes 

o No 
 
 
 
37. How many works by a women composer of color have you programmed for a 
degree recital?  

o 0  

o 1-2 

o 3-4 

o 5 or more 
 
 
 
38. How many works by women composers of color have you programmed for a non-
degree recital (in or out of the school setting)? 

o 0  

o 1-2 

o 3-4 

o 5 or more 
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39. Name up to five women composers of color whose piano works you have studied 
(either in applied lessons or piano literature course(s)) in your undergraduate and/or 
graduate studies. 

o 1. ________________________________________________ 

o 2.________________________________________________ 

o 3. ________________________________________________ 

o 4. ________________________________________________ 

o 5.________________________________________________ 
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Please indicate your level of agreement with the following statements: 
 

 Strongly 
disagree Disagree 

Neither 
agree nor 
disagree 

Agree Strongly 
agree 

40. I believe 
students 

benefit from 
learning 
music by 

composers of 
their own 

race. 

o  o  o  o  o  

41. I believe 
students 

benefit from 
learning 
music by 

composers of 
other races. 

o  o  o  o  o  

42. I believe 
students 

benefit from 
learning 
music by 

composers of 
their own 
gender. 

o  o  o  o  o  

43. I believe 
students 

benefit from 
learning 
music by 

composers of 
other 

genders.  

o  o  o  o  o  
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44. I believe 
it is 
important to 
teach music 
by 
composers of 
all genders.  

o  o  o  o  o  

45. I believe 
it is 

important to 
teach music 

by 
composers of 

all races. 

o  o  o  o  o  

46. I believe 
it is 

important to 
play and/or 

perform 
music by 

composers of 
all genders.  

o  o  o  o  o  

47. I believe 
it is 

important to 
play and/or 

perform 
music by 

composers of 
all races. 

o  o  o  o  o  
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48. I believe 
it is 

important to 
understand 
the context 

(information 
about the 
composer, 

piece, style, 
musical 

period, etc.) 
within which 
a piece was 
composed.  

o  o  o  o  o  

49. I consider 
the gender of 
a composer 

when 
choosing 

literature for 
myself to 

learn. 

o  o  o  o  o  

50. I consider 
the gender of 
a composer 

when 
choosing 

literature for 
my students.  

o  o  o  o  o  

51. I consider 
the race of a 

composer 
when 

choosing 
literature for 

myself to 
learn. 

o  o  o  o  o  
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52. I consider 
the race of a 

composer 
when 

choosing 
literature for 
my students.  

o  o  o  o  o  

 
 

 
 
Please indicate your level of agreement with the following statements: 

 Strongly disagree Strongly agree 
 

 0 1 2 3 4 5 6 7 8 9 10 
 

53. I feel prepared to teach piano 
repertoire by women composers.  
54. I feel prepared to teach piano 
repertoire by composers of color.  

55. My graduate and/or undergraduate 
studies prepared me to teach music by 

women composers. 
 

56. My graduate and/or undergraduate 
studies prepared me to teach music by 

composers of color. 
 

57. I feel confident in my abilities to 
teach piano repertoire by women 

composers. 
 

58. I feel confident in my abilities to 
teach piano repertoire by composers of 

color. 
 

59. I look forward to incorporating 
music by women composers into my 

teaching studio/ classroom. 
 

60. I look forward to incorporating 
music by composers of color into my 

teaching studio/ classroom. 
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61. I currently teach repertoire by women composers. 

o Yes 

o No 
 
If answered “No” skip to Question 62 
 
 

 Strongly disagree Somewhat disagree 
 

 0 1 2 3 4 5 6 7 8 9 10 
 

61a. I would teach more repertoire by 
women composers if I felt more 

prepared to do so. 
 

 
 
 
 
62. I currently teach repertoire by composers of color. 

o Yes 

o No 
 
If answered “No” skip to Question 63 
 
 
 

 Strongly disagree Somewhat agree 
 

 0 1 2 3 4 5 6 7 8 9 10 
 

62a. I would teach more repertoire by 
composers of color if I felt more 

prepared to do so. 
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Please indicate your level of agreement with the following statements: 
 Strongly disagree Strongly agree 

 
 0 1 2 3 4 5 6 7 8 9 10 

 
63. I actively seek out teaching 

repertoire (e.g., education repertoire for 
beginner-late intermediate pianists) by 

women composers. 

 

64. I actively seek out advanced 
repertoire (e.g., collegiate and 

professional level repertoire) by women 
composers. 

 

65. I actively seek out teaching 
repertoire (e.g., education repertoire for 
beginner-late intermediate pianists) by 

composers of color. 

 

66. I actively seek out advanced 
repertoire (e.g., collegiate and 

professional level repertoire) by 
composers of color. 

 

 
 
 
 
Please indicate your level of agreement with the following statements: 

 Very unconfident Very confident 
 

 0 1 2 3 4 5 6 7 8 9 10 
 

67. Rate your level of confidence in 
teaching piano repertoire by women 

composers. 
 

68. Rate your level of confidence in 
teaching piano repertoire by composers 

of color. 
 

69. Rate your level of confidence in 
teaching piano repertoire from the 
traditional Western music canon. 
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70. If you would like to be entered into a drawing to win 1 of 10 $50 Visa pre-paid gift 
card, please copy and visit the following link to enter your email address:  
 
 
https://ousurvey.qualtrics.com/jfe/form/SV_eeM42kPrRaSCMrs 
 

 
 

 

 


