














Example C (Figure 3), which represents the A section of this student's
composition, illustrates the middle of the disrribution, where most of the
composilions were rated. This example received a mean craftsmanship rat,
ing of 2.67, just under the whole group mean of 3.62. There is some evi-
dence ofpurposeful placement ofnotes, yet the ideas are not fully articu-
lated, musical, or connected to the larger form. The first three measures
exhibit a partially developed sequence with the repetition of the B-flat and
C eighth notes and leap up to a half note. There is some sense of direction
and conlour, particularly in the third and fourth measure. However, this
segment lacks connection to the tonal cente r (which should be E flar), con-
nection to the meter, and cohersnce as a complete phrase. While this com-
position represents musical cognition as opposed to the seemingly random
note placement of Example A, this stude nt would need to continue to refine
his or her craftsmanship skills in order to obtain mastery of constructing a
well-crafted melody.

Figure 3. Sample composition C.

To what extent do students' compositions provide evidence of creotiv-
iry? The mean score of 3.68 indicated a modest level of creativity among the
students. This distribution was also fairly wide (.SD = 2.20) and was slightly
skewed to the lower end of the distribution. As with craftsmanship, a wide
range of creativity levels was found among the students.

To what exlent do studenls'compasitians provide evidence ofconcep-
lual understanding? Three concepts: form, tonal structure, and dotted eighth-
sixteenth rhythm, were emphasized in the project. The compositions exhib-
ited a moderate degree of formal structure, as indicated by the mean rating
for Form of 3.9 (SD = 2.25\. These structures did not necessarily reflect the
modelcomposition, however,as indicated bythe lowermean score for ABACBA
Form ofM= 2.8 (SD = 2.36). As with the other indices, a wide range of
results was indicated by the large standard deviations.

The students were less successful in creating tonal centers (M = 2.7 , SD
= l.9l). As with.the formal structures, the tonal center$ that were created
did not necessarily reflect the tonal centers of the model piece (M = I . I, SD
= 1.57). The smaller standard deviations indicated that the students were
more consistent in these lower ratings than on the other scales.
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Somewhat surprisingly, the rating for dotted eighth-sixteenth rhyrhms
was also low. Although the assignment asked for the rhythm to be used once
per section, this rating does not measure the extent to which the rhythm was
used. Since the compositions were not consistent in demonstrating multiple
sections, this scale only refiects whether dotted eighth-sixtee nrh note rhythms
were used anywhere in the composition. Slightly over one-third (35%) of
the students utilized the rhythm.

A composite Conceptual Understanding Scale was created to summa-
rize these subscales. To be consistent with the other conceptual understand-
ing subscales, the rhythm subscale was implemented with the value of zero
(no dotted eighth-sixteenlh) or eight (included doued eighth-sixteenrh). A
mean of the five subscales was used for the composite scale. The Concep-
tual Understanding Scale was Iower than the Craftsmanship and Creativity
scales with a mean score of M = 2.66 (SD = 1.92).

How are the ratings of Craftsmanship, Creativity, and Conceptual Un-
derstanding related? After determining that the relationship between each
of the scales was linear by visually examining the scatterplots, a Pearson
correlation coefficient was computed for the three composition rating scales.
The Craftsmanship (M = 3.62) and Creativity (M = 3.68) ratings were very
similar, both in terms of means and correlation (r = .954). Conceptual
Understandin C W = 2.66) was highly correlate d to the other scales as we ll
(Table 2).

Tablc 2

Ratings Correlations

Scalc Craflsmanship Crcativity Conceptual
Undcrstanding

Craftsmanship

Creativity

Conccptual
Undcrstanding

t.00

.954..

.81 7t.

.954r.

1.00

.855.r

.817t'

.855rr

t.00

/t'ore. Final compositions (N = 23).tt p.0.01, two-tailed.

ln broad terms, the compositions reflected a moderale level of crafts-
manship and creativity. The level ofconceptual undersranding reflecred by
the compositions was low. The scales were highly correlated, with similar
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scores for craflsmanship and creativity and consistently lower scores for
conceptual underslanding.

Discussion

The Craftsmanship Scale ratings (M : 3.62, SD = 2.02) revealed a mod-
est Ievel of musical craftsmanship, with a wide variation of ability berween
students. The levelof creativity displayed by the compositions (M:3.62,
SD = 2.20) closely mirrored the level of craftsmanship. The similar means
and high correlation (r = .954) between craftsmanship and creativity could
indicate that craftsmanship ratings were masking the creativity ratings. Amabile
notes that tasks used for the consensual assessment technique should not
require the prior development of a skill, since a range of skill levels could
impact the creativity ratings ( 1996). The wide range of craftsmanship skills
indicated that this task required prior skill development, which may have
impacted the creativity ratings. While this relationship lessens the creativ-
ity ratings' usefulness as an indicator of an individual student's creativity,
this finding has practical significance for music educators. Educators uti-
lizing performance based composition activities of this type should be mindful
that, at least untila basic level of compositional skill is established, evalu-
ations of creativity are likely to be masked by craftsmanship. These rarings
would become more informative if applied in a longitudinal manner. lt
could be that as craftsmanship ratings improve, and perhaps become more
uniform, creativity ratings become more independent and therefore an ac-
curate reflection of creativity. Such research would provide important and
practical knowledge for practicing music educators.

The conceptual understanding scores (M = 2.66, .SD: 1.92) were lower
than the other scales and indicate a generally low level ofunderstanding of
the highlighted concepts in the model piece. It is possible that lack of com-
positional ability (craftsmanship) masked students'conceptual understanding.
It would be interesting in a future study to compare conceptual understand-
ing ratings from students'written explanations of a musical concept to rat-
ings based on applications of these understandings in a composition. This
comparison could shed light on how much of this rating scale reflects con-
ceptual understanding and how much reflects application within a composi-
tion task.

ln any music class, however, it is important that we expect our students
to reflect their understandings in a musical fashion, These low scores could
indicate that unless broad musical concepts are regularly emphasized in
rehearsal, students will not transfer these understandings from their experi-
ence of simply performing in the ensemble to their compositions. ln this
case, the ensemble had covered each of the major scales utilized as tonal
centers in the composition assignment. The Tonal Structure and Cowboys
Tonal Structure subscales indicate that the knowledge of how to play these
scales did not translate into an ability to create music with a tonal center.
This highlights the limited conceptual lransfer that results from narrowly
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conceived performance skills. These results also raise troubling questions
about the transfer of musical knowledge between the musical modes of per-
forming, creating, and listening. Perhaps students were aware of the con-
cepts of tonal center, form, and dotted eighth-sixteenth rhythms, but they
were not able to apply these concepts in the compositional mode. This
fragility of transfer is troubling not only if it exists between the perfor-
mance and creation, but also especially if it extends to transfer between the
performance and listening modes. The prospect of musical understandings
being lost to our students beyond the context of the ensemble setting should
be an issue of concern for music educators.

Since this study is descriptive in design, it did not address whether or
not the project improved students'compositional skills, crcativity, musical
independence, or conceptual understanding. The lowe r composition rat-
ings affirm concerns of limited transfer of understanding from performance
instruction, while the observations of the rehearsalconditions indicate that,
on a surface level, this type of activity is feasible within the rehearsal con-
text. ln doing so, this study lays the foundation for future experimental
research that would address the effectiveness of in-rehearsal composing
toward realizing the broader goals of comprehensive musical instruction to
inform student performance, creation, and listening.

Future Research

The results of this study lead to multiple avenues of further inquiry.
Broadly grouped, areas in need of further inquiry include exploration of
students' compositional processes, curricular development, preservice teachers
and composing, and transfer in musical learning. Further exploration of
several aspects of student composition in the rehearsal setting would aid the
development and refinement of ensemble composition activities. ln the
current study, the ratings for Craftsmanship and Creativity were widely
distributed. A qualitative case study, which would contrast students at ei-
ther end of the distribution, could uncover strategies and problems that
would inform the construction of effective differentiated assignments. Such
a case study could also aid the development of strategies to support broader
student revision and to connect composing and performing more closely.

One of the most pressing questions that arose from this study is wil/
sludenls' compositional abilities and conceptual understanding improve
with sustained composilional activilies? The composition rating scales used
in this study could be utilized in an experimental study that would rate a

series of students' compositions through a sustained period of composi-
tional activity. In addition to measuring the effect of such composing ac-
tivities, such a study could explore the impact of composition upon student
motivation and issues with transfer of learning as well.

Ensemble rehearsal based composition in the United States will largely
remain hypothetical unless teachers begin to implement these activities within
their performance programs. Any effort toward this end would benefit from
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baseline information provided by a series of survey studies. A survey of in-
service band and orchestra teachers'attitudes about and experiences with
composition would be useful in designing in-service opportunities. A simi-
lar survey designed for pre-service teachers would aid in integrating com-
position into the teacher education curriculum. A survey of teacher educa-
tion programs regarding the level of composition instruction would also
provide useful information, and the results could serve as a focal point for
this issue among teacher educators.

The apparently low level of conceptual transfer that was found in this
study raises a troubling question that extends beyond composition: Ll/hat
learning lransfers beyond lhe perforntance ensenrhle contert? ln a field
where success is often judged by the quality of a concert (or by number of
trophies won), this question is too often overlooked. A broad case study of
an ensemble program could provide a comprehensive examination of what
students do and do not gain from their ensemble experience. The answers
from this study could help to shift our profession's focus from the trophy
case to individual student learning. An important related study could fol-
low up with participants from the case study program to gauge the residual
strength ofthe band experience after most ofthem have left a school based
ensemble experience behind. If such a study found that musical learning in
performance settings does not resiliently transfer beyond the ensemble con-
text, it could be a source of soul searching for music educators in our coun-
try. While the current study confirms concerns regarding transfer of learn-
ing, it also provides a hopeful suggestion for positive change in perfor-
mance-based music education.
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