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ABSTRACT 

The purpose of this study was to determine what 

differences distinguish "quality jazz programs" from 

"other" programs and what might be learned from a comparison 

of the two groups that would be meaningful to jazz 

education. The study answered the questions: (1) is there 

a consensus among a group of jazz authorities regarding the 

ten "most effective" jazz programs in colleges and 

universities; and (2) are there characteristics of jazz 

programs considered outstanding by the profession that are 

not present in randomly selected college jazz programs? 

A panel of "experts" identified the top thirteen 

college jazz studies programs. A random group was selected 

from a list provided by the International Association of 

Jazz Educators. The "outstanding" population (n=13) and the 

random population (n=34) were sent identical survey 

instruments. 

The analysis of data identified significant differences 

between groups: (1) in the number of staff at every level 

(full-time faculty, adjunct faculty, and teaching 

assistants); (2) in the number of big bands, combos, and 

jazz choirs; and (3) in the number of undergraduate and 

graduate music majors in the institution. There was a 



xiv 

significant difference between groups in the number of jazz 

combos and within the outstanding population between big 

bands and combos. Also, outstanding schools were more 

likely than the "other" schools to: (1) employ full-time 

jazz faculty; (2) have a vocal jazz program; (3) have an 

organized plan for recruiting and award jazz scholarships; 

(4) be located in larger urban areas with more opportunities 

for students to hear jazz; (5) offer a jazz studies degree; 

(6) offer a greater variety of jazz courses; (7) have a 

recording studio on campus; and (8) have a jazz requirement 

for music education students. Enrollments in jazz courses 

were increasing in both populations. 
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Chapter I 

INTRODUCTION AND PROBLEM 

Introduction 

Significant growth has occurred as jazz and the 

teaching of jazz enters its fourth decade as an accepted 

segment of American music education. In the united States 

the number of colleges offering jazz courses for credit has 

grown from fewer than 45 in 1964 to currently over 300 

(Barr, 1986). In 1972 there were 15 American institutions 

of higher learning conferring degrees in jazz studies. 

Eleven years later the figure had increased by 60; over 75 

colleges and universities boasted specialized degree 

programs or music programs with an emphasis in jazz (Barr, 

1983). Additionally, a growing number of European, 

Australian, and South African institutions are offering 

college courses and complete degree programs in jazz studies 

(Dunscomb, 1988). Elliot (1984) reported that 167 jazz 

studies courses were available for credit at 76 Canadian 

institutions. Ten of the Canadian institutions surveyed 

offered undergraduate degrees or diplomas in jazz studies. 

Thirty years after jazz was accepted into the school 

curriculum, the primary concern for many jazz educators 

entrusted with the responsibility of preparing future music 

educators and professional musicians has become the task of 

improving the quality of jazz education. 
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As a relative newcomer to the music education 

curriculum, jazz has not had the time to submit itself to 

the wealth of educational scrutiny enjoyed by music 

education as a whole. However, even with the somewhat brief 

tenure jazz education has held in the American classroom, 

jazz educators have increasingly seen the importance of 

evaluating the results of their endeavors, as evidenced in 

studies involving the effectiveness of jazz education by 

Barr (1983), Elliot (1984), Ferriano (1974), Fisher (1981), 

Hores (1977), Kesling (1982), Lehman (1964), McMahan (1977), 

Murphy (1990), Payne (1973), stephans (1976), Tracy (1986), 

and Williams (1972). The literature surrounding jazz 

education has also evolved and includes a variety of topics. 

Much of the early literature (circa 1955-1970) 

associated with jazz education focused on the social and 

educational acceptance of jazz as a legitimate form of 

music. Lehman (1964), a champion of the faction opposed to 

including jazz in the music education curriculum stated: 

A thorough and sympathetic examination of the 

pertinent literature fails to disclose any 

educationally or philosophically defensible 

reasons why the stage band should be encouraged in 

the schools (p. 56). 

Lehman elaborated on his opposition to jazz in the 

curriculum in the following view: 
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Jazz tends to appeal primarily to the senses rather 

than to the intellect. This is not to say that jazz is 

formless, but merely that its form, as jazz is utilized 

in the high school, is seldom of sufficient subtlety. 

That it requires no particular thought to appreciate it 

is precisely why such music is in popular demand and at 

the same time why it serves educationally [sic] so 

poorly (Lehman, 1964, p. 58). 

There were of course others who shared similar views. 

Feldman (1964) summed up the fears of many when he stated: 

Training a boy to blow a horn no longer insured 

that he will not blow a safe. It may well blow 

him into delinquency, for who can deny the close 

association between jazz and delinquency (p. 60). 

Barr (1974) summarizes the basic objections raised by 

many educators to the inclusion of jazz in the music and 

music education curricula: 

1) Jazz is a sub-standard music when compared to 

other great classic forms of music. 

2) Jazz and other popular music is a transient 

phenomenon. 

3) Jazz has arisen from a highly suspect sociological 

and moral standard. 



4) Jazz as an art form occupies and is perceived at 

the lowest strata of aesthetic meaning, the 

sensual level (p. 19) 

5 

Advocates of the move to include jazz as a part of 

music education were both numerous and vocal and took every 

opportunity to present their case. Dr. Lee Berk (1970), 

Vice President of the Berklee School of Music, expressed 

their feelings on the importance of jazz education when he 

said, "the educator must have a fundamental understanding of 

the 'now music' of our time and a willingness to use this 

music as a part of the formal instructional process" (p. 

29) • 

Another noteworthy supporter for the inclusion of jazz 

in the music curriculum was Gunther Schuller of the New 

England Conservatory of Music. Schuller (1978) expressed 

his view on the importance of jazz: 

The pcint of my life has been to see that jazz and 

classical music were looked on as equals. I want 

people to see that perhaps an improvisation by 

Jelly Roll Morton, Charlie Parker, or Charles 

Mingus is as great as a so-called masterpiece (p. 

11). 

Barr (1974) also summarized the four major points most 

often cited by educators in defense of jazz as an acceptable 

part of students' musical training: 



1) Jazz contains much that is of immediate value to 

the theoretical and technical growth of the young 

musician and is highly relevant to the musical 

dialect of 20th century America. 
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2) Jazz is the only truly indigenous American musical 

idiom, containing a high degree of complex formal 

scheme and format. 

3) Jazz is a musical art requiring a continually 

growing array of skills as demanding in their own 

way as those in classical music, and jazz contains 

unique musical skills to be learned which are not 

to be found in other types of music. 

4) Jazz in the curriculum would upgrade rather than 

disintegrate music standards (p. 26). 

And so the battle raged between those who felt jazz had 

a place in the music education curriculum and those who 

feared the disintegration of musical standards should such a 

suspect genre be included in the curriculum. A review of 

the literature indicates that this debate occupied much of 

the total literary output for almost fifteen years (circa 

1955-1970). 

From approximately 1970 to 1980 jazz educators turned 

their efforts from defending the place of jazz in education 

to developing curricula appropriate to the different 

educational levels. For example, works by Barr (1974), 



Ferriano (1974), Fisher (1981), McMahan (1977), Stephans 

(1976), Payne (1973), Hores (1977), and Williams (1972) 

focused on the development of jazz curricula at different 

educational levels. 

7 

The addition of a jazz ensemble to the curriculum is 

usually the first sign of a developing jazz curriculum. 

Ferriano (1975) investigated the growth of the jazz ensemble 

and concluded: 

1) with few notable exceptions, the jazz ensemble 

developed in secondary schools at a faster rate 

than in higher education until the mid-1960s. 

There was no significant growth of faculty

directed college jazz ensembles until the 1960s. 

2) The jazz ensemble in higher education has 

developed through the efforts of a small group of 

music educators. These educators have served as 

adjudicators, clinicians, consultants to the music 

industry. Many were active in the formation of 

the NAJE. 

3) Parallel support for jazz in the curricula came 

from the music industry and professional jazz 

musicians. 

4) The Tanglewood symposium of 1967 acted as a 

catalyst in getting the MENC to encourage the 

study of jazz. 



5) In secondary and higher education credit for jazz 

ensemble is still a rather new concept, although 

this situation has been changing since 1968 (p. 

5) • 

One of the most noteworthy of the early curricular 

models for a college jazz studies program was developed by 

Walter Barr (1974). He designed a curriculum to meet the 

needs of the Bachelor of Music in Performance, Jazz and 

studio Music Major, with recommendations for the potential 

jazz educator in the Bachelor of Music program. Based on 

the discussions of the International Association of Jazz 

Educators (IAJE) curriculum committee, that curriculum is 

considered by many jazz educators as a model for college 

jazz studies programs although; its adoption has certainly 

not been overwhelming, as noted in Balfour's 1988 study. 

8 

Balfour (1988) examined the status of jazz education in 

the California institutions of higher learning a The study 

investigated 27 colleges and universities in the California 

higher education system and compared them to the eight areas 

of the model jazz studies curriculum developed by Barr. He 

found that none of the 27 institutions surveyed met the 

guidelines and recommendations of Barr's model. Almost 

thirty years have now passed since jazz first appeared in 

the American classroom. Jazz programs have been successful 

at every educational level as measured by both performance 
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levels, curricular development, and student 

interest/development. Jazz is now recognized as an integral 

part of many college music curriculums as evidenced by the 

hiring of full-time jazz faculty and the inclusion of jazz 

studies programs in the music curricula of many schools. As 

previously noted, these events did not occur overnight but 

rather developed over a 30 year time frame. An overview of 

the history of the early years of this development will help 

set the stage for an understanding of the present study. 

History 

In 1947 M. Eugene Hall succeeded in establishing the 

first "stage band" course for credit at North Texas state 

University. According to Scott (1970, p. 4), "the term 

'stage band' was an euphemism designed to throw hide-bound 

educators off the track since no respectable college would 

sponsor a jazz band." 

During the first few formative years of the jazz in 

education movement in the united States, a few very select 

programs (most notably North Texas State, Berklee College of 

Music, and Eastman School of Music) were given early 

credence as they became the "hunting grounds" for several of 

the touring "road bands." The big bands of stan Kenton, 

Woody Herman, Maynard Ferguson, Buddy Rich, and others were 

famous for "raiding" the top bands of these institutions on 
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a regular basis as openings occurred in their bands. These 

leaders were justifiably proud of their newest recruits, and 

thus each night as the band members were introduced the 

institutions they had attended were introduced as well. 

Throughout the 1960s and 1970s one of the major venues 

for road bands was the high school and college campus. 

Naturally, many aspiring young jazz players were in 

attendance at these jazz concerts. Many of these young 

players saw an answer for their career hopes reinforced on 

the stage each night. It was common knowledge in musical 

circles that the only way to break into the "studio scene," 

the goal of many young jazz players, was by "paying dues" 

for three or four years with one of the major touring bands. 

Therefore, ·the easiest way to make that first connection 

with a touring group was by attending a school where you 

could be noticed by one of these road bands. Players from 

allover the country flocked to the schools they heard 

mentioned each night on the stages featuring their favorite 

bands. At one point in time North Texas state University 

boasted over ten big bands. The famous "One O'Clock" band 

became the premier group. Playing lead trumpet or jazz 

tenor in the "One O'Clock" band was almost a guarantee of a 

job offer from one of the major touring bands. It had not 

taken long for students to notice which schools the majority 

of the new players the road bands had attended. Several of 
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the directors of these rather prestigious groups were also 

the driving force behind a new organization associated, on 

its inception, with the Music Educators National Conference 

(MENC) and known as the National Association of Jazz 

Educators (NAJE). This association with MENC helped add a 

note of credibility within the academic community and seemed 

to silence many of those who had objected to the inclusion 

of jazz in the music curriculum. 

The events just mentioned transpired in the late 1960s 

and early 1970s. The mid and late 70s and early 80s saw a 

slow yet steady increase in the number of jazz studies 

programs recognized by the profession as worthy of note. 

still, no one had attempted to discover exactly why some 

programs had become outstanding while others retained a 

status quo existence. National jazz conventions provided an 

atmosphere that stimulated much speculation on this topic. 

That speculation ranged from ideas on the size of 

endowments/scholarships in the jazz studies area to the 

importance of a national reputation as a performing jazz 

artist for the director. 

Several prestigious colleges, desirous of improving the 

prominence of their jazz programs, hired new jazz faculty on 

the basis of their national reputations as performing jazz 

artists. Unfortunately, this was not the panacea it had 

first appeared to be. Some of these same colleges saw no 
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improvement in the quality of their programs but rather saw 

a decline in both enrollment and quality. Yet at the same 

time other schools were boasting a growth in the jazz 

studies area with directors who had no national visibility 

as performing artists. As a matter of fact, some of the 

outstanding jazz programs grew under the direction of 

faculty who did little or no performing themselves. 

What factors have been responsible for some programs 

emerging at the top of the profession? Are there 

innovations, new ideas, new teaching methods, etc. to be 

learned from an examination of these programs? This 

question is the central focus of this study. 

There seems to exist among jazz educators a consensus 

concerning "high profile" jazz programs, those which 

consistently produce fine ensembles, artists, and graduates 

who go on to be successful in the fields of performance, 

education, and the commercial music business. These might 

be considered "model" programs in the fields of jazz and 

jazz education. Their success has placed them in the 

enviable position of being considered "exemplary" or "model" 

programs by their peers. However, with all the visibility 

they have received at the national level, there is only 

speculation about what it is that has thrust them into the 

national spotlight in the jazz world. Although model 

programs have been investigated in other disciplines, 
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notably the social sciences and psychology, little or no 

research has been done in the areas of jazz studies and jazz 

education. 

Jazz educators have fought for over thirty years to 

justify the inclusion of jazz as a major component of music 

education. Their efforts have certainly been successful on 

a national level. One of the many purposes of educational 

research is to discover ways by which to improve an existing 

situation. An investigation of the characteristics that may 

influence the quality of jazz programs seems to be long 

overdue. This research will examine the differences and 

commonalities between two populations of jazz programs, one 

identified as outstanding by a panel of experts and the 

other a randomly selected control group. 

The Problem 

The task of strengthening all jazz programs is a major 

concern for jazz educators. While there exists a good deal 

of research in areas outside of music dealing with the 

benefits derived from the study of model programs, there has 

been very little research along this line in music 

education, and specifically jazz education. As might be 

expected, there are insights to be gained for improving the 

quality of all jazz programs by a closer inspection of these 

models. 
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purpose of the study 

The purpose of this study will be to determine what are 

the characteristics that distinguish "quality" from "other" 

programs, and what might we learn from a comparison of the 

two groups that might be meaningful to jazz education. The 

study will attempt to answer the question: (1) is there a 

consensus among a group of jazz authorities regarding the 

ten I~most effective" jazz programs in colleges and 

universities? and (2) Are there characteristics of jazz 

programs considered outstanding by the profession that are 

not present in randomly-selected college jazz programs? 

The differences between these groups will be presumed to 

have causal effects influencing the quality of these 

programs? In other words, it is the intent of this study 

to identify outstanding jazz programs and investigate the 

qualities/characteristics which differentiate them from 

their counterparts. For the purposes of this investigation, 

the terms "outstanding", "quality", "exemplary", and "model" 

are used interchangeably. 
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REVIEW OF LITERATURE 
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The importance of investigating evidence from model 

educational programs has been primarily demonstrated outside 

of the realm of music and music education. The impact of 

quality programs is only now seriously being studied in 

mainstream educational circles. There is, however, ample 

evidence in the general educational literature, as well as 

the literature of other disciplines, to suggest there are 

indeed benefits to be derived from a closer investigation of 

the characteristics of high-quality programs. 

The first section of this chapter will focus on the 

types of research being conducted in the areas of science 

and science education. There are several examples of 

strategies similar to the one utilized in this study that 

have proven useful in those disciplines. For example, 

studies by Bonstetter, 1984; Calhoun et aI, 1985; Casey, 

1989; Gautney, 1988; Kesling, 1982; McCartney et aI, 1985; 

Murphy, 1990; Norris et a.l, 1988; Olenchak et aI, 1989; 

Soderblom, 1983; Vandell, 1983; Weller, 1987; and Zoller, 

1986 all document the importance of research into the 

characteristics of high-quality programs. 

One of the most convincing arguments for the study of 

these models comes from a 1983 study sponsored by the 

National Science Foundation (Yager, 1983). The 1982 Search 
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for Excellence in science Education had recognized 50 

exemplary programs in physics, chemistry, biology, and earth 

science. The Yager study identified four goal clusters 

(personal needs, societal issues, fundamental knowledge, and 

careers) and viewed the areas of curriculum, instruction, 

evaluation, and teachers. The professional organizations 

representing each discipline then selected one exemplary 

prototype in each of them. The four programs were analyzed 

in terms of each other and compared with the collective 

generalizations observed in the study of the 50 National 

science Teachers Association [NSTA] exemplary program study. 

Additionally, six centers of excellence were chosen for 

extensive visitation. The generalizations synthesized from 

the reports of the on-site visits can be summarized as 

follows. Excellent science programs: 

1) Are designed to be excellent 

2) Involve several years of focused, intensive in-

service 

3) Use a locally developed curriculum 

4) Do not place textbooks in a central position 

5) Emphasize team teaching 

6) Have a science supervisor who plays a key role and 

who is active in professional organizations 

7) Have strong central and building administrator 

support 



8) Provide visible impact on other school programs 

9) Follow well-organized plans for development and 

implementation 

10) Have close ties with higher education 

11) Are still evolving 

12) Have a strong community involvement and support 

13) Have teachers who are extremely active 

professionally 

14) Are recognized as excellent in the particular 

district 

15) Have unique features which provide observable 

local ownership and pride 
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Many differences were apparent between the four 

exemplars identified by the professional organizations and 

the six centers of excellence. There was much more emphasis 

upon the content of science in the discipline-oriented 

exemplars; most depended on textbooks to a greater degree. 

"By and large the programs of the centers of excellence 

tended to begin as a major departure from an existing course 

and/or program. They tended to be more revolutionary than 

any of the four discipline-oriented exemplars" (Yager, p. 

89). Another interesting point made by Yager pertinent to 

the centers of excellence was that these programs often 

represented a new idea and many times had to be "sold" and 

allowed to develop. The other programs were more a result 
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of evolution and improvement rather than a sudden new idea. 

Interestingly, another major difference was the visibility 

of the department chair. The discipline-oriented exemplars 

had a much more visible department chair. 

Similarities between the programs included the team 

approach to instruction and a well-developed plan for 

continued staff development, student evaluation, and program 

evaluation. There existed a certain colleagiality among the 

staff in the excellent programs. That feeling extended to 

the administration as well. Teachers were a strength in 

both sets of programs. However, there was more evidence of 

added involvement of other educational and community leaders 

in the NSTA centers of excellence. Teachers in both groups 

were extremely active professionally at the local, state, 

regional, and national levels. "Teachers in all the 

exemplary programs tend to be extremely energetic -- perhaps 

they can be described as workaholics" (Yager, 1983, p. 90). 

The summary of this report includes observations which 

may have a close parallel in the realm of jazz education. 

Items reported were: 

1) Programs attempt to utilize the best views of 

practicing scientists from a particular 

discipline. 
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2) Programs involve students directly in the 

particular science by means of laboratories, field 

e~~eriences, and community related 

projects/activities. 

3} Programs continue to evolve and involve teams of 

teachers as well as other school and community 

leaders. 

4) Programs involve teachers who continue to grow and 

to be involved, who add a personal dimension to 

the program, and who seek new ideas. 

5) Programs are viewed as meeting a variety of goals 

and needs. 

6) Programs have specific plans, formats, parameters; 

they revolve around a special structure--often the 

essence of a particular discipline of science. 

7) Programs are concerned with the affective domain 

and all-around growth of students. 

8) Programs are designed with science applications in 

mind and with the use of the content included and 

considered. 

9) Programs include much tradition, student and 

public popularity, and a strong teacher ownership 

component. 
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10) Programs utilize the best of current thinking from 

the current leadership, especially that associated 

with national curriculum development. 

Another University of Iowa study, based upon data from 

the previous report, relevant to the current study 

investigated characteristics of teachers associated with 

exemplary science programs (Bonnstetter, 1984). This 

project compared 231 teachers in 53 programs identified in 

the NSTA study with national norms. The findings provide 

some interesting insights which may also have a parallel in 

the present study. Bonstetter found that key teachers of 

exemplary programs, when compared to teachers in general: 

1) were older and have more teaching experience; 

2) were more likely to have a masters degree or 

higher and have more recent involvememnt in 

college credit courses; 

3) were more likely to find other teachers, subject 

specialists, inservice programs, professional 

organization meetings and journals as good sources 

of information; 

4) read two or more professional journals 

regularly, 

5) have a high enthusiasm for teaching; 

6) have curriculum that tend to be locally developed 

and is not textbook centered; 



7) use more hands-on-manipulatives and laboratories 

and lecture less than teachers in general; 

8) find staff inservice training important; and 

9) maintain close ties with local colleges and 

universities. 
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The second section of this chapter looks at several 

comparative studies in education that have also utilized 

these strategies in numerous areas outside the sciences. 

Gautney (1988) compared practices in exemplary programs for 

nontraditional women students in six Philadelphia area 

institutions of higher learning. The findings were used to 

develop recommendations for guidelines to facilitate future 

planning and development of the continuing education program 

at Immaculata College. A comparative analysis was made to 

identify successful program practices, problems, issues, as 

well as strengths and weaknesses. Findings indicated that 

the success of these programs was the result of dedicated 

adult educators who fulfilled student needs despite system 

deficiencies and that dedicated staff must be balanced with 

an effective structure. 

A 1982 study investigated music programs in the public 

community colleges of Tennessee and other public community 

colleges accredited by the Southern Association of Colleges 

and Schools (Kesling, 1982). The study sought to determine 
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the state of music programs and instructional practices 

within these institution and to develop strategies for the 

improvement of music curricula based upon standards 

established by the Music Educators National Conference and 

the National Association of Schools of Music. A disparity 

among the Tennessee community colleges was reported when 

compared with the MENC standards. It was concluded that 

southern public community colleges ara in need of upgrading 

their music curricula. Additionally, the report proposes 

strategies to serve as a basis for upgrading music programs 

in Tennessee and other southern public community colleges, 

and proposes a "model music program" based upon the 

strategies. 

The values associated with the study of exemplary 

programs were also recognized in a 1985 study investigating 

selected exemplary programs for the gifted in Pennsylvania's 

secondary schools. The purpose of the study was to develop 

implications for program development. Implications derived 

from this study suggest few commonalities exist among the 

schools surveyed in regard to gifted education (Soderblom, 

1985). It should be noted, however, that this study was 

limited to exemplary programs in the state of Pennsylvania, 

and the sample size (n = 13) was relatively small. 

Extension educators have also focused on the merits of 

studying exemplary or high quality programs as well. A 1989 
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University of Minnesota study looked at program planning 

from the agents' point of view (Casey, 1989). Rather than 

discovering what agents thought they should do or what 

administrators wanted them to do, the study sought to find 

out what worked for agents, according to or despite what 

models or theories may tell them to do. Extension educators 

had regularly assumed that exemplary programs were the 

result of exemplary program development, as opposed to luck 

or chance. Two groups (exemplary and non-exemplary) of 

agents were identified and studied. Two distinct 

differences between the groups were found. Non-exemplary 

agents looked to people within the organization or their 

county for programming ideas. In contrast, exemplary agents 

were eclectic in their search for programming ideas. 

Furthermore, exemplary agents did not rely on their advisory 

groups for programming ideas. Non-exemplary agents relied 

heavily on input from advisory groups to guide the direction 

of programming. 

other areas of education have found the study of 

exemplary programs useful as well. For example, a 1989 

study of model preschool education programs by the United 

states House of Representatives concluded that n ••• studies 

show that model programs can produce long-term benefits that 

exceed the value of the original program investment ••. 11 

(Haskins, 1989) More specifically, the study found evidence 



of improvement on long-term measures of school performance 

such as special education placement to be sUbstantial for 

model programs but thin and inconsistent for Head start. 
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The National Association for the Education of Young Children 

offered a list of questions that should be used as 

guidelines when legislation to create new or expand existing 

programs for young children and their families is being 

considered. They contended that these guidelines will 

assure that high quality programs are implemented. (National 

Association for the Education of Young Children, 1987) 

Another study compared varying quality day-care 

programs in Bermuda. Twenty-two disadvantaged children 

attending a high-quality, government-run intervention 

program were compared with 144 children attending other day

care programs on intellectual, language, and social skills. 

Although the intervention students had less intelligent 

mothers of lower occupational status, they were rated by 

their caregivers as having better communicative skills and 

were rated by both their parents and their caregivers as 

more considerate and more sociable than students attending 

other day-care programs. (McCartney et aI, 1985) A similar 

study examined the relationships between variations in 

program quality and children's functioning. The social and 

non-social behavior of 53 middle-class preschoolers in six 

high, moderate, and low-quality daycare centers was 
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contrasted. Students in the high quality centers were more 

likely to interact positively with adults, while children in 

lower quality programs were more likely to engage in 

solitary play and aimless wandering. (Vandell et aI, 1983) 

The notion that changing the model (curriculum) may 

induce a more effective outcome was investigated in a 1985 

study involving medical students. This study evaluated the 

instructional effectiveness of a new biopsychosocial 

medicine curriculum model using criterion-based measures of 

medical students' patient history taking. Results showed 

that students who received the biopsychosocial curriculum 

were significantly more skilled in identifying, documenting, 

and translating patients' psychosocial data and predisposing 

risk factors than students who received the prior 

biomedical, disease-oriented curriculum. (Calhoun et aI, 

1985) 

It has been stated that the effectiveness of high

quality (model) programs should be of considerable interest 

to the field of education. A somewhat larger study 

examining the effects of the Schoolwide Enrichment Model of 

J. S. Renzulli and S. M. Reis was documented by the 

University of Alabama college of Education. This study 

involved 1,698 elementary students, 236 teachers, and 120 

parents at 11 elementary schools. Results showed that 

student attitudes toward learning were positively enhanced 
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by participation in the schoolwide enrichment treatment. 

(Olenchak, F. et al, 1989) Effectiveness of program models 

was also reported in a 1986 Israeli study of smoking, drug, 

and alcohol education. A program model, the modified 

smoking and cigarette smoke (MSACS), compared attitudes, 

values, decision making, and social competency in two groups 

of 170 Israeli high school students. Results supported the 

value of both the program model and the methodology of its 

effectiveness evaluation (Zoller et al, 1986). 

The implementation of model programs has also been of 

considerable interest to the educational community. A 1987 

Texas Education Agency (TEA) pilot study sought to identify 

a valid, reliable, and manageable way to use the expanding 

"effective schools" database to guide school accreditation 

development. The theoretical basis for the incorporation of 

effective schools correlates with the Campus Effectiveness 

Model (CEM). A positive relationship existed between the 

results of pupil performance and CEM implementation (Norris 

et al, 1988). 

The positive effects of outstanding programs were 

further documented in an evaluation of a Title I math 

program in Des Moines, Iowa which served 1483 students in 

grades 1 through 8 during the 1980-81 school year. The 

elementary-program was identified by the National 

Dissemination Review Board as an exemplary program, 
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indicating that it was effective and able to be replicated 

in other districts. Results of the evaluation indicated 

that the program had an impact on students' academic 

achievement, as evidenced by the improvement in average 

percentile rank from fall to spring. other benefits noted 

in the report included secondary students indicating a more 

positive attitude toward learning at the end of the school 

year and also having a better attendance rate than non-Title 

I students (Schoenenberger et aI, 1981). 

A 1986 paper presented at the annual meeting of the 

Society of Educators and Scholars emphasized the 

availability of several models for improving school 

effectiveness which highlight the role of the principal. It 

observed that administrators do not regularly reflect on the 

important aspects of their professional roles or analyze the 

factors that may make it difficult for them to implement 

given models of effectiveness in their particular settings. 

This paper proposes a model for self-appraisal by principals 

and suggests picking a model that best meets their needs, 

then matching their own abilities with those required of 

administrators by the model. (Miserandino, 1986) 

This concept seems to have important implications for the 

entire field of education. 

The final section of this chapter deals with research 

that is particularly relevant to the present study. There 
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appears to be sUbstantial documentation in the literature 

emphasizing the importance of considering the implementation 

of program models and the apparent effectiveness of these 

models in several educational settings. A 1974 dissertation 

by Walter Barr outlined a model jazz studies program (Barr, 

1974). A later study attempting to ascertain the status of 

jazz education in the preparation of music educators 

compared the colleges and universities in the California 

state University and University of California, systems with 

the model developed by Barr (Balfour, 1988). Results of the 

Balfour study included the following: (1) Whereas the jazz 

education activities in the California state University and 

University of California systems were numerous, varied, and 

widespread, prescribed courses in jazz pedagogy and/or 

preparation were isolated occurrences when this study was 

undertaken. (2) In 1987 none of the music curricula of the 

California state University or University of California 

institutions met the recommendations and guidelines of The 

Jazz Studies Curriculum as developed by Walter L. Barr. (3) 

In the survey of prevailing attitudes and opinions of 

designated heads of jazz studies at the 27 institutions 

participating in the study, a majority of the respondents 

believed that more attention needed to be given to jazz 

pedagogy and curriculum reform in the preparation of music 

educators. 



29 

The following recommendations resulted: (1) More 

extensive jazz education opportunities should be offered at 

the undergraduate level in California state Universities and 

University of California institutions for prospective music 

educators. (2) The California state University and 

University of California music departments should consider 

The Jazz Studies Curriculum developed by Walter L. Barr as a 

curriculum model for delivering jazz education to 

prospective music educators. (3) Further research should be 

completed replicating the design of the present study to 

investigate jazz education offered by universities in other 

states. 

A single reference dealing with developing objectives 

for a model studio pedagogy component in the undergraduate 

curriculum was the sole reference that could be located 

dealing with the use of models/model programs in the applied 

jazz area (Murphy, 1990). The fact that only one such model 

could be found in the literature for the area of applied 

jazz studies emphasizes the reality that we actually do not 

know or understand why certain programs have attained such 

prominence in the jazz world (thus we have no model) and 

highlights the need for additional research in this field. 

A great deal of the literature surveyed has stated or 

implied the importance of the teacher's role. As mentioned 

previously, several very excellent schools hired new jazz 
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faculty on the basis of their reputations as performing jazz 

artists. consequently, the diversity in critera used in 

selecting jazz educators was also a natural topic of 

interest to this study. A 1985 study supports the argument 

that jazz specialists are indeed the primary instructors in 

institutions where jazz courses total more than one-half of 

an instructor's minimum load. Johnson (1985), in a study of 

603 colleges, found that most institutions that have jazz 

offerings equal to half or more-than-half of an instructor's 

minumum class load, assign those classes to a full-time 

instructor who is also qualified as a jazz specialist rather 

than assigning jazz classes to part-time instructors or 

instructors who may be poorly qualified to teach jazz. 

These results would certainly seem to imply that there 

are indeed well-qualified jazz faculty teaching jazz related 

courses. This is in sharp contrast to the feelings 

expressed by David Baker in 1979. Baker (1979) suggested 

that "as with the public schools, there is a shortage of 

qualified teachers." He expressed his concern about the 

future of jazz education by stating: 

Presently, most [college] jazz educators come from 

one of three basic backgrounds: (1) jazz 

performers with little or no teaching background; 

(2) teachers with little or no jazz performance 

background; (3) classical performers/educators 



with little or no jazz background. Colleges will 

have to strongly consider experience and 

background in the jazz idiom as equivalents to a 

college degree when selecting jazz instructors. 

(Baker, 1979, p. 19) 

This statement strongly supports the idea that music 

departments actively seek jazz faculty from the ranks of 

jazz performers. 
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The pre-1988 NCATE standards, although rather broad in 

scope, seem to lend support to the importance of formal 

preparation and professional experience. The pre-1988 NCATE 

Standards stated: 

The competence of faculty ••• [is] evidenced by 

their formal preparation and by their committment 

to scholarship, research, and professional 

practice ••• Faculty members are expected to 

display a high order of active scholarship, to 

have done original research, and to have 

appropriate experience in professional practice to 

support the respective advanced programs ••• faculty 

members who instruct prospective teachers need 

frequent contact with school environments so that 

their teaching and research are current and 

relative. (NCATE, 1985, pp. 20-23) 



Somewhat more precise criteria were to be established 

in 1988. The NCATE document then suggested that: 

faculty will have earned the terminal degree or 

have exceptional expertise in their field ••• view 

themselves as members of the training and research 

arm of the teaching profession ••• (and) demonstrate 

a committment to and evidence of inquiry 

activities that support their field of 

specialization." (NeATE, 1988, p. 76) 
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A 1987 study involving 243 deans of teacher education 

programs identified four quality indicators found in the 

vitae typically used by accrediting agencies, namely: "(a) 

preparation in the area of specialization, (b) publication 

in refereed journals, (c) previous teaching experience, and 

Cd) institutions granting terminal degrees" (Moore, p. 45). 

Preparation in the area of specialization is again 

considered to be of primary importance. 

A University of Texas report on recruiting and 

selecting college faculty described the selection process: 

"Faculty were sought who had subject knowledge and 

enthusiasm for the discipline, enthusiasm for teaching, 

empathy for students, commitment to high academic standards, 

and the ability to get along with colleagues and 

administrators" (Cardozier, 1985, p. 13). 
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Selection of qualified faculty may not be quite as easy 

as it might first appear, however. Eustace noted that: 

Selection is not of course based only on scholarly 

excellence. operational needs must have as a 

high- priority the requirement to offer a 

programme; to cover a curriculum; to accomodate 

academic interests for academic citizenship and 

minimal compatibility; and to administer. 

(Eustace, 1988, p. 75) 

The evidence certainly suggests that faculty do play a 

very important role in the development of any program. To 

what degree a particular jazz program's success can be 

attributed to an individual faculty member is still 

uncertain. The demands on jazz faculty are undeniably 

broadened each year. Jazz faculty are expected to maintain 

the quality of their ensemble programs, teach a multitude of 

new courses involving state of the art high-tech equipment, 

teach the traditional jazz-oriented courses, and maintain 

their own professional performing activities. Also, within 

the last few years there has been a demand for jazz courses 

designed for music education majors. 

The failure to include jazz in the music education 

curriculum has been to some extent reversed as more and more 

colleges and universities have seen the desirability and 

need for adding jazz courses to the music education 
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curriculum. The majority of colleges, 81%, offer some type 

of jazz course as an elective (Barr, 1983). Most colleges 

do encourage their music education students to take jazz 

electives, but only 16% require a jazz-related course for 

fulfillment of a music education degree (Barr, 1983). Well 

over one-half million students were participating in jazz 

ensembles by 1979, and over 70% of the 30,000 middle and 

high schools in the United states had at least one jazz 

ensemble (Suber, 1979). "Due to degree requirements, many 

future music educators never get the opportunity to 

experience even the minimum jazz experience" (Newman, 1982). 

Two recent surveys (Fisher, 1981; Tracy, 1986), suggest that 

high school directors are becoming increasingly aware of 

their deficiencies in this area. Over 90% of those surveyed 

(n = 125) felt that jazz education courses should be 

available to music education majors. Although 60% of those 

questioned had experienced directing a jazz group of some 

type, not one individual had received an undergraduate 

course dealing with directing a jazz ensemble. This trend 

is being reversed as new courses are being added to 

accomodate music education students. 

Finally, a very effective methodology, similar to the 

one utilized in this study, was recently employed in a study 

of college instrumental conducting programs. This study 

investigated nineteen instrumental conducting programs 
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identified as "most successful" to determine the sound 

sources used and other aspects of the successful conducting 

program (Weller, 1987). Previous research had not 

determined if the these factors had a bearing on the quality 

of preparation of the conducting student. 

This study was a three-phase descriptive investigation. 

Phase I identified a panel of experts in conducting. In 

phase two, the experts selected the twenty successful 

instrumental conducting programs which were then examined in 

phase three to determine: (1) the extent to which live or 
>.C' 

recorded sound sources are used in instrumental conducting 

classes; (2) the advantages for live and recorded sound 

sources; (3) if the sound source used has any effect on the 

success of the program; (4) if live ensembles are used, are 

they drawn from the class or are existing ensembles made 

available; (5) if there are other factors which would 

strongly influence the success of the program. 

The responses from the selected programs indicated that 

the following recommendations and implications were 

appropriate: 

(1) The choice of sound source is among the most 

important factors contributing to the success of the 

instrumental conducting program, although other factors 

contribute in some programs. 



(2) Live ensembles outside of the conducting class 

should be made available to the conducting student at 

least on occasion. 
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(3) Live sound sources should be used a majority of the 

time for the conducting experience. 

(4) Recorded sound sources do not teach the necessary 

instigating motions or leadership skills for conducting 

but may be used for other aspects of the study of 

conducting. 

(5) Private instruction and conducting seminars should 

be required at the graduate level. 

(6) A minimum of 60% of the class time should be spent 

conducting. 

(7) Two conducting courses should be required at the 

undergraduate level. 

(8) Conducting courses first should be offered in the 

third year of the total program to allow for the 

prerequisites of aural skills/theory and large ensemble 

participation. 

(9) The conducting class should meet three hours each 

week. 

It is the intent of this study to utilize a similar 

methodology to investigate quality jazz programs. Quite 

clearly the strategy of comparing a "select" group with a 

"random group" is not a new one. However, as the previous 
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material strongly suggests, it is one of the most effective 

methods of investigating differences and commonalities. 



Chapter III 

DESIGN OF THE STUDY 

Identification of Schools 
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In phase one of this study several sources were 

utilized to identify the select group or "outstanding" 

group. Each of the four separate sources was considered to 

be knowledgeable in the field of jazz education, and thus 

input from the four sources was evenly weighted. A letter 

was sent to the divisional chairperson of each of the nine 

(9) regions of the United States, as designated by the 

International Association of Jazz Educators (IAJE), asking 

for input in identifying the top 10 college jazz studies 

programs in this country. (See Append~x A) Space was also 

provided for comments. Divisional chairpeople are selected 

not only on the basis of their expertise in jazz but also on 

the basis of their dedication to jazz and their knowledge of 

the state of jazz education in the country. They are people 

who are considered by the national office of IAJE to be 

abreast of what is currently happening in jazz education. 
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Additional information for this phase of the study was 

obtained from a 1985 dissertation by Keith Johnson. In the 

Johnson survey respondents, usually administrators (n = 

603), were asked to cite institutions to which they look to 

recruit jazz specialists. The institutions listed in order 

of their most frequent citation were as follows: 

North Texas state University 167 
University of Miami 64 
Indiana University 60 
Eastman School of Music 58 
Berklee School of Music 56 
University of Northern Colorado 25 
University of Illinois 12 
Arizona State University 10 
California state University-Northridge 9 
Ohio state University 7 
University of Southern California 6 
New England Conservatory 5 

Johnson's survey also recorded 40 other colleges and 

universities receiving fewer than five citations. (Johnson, 

1985) 

The previous study reflects the opinions of music 

department chairs (usually not jazz specialists) on where to 

recruit jazz faculty. In the brief period of time since the 

publication of this study several events have occurred which 

undoubtably had an impact on this listing. These include: 



1) the emergence of new schools specifically 

designated as "jazz schools" 

2) the new emphasis that some existing schools 

have placed in the jazz area 

3) the de-emphasis that some schools have placed 

on the jazz area 

4) the death of or change of institution of some 

of the major figures associated with a 

particular school 
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Additionally, the national office of the International 

Association of Jazz Educators was contacted for information 

on the outstanding jazz programs in the country. Although 

unwilling to prioritize outstanding programs in any 

particular order, the executive director, Mr. Bill McFarlin, 

was happy to identify the programs considered to be most 

"outstanding" by the national office. 

Berklee College of Music 

California state-Northridge 

California state-Los Angeles 

California state-san Diego 

Eastman School of Music 

Grove's School of Music 

Indiana University 

Manhattan School of Music 

Musician's Institute 

New York University 

Those programs were: 



North Texas state University 

Oberlin College 

Rutgers University 

The New School 

University of Cincinnati 

University of Northern Colorado 

University of Massachusetts-Amherst 

University of Miami 

University of Missouri-Kansas city 

University of North Florida 

University of Southern California 

University of Texas-Austin 

William Paterson College 
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Mr. McFarlin based this selection upon three overriding 

principles. They were: 

1) The seriousness of the school's commitment. 

This is reflected primarily in the areas of 

faculty and equipment. 

2) The implementation of a diversified curriculum. 

This is reflected primarily in: 

A) Emphasis on more than one genre of music 

in the curriculum (i.e. dixieland, big 

band, combos, fusion, etc.) 

B) Coursework leading to several options for 

students 

3) A record of successful graduates in the music field 

This is reflected primarily by: 



A) Graduates who are successful in diverse 

areas (i.e. music performance, music 

industry, music business, etc.) 
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B) Graduates who have made a contribution to 

the field of jazz 

Finally, a personal interview with jazz 

pianist/composer and educator Billy Taylor also provided 

valuable data as well as some interesting insights. Dr. 

Taylor has a long history as one of the most knowledgeable 

and dedicated jazz educators in this country and was 

therefore also considered an "expert" for this phase of the 

study. Although he stressed the fact that in some 

instances it had been a couple of years since he had had any 

actual first-hand experience with some of the jazz programs 

cited, he listed the following as being outstanding: 

1) North Texas state University 

2) University of Miami 

3) Eastman School of Music 

4) Berklee College of Music 

5) william Paterson College 

6) University of Massachusetts 

7) University of Northern Colorado 

8) Oberlin College 

Dr. Taylor felt that each of these programs offered 

students something unique and different. In some cases that 
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difference was an instructor, while in others the difference 

may be a philosophy or a unique course. He believes that 

each of these schools prepare their graduates for a choice 

of several careers and that graduates emerge with a "whole 

lot of skills" (Taylor, 1991). 

Completed survey forms were returned by 77%, or seven 

of the nine IAJE divisional chairpersons. All responses 

were received within the first month after mailing. Two of 

the nine divisions of IAJE were in the process of changing 

chairpersons, which may account for the two responses that 

were not returned. The initial letter was sent two 

additional times to those individuals with no response. 

Results of the survey sent to IAJE divisional 

coordinators, the Johnson study (1985), the response from 

the Executive Director of IAJE, and the interview with Dr. 

Billy Taylor were compiled and recorded. Each respondent 

was considered to have one "vote" in this survey. The total 

number of possible "votes" for anyone institution was 10. 

The schools identified by the four sources (experts) in 

this phase of the study are shown in Figure 1. 
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Figure 1. outstanding College Jazz Studies Programs 
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Note. The total number of possible responses was 10. 

The total number in the "most outstanding" population 

was increased to 13 because of a four-way tie for the tenth 

position. The researcher decided that a larger population 

would yield more accurate results, therefore, all 13 

institutions were sent questionnaires and included in the 

"most outstanding" population. (see Figure 1) 

The survey form sent to IAJE divisional coordinators 

also provided space for respondents to comment on 

characteristics which they felt may have contributed to the 

success of the programs they had identified. Many of the 

comments were very interesting; they are included in this 

chapter because they aided in the development of the 



questionnaire sent to the survey populations. One 

divisional coordinator responded: 

1) Staff - Excellent performers and educators 

2) Expose students to real and practical jazz 

experiences 
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3) Improv classes (not just theoretical in nature) 

Another respondent emphatically stated: 

1) Dedicated teachers 

2) Good publicity 

3) Albums 

4) Involvement in national organizations 

5) Depth of course offerings 

6} Diversity of program 

7) Administrative support!! 

The Eastern Regional Coordinator, Dr. George west of 

James Madison University in Harrisonburg, Virginia, replied, 

"with the exception of Berklee, which is a connnercial music 

school in focus, the above institutions present a balanced 

curricula of small and large ensemble jazz performance, 

necessary courses in jazz history, literature, 

improvisation, theory, composition/arranging and have 

qualified, experienced teachers/players in all normally 

related jazz instruments, including voice." 

Midwest Region Coordinator Tom Streeter of Bloomington, 

Illinois had a succinct reply. He summed up his feelings in 

two words, "strong leadership." 
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North Central Divisional Coordinator Neil Hanson of 

Powell, wyoming stated, "many of these programs do a much 

better job of promoting themselves." He added, " . ••• maln 

characteristics for selection: tradition (a history of 

excellence), diverse opportunities in jazz and excellence in 

performing ensembles and faculty." 

Central Region Coordinator Bryce Luty of Hutchinson, 

Kansas noted, "all of these bands have performed at the 

national IAJE meetings from 1984 - 1991." 

Finally, one respondent placed an asterisk alongside 8 

of the 10 institutions he had listed and noted, "all the * 
programs have both vocal and instrumental jazz programs of 

note." 

After identifying the first population, the 

"outstanding" group, the second population was selected 

randomly from a list provided by IAJE of approximately 669 

institutions with jazz programs. Thirty-four schools were 

randomly selected to receive the questionnaire for the 

second phase of this study. 

The Survey Instrument 

Because each of the two sample populations would 

receive the same survey instrument, constructing the 

questionnaire necessitated allowing for differences in the 

types and sizes of programs that might be encountered in the 

study. The four-part survey instrument examined numerous 



areas that might be expected to have an impact on the 

success of a jazz program. 
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Survey items were primarily drawn from the author's 

personal experience with college jazz programs as well as 

from the responses of the IAJE Divisional Coordinators and 

several meetings with the researcher's colleagues. Several 

of the items had their origin in conversations, occurring 

over a period of several years, with other jazz educators 

who speculated about which characteristics might be 

responsible for various programs attract~ng national 

attention. Many of the survey items attempted to assess 

characteristics which might normally be expected to impact 

upon the quality of a program and for which no empirical 

data were found to exist. Additional input for survey items 

was received from Jeffrey Haskell, Director of Jazz Studies 

at the University of Arizona, Tom Ervin, professor of 

trombone at the university of Arizona, and Dr. Billy Taylor, 

noted jazz pianist and educator. The complete survey 

appears in Appendix B. 

Part I of the survey sought to obtain data on the 

teachers of jazz courses in the institutions surveyed. This 

included full-time jazz faculty, adjunct teaching faculty, 

teaching assistants, and non-jazz faculty who teach jazz 

courses. Questions were designed to secure data that would 
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reflect commonalities as well as differences between the two 

populations. 

Part II of the survey asked respondents to assess their 

organizational strengths and weaknesses as well as the 

financial structure of their program. Questions designed to 

describe the budget allotted the jazz department were also 

included in this section. The remainder of this section 

asked respondents to describe recruiting procedures, 

scholarship programs, and the importance they placed on a 

variety of activities usually associated with their 

position. Items included in this portion of the survey 

included: 

1) clinic appearances 

2) solo appearances 

3) high school visitations 

4) membership in state organizations 

5) membership in national organizations 

6) professional playing 

7) research activities 

8) in-service training 

9) curriculum development 

10) publication 

The third portion of the questionnaire sought to 

ascertain the overall performance history/practices of the 

jazz area. Question items dealt with performance 
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opportunities for students, the availability of professional 

playing and recording opportunities, opportunities for 

professional contacts for students, and the proximity and 

availability of jazz-oriented listening opportunities. 

Another topic of interest surveyed in this section included 

questions on the types of students involved in the 

ensembles. This information seemed important because the 

researcher had often heard the charge that many of the so

called "high-powered" ensembles were really composed of 

professional musicians who were taking only one hour of 

ensemble credit to play in a top jazz ensemble. As such, 

they could not really be considered typical students but 

rather "ringers" used to bolster an ensemble that might be 

only mediocre without them. 

The times available for jazz ensemble rehearsals were 

also examined in this section. Previous experience had 

suggested that jazz groups were often relegated to evening 

rehearsal times. Reasons most often cited included 

accommodating the schedules of non-traditional students 

(specifically students working full-time jobs during the 

day) as well as the reluctance of some institutions to 

include jazz rehearsals in an already overcrowded school 

day. 

The fourth and final portion of the questionnaire 

investigated differences which may occur in the area of 

curriculum. Questions in part four dealt with demographic 
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information relating to the size of the jazz program within 

the context of the entire music program and jazz courses 

offered. Additional questions focused on courses required 

of and available to music education students as well as 

items on the development of the curriculum and the direction 

recent enrollments have taken. The final question of part 

four was open-ended, allowing respondents to describe any 

unusual features within their curriculum. 

Two drafts of the survey were presented to several 

local jazz educators, and modifications were made from their 

recommendations. The final form of the questionnaire 

evolved following this initial pre-testing and evaluation. 

As a result of this pre-testing and evaluation procedure, 

several changes were made in the body of the questionnaire. 

Additional suggestions were made by the researcher's 

advisor, Dr. steven K. Hedden, to clarify several portions 

which were perceived to be ambiguous or lacking in 

structural clarity. Response alternatives were re-adjusted 

to allow either a "checked" or fill in the blank response. 

These measures were taken to insure a greater degree of 

validity, reliability and consistency in the measuring 

instrument. 

Data Collection and Recording 

The jazz educator population teaching at the college 

level as listed on the membership rolls of the International 

Association of Jazz Educators totaled 669 members. Five 
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percent, or 34 members of the total population were randomly 

selected as survey recipients. 

A second letter and copy of the survey were sent three 

weeks later to those not responding from both populations. 

(See Appendix A) The first copy of the survey form and 

cover letter were mailed at the end of the spring semester. 

The timing was unfortunate as many of the respondents had 

already left for their summer vacations and other 

responsibilities. This necessitated several follow-up 

letters, postcards, and phone calls. A third copy of the 

survey and a postcard were sent at the end of the summer of 

1991. This final "mass" attempt met with some success and 

yielded the final populations included in each of the two 

groups. Seventy-one percent of the sample eventually 

returned the completed questionnaire form. 

The "outstanding" population totaled 13 (after 

adjusting for the four-way tie); 85% of this population 

responded. Of the 11 replies received from this population, 

one was rejected because the emphasis and direction of the 

program had recently been changed and no longer fit the 

criteria of the study. 

The data collected were placed in a spreadsheet for 

analysis and ease of reporting. Many of the responses can 

only be tabulated and were not evaluated with inferential 

statistics because of the nature of the items themselves. 

The items lending themselves to statistical treatment are 
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reported in Chapter IV. The primary statistical techniques 

utilized were Analysis of Variance CANOVA) and chi-square. 
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Chapter IV 

DATA ANALYSIS AND INTERPRETATION 

Introduction 

The survey instrument utilized in this study sought to 

ascertain differences between the two populations to which 

it was presented. These differences are described in Parts 

I, II, III, and IV of this chapter. 

As a preface to the data analysis, two matters of some 

relevance should be addressed explicitly. One of the 

programs, identified in the first phase of this study as 

"outstanding" had recently changed its emphasis, and 

therefore the author excluded the school from the second 

phase of the study. Another of the programs identified as 

"outstanding" in phase one (Berklee College of Music) can be 

described as solely a "jazz school." Because Berklee is 

strictly a jazz school, the survey responses from this 

institution often placed it in the position of being an 

"outlier." For this reason, the results reported sometimes 

exclude the data from Berklee (depending upon the nature of 

the particular survey item); the reader always will know 

whether data have been excluded. Also, several instances of 

incomplete data are reported in Chapter IV. In some 

instances respondents checked items rather than reporting a 

number as requested by the item. There was also uncertainty 

surrounding one item which requested a ranking. These 
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problems were not apparent in the pilot study. The most 

logical explanation is that at least some respondents in the 

main study were rushed in completing the survey while those 

in the pilot study were looking for problems within the 

instrument and took more time to read each item carefully. 

The data received from respondents appear to be 

reliable and consistent with the authors knowledge of the 

programs in each of the two populations. As a past 

divisional coordinator for the International Association of 

Jazz Educators, and as a member of several committees which 

include the director of jazz studies at many of the 

institutions in the study, the author feels the data 

received can be trusted. Most of the non-responses to 

individual items appear to be accidental in nature or a 

result of respondents not having immediate access to the 

information requested. 

Part I (Faculty) 

There are some SUbstantial differences between groups 

in the general category of faculty. Part I of the survey 

asked respondents to describe faculty at their institution 

involved in the teaching of jazz courses. As mentioned in a 

previous chapter, Bill McFarlin, the executive director of 

IAJE, noted in his comments that one measure of the 

commitment an institution places on jazz education is 



reflected in its emphasis on faculty, adjunct faculty, and 

teaching assistants. The first three questions of the 

survey sought to investigate these areas. 

Table 1 shows the mean results of survey items l(a), 

l(c), 2(a), and 3(a), the questions dealing with number of 

faculty teaching in the jazz area. 

Table 1 

Mean Number of Full-time Faculty, Adjunct Faculty, and 

Teaching Assistants Teaching within the Two Populations 

MEAN NUMBER OF JAZZ FACULTY 

FULL-TIME ADJUNCT T.A. OTIIER 

OUTSTANDING 4.11 5.0 6.66 2.89 

GROUP (28.70)· (J4.5O)· •• •• 
(0 = 10) 

RAIIo'DOM 

GROUP 0.79 1.33 0.80 1.75 

(0 = 24) 

Note. * l.ndl.cates results l.ncludl.ng the "outll.er" 

Note. ** indicates the results are not affected as the 

"outlier" does not utilize teaching assistants or "others" 
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The findings in Table 1 clearly indicate that the 

schools identified as "outstanding" have a greater number of 

jazz faculty in all categories. A further examination of 

the data on the number of full-time jazz faculty in the 
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random sample, with 24 schools responding, revealed that 11 

institutions reported at least one full-time faculty member. 

Two institutions reported a half-time position in jazz while 

11 schocls reported no full-time jazz faculty. All of the 

"outstanding" group reported at least one full-time position 

in jazz. 

The data were further analyzed by Analysis of Variance. 

A General Linear Model (GLM) Analysis of Variance was 

utilized because of the unequal sizes of the two 

populations. The results are shown in Table 2. 

Table 2 

ANOVA Results for Type of Program * Staff 

GENERAL LINEAR MODEL ANOVA FOR TYPE * STAFF 

SOURCE ss df MS F p 

TYPE(pROGRAM) 358.56 1 358.56 43.71 <.0001 

STAFF 7.69 2 3.85 0.47 <.6270 

STAFF-TYPE 27.13 2 13.57 1.65 <.1969 

ERROR 762.85 93 8.2 

TOTAL 1156.23 

Note. Data from the "outll.er" have not been l.ncluded 

The General Linear Model ANOVA revealed a significant 

main effect for type of program (outstanding vs. random) 

with an F=43.71 and p<.OOOl. As a follow-up, an ANOVA for 
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each level was done with the following results: at the full

time faculty level F = 23.35, p< .0001, at the adjunct 

faculty level F = 6.63, p< .0150, and at the teaching 

assistants level F = 27.27, p< .0001. 

Items l(b) and 2(b) investigated the possible 

relationship between quality programs and directors with a 

national reputation as a jazz artist. As the figures in 

Table 3 indicate, there are more faculty with a national 

reputation as either a recording or touring jazz artist 

teaching in the outstanding group than in the random sample. 

Table 3 

Mean Number of Full-time and Adjunct Jazz Faculty with 

National Reputations Teaching in the Two Populations 

NUMBER OF JAZZ FACULTY WITH NATIONAL REPUTATIONS 

F1.JLL-TIME ADJUNCT 

OUTSTM'DING 

(n = 9) 2.33 2.55 

RANDOM 

(n = 24) 0.54 0.67 

Note. Data from the "outll.er" have not been l.ncluded 

It may be interesting to point out that although 

directors in each of the jazz programs in the "outstanding" 

group of schools have had varying degrees of visibility in 

the performance area, all but one of these individuals have 
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primarily gained their national reputation as either a jazz 

educator or as a writer/arranger. 

A possible explanation for the greater number of both 

full-time and adjunct faculty with national reputations 

observed in the outstanding group, as compared to the random 

sample, may be that most of the schools identified in the 

"outstanding" group are located in larger urban areas with 

more performance venues for jazz players. Additionally, 

jazz faculty are often hired not only on the basis of their 

performing abilities but also on their ability to attract 

students. Schools have been quick to realize the marketing 

value of adjunct faculty with national prominence, and nlany 

schools advertise their adjunct faculty quite prominently in 

national magazines. 

Item 2(c) of Part I examined ways in which adjunct 

faculty were utilized within the program. options included: 

(1) directing big bands; (2) directing combos; (3) teaching 

improvisation, (4) teaching jazz history, (5) teaching 

applied lessons, (6) teaching jazz arranging; and (7) 

"other" areas. Table 4 shows the percentage of schools in 

each population which utilize adjunct faculty to teach the 

courses listed in the survey. 



Table 4 

Percentage of Schools in the Two Populations utilizing 

Adjunct Faculty to Teach Various Ensembles and Courses 

TEACHING RESPONSIBILITIES OF ADJUNCT FACULTY 

BIG BANDS COMBOS IMPROVISATION JAZZmSTORY lESSONS JAZZ 

ARRANGING 

OUTSTAl't'DING 

GROUP 30.0% 50.0% 30.0% 10.0% 60.0% 40.0% 

(n = 10) 

RANDOM 

GROUP 16.7% 33.3% 16.7% 16.7% 29.2% 12.5% 

(n = 24) 

Note. Data from the "outller" have been lncluded 
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Another measure of the success of a quality jazz 

program is its ability to attract and effectively utilize 

quality teaching assistants. Allowing for budgets, the size 

of the program, location, etc. are also important 

considerations but are beyond the scope of this study; 

however, an examination of the results of items 3(a) and 

3(b) reveals some interesting trends. Respondents were 

asked to indicate the number of teaching assistants within 

their programs and the responsibilities they held. 

Tables 5 and 6) 

(See 
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Table 5 

Mean Number of Teaching Assistants in the Two Populations 

TEACHING ASSISTANTS 

01JTSTANDING RANDOM 

GROUP GROUP 

(n = 7) (n = 19) 

7.14 0.95 

Note. Data from the "outll.er" have not been l.ncluded 

It is apparent from these data that the "outstanding" 

group of institutions average a greater number of teaching 

assistantships. Additionally, it is important to remember 

when viewing these data that three of the schools in the 

"outstanding" group and five of the schools in the random 

sample do not report graduate programs and therefore cannot 

offer any type of teaching assistantship; means have been 

calculated using only the schools with graduate programs. 

The range of responses in this item was also interesting. 

The greatest number of teaching assistants in the random 

group was 3, while the greatest number in the "outstanding" 

group was 16. Four of the seven responding schools in the 

"outstanding" group which have graduate programs listed nine 

or more teaching assistants. 

The manner in which teaching assistants were utilized 

within the two groups was also interesting. Table 6 shows 
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the percentage of schools where the courses and ensembles 

investigated are taught (at least in part) by teaching 

assistants in each of the two populations. Figures in Table 

6 describe only schools with graduate programs where 

teaching assistantships are available. 

Table 6 

Percentage of Schools in Each Population Which utilize 

Teaching Assistants to Teach the Ensembles and Courses 

Investigated 

% OF SCHOOLS UTILIZING TEACHING ASSISTANTS TO TEACH 

ENSEMBLES AND COURSES 

BIG COMBO ]\.IPROVISATION JAZZ LESSONS JAZZ 

BANDS mSTORY ARRANGING 

ioUTSTANDING 

iGROUP 71.4% 85.7% 71.4% 42.8% 14.2% 42.8% 

(0 = 7) 

IRANDOM 

iGROUP 47.4% 31.6% 21.1 % 0% 10.5% 0% 

0=19) 

Note. Data from the "outll.er" have not been l.ncluded 

The most noticeable differences occur in the use of 

teaching assistants to teach Jazz History, Jazz Arranging, 

Improvisation, and Combos. There are several possible 

explanations for these differences. One of the most 

plausible is that the course offerings in the jazz programs 
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of the random sample are relatively small in comparison to 

those of the "outstanding" group. They do not require the 

use of teaching assistants because the majority of the 

courses and ensembles surveyed can be taught by either full

time or adjunct faculty as part of their regular teaching 

load. 

One of the most interesting findings of the present 

study was revealed by the analysis of the responses to item 

4(a). This item asked respondents to mark the item only if 

their institution did not employ a full-time faculty member 

in the jazz area. Results are shown in Table 7. 

Table 7 

Percentage of Schools in Each Population with No Full-time 

Jazz Faculty 

% OF SCHOOLS WITH NO FULL-TIME JAZZ FACULTY 

OUTSTANDING GROUP 

(0 = 10) 0% 

RANDOM GROUP 

(0 = 24) 54.2% 

Note. Data from the "outll.er" have been l.ncluded 

It was surprising to learn that 54% of the schools in the 

random sample employed no full-time jazz faculty, for all of 

these schools do report some type of functioning jazz 

program. 



63 

The intent of item 4(b) was to determine what types of 

degrees (particularly doctoral degrees) were held by jazz 

instructors, the institutions granting their degrees, and 

the mean age of those teaching in each group. Apparently 

this was a poorly worded question, as it was misinterpreted 

by over one-half of the respondents. Of those responding to 

this item the only institutions mentioned by more than one 

respondent (with two mentions apiece) were Eastman School of 

Music, Indiana University, and the University of North 

Texas. Other information to be gathered from the rather 

sparse responses to this item is shown in Table 8. Because 

the sample is incomplete, the results shown in Table 8 must 

be viewed with extreme caution. However, even with the 

limited number in the sample, the reported responses do seem 

to indicate a greater number of doctorates in the schools of 

the "outstanding" population. The minimum degree held by 

all respondents was a Master's Degree and is therefore not 

reported in Table 8. 
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Table 8 

Mean Age and Doctoral Degree status for Jazz Instructors in 

Each Population 

AVERAGE AGE , DEGREE STATUS OF JAZZ FACULTY 

INSTRUCTOR I #1 #1 If2 If2 If3 If3 

AGE DOcrORATE AGE DOCI'ORATE AGE DOCI'ORATE 

OUTSTANDING 

GROUP 51.33 100% 41.60 42.9% 46.25 14.3% 

(n = 6) (n = 5) (n = 4) 

RANDOM 

GROUP 46.08 46.2% 41.00 15.4% n .•. 
n .•. 

(n = 13) (0 = 6) 

Note. Data from the "outll.er" have not been l.ncluded 

Several sources had suggested that one measure of an 

effective jazz program might be the existence of a vocal 

jazz program within the jazz curriculum. Item 5 sought to 

ascertain whether a vocal jazz ensemble existed and, if one 

did exist, who was responsible for directing this ensemble. 

The possible choices for this item included: (l) a full-time 

vocal jazz specialist; (2) an adjunct vocal jazz specialist; 

(3) a member of the full-time instrumental faculty; (4) a 

teaching assistant, and (5) someone outside the academic 

community such as a local professional jazz singer. Table 9 

shows the responses to this item. 
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Table 9 

Instructional Responsibility for Vocal Jazz Program in Each 

Population 

VOCAL JAZZ PROGRAM STATUS 

NO FULL-TIME ADJUNCT FVLI,TIME TEACHING 011lER 

VOCAL VOCAL VOCAl. INSTRUMENTAL ASSISTANT 

ENSEMBLE JAZZ JAZZ JAZZ 

SPECIALIST SPECIALIST FACULlY 

OUTSTANDING 

GROUP 20.0% 50.0% 30.0% 10.0% 0% 0% 

(0 = 10) 

RANDOM 

GROUP 62.5% 8.3% 0% 20.8% 4.2% 8.3% 

(0 = 24) 

Note. Data from the "outll.er" have been l.ncluded 

A noticeable difference between the two groups is 

immediately apparent with 20% of the outstanding population 

reporting no vocal jazz ensemble while 62.5% of the random 

sample reported the same. Another major difference was 

observed between groups in the person responsible for 

directing the group(s). Fifty percent of the schools in the 

outstanding population reported employing a full-time vocal 

jazz specialist and 30% reported employing an adjunct 

faculty member to direct the vocal jazz ensemble. Adjunct 

faculty were not utilized in the random sample to direct 



vocal jazz groups and only 8% of the random sample had a 

full-time vocal jazz specialist on their staff. 
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Item 6 of Part I asked respondents to identify the 

percentage of their wind and percussion faculty who were 

qualified to teach both jazz and "legit" styles. The 

results shown in Table 10 suggest very little difference 

exists between the two groups (with Berklee excluded because 

of its uniqueness). Although the results are similar, 

perhaps the real message is that the percentage of wind and 

percussion faculty able to operate in both worlds is low. 

Table 10 

Mean Percentage of Wind and Percussion Faculty Able to Teach 

Both Jazz and "Legit" in Each population 

MEAN % of WIND & PERCUSSION FACULTY 

ABLE TO TEACH BOTH JAZZ & "LEGIT" 

OUTSTANDING GROUP 

(u = 9) 21.8% 

RANDOM GROUP 

(n = 23) 27.2% 

Note. Data from the "outll.er" have not been l.ncluded 

Item 7 of Part I was an attempt to investigate the 

important role of model jazz educators. These are people 

who can be presumed to have strongly influenced both the 

philosophy and teaching style of the respondents. Over 85% 
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of the respondents answered this question and listed at 

least two people they considered model jazz educators. 

Forty-three different individuals were listed by 

respondents. All of the names mentioned would be familiar 

to anyone in jazz education. The names most often cited 

were Jamey Aebersold, Rich Matteson, David Baker, Leon 

Breeden, Ray Wright, Bill Dobbins, and Rick Lawn. Each of 

these men has made significant contributions to jazz 

education and not surprisingly, other than Jamey Aebersold, 

who manages his own business devoted to jazz education, each 

is associated with one of the schools in the outstanding 

group. 

Part (a) of item 8 in Part I asked respondents to 

indicate if they had learned to improvise primarily in a 

classroom setting. Part (b) asked what specific jazz 

courses each had taken as ,either an undergraduate or 

graduate student. Table 11 shows the responses to part (a). 
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Percentage of Respondents in Each Population Who Learned 

Improvisation outside the Classroom 

% OF INSTROCTORS WHO LEARNED IMPROVISATION 

OOTSIDE THE CLASSROOM 

OUfSTANDING GROUP 

(0 = 9) 88.8% 

RANDOM GROUP 

(0 = 24) 83.3% 

Note. Data from the "outller" have not been lncluded 
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More than 80% of the respondents did not learn to 

improvise in a classroom setting. An apparent contradiction 

may be noted, however, when viewing Table 11 and the results 

of part (b) of item 8 (See Table 12). Of the instructors in 

the random sample, 50.0% indicated they had taken at least 

one college course in improvisation and 22.2% of the 

outstanding population reported the same. One can only 

assume that because improvising is a skill .that takes a 

considerable amount of time to acquire, most of these 

instructors learned to improvise in the time-honored fashion 

of "gigging" and perhaps used their college course to hone 

skills they had developed elsewhere or to develop a teaching 

strategy. Additionally, as pointed out in Chapter I, 

because of their age, many of these instructors would have 



attended college at a time when improvisation courses were 

not available to them. 
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The final section of survey item 8 asked respondents to 

specify which jazz courses they had taken as either 

undergraduates or graduate students. Twenty-two responses 

were received from the random sample and seven responses 

from the outstanding population. Table 12 indicates which 

jazz courses were taken by these instructors during their 

college years. 
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Table 12 

College Jazz Courses Taken by Jazz Instructors 

COLLEGE COURSES TAKEN BY JAZZ INSTRUCTORS 

COURSE OUTSTANDING RANDOM GROUP 

GROUP 

(n = 9) 
(n = 22) 

IMPROVISATION 22.2% 50.0% 

JAZZ ENSEMBLE 33.3% 72.7% 

JAZZ ARRANGING 22.2% 68.2% 

JAZZmSTORY 22.2% 45.5% 

COMBO 22.2% 31.8% 

JAZZCnOlR 0% 4.5% 

JAZZ PIANO 11.1% 18.2% 

snrnlO PRODUCTION 11.1 % 0% 

JAZZ PEDAGOGY 22.2% 18.2% 

JAZZ TIIEORY 22.2% 36.4% 

MUSIC BUSINESS 22.2% 9.1% 

FIlM SCORING 11.1 % 091\ 

Note. Data from the "outll.er" have not been l.ncluded 

This table reveals some interesting information. with 

the exceptions of studio Production and Film scoring, 

instructors in the random sample consistently showed a 
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during their college years. There are two explanations 

which might account for this difference. The first pertains 

to the average age of the instructors in each population. 

The average age of Instructor #1 in the outstanding 

population was 51.3. If one considers that an average 

senior graduates at the age of 21, this places instructors 

from the outstanding group graduating in 1960. Likewise, 

with an average age of 46.08, instructors from the random 

group would have graduated about 1965. As discussed 

earlier, there were very few jazz programs in the early 

1960s. For example, Barr (1986) stated that there were 

fewer than 45 in 1964. In this instance, the five-year age 

difference might be extremely critical. 

The second explanation is that several of the 

instructors in the outstanding population were indeed the 

pioneers of jazz education and the parties responsible for 

developing the curriculums they never had the opportunity to 

enjoy. 



72 

Summary and Discussion of Part I 

Part I of the survey attempted to discern if there were 

noticeable differences between the two populations with 

regard to jazz faculty. A significant difference in the 

mean number of full-time faculty, adjunct faculty, and 

teaching assistants was shown between the two populations in 

favor of the outstanding group. Also, both full-time and 

adjunct faculty in the outstanding population had a higher 

mean number of faculty with national reputations as 

recording or touring jazz artists; however, responses to 

this item were not tested for significance. 

The manner in which adjunct faculty and teaching 

assistants were utilized was also investigated. Schools in 

the outstanding population utilized adjunct faculty to 

direct big bands and combos, teach improvisation, applied 

lessons, and jazz arranging almost twice as often as the 

random sample. Schools in the random sample were found to 

employ adjunct faculty with only slightly greater frequency 

for teaching Jazz History. 

The outstanding population was found to have a 

substantially higher number of teaching assistants than the 

random sample. Also, noticeable differences in the teaching 

responsibilities of teaching assistants occurred between the 

two populations. It appears that schools in the outstanding 



population are more likely than their counterparts to use 

teaching assistants to teach Big Bands, Combos, 

Improvisation, Jazz History, and Jazz Arranging. 
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Fifty-four percent of the schools in the random sample 

did not employ a full-time jazz faculty member. The random 

sample reported a mean of .88 full-time jazz faculty. All 

of the schools in the outstanding population employed at 

least one full-time jazz faculty member with a reported mean 

of 4.11 full-time jazz faculty per institution. This was a 

bit surprising in that all schools in the study reported 

some type of existing jazz program. 

Vocal jazz did not appear to have as much support as 

instrumental jazz. Responses indicated a vocal jazz program 

did not exist in 62.5% of the random sample and 20% of the 

outstanding population. Additionally, 50% of the schools in 

the outstanding population reporting a vocal jazz program 

indicated they employed a full-time vocal jazz specialist 

while only 8.3% of the random sample reported the same. 

There was no noticeable difference between groups with 

respect to the percentage of applied wind and percussion 

instructors who could teach both jazz and "legit" styles. 

The random sample reported a slightly higher percentage able 

to teach both styles. 

Ninety percent of the respondents in the outstanding 

population indicated they did not learn to improvise in.a 
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classroom setting, while 83% of those responding in the 

random sample reported the same. The age of these 

instructors places them at a point in the continuum of jazz 

education where few courses in improvisation were available 

and emphasizes the fact that jazz improvisation is a skill 

which not only takes considerable time to acquire, but may 

also benefit greatly from an "on the job" component as well. 

Finally, although the greatest majority of respondents 

in both populations had a limited exposure to jazz courses 

while in college, the courses they cited taking most 

frequently were Improvisation, Jazz Ensemble, Jazz History, 

and Jazz Theory. 

Part II (Organizational) 

Part II of this survey attempts to look at the 

organizational strengths and weaknesses of the individual 

programs as perceived by their directors. Items which might 

be presumed to affect the efficiency of program development 

and maintenance were investigated. Several items asked 

respondents for their perceptions of specific conditions 

such as administrative support and budget. The presumption 

is that the perception of a particular situation may often 

influence the final outcome. For example, if faculty 

members perceive that administrative support for their 

program is extremely poor and they are faced with 
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insurmountable administrative challenges at every turn, they 

are less likely to view the challenge of developing their 

program in a positive manner. 

Item 1 of Part II asked respondents to evaluate their 

administrative support in a Likert-type scale rating. The 

information in Table 13 shows no significant difference 

between populations in their perceptions of administrative 

support. Generally, (with all but one school responding) 

both populations viewed their administrative support as 

satisfactory. 

Table 13 

Chi-Square Analysis of Administrative Support as Perceived 

by Jazz Instructors in Each Population 

PERCEPTION OF ADMINISTRATIVE SUPPORT 

CHI SQUARE RESULTS 

PERCEPI10N OF: cm- IEVELOF 

dr SQUARE SIGNIFICANCE 

ADMINISTRATIVE 

SUPPORT 4 4.94 p>.OSO 

Note. Data from the "outll.er" have been l.ncluded 

A similar procedure was adopted in item 2 to 

investigate respondents' perceptions of their yearly budgets 

for equipment, travel, operating expenses, etc. Responses 
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were received from all but one school and were less 

favorable for this item, as shown in Table 14; however, the 

difference in perception of the annual budget was not 

significant at the .05 level. 

Table 14 

Chi-square Analysis of Annual Jazz Budget as Perceived by 

Jazz Instructors in Each Population 

PERCEPTION OF ANNUAL BUDGET 

CHI-SQUARE RESULTS 

PERCEPTION OF: cm- LEVEL OF 

SQUARE SIGNIFICANCE 
df 

BUDGET 4 2.68 p>.OS 

Note. Data from the "outll.er" have been l.ncluded 

Generally speaking, respondents in both populations had a 

less enthusiastic perception of their budget than of their 

administrative support. 

Item 3 of Part II attempted to discern whether there 

were significant differences in budget allocations between 

the two populations. Respondents were asked to use a five

year average in reporting dollar amounts budgeted for music, 

travel, guest artists, equipment, recruiting, clinicians, 

programs, miscellaneous costs, and the total budget. These 

are items which might be expected to have an impact on the 
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success of a jazz program. Because the "outlier" has a much 

different type of budget (a total school budget) than the 

other schools in the survey, responses from the "outlier" 

have not been included in these results. 

Not all respondents answered this question consistently 

or with actual dollar amounts. Responses other ~han dollar 

amounts included: (1) unlimited; (2) varies; (3) not 

applicable; and (4) all part of the total department budget. 

Several respondents answered only a few of the sub

categories and some reported they did not know dollar 

amounts. Because of these problems, results for this item 

must be viewed with extreme Skepticism. The data for 

respondents in the random sample (n = 16) and the 

outstanding group (n = 4) submitting useable figures are 

shown in Table 15. 
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Table 15 

Annual Jazz Budget Means (Items 3a - 3el For Each Population 

ANNUAL JAZZ BUDGET MEANS 

ITEMS 3a - 3& 

ITEMS TOTAL MUSIC TRAVEL GUE.-.. EQUIPMENT 

BUDGET ARTISTS 

OUTSTANDING GROUP 

(0 = 4) $30,837.50 $1,425.00 $15,750.00 $4,600.00 $2,500.00 

RANDOM GROUP 

(0 = 16) $3,671.87 $731.25 $I,Sll.S4 $1,025.00 $816.67 

Note. Data from the "outll.er" have not been l.ncluded 

Table 15 (continued) 

Annual Jazz Budget Means (Items 3f - 3il For Each Population 

ANNUAL JAZZ BUDGET MEANS 

ITEMS 3f - 3i 

ITEM RECRUITING CLINICIANS PROGRAMS MISCELLANEOUS 

OUTSTANDING GROUP 

(0 = 4) $1,225.00 5833.33 SI,750.00 $8,000.00 

RANDOM GROUP 

(0 = 16) $163.64 $666.67 $133.33 S112.50 

Note. Data from the "outll.er" have not been l.ncluded 
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The greatest differences between the two populations 

appear under the headings of total budget, travel, 

recruiting, programs, and miscellaneous. However, as stated 

previously, these results must be viewed with skepticism due 

to the limited number of responses. Additionally, this item 

made no attempt to factor in external influences such as 

size of school and music department, urban or rural 

location, etc. 

Item 4 assessed the percentage of jazz majors receiving 

financial assistance amounting to over 50% of their in-state 

tuition. Of the 20 schools in the random sample who 

responded, 11 indicated they had no jazz majors. The nine 

affirmative responses resulted in a mean of 12.5% of the 

students receiving financial assistance. Of the eight 

schools in the outstanding population who responded, all 

reported having jazz majors and a mean of 31.37% of the 

students receiving financial assistance. 

Items 5 through 9 of Part II investigated recruiting 

practices in the two populations and asked respondents to 

identify how the responsibility for recruiting in the jazz 

area was handled. possible choices included: (1) the jazz 

department; (2) the music office; (3) college recruiters; 

and (4) an open-ended response. Several respondents 

indicated that recruiting responsibilities were shared by 

more than one area. Results are shown in Table 16. 
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Table 16 

Areas of Recruiting Responsibility for Each Population 

RECRUITING RESPONSIBILITY 

JAZZ MUSIC COLLEGE OTHER 

DEPARTMENT OmCE RECRUITERS 

OUTSTANDING GROUP 

(D = 9) 77.8% 44.4% 22.2% 0% 

RANDOM GROUP 

(D = 24) 66.7% 20.8% 20.8% 29.1% 

Note. Data from the "outll.er" have been l.ncluded 

The jazz department and college recruiters were the 

most frequently cited resources for handling recruiting 

responsibilities in both populations. The outstanding 

population shared the responsibility of recruiting with the 

music office more often than did the random sample. The 

random sample shared the responsibility more often with the 

"other" category. Responses from the random sample in the 

"other" category included: (1) Director of the School of 

Music; (2) the percussion instructor; (3) the jazz ensemble 

director; (4) the band department; (5) Me!; and (6) students 

in the ensembles. The data received from the two 

populations in this study suggest that jazz departments in 

both populations are largely responsible for doing their own 

recruiting. 
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The different types of recruiting materials sent to 

prospective jazz students might also be considered to have 

an impact on the success of the recruiting effort. Item 6 

of Part II examined the frequency with which some commonly 

used recruiting materials were used by the jazz departments 

in this study. As shown in Table 17, the choices for item 6 

were: (1) brochure on the jazz department; (2) recording of 

jazz ensembles; (3) personal letter from the Director of 

Jazz studies; (4) application/financial aid materials; (5) 

scholarship information; and (6) other. 

Table 17 

Frequency of Use for Various Types of Recruiting Materials 

RECRUITING MATERIALS 

iMATERIALS SENT BROCHURE RECORDING lEITER APPUCATION SCHOLARSHIP 011IER 

OF INFORMATION 

GROUl'S 

OUTSTANDING 

GROUP 66.7" 33.3" 77.8" 77.8" 77.8" 33.3% 

(0. = 9) 

~MGROUP 

(D = %4) 50.0" 33.3" 66.7" 75.0% 79.2% 
29.2% 

Note. Data from the "outll.er" have been l.ncluded 

The choice of materials used for recruiting was similar 

for both populations. Recordings of the jazz ensembles and 

the materials listed in the "other" category were not used 
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as frequently as brochures, letters, applications, and 

scholarship information. "other" materials included: (1) 

letters from the band department; (2) performance/study 

materials; (3) letter from music school director; (4) Music 

Department brochure; (5) course outlines; (6) curriculum 

packs; (7) phone calls;· (8) clinics; and (9) 

programs/curriculum guides/calls from alumni. Most of these 

"other" recruiting devices were mentioned only once. 

A closely adhered-to recruiting plan might be one 

indicator of a quality program and was therefore 

investigated in item 7(a) of Part II. Respondents were 

asked to indicate if their department had such a plan in 

place. Table 18 shows the results. 

Table 18 

status of an organized Recruiting Plan for Each population 

ORGANIZED RECRUITING PLAN 

OUTSTANDING GROUP 

(0 = 10) 70.0% 

RANDOM GROUP 

(0 = 23) 21.7% 

Note. Data from the "outI1er" have been 1ncluded 

Table 18 clearly shows a difference in the two 

populations with respect to recruiting plans. While many 

educators often consider recruiting a distasteful task, 
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these results suggest a possible relationship between 

quality programs and a serious recruiting effort. This may 

be an area for further study by those interested in doing 

research on quality programs. 

Item 7(b) of Part II attempted to discover which 

resources for recruiting were most commonly favored by the 

two populations. options for this item included: (1) high 

school directors; (2) high school festivals and contests; 

(3) guest appearances by faculty; (4) auditions; (5) other 

college faculty; and (6) other resources. Respondents were 

asked to rank the importance they placed on these resources 

(1 - 7). The item was unclear to at least one respondent, 

so the data may not be completely reliable. Although 

respondents were asked to rank each resource from 1 through 

7, the directions did not anticipate that at least one 

respondent would be uncertain which end of the scale (1 or 

7) was considered the high ranking. Because of this 

unforeseen situation, results are reported with extreme 

caution. Nevertheless, the reported data were evaluated 

using a chi-square analysis. 

The chi-square analysis reported in Table 19 provides 

some information on how respondents viewed the choices 

offered in item 7(b). For the purpose of the chi-square 

analysis the rankings have been collapsed into three 

categories: 



(1) high (1-2) 

(2) medium (3 - 5); and 

(3) low (6 -7) 

The chi-square analysis reveals the two populations do not 

significantly differ in their choice of recruiting 

resources. 

Table 19 

Analysis of Recruiting Resources Used by Each Population 

CHI-SQUARE ANALYSIS 

RECRUITING RESOURCES 

RESOURCE CIII-SQUARE LEVEL OF 

df STATISTIC SIGNIFICANCE 

II.S_ DIRECTORS 2 3.567 p>.050 

FESTIV ALS/CONTESTS 2 1.818 p>.OSO 

FACULTY APPEARANCES 2 .724 1».050 

AUDITIONS 2 .674 p>.OSO 

011IER FACULTY 2 1.949 p>.050 

WALK-INS 2 .625 p>.050 

Note. Data from the "outller" have been lncluded 
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Further examination of the raw data revealed that 

respondents in the random sample viewed high school 

directors as their most important resource for recruiting 

while the outstanding group viewed guest appearances and 

other faculty as their most important resources. However, 

caution must be exercised when interpreting these "skewed" 



results. Different resources mentioned in the "other" 

choice included annual workshops, all-state, summer music 

camps, and the reputation of the program. 
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The practice of awarding scholarships to deserving 

music students is generally regarded as one of the strongest 

recruiting tools available. Most instrumental scholarships, 

other than marching band scholarships given primarily for 

participation, are awarded on the basis of an audition for 

the wind and percussion faculty. Traditionally these 

aUditions do not include jazz improvisation, swing feel, or 

jazz articulation and phrasing. Therefore, in a study of 

this type, the use of scholarships to attract students to 

the jazz program is naturally of interest. Item 8(a) of 

Part II asked respondents to indicate whether scholarships 

were available to students through the jazz department. The 

question did not address the basis (i.e. need, ability) on 

which they were awarded. Table 20 presents the summarized 

responses to item 8(a). 



Table 20 

Percentage of the Two Populations Awarding Jazz Area 

Scholarships 

% AWARDING JAZZ AREA SCHOLARSHIPS 

OUTSTANDING GROUP 

(D = 7) 77.7% 

RANDOM GROUP 

(D = 24) 37.596 

Note. Data from the "outl~er" have not been l.ncluded 

Schools in the outstanding population were twice as likely 

to award jazz scholarships as those in the random sample. 
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The number of scholarships and the amounts awarded were 

investigated in item 8(b). The data received for this item 

were reported sporadically and were inconclusive in nature. 

The number of scholarships awarded in the random sample 

varied from one to five with an average award of $600.00. 

Responses from the outstanding population were also varied. 

One institution reported 20 scholarships of $200.00 and 

another reported the sum of $50,000.00 available for 

scholarships to jazz majors. Three of the outstanding 

schools indicated awards of $1000.00 to $3000.00 for one to 

three recipients. These data do not include the "outlier." 

Because data for this item were limited and amounts can not 

be presumed for schools reporting scholarship availability 



but not amounts, only the broadest conclusion can be 

assumed. The general availability of scholarships in the 

jazz area, along with larger amounts, appear to favor the 

outstanding group based on the data available from this 

item. 
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The design of the survey instrument allowed for the 

possibility that not all jazz departments would be able to 

offer their own scholarships. Additionally, there might be 

instances where the jazz position was held by a member of 

the wind or percussion faculty or the jazz faculty member's 

input was considered valuable in departmental scholarship 

considerations. In these cases, information on whether the 

Director of Jazz Studies had input in the selection of 

scholarship recipients would be useful. Item 9 examined 

this possibility. The results are shown in Table 21. 

Table 21 

Percentage of Jazz Directors in Each Population Who Vote on 

Departmental Scholarships 

% OF DIRECTORS VOTING ON SCHOLARSHIPS 

()UTST~ING GROUP 

(0 = 7) 77.8% 

RANDOM GROUP 

(0 = 17) 70.6% 

Note. Data from the "outller" have not been lncluded 
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The results presented in Table 21 suggest that jazz 

directors in the majority of both populations have 

considerable input in the scholarship selection process. 

This might also be interpreted as an indicator of a high 

incidence of good relationships between the jazz departments 

in the survey and their music department as a whole. 

The final item of Part II was intended to measure the 

degree of importance faculty placed on other factors that 

may have an influence on the quality of their programs. 

Items surveyed included: (1) clinic appearances; (2) solo 

appearances; (3) high school visitations; (4) adjudication 

work; (5) membership in a state music organization; (6) 

membership in a national music organization; (7) 

professional playing; (8) research activities; (9) 

curriculum development; and (10) pUblication. Respondents 

were asked to indicate the degree of importance they 

attached to each item on a scale of one to five (1 = 

unimportant, 5 = important). An individual t-test was 

performed for each item in addition to computing the mean. 

The use of the t-test allowed the researcher a better 

measurement of whether members of the two populations viewed 

these activities differently or the same. The results are 

summarized in Table 22. 
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Table 22 

t-test on Faculty Involvement in Activities Which May Impact 

on the Quality of the Jazz Program of Each Population 

SUHHARIZATION OF DATA OF FACULTY INVOLVEMENT 

OUTSTANDING RANDOM I-te8t LEVEL OF 

GROUP MEAN GROUP MEAN dC STATISTIC SIGNIFlCANCE 

CIlNICS APPEARANCES 4.500 4.273 28 -0.497 p>.050 

SOLO PERFORMANCES 4.889 4.364 29 -1.351 p>.050 

mGB SCBOOL VISITATIONS 3.667 4.364 29 1.445 p>.050 

ADJUDICATION WORK 3.222 3.857 28 1.331 p>.050 

STATE ORGANIZATION MEMBERSIUP 3.111 3.429 28 0.635 p>.050 

NATIONAL ORGANIZATION MEMBERSIUP 1.444 3.476 28 0.542 p>.050 

PROFESSIONAL PLA VlNG 4.667 4.455 29 -0.572 p> .050 

RESEARCB ACTIVITIES 3.375 3.136 28 -0.439 p>.050 

IN-SERVICE TRAINING 3.000 3.150 26 0.294 p>.050 

CURRICULUM DEVELOPMENT 4.375 3.667 27 -1.603 p>.050 

PVBUCATION 4.000 2.955 28 -1.915 p>.050 

Note. Data from the "outll.er" have been l.ncluded 

The t-test analysis of the data concerning faculty 

activities reveals that both populations perceived all of 

the surveyed activities approximately the same. 
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Summary and Discussion of Part II 

The intent of Part II was to examine the organizational 

differences between the two populations. Because perception 

of a situation is often important to how people work in a 

given environment, it seems important to establish whether 

or not the two populations perceived their own organizations 

and their own organizational skills similarly. The first 

three items of Part II investigated the perceptions 

instructors held regarding administrative support and budget 

considerations. Both populations held a favorable view of 

their administrative support and a slightly less favorable 

view of their area's financial situation. The differences 

between groups were not significant. Item 3 investigated 

actual budget amounts. These were not always available and 

thus the results are suspect; however, the reported data 

found differences. The greatest differences between the two 

groups appeared under the headings of total budget, travel, 

recruiting, programs, and miscellaneous. 

The amount of financial assistance available to 

students is always a factor in a department's ability to 

attract quality students. Although schools in the 

outstanding population reported students receiving financial 

assistance amounting to over 50% of in-state tuition twice 

as often as the random sample, neither group offered a large 
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number of scholarships. This is an area where jazz studies 

directors may wish to focus some additional effort. 

The question of responsibility for recruiting for the 

jazz department is also of interest in this type of study. 

A relatively high percentage of both populations indicated 

that the primary responsibility for recruiting was sustained 

by the jazz department itself. The music office either took 

the responsibility or shared it in 44% of the reported 

instances in the outstanding population while 29.1% of the 

random population cited "other" as holding the primary 

recruiting responsibility. Whether recruiting can be 

considered a predictor for success is still unclear; 

however, a large percentage of both populations indicated 

the need to be involved in the process. 

The array of new recruiting tools modern technology has 

made available in the past few years has expanded the 

variety of materials that can be sent to prospective 

stUdents. There was remarkable agreement between the two 

populations in their choice of materials. A recording of 

the jazz ensembles (used by 33.3% of each population) was 

the only tool not employed over 50% of the time. 

A closely adhered-to organizational plan for recruiting 

might be expected to produce meaningful results. There was 

a difference between the two popUlations in this respect. 

Such a plan was in place in 70% of the schools in the 
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outstanding population and in 21.7% of the random sample. 

Because this is such a critical area, jazz studies 

directors, or those entrusted with the recruiting task, may 

wish to consider implementing an organized plan as one 

method of improving the quality of their programs. 

The most frequently used resources for identifying 

potential jazz students were also examined in the survey. 

There was some question about the interpretation of this 

item; therefore, the results are suspect. Directors in the 

random sample cited high school directors as their primary 

resource while the outstanding group reported guest 

appearances and other faculty members as their primary 

resources. One explanation for this difference is related 

to the size of the institution and what each perceives as 

its mission. In the past, larger institutions have not 

found it necessary to "beat the bushes" to attract stUdents. 

Smaller schools (see Part IV) have a longer history of 

needing to recruit and as such have done a good job of 

enlisting the support of high school directors. 

Scholarships were awarded by 77.7% of the outstanding 

programs and 37.5% of th.e random sample. The dollar amounts 

awarded by the outstanding schools were also greater than 

the schools of the random sample. Scholarship availability 

would appear to be an indicator of a quality program. 
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Directors in both populations (over 70% in each population) 

had input in the scholarship selection process. 

Finally, a list of possible areas for faculty 

involvement was rated by the directors of the two 

populations. The analysis of these ratings revealed that 

both populations held similar perceptions of the importance 

of each area. 

Part XII (Performance) 

Part III of the survey examined performance practices 

in each of the populations. It included items relating to 

performance which might normally be expected to influence 

the quality of a jazz program. A comparison of the number 

and types of ensembles within each program was examined in 

item 1 of Part III and revealed the information shown in 

Table 23. 



Table 23 

Mean Number of Big Bands. Combos. and Jazz Choirs in Each 

Population 

MEAN NUMBER OF JAZZ ENSEMBLES 

TYPE OF ENSEMBLE BIG BANDS COMBOS JAZZ CHOIRS 

OUTSTANDING GROUP 

(n = 9) 3.88 14.63 1.75 

RANDOM GROUP 

(n = 24) 1.83 2.60 0.38 

Note. Data from the "outl~er" have not been ~ncluded 

The data were treated to further analysis using a 

mixed-design model Analysis of variance with repeated 

measures to allow for the unequal sizes of the two 

populations. These results are reported in Table 24. 
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Table 24 

ANOVA for Ensembles 

ANALYSIS OF VARIANCE SUMMARY TABLE (ENSEMBLES) 

FJiliECT ss dJ' MS F , ! 
BE1WEEN SUBJECTS 

GROUP 476.63 1 476.63 33.81 <.001 

ERROR 422.97 30 14.10 

WITHIN SUBJECTS 

ENSEMBLE 747.41 2 373.71 36.42 <.001 

ENS-GROUP 426.72 2 213.36 20.79 <.001 

ERROR(enaemble) 615.73 60 10.26 

ERROR 2689.46 

Note. Data from the "outll.er" have not been l.ncluded 

There was a significant difference between groups with 

regard to the number of big bands, combos, and jazz choirs. 

Schools in the outstanding population showed a greater 

number of all ensembles. Because there was also a 

significant interaction, follow-up contrasts were calculated 

using t-tests with probability levels adjusted by the 

Bonferroni procedure. Significant effects of interest 

included the contrasts between the two populations for jazz 

combos, and for big bands vs combos in the outstanding 

group, t(90) = 8.667, P < .001 and t(60) = -6.712, P < .001, 

respectively. The most unexpected contrast was the number 



of combos in the outstanding population. The number of 

combos is considerably higher than what would normally be 

expected based on the number of reported big bands. No 

other effects of interest ~ere observed. 
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Most jazz educators consider rehearsal time a very 

precious commodity. The amount of available rehearsal time 

might be considered to influence the quality of a program 

and was therefore investigated in item 2. Table 25 shows 

the number of rehearsals and the amount of rehearsal time 

available to each population. 

Table 25 

Mean Number of Total Rehearsals and Hours Available for the 

Top Band. the 2nd Band. Combos. and Jazz Choirs for Each 

population 

REHEARSAL TIME AVAILABLE FOR JAZZ ENSEMBLES 

WEEKLYIOF TOP BAND TOP lndBAND lndBAND COMBO COMBO JAZZ CHOIR JAZZ 

REHEARSALS AND REHEARSAL BAND REHEARSAL HOURS REHEARSAL HOURS REHEARSAL CHOIR 

TOTAL HOURS HOURS HOURS 

OUTSTANDING 

GROUP 2.9 4.7 2.9 4.4 1.6 2.3 2.4 3.9 

Cn = 10) 

RANDOM GROUP 

Cn = 24) 2.3 3.4 2.3 3.2 1.9 2.8 2.3 3.0 

Note. Data from the "outl~er" have been ~ncluded 

An examination of the means in Table 25 reveals a time 

advantage in favor of the outstanding programs for the top 
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band, the second band, and the jazz choir. Combos received 

the time advantage in the random sample. with the 

importance jazz educators place on combo programs, it may 

appear unusual that the outstanding group, which showed a 

decided advantage in the number of ensembles in all 

categories, would not also display that same advantage in 

the number of combo rehearsals and the total number of hours 

available for combo rehearsals. The most plausible 

explanation for this difference is that the outstanding 

schools have a greater number of combos; therefore, 

rehearsal time and space is harder to obtain. 

Item 3 of Part III examined the time of day when jazz 

ensemble rehearsals were scheduled in each population. 

Table 26 shows the percentage of ensembles in each 

population holding rehearsals at the following times: (1) 

during the school day; (2) between 4:00pm and 7:00pm; and 

(3) after 7:00pm. (See Table 26) 
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Table 26 

Rehearsal Times for Large Jazz Ensembles Used by Each 

Population 

REHEARSAL 'lIKES (LARGE JAZZ ENSEMBLES) 

11MES SCBOOLDAY 4:00 • 7:OOl'M AFTER 7:00l'M 

ENSEMBLE TOP lad JAZZ TOP lad JAZZ TOP 2nd JAZZ 

BAND~ BAND~ CBOIR~ BAND~ BAND~ CBOIR~ BAND~ !!A."ID ~ CBOIR~ 

pUTSTANDING 

~ROUP 80.0 77.8 62.5 20.0 22.2 37.5 0 0 0 

(n=10) 

RANDOM 

GROUP 66.7 68.7 66.7 25.0 12.5 22.2 20.8 18.7 11.1 

(n=14) 

e. Data from the "outll.er" have been l.nCluded 

An unexpected result was the discovery that some 

schools held one or two rehearsals during the school day and 

another in the evening. Consequently, percentages in each 

category add up to over 100%. The number of school day 

rehearsals was slightly greater in schools of the 

outstanding population for all ensembles. The most striking 

difference between groups occurred in the use of the after 

7:00pm rehearsal time. None of the schools in the 

outstanding population reported an ensemble that rehearsed 

after 7:00pm, while the random sample did report rehearsals 

occurring during that time period. Generally speaking, the 



data were similar and great differences between the two 

populations were not found. 
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In the first phase of this study, Divisional 

Coordinator Bryce Luty commented that each of the schools he 

identified as "outstanding" had a jazz ensemble that had 

recently appeared at a national convention. One might 

assume that a certain degree of performance activity would 

accompany a quality program. Item 4 of Part III attempted 

to assess whether there were significant differences in the 

performance practices of the two populations. Respondents 

were asked to indicate the average number of times their 

jazz ensembles performed for various events. The 

information obtained was incomplete and inconsistent. 

Although the item asked respondents for an approximate 

number, many respondents checked or made a mark beside the 

choices available instead of reporting a number. Because 

the data obtained from item 4 were badly "skewed," the 

information is not reported. 

Item 5 of Part III explored a related topic, the number 

of annual out-of-town trips. out-of-town trips ta~en by 

jazz ensembles might be considered one indicator of the 

activity level of a program. Table 27 shows the results. 
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Table 27 

Mean Number of Out-of-Town Trips for Each Population 

MEAN I OF OUT-OF-TOWN TRIPS 

:GKOlJl" 

D=t} 2.72 

MGROUP 

D = 24) 2.75 

Note. Data from the "outll.er" have been l.ncluded 

Responses to this item were very complete as only one 

school in the outstanding population did not report a value. 

As the table indicates, there were no major differences in 

the number of out-of-town trips taken by either population. 

Equipment problems are often a major source of 

frustration for jazz departments. Problems include, but are 

not limited to: (1) drummers being required to "borrow" a 

drum set from the percussion studio; (2) students being 

asked to bring their own amps to rehearsals; (3) pianists 

being forced to find an electric piano for gigs where an 

acoustical piano is unavailable and (4); sound systems being 

unavailable for a variety of situations. Because access to 

equipment is often a major concern, item 6 assessed these 

equipment concerns to distinguish whether there were 

differences between the two populations in equipment 

ownership. Table 28 shows the t-test results on the number 

of equipment items owned by each of the two populations. 
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Table 28 

t-test on Equipment Items Owned by the Two Populations 

t-test FOR EQUXPHENT OWNERSHXP 

lTtM dC .-Iest 

GROUP MEAN MEAN STAllS11C SIGNIF1CANCE 

~.OI J.n ~~ ~.1':11 p<.U)U 

BASS AMPS 2.14 1.33 29 2.063 p<.OSO 

PIANOS 2.14 1.00 29 2.499 p<.050 

II'A SYSTEMS 1.)0 0.96 Z7 1.!N!I p>.OSO 

Note. Data from the "outll.er" have not been l.nclu :ied 

The outstanding population owned a significantly 

greater number of all the equipment items surveyed with the 

exception of PA systems. These results may also suggest 

that a greater autonomy is enjoyed or sought by jazz 

departments in the outstanding population. 

Speculation has always surrounded the students who play 

in the ensembles of high profile jazz programs. There have 

often been charges leveled that these programs enjoy an 

advantage because the bands are frequently full of 

professional players or "ringers" who may register for only 

one hour of credit to become classified as a part-time 

student. Items 7(a) and 7(b) sought to confirm or dispel 

these charges. A discrepancy was discovered between the 

reported number of total full-time students in the 

outstanding population and the total reported number of 
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students in the top band. HOtlTeVer, the results are reported 

in Tables 29 and 30 using the data received. 

Table 29 

Mean Number of Full-time and Part-time students in the Top 

Band of Each Population 

FULL-TIME , PART-TIME STUDENTS IN THE TOP BAND 

1'1 J'AKFUMt; 

pUTSTANDING GROUP 

D = 10) 18.30 0 

,GROUI' 

D = 24) 17.42 1.()9 

Note. Data from the "outll.er" have been l.ncluded 

There were no part-time students reported in the top 

band by the outstanding population. The random sample 

reported an average of 1.09 part-time students. The mean 

number of full-time students in each population was 

approximately the same. These results suggest the assertion 

that high profile programs are often full of "ringers" 

should be rejected. 

Informataion received from item 7(b) further describes 

the population of the top band. The mean number of students 

in the top band of the outstanding population was reported 

as 22.6 students. Top bands in the random sample were 

smaller with a mean number of 18.51 students. Results are 

shown in Table 30. 
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Table 30 

Percentage of Undergraduate and Graduate Students in the Top 

Band 

% OF UNDERGRADUATE , GRADUATE STUDENTS IN THE TOP BAND 

. 
MVSlCltWOR NON· MUSIC MAJORS MAJORS MUSIC MAJORS 

OUTSTANDING GROUP 

n= 8) 55.9% 7.4\16 36.3\16 0.4% 

RANDOM GROUP 

n = 21) 61.S% 29.3\16 7.0\16 2.2\16 

Note. Data from the "outll.er" have been l.ncluded 

Table 30 reflects a difference between popUlations. 

The random sample reported a higher percentage of 

undergraduates in the top band, while the outstanding 

population reported a higher percentage of graduate 

students. This difference is understandable. Schools in 

the outstanding population were generally larger (see Part 

IV) and had larger graduate programs than those of the 

random sample. Schools in the random sample were required 

to depend more upon undergraduate students to fill the top 

band while the outstanding group had access to more graduate 

students. 

One of the reasons most often cited for one program 

gaining national prominence, while others have not, is that 

students in these programs are offered greater exposure to a 

variety of renowned players. Items 8 - 10 of Part III 
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explored this theory. Item 8 asked respondents to indicate 

the number of quest artists, vocal and instrumental, they 

annually sponsored. Results are shown in Table 31. 

Table 31 

Mean Number of Annual Guest Artists 

MEAN # OP GUEST ARTISTS 

V~AL 

OUI' 

D =!)) 5.44 0.77 

.. 
D =14) 1.77 

0.25 

Note. 0 ata from the "outll.er" have not been l.nclude d 

Schools in the outstanding population reported a higher 

mean number of guest artists than the random population in 

both the instrumental and vocal categories. One school in 

the outstanding population reported hiring major jazz 

artists to teach for periods of up to three weeks at various 

times throughout the year and listed their guest artists for 

the past year. Artists included the Count Basie Band, 

Branford Marsalis, Louis Bellson, James Moody, Marcus 

Roberts, and Pat Methaney. Another of the schools in the 

outstanding population reported that a jazz forum is held 

each Friday afternoon where visiting jazz artists perform 

and lecture. The advantages for students in these programs 
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are obvious. Table 31 also reflects the low number of vocal 

jazz soloists in both populations. 

Item 9 was intended to assess whether respondents had 

identified community jazz ensembles as an important 

resource. community bands are as old as the band movement 

in America. Bands which involve people in the community, 

whose primary vocation is not music, are a valuable resource 

for music education. Respondents were asked to indicate 

whether their department sponsored any type of jazz activity 

for members of the community. These people could then be 

presumed to provide a support group for jazz activities in 

the area. Table 32 shows the results of this inquiry. 

Table 32 

Percentage of Schools Sponsoring Community Jazz Groups 

% OF SCHOOLS SPONSORING COMMUNITY JAZZ GROUPS 

D = 10) 10.0% 

MGROUP 

D = 23) 20.8% 

Note. Data from the "outl~er" have been ~ncluded 

While twice as many schools in the random sample did sponsor 

a community jazz group, neither population made a very 

impressive showing in this area. 

An obvious asset for any jazz program is abundant 

opportunities for students to hear live jazz, play in 
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professional situations, and be involved with professional 

jazz recording. These opportunities are usually most 

bountiful in larger metropolitan areas. Items 10 (a-e) 

examined both the size of the community in which the school 

was located and the director's perception of opportunities 

for hearing jazz, playing jazz, and being involved with 

professional recording experiences. Table 33 shows the mean 

size of the communities in the two populations. 

Table 33 

Mean community Size of the Two Populations 

MEAN COMMUNITY SIZE 

v"'.~" 

(D = 9) 2,213,333 

KANIXJM GROUP 

(D = 23) 996,326 

Note. Data fr om the "outl~er" have been ~nclu ded 

Schools in the outstanding population were generally 

located in larger urban areas. The smallest community in 

the outstanding population was 70,000 and the largest was 

11,000,000. The smallest community in the random sample was 

5,000 and the largest was 11,000,000. 

Items 10(b) through 10(d) asked directors to share 

their perception of opportunities for students to hear, 

play, and record jazz. Opportunities to hear live jazz were 

perceived as being significantly greater by directors of the 



outstanding population. opportunities to play and record 

jazz were not significant at the .05 level. A chi-square 

analysis of the responses to items 10 (b-d) is shown in 

Table 34. 

Table 34 

Chi-Square Analysis on opportunities to Hear. Play. and 

Record Jazz 

CHI-SQUARE ANALYSIS (HEARING, PLAYING , RECORDING JAZZ) 

,",rrvKruNITlliS 1'0: de cw- UVELOF 

STATISTIC SIGNIFlCANCE 

HEAR JAZZ 4 11.396 p<.OSO 

LAy JA:L;L, 4 -'Jl~ p>.OSO 

RECORD JAIL. 4 8.679 p>.OSO 

-
Note. Data from the "outl~er" have been ~ncluded 

107 

Some jazz educators consider one measure of the 

commitment an institution makes to its jazz program to be 

the types of facilities it makes available. with the large 

number of play-along albums, tapes, and compact disks 

available today the advantage of having access to a practice 

room specially set-up for the purpose of playing with a 

record or tape is deemed indispensable by many jazz 

educators. The purpose of item 11 was to determine if there 

were differences between the two populations in this 

respect. Table 35 shows the results. 
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Table 35 

Percentage of Schools with specially Equipped Practice Rooms 

for practicing Improvisation 

% OF SCHOOLS WITH SPECIALLY EQUIPPED PRACTICE ROOMS 

D = 10) 50.0% 

[RANDOM GROUP 

D = 24) 60.0% 

Note. Data :from the "outl~er" have been ~ncluded 

Table 35 reveals a small difference between the two 

populations in the percentage of schools with specially 

equipped practice rooms. 

Item 12 of Part III investigated the degree to which 

the two populations utilized fund-raising projects. All 

nine of the schools in the random sample who responded to 

this item reported some type of fund-raising project with a 

mean number of 1.67 projects and an average gross of 

$4250.00. Only 3 responses to this item were received from 

the outstanding population. Although the mean number of 

projects for this group was 3.66 and the average gross was 

$3000.00, only two of the respondents reported fund-raising 

projects and one school accounted for almost all of the 

total number of projects. 

A common philosophy in jazz circles holds that any 

effort to raise money should be directly related to the 
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performance of jazz. This was the rationale for the 

inclusion of the final item of Part III. Respondents were 

asked to indicate to what degree they could "sell" jazz 

groups to the community. Space was also provided for any 

open-ended comments. Table 36 shows the results of the chi

square analysis of the responses to this item. 

Table 36 

Chi-sauare Analysis on "Selling" Jazz Groups to the 

community 

CHI-SQUARE ANALYSIS (SELLING JAZZ GROUPS) 

elf cw- LEVEL 0)0' 

STA11S1lC SIGNIF1CAI'';CE 

"SELL" JAZZ GROUPS 3 .950 p>.050 

Note. Data from the "outll.er" have not been l.ncluded 

The chi-square analysis revealed no significant differences 

between populations in their ability to "sell" jazz groups 

to the community. 

The open-ended portion of this item solicited some 

interesting comments. A response from one school doing 

fund-raising stated " •.• no funding for our jazz department. 

We're considered an activity by the faculty." Several 

respondents commented that generally the community expects 

student groups for free. Another commented that " .•• our 

policy is not to get involved, they're usually looking for a 



110 

lower priQe." Two other comments from schools in the 

outstanding population reveal the diversity of sentiments on 

this matter. One respondent emphatically c.,;tated " ••• AF of M 

union hassles not worth it. We play for university related 

events." A conflicting response stated that " ••• jazz 

students are always working. They are the best in the area. 

I insist they belong to the union." The most frequently 

expressed opinion was that all too often the jazz department 

is contacted when the community is looking for a "free" 

group. Most departments chose not to get involved. 

Summary and Discussion of Part III 

The purpose of Part III was to discover whether 

differences existed between the two populations with regard 

to performance practices. There was a significantly greater 

number of big bands, combos, and jazz choirs in schools of 

the outstanding population. A disproportionately greater 

number of combos than what might be expected, based on the 

reported number of big bands and jazz choirs, produced a 

significant interaction between the outstanding population 

and the type of ensemble. 

An examination of the total number of rehearsals per 

week and the number of hours of rehearsal per week revealed 

a slight advantage for the outstanding population. The 
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majority of the ensembles in both populations rehearse 

during the normal school day with some after 4:00pm 

rehearsals occurring in both groups. There were instances 

within the random sample of groups rehearsing after 7:00pm. 

The performance record of the jazz ensembles of each 

population was examined, but the information reported was 

sparse and inconsistent. Ensembles in the outstanding 

schools performed more frequently in all categories with one 

exception; the random sample reported more performances at 

high school assembly programs. A related item surveyed the 

number of annual out-of-town trips for each population and 

found them to be similar. 

Because equipment problems are often a source of 

frustration for jazz directors, ownership of key items was 

investigated. The amount of equipment owned by the jazz 

studies department was significantly higher in schools of 

the outstanding population for all items with the exception 

of PA systems. 

The student population of the top jazz band was 

investigated. The number of full-time students was similar 

in each population. The random sample reported an average 

of 1.09 part-time students in the top jazz band. There were 

no part-time students (those often accused of being 

"ringers") in the top bands of the outstanding schools. The 

myth concerning "ringers" in the jazz ensembles of high 
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profile programs should be dispelled. The outstanding 

population reported a greater percentage of graduate 

students in the top band, while the random sample reported a 

higher percentage of undergraduates. 

Providing students with opportunities to perform with 

great jazz artists as guest soloists is an experience most 

jazz directors actively promote. The outstanding population 

reported a greater number of both instrumental and vocal 

jazz guest artists. In both populations there was a 

considerable difference between the number of instrumental 

soloists and vocal jazz solsists; instrumental soloists were 

utilized far more often than their vocal jazz counterparts. 

A community jazz group is one means of involving the 

community in jazz-related events. An investigation of the 

number of schools in each population sponsoring community 

jazz groups revealed that only 20.8% of the schools in the 

random sample and 10% of the schools in the outstanding 

population were involved in this endeavor. This is a 

potential resource which jazz educators may wish to consider 

developing in future years. 

This survey found a difference between populations with 

respect to community size. Schools in the outstanding group 

were located primarily in metropolitan areas which have an 

average population of over 2.5 million. The average size of 
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the community for schools in the random sample was less than 

one million. 

A chi-square analysis, based on the perceptions of the 

directors surveyed, found that opportunities for students to 

hear jazz were significantly greater in schools of the 

outstanding population. Playing and recording opportunities 

for students were not found to be significantly different. 

Almost one-half of the schools in each population 

provide students with some type of specially equipped 

facility in which they may practice improvisation using 

records, tapes, and compact discs. 

Only a small number of schools in each population 

responded to the item on fund-raising projects. A slightly 

higher percentage of schools in the random sample did 

undertake such projects. 

There was no significant difference between populations 

in their ability to "sell" jazz groups to the community. 

Comments indicated that most communities expect "free" 

groups from the schools. 
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Part IV (curriculum) 

Curriculum differences between the two populations were 

investigated in Part IV. The first item asked respondents 

to indicate: (1) whether their institution offered a jazz 

studies degree; (2) the number of undergraduate and graduate 

jazz majors; and (3) whether their school offered a music 

education degree with a jazz emphasis. 

Table 37 

Percentage of Schools Offering a Jazz Major and Mean Number 

of Schools with Jazz Studies Majors in Each Population 

MEAN # OF. JAZZ STUDIES MAJORS AND 

% OF SCHOOLS OFFERING JAZZ EMPHASIS 

# of UN: ATE # of GRADUATE MUSIC ED JAZZ 

WITIIA MAJORS MAJORS EMPIIASIS 

JAZZ MAJOR 

OUTSTANDING GROUP 

(n = 9) Tl.7% 65.55 19.50 44.4% 

RANDOM GROUP 

(n = 24) 29.1% 17.86 2.57 16.0% 

Note. Data from the "outll.er" have not been l.ncluded 

As shown in Table 37, a greater number of schools in the 

outstanding population offer a jazz studies degree, have a 

higher mean number of jazz majors, and a greater number of 

music education degree programs with a jazz emphasis. 
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The second item in Part IV examined total institutional 

enrollment and the average number of undergraduate and 

graduate music majors. The results are reported in Tables 

38 and 39. 

Table 38 

Mean School Enrollment and Numbers of Graduate and 

Undergraduate Music Majors 

MEAN SCHOOL ENROLLMENT " MAJORS 

Alt. \oiKAUuATt. 

ENROLLMENT MUSIC MAJORS MUSIC MAJORS 

'uKUUt' :l4,J4l.~Cl {)U4.l~ 41Cl.OI 

(0 = 7) (0 = 7) (n = 6) 

RANDOM GROUP 14.492.50 178.91 63.~ 

(0 = 20) (n = 23) (n = 23) 

Note. Data from the "outll.er ll have not been l.ncluded 

These data were further analyzed using an independent 

t-test. The results are reported in Table 39. 



Table 39 

t-test for Enrollment and Number of Graduate and 

Undergraduate Music Majors 

t:-test FOR ENROLLMENT , MAJORS 

elf I-test ST A nSllC 

MEAN MEAN 

ENROLLMENT 24,142.86 14,492.50 2S -1.688 

UNDERGRADUATENUUORS 604.29 178.91 28 -3.1137 

A 416.67 63.04 ].7 -Z.915 

SIGNIF1CANCE 

,>.05 

,<.OS 

,<.05 

Note. Data from the "outller" have not been lncluded 
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Examination of Table 39 reveals that total 

institutional enrollment was not significantly different 

between the two populations; however, there was a 

significant difference in the number of undergraduate and 

graduate music majors. The outstanding population reported 

a significantly higher number of undergraduate and graduate 

music majors. 

The jazz curriculum offered by each population was also 

examined for differences. The percentage of schools in each 

population offering various jazz courses is presented in 

Table 40. 
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Table 40 

Percentage of Schools in Each Population Offering Various 

Jazz Courses 

PERCENTAGE OF SCHOOLS OFFERING VARIOUS JAZZ COURSES 

COURSES OFFERED UUHliJ Al'I1JJN~ GROUP ,GROUP 

(n = 10) (0 = 22) 

azz improvIsation 1 IW% 91.6% 

azz Improvisation II 100% 62.5% 

lIZZ Improvisation III 60.0% 37.5% 

azz improvIsation IV .)u.u\'!> 29.1% 

azz Piano 80.0% 41.696 

azz Ensemble 100% 95.8% 

azzCombo lw% 7~.0% 

azz Choir 80.0% 29.1 % 

!MUSIC Busmes. 4u.u\'!> ~.O% 

.'~Z? Arranging 100% .)8.3% 
• 

azz Histol)' 100% 87.5% 

azz poo..gogy IU.U% 33.3% 

Studio Production 30.0% 8.3% 

iIm Scoring 20.0% 4.1% 

azz Theol)' 70.0% 29.1% 

Note. Data from the "out11er" have been 1ncluded 

Table 40 reveals noticeable differences in the course 

offerings of the two populations. Overall, schools in the 

outstanding population offered all of the possible choices 

more frequently than schools in the random sample. 
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Dr. Billy Taylor suggested in a personal interview that 

many outstanding programs had a unique course offering which 

set them apart. Item 4 asked respondents to identify any 

unique courses they offered. six schools (66.6%) in the 

outstanding population and four schools (16.6%) in the 

random sample indicated they offered such a unique course. 

Courses offered included: (1) Afro-American Music and 

Musicians; (2) a weekly guest artist series; (3) Jazz 

Program Development; (4) Rhythm Section Masterclass; (5) 

Recording Studio Lab Orchestra & Singers; (6) Creative Arts 

Orchestra; (7) Improvisational Forum; (8) Learning/Teaching 

Jazz Improvisation Through Developing an Understanding of 

Hemisphereicity; (9) History of African Drumming; and (10) 

Stage Band Direction. While no formal analysis was 

undertaken, many of these courses appear to be tied to the 

director's specific area of expertise and interest. 

Many music education students do not play traditional 

jazz instruments and would not consider auditioning for an 

existing jazz ensemble under normal circumstances. There 

are also many vocalists with no experience in the jazz/pop 

idioms. The only possible jazz experience for these 

students, as well as for students not able to pass the 

audition for an existing group, is a group specifically 

designed for them. One of the great surprises of this study 

resulted from responses to item 5 of Part IV. This item 



asked respondents to indicate whether they offered an 

ensemble (instrumental or vocal) specifically for music 

education students. 
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Newman (1982) stressed the importance of a jazz 

pedagogy component for music education students. Because 

correctly learning the jazz style is similar to learning a 

new language, it would seem beneficial to provide music 

education students with an ensemble experience. Only one 

school in the outstanding population and none of the schools 

in the random sample offered such an experience. The school 

which did offer this ensemble required the course for both 

instrumentalists and vocalists. 

The existence of a recording studio within the music 

department is considered a tremendous advantage by 

music/jazz educators. Item 6 of Part IV investigated 

whether differences existed between the two populations in 

this respect. It also examined the fee structure and 

whether non-majors were allowed time in the studio. Table 

41 shows the data collected for this item. 
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Table 41 

Differences Between Populations concerning the Recording 

studio 

RECORDING STUDIO 

." STUl>lU NON- PAYIBOUR-"YES" :$1l10UR 

ALLOWED TIME 

IOUTSTANDING GROUP 88.9% 22.2% 44.4% 523.33 

D = 9) 

iKAADOM GROUP 25.0% 83.3% 16.6% -S-20.00 

D = 24) 

Note. Data from the "outl1er" have been 1ncluded 

Recording studios on campus were reported by six 

schools (22.2%) in the random sample and eight schools 

(88.9%) in the outstanding population. The random sample 

reported a higher incidence of allowing non-majors to use 

the studio and fewer occurrences of paying by the hour. 

They also reported a slightly lower fee for studio use. The 

most plausible explanation for these differences is the 

amount of studio use. Because schools in the outstanding 

population were generally larger, studio time may be harder 

to schedule. 

Music education majors are most often the teachers 

entrusted with the jazz education of elementary through high 

school students. Because their preparation as future jazz 

educators is so important, item 7 of Part IV examined which 

jazz courses were typically taken by music education majors. 
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Respondents were asked to indicate from a list of jazz 

courses which courses were required of instrumental and 

vocal music education majors. Table 42 provides a summary 

of their responses. 

Table 42 

P~rcentage of Schools Requiring Music Education Majors to 

Complete certain Jazz Courses 

JAZZ COURSES REQUIRED OF MUSIC EDUCATION STUDENTS 

,GROUP 

(0 = 10) (0 = 24) 

lNl:IJK vUI,;AL JlUlll lNSTR VOCAL BOlli 

Jazz Improv I 0% 0% 30.0% 0% 0% 0% 

azzlmprovU u% u% jU.U')O 0% 0% 0% 

azz Improv III 10.0% 0% 20.0% 0% 0% 0% 

Jazz Improv IV 0% 0% 20.0% 0% 0% 0% 

azz l'laoo U'J!> U'J!> JU.U'J!> U')O u'}!) 0% 

Jazz Theory 0% 0% 40.0% 0% 0% 0% 

Jazz Pedagogy 0% 0% 30.0% 8.3% 0% 0% 

Jazz ArraoglDg 0% U% 30.U% O'J!> U'iI> 4.1'il> 

Jazz History 0% 0% 40.0% 0% 0% 0% 

Ilazz l,;ombO u% U'if> '1U.U,}!) 0% 0% O'il> 

Jazz ChOir 0% 10.0% 30.0% 0% 0% 0% 

Jazz Ensemble 10.0% 0% 30.0% 4.1 % 0% 0% 

~"lUSIC JluSlDess u% u% 1u.u% U'if> 0.% 0% 

fStudio Productioo 0% 0% 10.0% 0% 0% 0% 

i1m Scoring 0% 0% 0% 0% 0% 0% 

Note. Data from the "outlJ.er" have been J.ncluded 
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Nineteen schools (79.2%) in the random sample and five 

(50%) of the schools in the outstanding population reported 

no jazz requirement for music education majors. The courses 

most frequently cited as being required were Jazz 

Improvisation I-IV, Jazz Piano, Jazz Ensemble, Jazz Combo, 

Jazz Choir, Jazz Arranging, Jazz Pedagogy, Jazz Theory, and 

Jazz History. Generally speaking, the outstanding group 

required music education students to take more jazz courses 

than the random group by a narrow margin. 

Bonstetter (1984) identified several characteristics of 

exemplary science programs. These characteristics include a 

curriculum that is: (1) locally developed; (2) based on 

hands-on experiences; (3) not textbook centered; and (4) not 

lecture based. Item 8 of Part IV asked respondents to 

describe their programs in terms of these characteristics. 

Table 43 reports the responses. 



Table 43 

Curriculum Description as Perceived by Each Population 

CURRICULUM DESCRIPTION 

Cn = 10) Cn = 24) 

OCALLY DEVELOPED HU.U~ 62.:;~ 

EXTBOOK CENTERED 0% 4.2% 

~DS-ON EXPERIENCE 60.0% 37.'% 

~ATIONAL GUIDELINES 40.0% D.U .... 

~ECTURE BASED 10.0% 4.2% 

f-ECTURE & HANDS-ON 70.0% S4.2% 

Note. Data from the "outl~er" have been ~ncluded 

Generally, the respondents from the outstanding 

popUlation described their programs more frequently than 

their random sample counterparts as having the same 

characteristics Bonstetter had attributed to exemplary 

science programs • 
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Item 9(a) asked respondents to describe recent 

enrollments in jazz courses. All schools in the outstanding 

popUlation reported increasing enrollments, while schools in 

the random sample ( n = 21) reported three instances (14.3%) 

of enrollments staying the same and the balance of 

enrollments going up. 

Items 9(b) and 9(c) asked whether other members of the 

music faculty were supportive of the jazz program and what 

percentage of those could be described as strong supporters. 
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All of the schools in the outstanding population and 83.3% 

of the schools in the random sample reported other faculty 

were supportive. The outstanding population described 63.9% 

of their colleagues as strong supporters, while 48.9% of the 

random sample reported the same. 

The final item of Part IV was open-ended and asked 

respondents to indicate anything unusual about their 

program. comments from the outstanding population included 

the following: 

We have a DMA with a jazz emphasis in composition, 
Music Education, and Performance. Everyone of our 
graduates has gotten a college teaching job. 

We bring in many national artists to teach in our 
program. 

Each Friday a jazz forum is held with visiting artists 
performing, lecturing, etc. Our recording engineering 
program is great and offers a lot of resources. 

We will always be small and our proximity to New York 
City gives us bountiful resources unmatched anywhere. 

Jazz in July, an internationally recognized summer jazz 
improvisation workshop for both instrumental and vocal 
jazz performance is offered on our campus. 

comments from the random sample included: 

Great players have come from the good attitude of the 
students and faculty - not the program. 

We are a small liberal arts college. Our jazz band is 
almost all non-majors. 

Our degree is a BM in performance with a jazz emphasis 

We're in the building stages. We have a new director 
of jazz studies.· 
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All BME students are required to take Jazz Pedagogy. 

Most of our students are Music Ed or performance. Our 
departmental philosophy doesn't support a jazz major. 

The common thread that seems to underlie the comments 

of the outstanding population is one of contentment. The 

comments express satisfaction with the direction of the 

program and a certain sense of pride. A sense of 

frustration seems to underlie several of the comments of the 

random sample. Given the differences between the two 

populations surveyed in this study, these feelings are 

probably not unexpected. 

Summary and Discussion of Part IV 

The intent of Part IV was to establish whether 

differences existed between the two populations with regard 

to curriculum matters. The existence of a jazz studies 

degree and the number of undergraduate and graduate jazz 

majors was the first area examined. The outstanding group 

reported that 77.7% of their population offered a jazz 

studies degree compared to 29.1% of the random sample. The 

outstanding group also indicated a significantly greater 

number of both undergraduate and graduate jazz majors. They 



also reported a higher incidence of offering a music 

education degree with a jazz emphasis. 
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certain advantages are associated with larger 

instituticns. The survey revealed that the outstanding 

population enjoys an advantage, not only in size of the 

institution (24,142 vs 14,492), but also in the number of 

undergraduate (604 vs 178) and graduate (417 vs 63) music 

majors. A t-test analysis confirmed a significant 

difference between populations for the number of 

undergraduate and graduate music majors, but not for total 

institutional enrollment. 

Course offerings in each population were examined for 

differences. The outstanding population offered a wider 

variety of courses and with greater frequency than the 

random group. All schools in the outstanding population 

offered at least two levels of Improvisation. Jazz Ensemble 

and Jazz History were the two courses most frequently 

offered by both populations. Additionally, outstanding 

programs offered more unique courses. 

None of the schools in the random sample, and only one 

in the outstanding population, offered an ensemble 

specifically for music education students. In addition, 

this ensemble was required for both instrumental and vocal 

music education students. This was a surprising finding in 

light of the responsibility placed on music education 



students to develop jazz programs at the elementary and 

secondary levels. 
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Schools in the outstanding population had more 

recording studios, but less access to the facilities for 

non-music majors than the random sample. Although the per 

hour fee for studio time was slightly lower in the random 

sample, both groups reported fees between $20.00 and 

$25.00/hour. 

Respondents were asked to indicate which jazz courses 

were required of music education students. There was no 

jazz requirement for music education majors in 79.2% of the 

schools in the random sample and 50.0% of the schools in the 

outstanding population. Jazz Pedagogy was required by 30.0% 

of the schools in the outstanding population for both 

instrumental and vocal emphasis music education majors and 

8.3% of the random sample required only instrumentalists to 

take the course. This finding should be of considerable 

concern to jazz educators. 

Respondents were asked to describe their curriculum 

based on the characteristics identified by Bonstetter (1984) 

in a study of exemplary science programs. Directors of the 

outstanding population described their curriculum in terms 

of these characteristics more often than directors of the 

random sample. 
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For jazz educators, the most encouraging trend observed 

in the present study involved enrollments. All respondents 

reported enrollments in jazz courses were either staying the 

same or increasing. 

Jazz faculty members in both populations reported that 

other music faculty (not involved with the jazz area) were 

generally supportive of the jazz program. A sUbstantial 

percentage were described as strong supporters. 
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Chapter V 

SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 

Summary 

The purpose of this research was to determine the 

differences that distinguish "quality" from "other" 

programs, and what might be learned from a comparison of the 

two groups that might be meaningful to jazz education. 

Phase I of the study used four separate, but equally 

weighted, resources to identify the ten "most outstanding" 

jazz programs in the United States. These resources were: 

(1) nine International Association of Jazz Educators 

divisional coordinators; (2) the executive director of the 

IAJE; (3) noted jazz pianist/educator Dr. Billy Taylor; and 

(4) the research of Dr. Keith Johnson (1985). Because of a 

four-way tie for the tenth position, the "select" population 

was expanded to thirteen. One of the thirteen schools 

identified as outstanding was eliminated because of a change 

of focus in its program. Ten of the schools (83.3%) 

identified as "outstanding" responded to the survey. 

The random sample was selected from a list of 669 

member colleges supplied by the International Association of 

Jazz Educators. Five percent (34) were randomly selected to 
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receive the survey instrument. Responses were received from 

24 (70.6%) of the random sample. 

The data-gathering instrument was a four-page survey 

form divided into four sections which examined. the general 

areas of: 

1) Part I - Faculty 

- type of faculty - full-time, adjunct, and 

teaching assistants 

- teaching responsibilities of each type of 

faculty member 

- the educational background of faculty 

2) Part II - Organizational 

- jazz directors' perceptions of administrative 

support and budget 

- actual annual jazz budgets (dollar amounts) 

- recruiting strategies and materials 

- recruiting resources and scholarships 

- jazz directors' ratings of the importance of 

faculty involvement in various activities 

3) Part III - Performance 

- the number of big bands, combos, and jazz choirs 

- total number of rehearsals and hours 

- jazz ensemble activities 

- student composition of the top jazz band 



- directors' perceptions of opportunities for 

students to hear, play, and record jazz. 

- commercial use of school jazz groups 

4) Part IV - Curriculum 
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- availability of jazz studies degrees and number 

of jazz majors 

- institutional size and total number of graduate 

and undergraduate music majors 

- jazz courses available to students 

- jazz ensembles for music education students 

- jazz courses required of music education 

students 

description of jazz studies curriculum 

The findings of the study were: 

Part I 

(1) There was a consensus among a group of jazz 

authorities regarding the most "outstanding" jazz 

programs in the United states. 

(2) There were significant differences between 

programs identified as "outstanding" and a random 

sample of "other" college jazz programs. 
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(3) The outstanding programs had significantly 

more staff at every level (full-time faculty, 

adjunct faculty, and teaching assistants) than the 

random sample. 

(4) All of the schools in the outstanding 

population employed at least one full-time jazz 

faculty member. Fifty-four percent of the schools 

in the random sample did not employ a full-time 

jazz faculty member. 

(5) outstanding programs had a greater mean number 

of vocal jazz ensembles with 80.0% reporting at 

least one vocal jazz ensemble compared to 37.5% in 

the random sample. 

(6) outstanding programs had a greater mean number 

of full-time or adjunct vocal jazz specialists 

directing the vocal jazz ensembles. 

(7) Over 80% of the directors in each population 

learned to improvise outside the classroom 

setting. 

(8) Directors from the random sample reported 

having taken more college courses in jazz than 

directors from the outstanding population. 

Part II 



(1) Directors in the two populations did not 

significantly differ in their perceptions of 

administrative support and budget. 

(2) A closely adhered to recruiting plan was 

reported by 70.0% of the outstanding schools 

compared to 21.7% of the random sample. 
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(3) Directors in the two populations did not 

significantly differ in their choice of available 

recruiting resources. 

(4) Jazz scholarships were awarded by 77.7% of the 

outstanding schools compared to 37.5% of the 

random sample. 

(5) Over 70% of the jazz studies directors in both 

populations reported having a vote on School of 

Music scholarships. 

(6) There was no significant difference in 

perception between populations as to the 

importance of faculty involvement in various 

activities such as clinic appearances, high school 

visitation, or research. 

Part III 

(1) Schools in the outstanding population had 

significantly more big bands, combos, and vocal 

jazz ensembles than schools in the random sample. 
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(2) The difference between the populations in the 

number of combos was particularly striking. 

(3) There was little difference in rehearsal 

time/schedules between the two populations. 

(4) The top jazz band in the schools of both 

populations was composed primarily of full-time 

students. 

(5) Schools in the outstanding population 

sponsored an average of 5.44 instrumental guest 

soloists and .77 vocal jazz guest soloists while 

the random schools sponsored 1.77 and .25 guest 

artists, respectively. 

(6) Only 20.8% of the schools in the random sample 

and 10.0% of the schools in the outstanding 

population sponsored community jazz bands. 

(7) outstanding schools were primarily located in 

large urban centers with populations over 2.5 

million. Schools in the random sample were 

located in communities with a population of less 

than 1 million. 

(8) Opportunities for students to hear jazz were 

significantly greater for stu.dents in the 

outstanding population based on the perceptions of 

the directors of each population. 
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(9) There were no significant differences between 

groups in their ability to B~sell" jazz groups to 

the community. 

Part IV 

(1) A jazz studies degree is available in 77.7% of 

the schools in the outstanding population compared 

to 29.1% in the random sample. 

(2) Schools in the outstanding population had more 

jazz majors at both the graduate and undergraduate 

level. 

(3) A greater percentage of schools (44.4%) in the 

outstanding population offered a music education 

degree with a jazz emphasis than schools (16.7%) 

in the random sample. 

(4) A significant difference exists between groups 

in the number of undergraduate and graduate music 

majors but not in overall institutional 

enrollment. 

(5) outstanding programs offered a greater variety 

of jazz courses than the random programs. 

(6) Schools in the outstanding population offered 

more courses that were unique in their jazz 

curriculum. 
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(7) None of the schools in the random sample, and 

only one in the outstanding population, offered a 

jazz ensemble specially designed for music 

education majors. 

(8) A recording studio within the music department 

was reported by 80.0% of the schools in the 

outstanding population and 25.0% of schools in the 

random sample. 

(9) No jazz requirement for music education majors 

was reported in 79.2% of the schools in the random 

sample and 50% of the outstanding population. 

(10) Enrollments in the jazz courses of both 

populations were either staying the same or 

increasing. 

Conclusions 

Based upon analysis of the data obtained in this 

research, several conclusions can be drawn. There are 

significant differences between the two populations; 

however, it is sometiThes difficult to discern the cause of 

the disparities. For example, there was a significant 

difference between the groups with regard to the numbers of 

full-time faculty, adjunct faculty, and teaching assistants. 

Determining whether quality programs are the result of 

greater numbers of faculty or whether greater numbers of 
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faculty are a product of quality programs is an impossible 

task. 

The fact that fifty-four percent of the schools in the 

random sample did not employ a full-time jazz specialist is 

alarming to jazz educators. with today's budget cuts and 

the emphasis placed on FTE, colleges are increasingly 

becoming more conservative in their hiring practices. Many 

feel a proven need must be demonstrated before adding 

courses or hiring additional jazz faculty. Typically that 

need is closely related to student enrollments. However, it 

is difficult to demonstrate a need based on student 

enrollment for a program or course(s) which does not exist. 

It is hard to prove that jazz education is a vital part of 

the music program without a jazz program being in place. 

Colleges must reevaluate their thinking in curriculum 

decisions in light of student needs, current trends in music 

education, and the expectations placed upon their graduates. 

Jazz education may benefit from studying the 

outstanding programs identified in this study and adopting 

them as models. Graduates of many of these programs are the 

most sought after performers, writers, arrangers, etc. in 

both music industry and music business as well as in music 

education. The outstanding programs identified in this 

study offer "models" for those wishing to develop, maintain, 

and improve quality in jazz education. 



This research suggests that vocal jazz is in need of 

additional support from all quarters of jazz education. 
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Jazz bas its roots in vocal music, but jazz education bas 

not yet been able to provide vocalists with the same level 

of expertise or attention that instrumentalists have 

enjoyed. A serious effort to develop the vocal jazz portion 

of the jazz program i~ certainly warranted and may be long 

overdue. 

A significant difference was established between the 

total number of big bands, combos, and jazz choirs in the 

outstanding programs. Jazz educators have long touted the 

value of the jazz combo program. This research established 

a significant difference between the quality of the jazz 

programs (outstanding vs. random) and the number of combos. 

Directors wishing to improve the quality of their programs 

can apparently reap benefits by encouraging a more active 

and visible combo program. The combo program should be the 

core of the jazz program, the place where students can 

develop and hone their improvisational skills. 

This research found that schools in the outstanding 

population averaged a greater number of guest artists than 

the random sample. Guest artists provide students with 

models, an important advantage. 

outstanding programs were typically located in large 

urban areas. While all colleges cannot be located in large 
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urban areas, increasing the number of opportunities for 

students to hear, play, and record jazz through the 

increased use of guest artists and other "hands-on" type of 

experiences is certainly recommended. 

There was a significant difference between populations 

in the number of undergraduate and graduate music majors, 

but not in the size of the institution. Schools in the 

outstanding population had more undergraduate and graduate 

music majors. It would appear that jazz programs do benefit 

from the overall size, strength, and quality of the music 

department at large. 

A greater percentage of the schools in the outstanding 

population had a closely adhered to recruiting strategy and 

a more active scholarship program than schools in the random 

sample. There seemed to be a somewhat autonomous approach 

to recruiting in both populations. 

Several of the "experts" in phase I of the study 

stressed the importance of preparing students for a variety 

of career opportunities. outstanding programs were found to 

offer a greater number and variety of courses, thereby 

offering students several directions for career choices. 

Directors in the outstanding population described 

their programs as being locally developed, based on hands-on 

experiences, not textbook centered, and not lecture based. 



These were the criteria established by Bonstetter as 

characteristic of exemplary science programs. 
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Several other differences were observed between the two 

populations that offer valuable insights. The differences 

were not always statistically tested but may help to offer a 

more complete profile of the quality or "model" program. 

outstanding programs are more likely to: 

1) have vocal jazz ensembles directed by a vocal 

jazz specialist; 

2) offer a unique course within the jazz 

curriculum; 

3) have a recording facility within the music 

department; and 

4) require a jazz course of music education 

students. 

Recommendations 

colleges and universities which do not currently employ 

at least one full-time jazz specialist should investigate 

ways to add a jazz specialist to their staff. When the 

Tanglewood symposium took place in 1967, several 

recommendations resulted including a recommendation for the 

inclusion of a greater amount of popular and current music 

forms and skills. The addition of a jazz specialist is a 

step toward fulfilling this recommendation. 
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Of those respondents who took the time to comment, 

several spoke disparagingly of the current state of their 

jazz programs. Several mentioned that the departmental 

philosophy did not support a jazz program at this time, or 

that the major emphasis of their program was either music 

education or non-jazz performance. 

An understanding and knowledge of current styles is 

certainly invaluable to any performer who hopes to make a 

living in today's market. This fact of life is discovered 

all too late by many performance majors who graduate from 

college and attempt to make a living by performing. Of even 

greater concern to this writer is the number of music 

education students who graduate with little or no knowledge 

of jazz styles and skills. with the number of public school 

music positions today that include directing some type of 

jazz or pop ensemble, it seems inexcusable for a student to 

graduate from college without some jazz experience. Music 

education degree requirements have long included large 

ensemble participation. A part of the rationale has been 

that if your future includes directing such an ensemble, the 

ensemble experience and knowledge of the literature is 

essential. A similar rationale is true for jazz. Music 

department chairpersons, music education professors, and 

jazz educators must move together to remedy this major gap 

in the preparation of "many music education students. 
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A need to include jazz pedagogy courses in the music 

education curriculum was highlighted in this study as well. 

The alarming number of schools who do not offer or require 

this course (only JO% of the outstanding population required 

jazz pedagogy of music education students) is a primary 

concern. Because this is a first step toward understanding 

the jazz style, a major effort to include this course as a 

required part of the music education curriculum is highly 

recommended. 

The formation of some type of community jazz ensemble 

offered through the school is recommended. This potentially 

rich source of support for the jazz program appears to have 

been largely untapped by many schools. Larger communities 

often have jazz societies that sponsor a jazz group which 

fulfills a part of this need. Unfortunately, these groups 

are many times limited to only the very best local 

musicians. Music programs have frequently justified their 

existence with the argument that music is much different 

from other activities such as athletics in that it is a 

lifelong activity. The unfortunate truth is that all too 

often when a person leaves the school setting, musical 

opportunities are lost. The music profession as a whole 

must reestablish these musical ties with the community. 

Community jazz groups are one way to accomplish this and win 

support for the program as well. 
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A research possibility related to this study might be 

to examine the number of music education students who 

currently graduate without any preparation in jazz and 

assume teaching positions which require directing some type 

of jazz ensemble. How many college graduates are denied 

jobs they seek because their undergraduate training did not 

include a jazz component? 

Another recommendation for future research growing out 

of this study would be to gather information on the job 

market in music education. Many public school music 

teaching job descriptions today include directing some type 

yof jazz ensemble. A survey of job descriptions might offer 

valuable insights and provide jazz educators with data to 

strengthen the argument for a jazz pedagogy component in the 

music education curriculum. This would also help answer the 

question of whether college music education programs are 

actually preparing stUdents for what the job market is 

demanding. Are we training television technicians to work 

on black and white TVs in a color TV society? 
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Appendix A 



*firstname* *lastname* 
*address1* 
*city*, *state* *zip* 

March 18, 1991 

Dear *firstname*, 
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strengthening jazz education and the quality of our 
jazz programs has long been a concern of the International 
Association of Jazz Educators. As a Divisional Coordinator 
and a leader in jazz education I am sure you are interested 
in research which might help identify ways to improve the 
quality of those programs. It is for this reason I am 
writing to ask your assistance in some research which may 
benefit jazz education. 

This research involves a comparison of characteristics 
of high quality jazz studies programs, identified by experts 
such as yourself, with a randomly selected control group. 
It is hoped that some characteristics will emerge as unique 
and significant predictors of successful jazz studies 
programs. The benefits to be derived from studying such 
model programs are obvious. 

Would you please take a few moments to identify and 
rank what you consider to be the top ten quality jazz 
programs in the country? Please use the enclosed form. If 
you have any thoughts or comments on specific 
char.acteristics you feel make these programs outstanding, 
please share those with me. This information will be kept 
confidential and the results will be compiled from all 
resources and presented in composite form only. The time 
required to complete the form is less than three minutes. 
other parts of the research can not be started until this 
information is processed, therefore, your input is greatly 
appreciated. 

Sincerely yours, 

Mike Day 
University of Arizona 

encl: survey 



*title* *first name* *last name* 
*address* 
*city*, *state* *zip* 

May 12, 1991 

Dear *title* *last name*, 
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strengthening jazz education and the quality of our 
jazz programs has long been a concern of the International 
Association of Jazz Educators. As a member of IAJE and a 
leader in jazz education, I am sure you are interested in 
research which might help identify ways to improve the 
quality of those programs. It is for this reason I am 
writing to ask your assistance in some research which may 
help benefit jazz education. 

This research involves identifying various 
characteristics of college jazz studies programs. It is 
hoped that some characteristics will emerge as unlque and 
significant predictors of successful jazz studies programs. 
The benefits to be derived from studying such model programs 
are obvious. 

Would you please take a few minutes to fill out the 
enclosed survey. If you have any thoughts or comments on 
specific characteristics you feel make a program 
outstanding, please share those with me. This information 
will be kept confidential and the results will be compiled 
from all resources and presented in composite form only. 
The time required to complete the form is approximately 
eight minutes. Only a small number of schools are involved 
in this project, therefore, your input is not only important 
but also greatly appreciated. If this letter is misdirected 
and you feel it should have been sent to someone else in 
your department, would you please pass it on to that 
individual? Thank you. If you would like a copy of the 
results of this survey, please indicate this on the enclosed 
questionnaire. 

*comment 1* 

Sincerely yours, 

Mike Day 
University of Arizona 

encl: survey 
envelope 



July 1, 1991 

*first name* *last name* 
*address* 
*city*, *state* *zip* 

Dear *title* *last name*, 
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I am concluding the data-collecting phase of my study 
on college jazz studies programs and have not yet received 
your response. You should have received a survey form in 
the mail several weeks ago. I realize that the survey came 
at the end of the year and many may have been involved in 
their summer schedules by the time the survey reached them. 
On the chance that it may have been misplaced or lost in the 
mail, I am enclosing another copy along with a return 
envelope. Because of the limited size of the sample 
population your response is very important to the study. I 
hope you will find a few minutes to complete the survey form 
and drop it in the mail. Thanks so much for your 
assistance. 

Best regards, 

Mike Day 
University of Arizona 
Jazz Studies 

enc: jazz survey 
envelope 



October 13, 1991 

*firstname* *lastname* 
*addressl.* 
*address2* 
*city*, *state* *zip* 

Dear *firstname*, 
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I had written a couple of times earlier this year 
seeking information on the *school* jazz studies program. 
I'm not sure if you have ever received those communications 
or just haven't had time to respond. At any rate, I would 
certainly appreciate your help in this matter. 

I am in the final data-collecting phase of my study on 
college jazz studies programs and have reached an impasse. 
My study seeks to compare characteristics of a random group 
of college jazz studies programs with a group identified as 
the ten most "outstanding" college jazz studies programs. 
My problem is this. *school* has been identified as one of 
the top "ten" jazz studies programs in the country and I 
have not yet been able to gather the information I need 
about your institution. You are more or less my last 
chance. I am enclosing another copy along with a return 
envelope in the hope that you will find a few minutes to 
respond. Because of the limited size of the sample 
population I'm sure you can see how important your response 
is to this study. I hope you will find a few minutes to 
complete the survey form and drop it in the mail. Thanks so 
much for your assistance. 

Best regards, 

Mike Day 
University of Arizona 
Jazz Studies 

enc: jazz survey 
envelope 
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Appendix B 
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JAZZ STUDIES SURVEY 

NAME __________ _ INSTITUTION ______ _ 

DIRECTIONS: PLEASE CHECK TIlE RESPONSE (OR m.L IS TIlE BI.AN"") TIIAT BF_~T 1l~:~CRlBF.s YOUR SITIiATIOS 

PART I (Faculty) 

1) a) There are faculty teaching full-time in the jazz studies area. (It please) 
b) of the full-time jazz faculty have either a nationally released recording or performed nationally as a tllurinl: 

jazz artist. (#please) 
c) In addition to the jazz studies faculty, (It please) other faculty members teach at least one course in the ja7.7. 

studies curriculum. 

2) a) The jazz studies area lists adjunct faculty mem~rs in the college catalog. (It please) 
b) members of the adjunct faculty have either a nationally relea~ed recording or perfonned nationally a~ a 

touring jazz artist. (It please) 
c) Adjunct jazz studies faculty responsibilities include: (check all that apply) 

[ ] directing big bands 
[ ] teaching improvisation 
[ ] teaching applied lessons 

[ ] directing combos 
[ ] teaching jan history 
[ ] teaching jan arranging 

[ ] other (please specify) ___________ _ 

3) The jazz area employs ____ teaching assistanl~ whose respomihilities include: (check all that apply) 

[ ] directing big bands 
[ ] teaching improvisation 
[ ] teaching applied lessons 

[ ] directing combos 
r ] teaching jan history 
[ J teaching jan arranginl: 

[ ] other (plea~e specify) ____________ _ 

4) The degrees held by members of the full-time ja7.7. studies faculty and the institutions granting them are: 

r ] check here if there are no full-time jan studies faculty in your school. 

BACHELOR'S MASTER'S DOCTORATE AGE OF INSTRUCTOR 

instructor 1 ______ _ 

instructor 2 _______________ _ 

instructor 3 _______________ _ 

5) The vocal jazz ensembles are coached hy: [ J check here if there are no vocal jazz en.~embles in your institution. 

[ ] full-time vocal 
jazz specialist 

[ ] adjunct vocal 
jan specialist 

[ ] fUll-time in~trumental [] teachin~ assistllnt [ ] other 
ja7.7. faculty 

6) What percent of the wind and perctLc;.~ion faculty are ahle to teach both ja72 and "legit" styles? ______ (It please) 

7) Who were your models as jazz educators? 1) __________ .2) __________ • & 
3) _______ _ 

8) a) Did you learn to improvise primarily in a c1a~srollm settinl:? [ I Yes r 1 No 
h) Which of the following jazz courses did you take a~ a collej!e student? (undergraduate and graduate) 

[ 1 Jazz Improvisation 
[ ] Studio Production 
[ 1 Jazz Ensemble 
[ 1 Jazz Piano 

[ 1 ja7.7. Arrangin~ 
[ J jU7,7, Pedagogy 
[ 1 ja7.7. Choir 
[ I J\fu.~ic Business 

[ ] Ja7.7. Theory 
[ ] Ja7.7. History 
[ ] Jan Comho 
[ ] Film SCllring 
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PART n (QmnizationaD 

1) Administrative support for the jazz program can best be described a~: 
[ ] extremely poor [ ] not very good [ ] satisfactory [] very good [ ] excellent 

2) The yearly budget for equipment, travel, operating expenses, etc. (not scholarships) can best be described as: 
[ ] extremely poor [ ] not very good [ ] satisfactory [ ] very good [ ] excellent 

3) The yearly budget for the jazz department is: (if possible, please LL~e a live-year average) 

a) total budget $ ____ _ b) music S _____ _ c)traveIS _______ _ 

d) guest artists $ ___ _ e) equipment $ ___ _ f) recruiting $, _____ _ 

g) clinicians $ _____ _ h) programs $ ___ _ i) miscellaneous $ ____ _ 

4) What percent of the jazz majors are receiving financbl assistance amounting to over 50% of in-state tuition? 

-----_% 
S) Recruiting for the jazz department is predominantly handled by: 

[ ] the jazz department [] the music office [ 1 college recruiters [ ] other (specify) ______ _ 

6) Recruiting materials sent to prospective students include: (check all that apply) 

[ ] brochure on the jazz dept 
[ ] recording of jazz ensembles 
[ 1 personal letter from the Director of Jazz Studies 
[ 1 applicationlfinancial aid materials 
[ 1 scholarship information 
[ ] other (please specify) _______________ _ 

7) a) Does the jazz department have in place a closely adhered to organi7.8tional plan for recruiting? [ 1 Yes [1 No 
b) Please rank ( 1 - 7) the following resources for identifying potential jazz students as they apply to your program. 

__ high school directors 
__ jazz contests/festivals 
__ guest clinician appearances by faculty 

auditions 
-- other college faculty 
-- out ()f state walk-ill~ 

__ other (please specify) ___________________ _ 

8) a) Does the jazz area award any of its own scholarships? [ 1 Yes [ ] No 
b) If "Yes", how many and what are the amounts awarded? (if awards vary, show variahle amounts - example: 3 at $1,000) 

# of scholarships ____ at $ ____ _ # of scholarships ___ _ 
# of scholarships at $ ____ _ # of scholarships ___ _ 

at $ 
31$-----

9) Does the Director of Jazz Studies have a vote on scholarships awarded through the School of Music? [ 1 Yes [I No 

10) Check the degree of importance you attach to faculty involvement in the following area~ with respect to the overall ~ro\\'th 
of the jazz area? ( 1 = unimportant,S = very important) 

clinic appearances . • . . . • . • . • . 
solo appearances • • • . • . .•.••• 
high sChool visitations • • • . . . • • 
adjudication work •.•..••.•.• 
state org. membership •••••.••• 
national org. membership •.•••.•• 
professional playing •••••.••.• 
research activities ••.•...•.. 
in-se;O-y'ice L-ainir..g ......... . 

(1) (2) (3) 
[I [I [1 
[I [I [] 
[I [I [I 
[I [I [I 
[I [I [I 
[1 [1 [I 
[] [I [1 
[I [I [I 
[I [ [1 

curriculum development. . . . . • . .• [I [ [I 
publication •• . . . • . • . • • . . • [I [ [I 

(4) 

[ 1 
[ 1 
[ 1 
[ ] 
[ 1 
[ 1 
[ ] 
[ 1 
[ ] 
[ 1 
[ 1 

(5) 

[ 1 
[ I 
[ 1 
[ 1 
[ 1 
[ 1 
[ ] 
[ 1 
[ 1 
[ 1 
[ 1 
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PART m (Performance) 

1) The jazz program includes _____ big bands, _____ comhos. & _____ jazz choirs. (# please) 

2) Our rehearsal schedule allows: 

The top band to rehearse times/week for a total of hours/week. 
The second band to rehears-e--- times/week for a total of ---- hours/week. 
The combos to rehearse times/week for a total of hours/week. 
The jazz choirs to rehearse times/week for a total of hours/week. 

3) a) The top band rehearses: 
b) The second band rehearses: 
c) The jazz choirs rehearse: 

[ ] during the school day [] hetween 4:00 & 7:00pm [] after 7:00pm 
[ ] during the school day [] hetween 4:00 & 7:00pm [] after 7:00pm 
[ ] during the school day [] hetween 4:00 & 7:00pm [] after 7:00pm 

[1 N/A 
[]N/A 

4) Jazz ensembles from our school (instrumental and vocal) annually perform at: (please fill in an approximate numher) 

___ college functions ___ high school a ... ~emblies ___ dances 

___ local/regional festivals ___ national/international festivals 

___ state/national conventions ___ other event~ 

5) The total number of out of town trips taken annually hy our school JUT.!. ensemhles (include hoth vocal and instrumental) 
usually averages out of town trips/year. 

6) The jazz department owns ___ drum sets, __ bass amps, ___ electric pianos, and __ P.A. (# please) 

7) a) The top jazz band includes full-time and _-:-::-:_-,-_ part-time student~. (# please) 
b) The top jazz band can be further described as containing: (# plea~e) 

____ undergraduate music majors ____ ~raduate music ma,jors 

____ undergraduate non-music majors ____ graduate non-music majors 

8) How many guest artists do you partially/wholly sponsor during the sea.~on? ____ (instrumental) ____ (vocal) 

9) Does the jazz department sponsor any type of community jazz group? [ ] hand [ ] vocal group [ ] none 

10) a) What is the size of your community? (population of the metro area) 
h) Opportunities ior students to hear live jazz within the community in an out of school setting are: 

[ ] non-existent [ ] few [ ] adequate [ J very !!ood [ ] excellent 
c) Opportunities for students to gain professional jazz playin!! experience in the community arc: 

[ ] non-existent [ ] few [ ] adequate [ ] very good [ ] excellent 
d) Opportunities for students to gain professional recording experience in the community are: 

[ ] non-existent [ ] few [ 1 adequate [ ] very I!()od [ ] excellent 

11) Do you have any type of specially equipped practice facilities where students can practice improvisation with records, 
tapes, or compact discs? [ ] Yes [1 No 

12) a) The jazz area annually SpOIl~Ors (#} ____ fund raisin~ projects with an average annual gross of $ ____ _ 

13) To what extent can you "sell" jazz ~roups to the community? (example-hi~ hand/comhos for dances) 

[ ] not at all [] seldom [ 1 occasiunally [ 1 frequently [ 1 N/A 

Comments: ________________________________________ _ 
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PART IV <Curriculum> 

1) a) Does your school offer 8 jazz studies degree? [ 1 Yes [1 No 
b) IT "Yes", what is the total number of undergraduate jazz majors ___ ; number of graduate jazz majors ___ ? 
c) Does your school offer 8 music education degree with a jazz emphasis? [ 1 Yes [1 No 

2) a) What is the total institutional enrollment _________ ; 
b) number of undergraduate music majors ; number or graduate mu~ic majors ______ ? 

3) Jazz courses available to students include: (Please check all that apply) 

[ 1 Jazz Improvisation I 
[ 1 Jazz Improvisation II 
[ 1 Jazz Improvisation m 
[ 1 Jazz Improvisation IV 
[ 1 Jazz Piano 

[]-----

[ ] Jazz Ensemble 
[ ] Jazz Combo 
[ ] Jazz Choir 
[ ] Music Business 
[ ] Jazz Arranging 

[]-----

[ 1 Jazz History 
[ 1 J IlT.Z Pedagogy 
[ ] Studio Production 
[ 1 Film Scoring 
[ 1 JIlT.Z Theory 

[]-----

4) Do you have any unique course(s) (example: a course on rhythm sections) not commonly found in other jazz curriculums? 

[ ] No [] Yes (please specify) __________________ _ 

5) a) Do you offer an ensemble specifically for instrumental music educatinn studenl~? 
1) (if "YES", is this a required course for them?) [ 1 No [1 Yes 

b) Do you offer an ensemble specifically for vocal music education studenl~? 
2) (if "YES", is this 8 required course for them?) [ 1 No [1 Yes 

6) Do you have a recording studio witbin the Music Department? [ 1 No [ 1 Yes 
If "Yes": 

[1 Yes 

[ 1 Yes 

a) Are non-music majors allowed time in the recording studio? 
b) Do students pay a per bour charge to use the recording studio? 

[1 No [] Yes 
[1 No [1 Yes 

c) If students pay Ihour, what is the charge/bour? $ /hour 

7) From the list of the following jazz courses please indicate (by circling) if a course is required or 
instrumental (I), vocal (V), or both ill~trumental and vocal (B), music education students? 

i1F A COURSE 19 /lOT REQUIRED OF AllY MUSIC EDUCATIO/l STlIDtPiTS, DO /lOT CIRCI.F. A RF,SPONS£ FOR TIIAT COURSF.I 

(I) (V) (B) Jazz Improvisation I (I) (V) (B) Jazz Pedagogy 
(I) (V) (B) Jazz Improvisation II (0 (V) (B) Ja7.7. Arranging 
(I) (V) (B) Jazz Improvisation III (I) (V) (B) Ja7.7. History 
(I) (V) (B) Jazz Improvisation IV (I) (V) (B) Jazz Combo 
(I) (V) (B) JIlT.Z Piano (I) (V) (B) Jazz Choir 
(I) (V) (B) Jazz Theory (0 (V) (8) Ja7z En~emble 

8) The jazz studies curriculum can be described as: (check all that apply) 

[ ] locally developed (jazz stall) 
[ ] basically textbook centered 

{ I based on national guidelines & nonos 
[ ] lecture hased 

(I) (V) 
(I) (V) 
(I) (V) 

(B) 
(B) 
(B) 

[ ] based on hands-on experiences [ I includes both lecture and hand~-on experiences 

9) a) Are recent enrollments in jazz courses up or down? [ ] Up [] Down 

[1 No 

[1 No 

Music Business 
Studio Production 
Film Scoring 

b) Are other members of the music faculty (outside the jazz area) supportive of your program? [J Yes [J No 
c) What percent would you say are strong supporters? % 

10) If there is anything unusual about your jazz studies curriculum, plea~e describe. 

IF YOU ILAVE AIlDrrlO/lAL COMMEI'm! OR Wl911 TO CI.ARIIY AXV ANSWER, PLEA9F.IUI. FRf.F. TO A1TACII A SF.rARATF. SIIF.F.T ·TIIA/IK YOU FOR YOUR ASSISTANCE. 

[ ] CIIECK IIERE IF YOU "1SI1 TO RECEIVE A COPY OF TIlE RESULTS 
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JAZZ STUDIES SURVEY 

DirectlOD5: Please rank order th. jazz studies Proc ....... ),OU red .... th. ~ ItrollCest procrams in the COUDtry. 

~IS INFORMATION WILL REMAIN CONFIDENTIAL! 

INSTITUTION DIRECTOR OF JAZZ STUDIES 

1) ________________________ __ 

2) ________________________ __ 

3) ______________________ ___ 

4) ________________________ __ 

5) ________________________ __ 

6) ________________________ __ 

7) __________________________ _ 

8) ________________________ __ 

9) ______________________ __ 

10) ________________________ __ 

If you have comments/ideas on characteristics you feel have 
contributed to the strength and success of the programs you have 
identified , please feel free to share those ideas with me. 

COMMENTS ------------------------------------------------------------

THANK YOU! 
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